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ADULT EDUCATION IN THE ARTS ~ REFLECTIONS ON ITS MEANING IN THE PRESENT AGE

Adult education has a growing importence in the system of modern education,
an importanne which is even independent of the quantitative extent of its scope
and effectiveness. At one time it arose from the effort to offer to educationally
underprivileged strata of the population more then they had received during their
school years with respeot to professional opportunities and general and civie
education, Adult education has changed along with the chenges in modern industrial
society. In Germeny, and particularly in the Heimvolksschulen, the problem was
at first regarded as being that of helping tnose already in professional life to
an improved understending of the orucial problems of the day. The procedure more
and more became thet of the working session, in which the distinction between
student and teacher becams blurred. If this method continues (and such seems to
be the case), the working session will increasingly come to be a place for a
voluntery community, in which all ages and all social classes concern themselves
with the problems of a reasonsble way of life within a cultural order.

This tendency is strengthened by the weakening of caste and class boundaries
in modern society, as well as by the necesstty for all social groups in the modern
world to think again through the relationship betwesen their own ways of existence
and chenging technical and social conditions, Thus, the issue of the proper
function of art education in modern society justly assumes a central place in
contemporary German adult education. The more adult education movee from the
filling-in of gaps in knowledge to the concern with knowledge and action which will
serve the totality of human behaviour, the more will it have tao dedicate itself to
the education of artistic understending and the artistic faculty.

In an economio society which is molded by technology, it is necessary that
literature, music and pictorial art be newly outlined -~ thought through once @zein
in verms of their capasity for the single individual and for the human community.
This is above all necessary if we are not content to view msn simply as a2 product
of clroumstances, but conoeive of him as a being which cen, and is intended to,
master given oircumstances as a result of the total purpose of his way of ' life.
Perhaps modern men's dissatisfection in his existence is based on an insufificient
understanding of the poseibility of restoring a healthy balance amongst the orucial
factors which determine one's life by confronting and answering, on the foundation
of the spiritual and artistic forces which exist in every man, the rapidly
fluotuating conditions ef an economic and technological nature.
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Whet is adult education able to accomplish to the recapturing of this
equilibrium ? What can be expected, considering the practical attempts of adult
education in this direction ? These are the central questions of this report.

Vhen we speak of the economic and technological changes of the twentieth
century it is not intended to assert that the dominating tendency of social
dynamics In our epoch has to completely rule our existence, nor that it is
necessary to subjugate all areas of existence to its rhythm. We must, then,
first inquire wherein the change, which has been developing for more than a
century, really exists. On the basis of our answer, it will be possible to
illumine the possible importance of art for the man and comnunity of today.

The transformation of which we speak is directly discernible in the
propagation of the industrial-economic style in the organization of labor and
in administration. The tool which man controlled is here substituted by the ' -
apparatus which men serves. In place of one's own determination for the use of
an artistic or manual abillity, the ordering of the individual within the carrying
out of a predstermined plan more and more takes place. Agricultural producation
has also besn subjegated to this transformation from the tradition-based artistic
and manual tc the organized rules of a scientifically regulated process. At the
same time, this change has, in all areas of production, been the prerequisite teo
an historic end unique increase of productivity. The decisive factor in humen
lebor wes progressively displaced from manual activity to *he plamning of the
enginesr. The displacement of man from the sphere of traditional ecraltsmenship
to the routine of thoroughly organized industry accounts for the characteristic
toil of work -~ i.e, its dissimilarity to the toil of work which has been
recognized in all generations. If to this neceasity of displacement is to be
ascribed a genuine damage of the form of existence, and if this damege (if it
exists) is inescapable - this remains an open question. Even the activities of
large organizations are not alone determined by their organization and utility.
Much more is there a main factor which is determining, which we can designate as
the spirit or soul of cooperation. At the beginning of the age of merchines
clear-sighted critics pointedly saw the Human dangers associated with machine
production, but at the same time left the possibility open that conditions could
be imagined and might come to pass in which "the machines become rational™
(Goeths). The oarrying out of the principle of replacing, wherever possible,
human labor with nachine production, could bring us nearer to such conditions.

The organizatorial tyre of large industry and the corresponding administr-
ation does not in itself suffice to designate the specifically modern toil as
anything more than e transitional difficulty. The same is true of social
communities. Todey, the closed and transparent society of the village is .
progressively replaced by the city. This type forces man to rely upon himself
and at the same time into anonymity. It spreads itself over the landscape, and
this as a type of existence. A rural region which becomes the scene of
industrial-economic enterprise changes its social character and takes on the
characteristics of a subwb. It would be false to judge this tendency only
negatively, for ertering into the mode of existence of the modern city means at
the sane time an expansion of man's sphere of freedom. He progressively becomes
& member of an "open" society, in which his relationship to other persons and
the cultural form tion of his existence are much more matters of free choice
than can be the crse in the narrow closedness of the village. The decisive
question, of course, is whether modern man is in condition to use this freedom,
or whether he yields himself up to a conformistic adaptation to a social
prossure which is also active in an urban community. Adult education - and
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specifically art education - can perform an essential role in tie achievement
of the necessary insights and capabilities for the use of this “reedom.

This opposition between tool and appartus throws a provisinnal light on the
possible role of art in a social order which is techmologically formed. 1In
reality, the issue here is that between two human conditions -~ the control of the
tool by man, and the serving of the apparatus by men. In the first ocase, mastery
is necessary; in the second, the reliable accomplishment of fuictions. The
process of the technological formation of work is irrevocable if we dn not wish
_to throw off the advantages which have bsen brought to the durasion of life and <
the living standard through modern mesns of production.

‘But’ in the reality of our modern society, the technological and organizational
principle of work is specifically carried over to areas in which it simply does
not fulfill a necessary function. It is precisely in the area -there neither:
political nor economic nor social necessities demand the applicition of this modern
technological, organizational principle that the reflection on 5he healthy form
of existence of modern life should begin. It is not evident why modern man should
not be able to see thet it is by no means necessary to succumb to the technclogicel
- means oven where they do not belong. If he does, he voluntarily ( eand mainly
from lack of insight and rational experience) gives up a prerogative and a possibil
ility of self-determination - and that means he gives up freedom. Then he sees
himself threatened in his capacity for plea8ure, for education and exercise of
symbolic imagination, for the maintainance of individuality, for the formation
of unorganizable relations to other men and, in the last enalysis, for a fruitful
demeanour with respect to the living in man himself and outsids man.

But let me repeat : our observation of the characteristic effect which
proceeds from the economic-technological ordering of labor extending itself beyond
work to the constitution of existence itself does not by any means sZignify that the
functionalization of man woald there as well be unavoidable. The world of
technical mesns may, in its import, be twisted into the opposite of its original
spirit (which was to ease man's existence) and man may thus allow himself to be
dominated by this world - but the extent to which this happens still depends on
men himself. In other words, the artistic activity of man has an increased
signficence in modern existence precisely because it must find expression within
the tension oreated by en increasing functionalization of his working life.

It is also in the interest of the functional reliability of labor that man
withdrave himself from his work function and recreates himself as a "whole man".
There sre two ways of doing this. In both cases, a change of activity is expressed.
But in the process commonly called "Relaxation, the man who is teken out of his
job frequently is brought, as a passive participant, to nothing but 2 new tension.
To be sure, its direction differs from that of the work function, but once again
the individual succumbs to something offered from outside which, moreover, directs
itself in the first instence to curiosity. Thus, man is sgain pulled from his
authentic self into a non-authentic. The industrialization of the use of leisure
time carries human dangers, and these dengers should bo of most importance when o'
one is refltecting upon cultural policy. All the more since the problem of the
cepeoity of man to comnect his "off-time" with a way of behaving which is
demsnded by his whole existence becomes ever more desperate with the completion
of the technicalness of working life. Integration stands in contrast to &
"rolaxation” which is a tension in various directions. In the late Roman circus,
the gladiators supplied thrilling tension in another direction. The ballad sirgers
did so for the Pairs of other times. Today much more drastic means are employed
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to supply such "tension in another direction". Man's self-integration, however,
requires collectedness. BEvery person is an individual in the sense of the
uniquensss and fixedness of his appearance in the world., But with this he is
not yet & person, Self-integration requires much more - the capacity to forge
into a meaningful unity the manifoldness of human existence and experience. The
special character of the "open" society means, however, thot modern life makes
it easy for man to neglect the fusing of his inner self with the experience of
his existence. When he succumbs to this neglect he is, in a manner of speaking,
"1ived" by the various opportunities which offer themselves from outside,
instead of himself actively and perceptively leading & unified life, The art of
living is connected with the arts themselves and their usage. This becomes
particularly evident when viewed from the contrast between living and "being
lived", and also, when considered with regard to the relation of this contrast
to the difference between a creative and fumctional way of behaviour,

Both arts, creative art snd the ert of living, require the capacity for,
end the cultivaticn of, self-integration. This is not the place to discuss the
special quality of the artistic expression - the possibility reserved to it to
open a way for truth which is not opsn to the analytic thinker, its character
as the ultimate repository in man's being cf the capacity for crertive and
renewing artistic conduct. PFut we should insist that it is the artistic way of
conduct upon whicl self-integration is based. The collecting together of
human powers wkict is & prerequisite at first leads man away from the succumbing
to this or that irdividual thing which he does or experiences. It then helps
him to be carried beyond himself and on to the level of living together with
other human beings, ané thus reveals itself as the precondition of a gommunity
in which men not only work with one another, but are with one another. And
finally is made menifest self-integration and genulne transcendence - that
ascent of everything individual into the universal and the normative, in which
it is slevated and receives its real justification. Both the art of living
end craative art reveal themselves in the las% analysis as experienced
metaphysics . Thus it is that man, from this point of view, is & creature - a
creature of illimitable richness but limited and endangered as well. The
creature, however, is unthinkable if one does not think of the crestor along
with the oreated being. The understunding of man as a creature implies as &
direct educational consequence an active respect for one's fellow-man as a o
comrade in the same manner destined towards self-integration: Integrastion
decisively contributes to such a self-understanding of man and to man's self-
realization. At the same time it forms the proper capacity of judging of
everything which is presented to us for free choice during the spen of our
existence. If, however, the capacity for integration is lost, the capacity
for responsibility, which gives freedom its immer justification, is also lost.
Through no other activity of man is this capacity for integration more strongly
advanced than through ooccupation with the arts. Ons cannot see why the insight <
into the educaticnal and social significance of art and its connection with the
constitution of rodern existence should not result in recongizing and cultivating
artistic activity to & greater extent than seems to have previously been the
case,

The particiration of man in tke readm of the arts is meant when one speaks
of the possible function of the arts in modern society. We must, therefore,
recognize the importance of reception as well as production. For the
experiencing of & work of art requires of the receiver his own produstive,
artistic powers. This experiencing is an sctivity which, for example, in
participation in drama moves and releases one. This activity brings to the fore
the spiritual forces which in the functional activity of working life have to
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be excluded, and to the extent to which this is done oreates ths prerequisite
for integration and individuality.

Literature, pictorial art and music have in common that thsy call up e uniqus,
and still unmistakeable individual product, which receives general and teans-
personal meaning without thereby losing its characteristic distinctiveness. A
poetic achievement is complete because the distinctive and the jersonal in the
expression is reconciled with the generality of its substance aid form. The
total personality of the one creating is thereby involved In tho process of creating
It seems that the durasble works of poetic creation are not, in She height of
their quality, indepsndent of the fact that they arose as acts of integration, as
acts in which the poetic personality is itself called upon for the mobilizing and
gathering together of its nature. The experience of a poetic work of art can
exercise this same effect on the personality of the recipient.

Art belongs to the realm of play. It brings into being a spiritual werld of
pictures, in which the experience of the human world is creaties;ly mirrored. Ths
work of ert always involves itself with the totality of 1life, for it is called into
existence through the medium of & total life - that of the artist. For the
individual the play is a free expression of one!s nersonality and powers, expressing
itself outside a premeditated purpdse. The credibility of the wrork of art rests
precisely on this freedom of symbolic creation which is carried out through play.
The work of asrt is thus a free answer to onel!s existence. The disturbance of onefs
relation to art is, consequently, most obvious when art is serving purposes
originally foreign to art. The scepticism of modern man towardes the generelly
guite obvious propagenda purposes of words and pictures shows us that even this
modern mon knows very well how to distinguish the relation of free play and truth
from the purposive compulsion of persuasion. He is still a man - that is, he
cannot be molded at will.

This truth of artistic play has its social meaning - and even a significance
for the forming of society. It could be said of the individual : "Man only plays
when he is man in the full sense of that word, and he is then only a complete man
when he plays". Called back to the wholeness of himself in the free mastery of
play, he bocomes at the same time master of his particular powers. He finds
equanimity and self-control.

But in ocoupying oneself with art, one is not a player alone, but with others,
And to play together with others means to leave behind determination of purpose,
to which the individual must fall prey, and which holds him separate from others,
"Only aesthbtic communication unifies society, for it relates everything to that
which is common to all" - this saying points to the function of forming society
which is involved in occupying oneself with the erts. This occupation elevates
the one capable of playing above himself and gives to the fact of being together
the reality of human community. Whoever participates with understanding and
energy in the arts produces thereby something which is indispensable for humen
commmity, something which at the same time shows the meaning of political freedom.

Thus, the sssential tasksof adult educotion would be directed towards the
development of a society spiritually rooted in the cultivation of art. It requires
no further explanation to see how distant we still are from this goal. With this
goal in view, however, the experiments of adult education, carried out with
devotion and care, receive a not unimportent sisnificance for the solution of
decisive problems of the present day. This significance becomes particularly
oevident when the task is to start from basic intereste and to make spiritually and
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practically fruitful the individual life experiences of the participants in a
working session by bringing them into contact with the work of art.

From the reports received it btecomes clear that it is equally in all
branches of pictorial art, music, literature and the theater the first
endeavour of the adult educator to stimulate individual spiritual activity -
The overceming of a merely passive receptive attitude is the educational
purpose of speech-training and amateur drama, of the opening of a way to
literature through biography, of critical discussion in the thedter, of
reading together, of the amateur orchestra and the precedence it must give to
musical exercise over interpretation of musical history. It can easily be
imagined that an invigorating effect on pedagogy proceeds, as well in the
public school, from the direct connection between adult education and one's
own life experience and from art exercises by the members of the working
sessions.

The question how the life ex»eriences of those working with the adult
educator ocan achieve spiritual form and pracvical productivity through the
encomter with art is of deep interest to that educator, and is characteristic
for the particular potentialities of adult education altogether. Precisely
due to the fact trat no important professional achievement can be aimed at
or can be intende¢ to be officially predcribed, adult education is one of
the few possibilities today of serving a simply human educational purpose.

The faoct, however, that it directs itself to the human as such wppans that et

the same time it broadens the horizon of the participent beyond one's narrowing
professional or provincial existence. In this sense, adult education is

itself "play", and the possibility is thus given to it of opening to modern

man an insight into the way in which the hardships of the social trewsformations
of our epoch can be overcome. Since it is directed to the human =g such, it

is givan to adult education to aid in the overcoming of strangeness felt towards
other peoples and tongues by confronting men with the artistic reality of

these peoples.
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PICTORIAL ART

In the Federal Republic, fifty questionnaires were dispatched to persons

with wide experience in the field of art education for adults. These questionna.res
were as detailed as rossible, and were issued in order to obtain informative

reports on the significance of pictorial arts in this field. In order to obtain

as extensive a pioture as possible, artists and art educators, as well as museum
directors, cultural officers and other persons of authority were included among
those consulted. The value of this questioning procedure lies lzss in the
" possibility of reaching an authoritative statistical evaluation than in the
acoumulation of different kinds of suggestions.

I. External Requirements

1. Apart from public and vocational schools and institutions of higher learning,
art education is practiced in all associations and institutions vhich are concermed
with edult education. Among these are university extensions, museums, art
societies, clerical end trade union institutions. Particularly in the latter field,
many working groups hove been formed. Finally, those private associations which
spread the understanding of modern art should be mentioned. The emphasis here is
particularly upon the graphic arts, an understanding for which is carried to wide
perts of the population through exhibitions, lectures, ammual gi®ts and through
loans of art works. The Griffelkunstvereinigung (Association for Grephic Arts)

and the Vereinigung der Freunde junger Kunst {Association of the Friends of Modern
Art) in finich should be mentioned. Not all of these groups have their own
working rooms : even the university exten“ions usually must rely upon the use of
week-end rooms (in schools ete.). There exist, however, close connections with

the Anmsrioa Houses, the English "Briicken" and the French cultural centers, though
these are only found in the larger commnitiss. Many evening cowrses also take
place in vocctional schcols and art academies. Despite the helpful support from
all sides, it would be highly desirable if there could be a greater number of
privaty rooms at the disposgl of these institutious. The disturbing foeeling of
being "only a guest" would disappear if these groups had separate rooms, and the
group feeling would be definitely encouraged.

2. Schedules; MNumber of Participants

The number of activities and courses within a certain period of time varies
considerably aocording to the topics. In the university extensiaens series of
lectures are usually held once a week, on ten eveninge of a three month's term;
however, fortnightly courses are not unusual. In the latter cass they are mostly
one-hour or two-hour meetings. Evening ocourses in art schools or art aoademies
extend for two or three hours a week during the semester, Courses in industries
end in offices are single lectures or series held once a week or fortnightly,
extending over a period of four weeks, four months, or a whole year, The announcem-
. ent of individual woriling programs and attraction of new students takes place
according to the Pinancial circumstances of the organizing institution, the number
of printed bulletins, catalogues of university extensions, circulars, posters,
aedvertisements, and the booking of schedules in arts and orafts schools and art
acedemios. The number of participants in lectures can range between thirty and
three hundred, in working groups any number from four to fifty or more. Almost
all persons guestioned declared that a working group should have not less than
8ix and no more than twenty members since it is frequently impossible for the
leader of the group to faintain contact with a larger number of "pupils™,
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ITI. Internal Requirements

1. The Art Instructor and His Partners in Adult Education

Valuable though the teacher's experiences with children or students of art
may be, adult education requires something more. Here it is a matter of mature
persons who, as & rule, are engaged in non-artistic occupations. They come from
widely diverse occupations and differ in their conceptions and interests. They
are from seventeen to seventy years old. Some of them have ths idea of becoming
part-time "artists", ard others only want to improve their technical abilities;
most of them want to broaden and Yo deepen their understanding of art. They want
an education through art more than an art education. A great pert of them rightly
look upon these adult courses as a hobhy, as a counter-balande for a too one-sided
occupational activity, as an outlet against the specialization of modern man.

2. Sociological Composition of the Working Groups

The question whether working groups should be divided according to religious
or political allegiance is. enswered negatively by 211 ques+tioned. "™e do not want
to know which denominations or politicel aeffiliations there are", writes the
director of 2 museum. No typical exampls can be given of the sociological

.composition of such a group, for it comprises all classes and occupations. The
following example from Hannover could be quite different in another town or
region. The twenty-five participants of a course in pictorial art included :
twelve office workers, three house-wives, one master joiner, two workers, two
pupils, one dress meker, one horticulturist, one apprentice, one lowyer, and one
physician. The group of the Society fosr Modern Art, Munich, shows the following
pleture : twenty-one with no occupation, seven clerks, ten architects, two
graphioc artists, thirty-six art historians, eight phykicians, two pianists, one
photographer, three ertisans, thirteen educators, two clergymen, seven journalists,
thirty-four business mea, five engineers, three office groups and associations,
fifteen lawyers, fifty-six pupils and students. Their school educ~tion ranges
from primary and vocational schooling to higher educatien, In industrial areas
the worker participation is larger, and in rural areas more farmers attend. The
percentage of participation from the schools rises sutomatically if an efficient
art educator knows how to inspire his pupils in the school room, and if a too-~
limited curriculur makes it necessary to supplement education in art and hand-
work.

3. Homogeneous snd Heterogensous Working Groups

In this respect almost all perscns consulted favor a heterogeneous circle
in order to achieve a maximum of liveliness and versatility. A representative
of the Bavarian acult education movement writes, "The homogeneous group covers a
field more quickly, the heterogeneous group is livelier; therefore I prefer it".
Since the starting points for a heterogeneous group vary to some extent,
extremaly differert points of view usually turn up. This can result in very f
fruitful tensions. It cannot be denied that the obvious disadvantage of a
heterogensous group consists in discrepant intellectual levels. One cannot,
however, regard tlis as of corucial significance. Only a few persomns favor the
homogeneous circle although it is easier for the leader of such a working group
Yo dexermine the intellectual qualifications of the students. The homogeneous
cirele is proposed only for those cases where special knowledge is needed for
certain special problems, Moreover, ewperience has shown that "educated peopls”
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sometimes do not join heterogenevus groups because they are afraid they will not
find their own educational level. Professor Dr. Otto Stelzsr ¢f the Staatliche
Hochschule fUr Bildende Kinste {Public Academy for Pictorial Arts) in Hamburg
writes in this connection, "Art is for everybody. The so-dalled 'educated person:
is not seldom surpesssd in interest and participation by the 'less educated!, and
then realizes what is of real importance for the understanding or art". The
possibility of talking over each other's heads is one of the great hazards of a
heterogeneous working group, spscialization is that of the homogsneous circle.
Responsive participants are of fundamental importance for both groups.

IITI, Aims and Purposes

1. Aims and Purposes of the Instructors

The concern of &ll art sducators is, in the first place, directed towards a
genoral understanding of art, especially of modern art. In this way a direct
contact with the present can be sstablished, This holds true for the discussion
of art es well as for practical activities. Many of the persons consulted rave
stated that they especially want to describe the relations of ars and history.

For them the main thing is to show that art is an expression of its time. The
immedinte experience of art is of fundamental importance and staids beside the
reflection on historical relations and the educational work, which is to give peopb
information on problems of style, and history of art. Thus did She dirsctor of =2
big glass factory esteblish a working group on modern art to shorv that the experience
of art is not a questien of school education. In his opinion, ojen-mindedness

and serious concern for the subject are sufficient for independsat study. For the
same reeson, lectures and guided tours are offered by museums as an aid for finding
a direct wery to the works of art. As always, there is also the >roblem of
sliminating prejudice and false conceptions. Dr. Franz Roh, president of the
Doutscher Kunstkritikerverbend (German Association of Art Critics) and editor of
the "Kunst" (Art) writes : "More and more I am convinced thet ths Gerrans are
perhaps aducated theoretically, but not at all, in understanding forms. Therefore,
they fnil to comprehend many things which can only be grasped with intuitive
imngination. So, meny emotional values of art - especially of pictorial art -
escape their observation. I think the students themselves felt shat. They
realized talso thatcfit is unlikely - as is claimed by many ultra-conservetives -
that all modern art is nonsense. The students could not find thoir way and then
came to seek help in our association of the "Friends of Modern Art", Gerhardt
Mercks said, "The Germans have become all sard, they have lost their oyes". The
various courses in practical art serve to counteract this threatoning
"intellectualization". In these courses (painting, drawing, rhyshmic composition
exercizes, molding, hand work) the experience of art is to develop a oreative
personality, and to c aunter-act an education the sole purpose of which is the
inorease of technical knowledge. Imagination and the pleasure of creating should
be awakened, inhibitioms eliminated, and the ability of seeing formal relations
cultivated. Analyses follow the formal pattern of a master work in "active
contemplation of art" end seek to discern its specifically aesthetic content,
(Conrad Fiedler). The students are familiarized with technmical facilities (materids,
tools) and with formal qualities (point, line, plene, plasticity, colour, light-
dark, composition, etc.) through independent exercises. Added to this is the
schooling of taste through courses in which it is attempted to cultivate in the
consumer the taste for good commodities (furniture, dishes, etc.), and gracious
living environment.
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All persons consulted are decidedly opposed to producing artists in their
programs. Only in exceptional cases is a particularly talented person given a
starting basis for the continuation of professional studies. Direct professional
support is not usually given. The main thing is to make people susceptible to art
as en ossential part of their lives. Education through art is considered more
important then art education.

2. Aims and Purposes of the Participants

The question why the individual person is moved to participate in courses and
working groups is not easily answered. In many poinis they conform with the
teoacher's motives. Frequently the students want to malke up for education and
knowlsedfie which unfavorable circumstances and other influences prevented them
from obtaining earlier. #Most of them are actively concerned with contemporary
problems and want to clarify their point of view. In the practiocal courses, the
motive frequently is the unconscious desire to develop ones productive powers =-
which in professional life are unregarded. Professional improvement is seldom
desired and is limited to the craftsmen (goldsmiths, printers, stone-cutters,
graphio artists, decoraters, etc.)j; therefore, it is offered mostly in arts and
crafts schools end art academies. A special adviser for art education mentions
the following reasons for participation in working groups : curiosityj desire
for information and education, hobby, desire to develop productive powers in a
congenial circle, professional improvement, doubt, criticism, protcst. The topics
of lectures and working courses are generally decided Tty the instructors and
group leaders, usually in cv-operation with a curriculum committee (for instance
in university extensions). Often the topics are discussed in the coirses, and
suggestions of the students are taken into consideration. It is customary in
mony university extensions for the advanced students to participote in the plann-
irg of the whole ourrigulum. Every intelligent art instructor st oublic schools,
arts and crafts schools, and art academies,will occasionally ask the members of
his advanced courses which formal problems, topies, or techniques should be
worked on.

IV. Starting Points for Practical Exercices

In the practical exercises most of the teachers consulted start out from
playing with techniocal and formal means, or from exercises in conscious abstract
composition. Here it is a matter .of dealing with the elements of pictorial form;
point, line, plane, color, light.-dark, plasticity, dimension, Elementary
exercises are suprosed to stimulate creative activity. Also, should be encouraged
what we call "modern nature studies”.

1. Playing with Technical and Formal Means

Goorge Braque said, "Not the aim is interesting, but the means with which
to reach it". Schiller already intimated in his "Letters on the Education of
Mankind" that the discovery of form is most likely to occur in the free play of
sensual perceptior. He wrote, "For man piays only when he is man in the full
sense of the word, and he is wholly human only when he plays". Certainly the
adult doss not gererally persevere in play, but it relaxes, it stimulates, it
conveys knowledge, it produces "rules of play" which can end in serious action -
which being purposeful therefore becomes work. Play produces surprise, Surprise
may inspire a perton, depending on how it is received.
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Various methods can be used to produce the necessary initial relexation.
The best way to develop relaxation is to play without purpose a1d aim with tools
and materials. Even Leonardo da Vinci demands in his treatise on the art of
painting that the artist, in order to train his imeginative powsrs, should "set
up a new kind of vision which may indeed appear inconsiderable and even ridiculous,
but which is nevertheless quite useful for inspiring the mind to various
inventions". In spotty walls, or rocks haphazardly assembled, the artist should
be able to discover landscapes, figures, faces, battles, "which he must shepe into
final and accomplished forms". Baumeister writes in his work, "Das Unbekarnte
in der Kunst" (The Unknown in Art), on the subjects of "Searchiigz, Finding", and
"The Vision"; "Saul went out to sermch for his fathert's she-asses and found a
kingdom. . . The original artist leaves the Known and the Possible behind. He
pushes forward to point zero. Here begins his sublime state . . . Unlike him,
the epigones know what they want and what they do because they have fixed images".

The persons consulted mentioned the most diverse experimenss. For exemple,
Professor Rottger at the Public Arts and Crafts Asademy in Kass»l has the members
of advanced courses for teachers undertake rhythmical arrangemeits of a pl-one,
in line and plane form. From playing with the material, as, for instance,
trensparent paper, which is ocut, rilbed, folded, and put together in various
ways, surprising forms emerge. Sometimes woolen threads are woven into.the
arrangement with interesting effects.

Other teachers, working in metal, first let their students try out the tools;
& gheet of metal is bored in various ways, different rows and arrangement of
ernaments are tried, different incisions are made with plate shoars, the reaction
of the material is observed and then further developed. Punchiig, chiselling,
methods taken over from forglng, ceannot first be devised on the drawing boerd. In
drawing and painting courses, pasted arrangements, collages, anl montages ere
attractive and relaxing beginning exercises which can have convincing aesthetic
results. One seeoks to cultivate the capacity for improvisation and intuitive
understanding, a good taste for colour and form; and, in the eid, the students are
eble to do conscious plamning. In the graphic arts - more than in painting and
sculpture - the attempt at playful experimentation has proved significant. Klee,
Kubin, and many other contemporary artists, frequently begin thiir works with
aimless playing. The great masters of modern painting -~ I mention only Picasso,
Klge, Moore, Brayjue, Mord, Rouault, Clavé, and Chagall - have discovered graphic
arts as an experimental field for their art. In spite of this - or maybe beceuse
of it ? - modern graphic art is considered, perhaps, the most dacisive fector in
contemporary art, Ogcasionally, the persons consulted mentionai that they sought
help from the other arts. Thus, a teacher reports that he lets hig students
interpret the rhythms of records by a playful arrangement of lizes. This must,
of course, be understood in the sense that here music is only msant to be e
stimulating factor. At the sams time, these exercises wlll held in building the
formative powers of the individusl. Itten made his students relex through
gymastics and deep breathing before they started to work.,

2. Abstract Composition Exercices

Some of the exercises mentioned as pley are already conscinus sbstract
oomposition exercises. Frequently the desire will arise in the students not to
leave everything to a delightful chance, but to stribe for genuine artistic
expression in the form of black-and-white and colored designs. This can be done
in individual formal exercises end in analyses of paintings in She way of.
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"activs contemplalion of art". The latter reprodiices the formal arrangement of

e work in simple outline. Abstract composition exercises are very much related - .cror
to decorative art and abstract art. Worringer says, "The tendency towards
abstraction appears in the beginning of all artistic endeavor, and remains
dominant in certain peoples of a high cultural level". Belonging to the purely
formal exercises tre, for example, the arrangement of rows, distribution,
concentration, the discovery of linear and plane tensions, contracting and co-
ordineting of geometrical forms or free rhythms, exercises with fixed tectonic

or fres a-tectonic snd dynemic forms. Such formative exercises with non-object
elements in black and white, or in shades of grey, or later in coloured planes

in which open and nlosed effects of composition, tensions, counter-balences,
dislocations, veilings, and pattern are tried and prove to be extremsly valuable.
A person who has gone through such training, (which we owe to abstract art), and
who, beyond that, has had the experience of playful, random handling of tools and
materiels, will have increased his susceptibilities not only to free and applied
ebstract art but also to the imagery of objective art, and he will have gained
new standards of judgement.

3. kodern Nature Study

Even though generally those consulted rightly value working from the
imagination, the voices of many students end instructors should not be ignored
who consider nature studies, done in a mddern way, to be indispensible. They
also insist that the exclusive use of abstract forms which, due to the suppression
in previous ysars, has been cultivated in Germary will, in the long rumn, prove
unsatisfactory for each serious student of art. Paul Klee is cited, "Take your
students to nature, into nature . . ., let them see how 2 bud is formed, how a tree
grows, how a butterfly opens, so that they become as rich, as versatile, as
stubborn as great Nature". There are quotations from Miré, Picasso, Schlemmer,
Barlach, and others, to the same effects. They speak for the values of a
method-which we shall call modern nature study, and which has nothing to do with
the ebsolute and stupid copying of natural forms. Stuflffy academic spirit shall
not be restored.

In the conception of modern nature study the meaning of "nature" has
undergone both a change and enlargement, owirg to a turbulent development in our
times. Especially the daily experiences of everyone as they come before our
eyes in micrc - end macro-photography, rontgenvgrams, sound charts, radiation
charts, graphic signatures, visibility of usually invisible processes and speeds,
broaden the conception of "nature" and make us think. Even the transition from
sound to picture, the exchangeability of temporal and spacial qualities, are
announced by many magazines and films and accepted without contradiction by the
public. If this "new nature" in "objective representation" (photography and
motion pictures) is &ccepted by the observer, he should be consistent enough to
try to comprohend works of art which portray this "new nature". This also gives
the artistic justifivation for an a-perspective rerresentation waich followed the
un-perspective world before the Renaissance and perspective world after the
Renaissance. Nature is not only that which corresponds to what we normally see;
and it appears to be more essential to create like nature rather then to copy
nature. If understood in that sense, the old objects of study; head, figure,
still life, lanscape -, can be re-established in their old rights. All that
metters is the right guldance, which calls attemtion to the essentials. It
should be borne in mind that portraying nature as realistically as possible is
not the right wey; only a few of those consulted suggested this method (nude,
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portrait). Most persons want their students to produce from their own 1mag1nat1on,
in which case a specific object only serves as a stimulus.

L, PFurther Starting Points

One person stated, "On principle, I never suggest a topic or & working
method in order not to influence the choice of the students., I let them find
their own starting points and then T plan collective work by co-wparing the
results". This is a possible way of beginning the very first efforts. There is,
however, the danger that the work gets out of control too easily. ”

Suitsble, and less suitable, practical activities :

The following subjects are usually not suitable for adult aducat1on, end are
not recommended :
1. G4l painting : It makes dillettantes and would-be artists.

2, Central perspective : It does not lead towards artistic perception and
leads a person to measure modern and old works of art by false stendards.

3. Litography : It is too difficult technically, and, also, dilletentes
can produce results which secem to be more than they are. Besides, as a
graphical art with no specific laws of its own, it has boo little
formative power.

L. Nudes ¢ This too leads to dillettantism; and then it is impossible to
achieve a satisfactory result in this difficult artistic problem in the
short time that is given.

On the othor line, the following subjects are especially recommended :

1. Rhythmical composition of various kinds.
2. Abstract composition, also with various materials.

3. Drawing, or painting, of picture analyses in connection with the
contemplation of the picture.

ly. Modern nature study.
5. Distemper or tempera painting.
6. Graphic techniques and related techniques.

7. Sloyd, and elementary handwork, as long as it sets limited tasks,
stimulates the formative powers, and cultivates an intelligent, up-to-date
sense of forms.

8. Applied grephics, with modest tasks. Exercises in typography, and
mounting.

9. Letters : writing and drawing.
5. Starting Points for Discussions on the Theory of Art

In discussions on problems of art theory, quite frequently a comparison of
two objects of different styles serves as a starting point. Also general problems
(1ike colour end form, trash and art, what is modern art ?, etc.) are a matter
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for discussion. Topics from the history of art which deal inclusively with matters
of style (style of the period, personal style, national charaoteristics) are quite
frequent. Problems of the history of art are often treated during exhibitions, or
in prevaration for museum visits, because a discussion is most successful in the
presence of the original work. Various ways are chosen in such cases. Most
teachers inform us that such visits or excursions (also to foreign countries) are
thoroughly prepared through well informed lectures (mostly with slides), by the
typing out of literature, and by the distribution of hand-bills. The participants
should be familiar with the subject and should be able to comprchend some problems
of art theory. Then the visitors are led on guided tours through the exkibitions
and questions are answered, but many of those consulted demand that the members

of such a group should go unguided and that there should be no discussion, the
only important thing being the experience, the immediate impression of the work of
art, on the visitor. Evaluations of such visits and excursions takes place only
afterwerds. Active contemplation proves to be especially productive, and is
frequently done in connection with composition exercises which have becn descoribed
at another place. Analyses of pictures help the observer to comprehend in a
creative way the formal composition of a work of art, and thus make for quite

o different kind of experience which cannot be conveyed by words or by mers
contemplation.

6. Shaping the Emnvironment

Of particular importance in adult education is the intelligent sheping of
the environment. The understanding of the things of daily life (furniture,
dishes, clothes, epplied graphics, eto.) is to be cultivated. The producers, as
well as the consurers, should be addressed. This is done in various ways. In
some large cities guided tours are conducted through exhibitions and industrial
plents, During trkese tours discussions are held on the problems of modern living,
end use i1s made of the positive and negative examples on hafd. In some institut-
ions there are corstant exhibitions of outstanding products, loaned by the
industry. There ere also exhibitions of the Rat vier Formgebung (Council on
Industrial Design) end exhibitions of model products of industry and handicraft.
The latter are organized by the Zentralstelle zur Forderung Deutscher Wertarbeit
(Central Committee for the Support of German Products) in co-operation with the
Arbeitskreis flir Tndustrielle Formgebung in Bundesverband der Deutschen Industrie
(Working Group for Industrial Design in the Federal Association of German Industry).
Rothenburg (Hannover) may serve as an example of a small town in which an art
instructor is active in various orgenizations (monument care, lanscape work,
folklore associations, etc.). This instructor says, "I give council to a few
creative craftsmer with whom I confer intensively (development of furniture), snd
to the bulk of craftsmen of average talent I give surgestions. The craftamen
expect that the new design wiil ealso sell. I have gained influence over the
consumsrs through exhibitions of the Institiit fiir Wohnkultur (Institute for
Gracious Living) which were held at my suggestion.

7+ Personality of the Teacher

The most essential pre-requisite for success is not contained in one method,
important though it may be to give some thought to the prodedure. The central
problem is, especially in art education, the personality of the instructor or
leadsr of the working group - be he an artist, an art instructor, or an art
historian, According to the nature of things, practical art education is generally
cosncidered to give a chance for creative discussion, contemplation of art, and
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end for an understanding and comprehension of art through historical study. For
the art historian, as well as for the artist and the art instructor, it should be
of particular concern to awaken intellectual curiosity and enthusiasm for the art
of all periods. Through his knowledge of historical conditions he will be eble

to uncover the relationships of style and to explain the basie¢ concepts of art
history. He should not succumb to the temptation of imposing his subjective views
on the objective evaluation, but he should help the student to form his own opinion
and to make him respect as well those works which do not agree with his own
mentality.

The ideal in the selsction of the art instructor in a narrows senss, and of the
artist as instructor, is : the highest possible quality in his own work, the
highest responsibility and productivity in his educational work. The artist may
be as egocentric as possible (frequently he draws from this his cowers and his
ability to hold his own) - as a teacher of art he must possess tie capacity to
project himself with sensitivity into his students, who are oftea of a quite
different mentality, and he muast not impose his own interests on them. He must
have some of the qualities of the good horticulturist who knows e must care for
his young plants individually, and who is glad to see how differsnt they are from
each other. The double talent of artist and educator seems to olcur rarely.
Certainly it would be the greatest advantage for adult education if eminent art
educctors in greanter number could be secured for this task, which is of broed
and deep significance for cultural education.

WS /066 .77



ALE. Germany l. - page 16
MUSIC

This preliminery report on music is an essay to characterize the various
endeavours, and oprortunities offered to young people (who, after the completion
of their compulsory educaticn, find themselves in their own sphere of life and
in the adult world) and to the adult, in order to guide them towards independent
musicel activities or to the experience of listening to a work of art.

As & basis for discussion, a questionnaire was circulated to experts from
all parts of the Federal Republic of Germany who are active in the various
branches of adult education in music. It . is characteristic of the devotion of
the persons questicned to their voluntary task that an overburden of work made
it impossible for the majority to hand in their answers in time foi thla-report.
Those answers alreedy at hand, however, give sufficient information for this
first general report. Here the primary task is to outline the characteristic
forms of work, ratrer than to illustrate the scope and significance of one or
the other activity by statistical figures.

II. The Meeting of the Listener with the Professional World of Music

A, Listening to lusic in the theater, in concerts and films, on records
and the radio

In a public address "On the Calamitous Condition of Musical Education and
Musical Aotivities”, published in IY53, the following statements were made :
"German musical culture and the natural bent of the German people to music are
subject to a steadidy progressing deterioration, the main cause of which is to be
found in the discortinuation of a tradition of musical amateur sctivities which
had lasted for centuries. Bven the masterly performences at music festivals,
in concerts, at the opera houses and over the radio cannot delude us as to this
fact. Housing shortages, distraction by mess entertainment, growing intellectual
superficiality, thoughtless misuse of the radio - these are only a few of ths
reasons why the active singing and playing of music have become more and more
silent in every walk of life, in the villages and towns, in the family end the
commmhity".

Tha interpretrtion of a survey of cultural expenses of a group of eities of
the PFedsral Republic (including 200 commnities with a population of more than 29
20,000 each) results in the following picture, characteristic of the culgural
"needs" which at present exist in some branches of our "Gultural life".
Approximately 70-80 per cent of the heads of households in the above-mentioned
communities are willing to pay 2l; I¥M yearly ( 2 Dil per month) to the broadcasting
stations, in order to have music delivered "free to the house", in large
guantities, and to the neglect of their own efforts toward musical activities.
Bvery citizen in these cities attends a film theater more than once a month, and
is prepared to pay out more than twelve marks a year for this purpese. On the
average, the theater is attended barely ohce a year. The citizen spends about
3 marks for this purpose. Only every eighth resident attends a concert once a
year. If we assume that the admission costs two marks, we see that the aversge
person spends about 0.25 DM each year for this purpose. This comparison
confirms the extent to which the experience of a concert or an operatic
performance has receded for the average person, compared to the influences of
music in films and in the passive listening to music over the radio.
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The mcoustical "irrigaticn", which is frequently absorbed in a thoughtless way,
and which can relatively seldom be called a listening experience, today "takes
hold" of almost everyone, while the direct experience of a theater of concert
performence remains limited to a rather small number. Actually, the number of
such people is appreciably smaller than would appear from the above figures, for
those who attend the theater and concerts go more frequently thin the avereage
numbers indicate.

"The electro-acoustic dissemination and production of music offers to all
a huge quantity of musical products from every land and period. There is no
misteking the advantages and even blessings which have been broight to musical
life by radio and records - for example, to lonely music lovers, or in the
dissemination of good standards. But on the other side - what in inundation
of shadowy "ersotz music", instead of a sensible occupation with real music !...
Tho fact that the subscriber to radio cen have the symphonies aad quartets of
Beothoven for less than the price of a cigarette, and the fact that that which
was created in the stillest depths of the soul now blgres aggressively out of
every window -~ this daily waste of a thousand years of occidentil music brings
inflation nlong with umiversal distribution... What will heppen when the
phonograph supplants domestic music, &f personal music activity gives way to
passive consumption ? The neglect of independent musiocal activity, together with
the continual "consuming" attitude, entails symptoms of & diseas3ing of the soul,
and because of the close connection between body and soul, sympioms of bodily
deficiency as well. Doubtless a surfeit of heterogenecous impressions leads to a
decrease in the ability to concentrate and enjoy, and to other 3eficicencies".
(Prof. Dr. Walter Wiora).

The displacement in the "congumption of music" towerds sim>ly enterteinment,
amusement and diversion is also confirmed by the fact that in the Germen
"Association for the Protection of Copyrights on Musical Perfornences and Mechan-
icel Reproductions" (Gesellschaft flir musikalische Ausfilhrungs- und mechanische
Vervielf#iltigungsrechte-GEMA) the amual income from production fees for copyrightm
ed "serious" music emounts to hardly 1,5 per cent of the total income, while
98.5 per cent is raised by the production of light popular musis in restaurants
("Music Boxes") and movies, on the radio, records etc. '

B. The Operatic Repertoire and its audience

We have esteblished that the average citizen of a German t>wn or city goes to
the theater once a vear. This includes drama, opera, and musical comedy. We
Bhall restrict our attention here to the musical theater. In taie season of I954/
55, the most-performed operass were : "Hinsel and Gretel" (Humpardinck) : 281
performances in 18 theaters; "Mademe Butterfly" (Puccini) : 2!§ performances in
2); theaters, and "La Boheme" (Puccini) : 211 performsnces in 2) theaters. Of the
ten operas most frequently performed three are by Puccini, 2 by Verdi, 2 by
Mdozart, 1 each by Humperdinock, Lortzing, and Mascapgni.

In the same year, the operettas "Fledermeus" (Strauss), "Sshwarzweldmbdel"
(Jessel), and "Der Graf von Luxemburg" (Lehar) were produced 313, 255, and 219
times respectively. Thus, the regular audience of opera houses prefers e relativ-
ely small section of the possible repertoire and therefore necessarily influences,
through economical considerationd of the producers, the composition of the
repertoire. Taking into account this tendency of the public, it is relatively
difficult for the menagers of the opera houses to keep contemporary worke.
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in the repertoire for any length of time. Yet, the opera houses do feel respons-
ible for the produvction of contemporary music. This is shown by the fact that for
the season of I955/56 the following operatic and ballet performances are anmunced
by 20 opera houses in the Federal Republic : Works by Bgk, 15 times; Orff and
Stravinsky 1l times each; Janacek six times, Britten, von Einem, Menotti and
kilhaud five times each; Berg, Blecher, Hindemith and Honegger four times eachj;
Bartok, Prokofieff and Reutter three times each; along with many others.

ITI. Amateur Musical Activities

A, Choirs

Wrile the execution of these operasc, and the representative concert activit-
ies of oity end state orchestras etc. (which, in this preliminary report, will
not be dealt with in detail) remain exclusively a matter for the professionals,
there is a bridge to the musical amateur through city choirs, singing academies,
end oratorio societies which, assenbling with professional orchestras under the
leadership of municipal end guest conductors perform masses and passion musioc.
Selected for perfcrmances in this field of music are mostly the great works of
Bach, Haydn, Beetloven, and Brahms. It is desirable that all those choir-
associations whick usually already have a long tradition and therefore aim at
concert activities, should take into more serious consideration the corresponding
forms of conSemporary music, than is the case at the present time.

For the great number of church choirs of both denominations, concert
activities remain secondary to the sssential task of these choirs : +ta sing the
priase of God in 1he ritual.

Moreover, in many commnities there are mixed choirs, employee choirs (of
many occupations), men's choirs with affiliated women's choirs and youth groups;
and, as the quantitatively largest group, about 11,000 men's choirs which exist
even in small villages end commuhities. In these men's choirs, the form of
sociable music-maliing quite frequently predominates over concert activities
which then are linited to the musical adornment of festivities in communal life.
The musical interest of these people usually clings to "the old ways", and often
enough there are no choir masters who have the personel and professional ability -~

of cultivating this naive love of musioc with regard to selection, the forming
of taste, and voice training.

As to the age of the members of all those different kinds of amateur choirs
no definite statements cen be made. There are choirs of each kind which do not
Imow any "recruiting"” problems, and in which all generations participate proport-
ionally. On the other hand, there are choirs which get no new recruits, the
members of which are all of the same age group and grow old together. Frequently,
the personality of the choir leader (his musical, but especially with his
personal and pedagogic abilities) as well as the social form of the association
are deoisive factors,

B. Cultivation of amateur instrumental musiec

Amateur instrumental musio has taken on various forms as a result of various
trends and traditions. In larger and medium-sized cities, sometimes also in
smaller towns, arateurs have gathered in the traditional string orchestras, for
string orchestras with some wood winds, but also in complete symphonic orchestreas.

WS /066.77



ALE. éermany 1. ~ page 19

The rehearsals during the meetings frequently aim at concert precision. The
selection of works ranges - depending on the composition of the amateur orchestra-
from baroque music to contemporary works. Sometimes, professioial musicians

ere asked to play the more unusual instruments. In many cases, there are cnly
vague boundaries between amateur and professional orchestras. Jn the one hand,

the amateur orchestras may become joint orchestras of professioial musiciarns

and amateurs which, in smaller communities, fulfill the duties »>f municipal
orchestras; and on the other hand - this varies according to t1e local situation ~
there is everything from variocus chamber wrchestras to domestic music circles in
which music is made with no intent of public performances.

Of course, the recruiting troubles which, at present, exist in all profession-
al orchestras with regard to highby qualified players of certala rare instruments,
are the same with amateur orchestras. Theylimit the range of s:lection to works
with simple orchestrations.

“ccording to the local traditions, wind orchestras are to be found even in
the smallest villages, especinlly in Southern Germany. Here th: small brass
band, the town band, the music society, the youth orchestra, ar> the sole instit-
utions which provide music for all events in church, comnunity, family life, and
for all folkloristic endeavours. In many families, membership in these musical
associations is traditional. Occasionally comes to the fore thas sense of business
(dance music, funeral music). The leading men in this field fesl that it rust be
the nim of all endenvours to replace the most frequently played "arrangements"
with a2 growing number of old and new original compositions for sind instruments,
and to raise the level of technique. Another traditional form >f musical
activities is the trombone band which can be found in large numbers in rural
protestant communities where musical services are part of the church life through-
out the yeor.

Amateur orchestras of various kinds of plucked string instruments gether
more independently of local or religious traditions. During the past years,
accordinn playing hes spread to an extraordinarily high degree. Large numbers
of accordion amateurs - mostly influenced through the musical conceptions of
radio, film, and dance music - join accordion bands. With professional literature,
schools, associations and periodicals of their own, these verious branches of
musical activities exist with herdly any comnection with official musical educat-
ion. Prof, Dr. Hermann Erpf has recently addressed the whole musical world with
the request to increase attention to this large field, and to give help in
matters professional and personal, and in the forming of musical taste. Due to
the lack of training staff available for general musical education,iit i# ot.-on%,
pmosent, impossible to hand out a prescription for dealing, in a positive way,
with the dynamics of this developmsnt.

Employse and workshop orchestras exist in the symphonic form as well as in
the form of brass bands, plucked string orchestras and accordion bands.

C. Types of Musical Activities in the Youth Music Movement

In all choirs, from choral societies to the village men's choirs, singing is
the predominant musical activity; in the instrumental groups - apart from a few
exceptions -~ only instrumental music is played. It was one of the productive
ideas of the German Youth Music Movement to get away from the separation of the
forms of vocal and instrumental music, and to encourage joint musiocal activities
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in singing and playing groups. Besides other motives -~ the description of which
would lead too far in this preliminary report - these circles realized the
necessity of executing the various forms of musical activity in a commnity, in
which dancing is regarded as belonging together with singing and playing. The
leading minds of the musical reform movement have revived the old folksong, the
playing of old instruments, the ainging accompanied by one or two or thoece
instruments, and have cultivated the cantata in works of the baroque and the
modern period. The younger generation carries on with the development of new song
materials and new instruments for amateurs. The range of activities in thess
vocal, instrumentel end dencing groups (with e relatively vast majority of ycunger
people) extends from smaller groups, in which the village school-master encourages
end cultivates the first elementary efforts, to extraordinarily efficient vocal
and instrumental groups. They meet, on the one hand, all the requirements of the
concert hall and the radio, on the other hand, they have a genuine relationship

with folk-songs ard folk-music, and they fulfill important tasks in sociel and
church lifs.

IV. Education of musical amateur, and aids for the improvement of the leaders
of amateur misical groups

All gmateur groups mentioned above nced specially-trained leaders. While
a few outstanding musical associations require a professional conductor, the
greater number of the assoociations mentioned can also be directed by amateurs,
The role played ir these activities by teachers from all types of schools is of
special importence.

A. Professional schools and private education

With regard to professional training of directors, to instrumental training
of groups or individuals by youth music schools of public music schools, to
instrumental training of groups in public schools (as, for example, in Bavaria),
to private and academic eduwation, only one special problem shall be mentioned :
The recruiting problem of symphonic orchestras has already been mentioned. It is
not in the least limited to Germsny. According to the universal opinion of
experts, institutions, and professional associations questioned sbout this
situation, it appears to be a matter of urgent necessity to undertake all possible
efforts in order to encourage more than ever, instrumental training on a broad
basis. The beneficiaries of these efforts would not only be the symphonic
‘orchestras - to which those who become professional musicians will turn - but
also the amateur orchestras and musical associations which todey are usually in
constant want of players with the roquired instrumental abilities.

B. Youth, and Fublic, Music Schools

There are, et present, in the Federal Republic of Germeny, about 70 youth,
and public, music schools either in existence or in the process of being establish-
ed. They are attended by children and young people of both sexes and of all
social classes. Since the membership of youth or public music schools is not
organized by age groups, young people beyond school age receive - in addition to
musioal educatior in school -~ advanced musical education in both types of the
above-montioned schools. The function of these schools is to offer to children
and to young people a musical educetion, based on generally accepted standards,
which contributes to the forming of the individual and which encourages the
srganic growth of communities. The form of musical education preferred at
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academies and by private teachers is individual instruction. T4ue &pecial
character of youth, and public, music schools requires collective instruction and
the establishment of musical circles without, however, neglectiig to encourage
individual activities.

C. Musical Organisations for Amateurs and the Young

Education in art and music is mostly conducted, and carried on, by amateurs,
That belongs to its nature, and determines its value., Amateur training is carried
out in short-time courses and during vacations. Through the participants in these
courses it is possible to reach all classes of the population, nnd it is a genuine
aid in social work among the young, and in adult education. Siice interested
amateurs - esvecially leaders of various kinds of musical amateur groups - always
re-attend the courses offered they can be effectively encouraged and improve their
technique. :

The educationnl work done in courses of various forms is carried on partly
by emateur organizations of the different branches on their own responsibility
(for example, Deutscher Siangerbund : German Choral Union, Bund Deutscher
Lisbhaberorchester : Union of German Amateur Orchestras, Bund Siiddeutscher
Volksmusiker : Association of South German Folk-musicians), end partly by the
extensive prrgrams of youth music orgenisations (for example, Arbeitskreis Junge
Musik : Working Group for ilodern lMusic, Arbeitskreis fir Haus-unddiiugendmusik :
Working Group for Domestic and Youth Music, Landesarbeitsgemeinschaften
Jugendmusils : Regional Working Groups for Youth Music).

With a stress on their religious obligations, the Working Group Song and
YMusic (Arbeitsgemeinschaft Lied und Musik) and the Working Group for Protestant
Youth Music (Arbeitsgemeinschaft flr evangelische Jugendmusik) are active in the
catholic and protestant arsas, respactively. The Jeunesses Musicales concerns
itself especially with young students of music.

D. University Extensions, Youth Centers, and Similar Institutions

Along with these educational activities of leaders and co-workers in amateur
agssocintions, the university extensions offer chances for individual msical
activities and courses on various musicel topics, depending on the tocachers
available, working possibilities, and the special interegts of tue audience.

In lerger cities a relatively lacge number of teachers makes it »ossible to comply
with special demands from interested amateurs. In study centers, farmers' collegss,
or rural university extensions, the work is done in long-term coirses. They are
embodded in the daily life, and do not demand particularly "spcialized" activities.
"We aro satisfied that our young people will sing again and earry our songs into
their villages. If, beyond that, their interest in independent ausical aciivities
and in the great music remains alive, if they are a little "hungry" for it, we

have already achieved very much", & co-worker writes on this subject. In the youth
centers and in the schools for leaders of youth groups, the educational work in
misic « and in the arts in general - is done in a similar fashion. Along with
courses dealing with the use of music in daily life, advanced coirses on spebdal
branches of music are offered the students.

In preportion to what is actually needed there is a great want of teachers,
co-workers and assistents who are sufficiently trained to do independent work in
the fields mentioned in chapters III, A-C, and IV, A-D.

WS /066.77



ALE, Germnyy 1. - page 22

E. Tho Leisure Time of the Working Youth

The question cof how to make creative use of leisure time is a social problem
of incrsasing urgency, especially so in view of the reduction of working hours
(L5 and 10 hours per week, respectively) which has been demanded and, in some
places, realized. Leisure time should not be "organized"; howeger, the young
people should be ercouraged to carry on independent activities and to use their
creativs powers. In addition to an already existing "demand", more assistence
is needed to help these young people.

Prof. Dr. Erpf writes on this subject : "For those who have left school a
further contact with music is, in most cases, impossible. It is a great defic-
iency in our educational system that the educational factor of mueic and the arts
looses ita influence in the very moment when the young person enters into the
completely differert environment of professional training, and undergoes a
profound mental and physical change. A small percentage of this age group take
private lessons; many of them have to stop for the sake of professional training.
A relatively small number is admitted into vocal and instrumental groups, but
most of them do not receive stimulation or guidance through music. It is just
this age group, however, which is most susceptible to, end greatly impressed by
music. It is almost incredible that musicians and music educators should be so
completely uneware of this situction. :

In the last ymars, industry has shown a growing understanding of these
matters, so it is to be hoped that the efforts to suport musical activities will
incresse; for workshop choire and instrumental groups, skilled instructors
should be employed, music lessons should be offered to talented persons, and
amateur assistants should be assigned to give advanced courses.

V. Organization of Work, end Composition of Participants

A, Duration of Courses; Schedules; Amnouncement of Projecots

The schedule of courses, classes, lectures etc., and the announcement of
projscts and undertakings are made according to the circumstances. Experience
has proved that courses in musical amateur educeation, and courses in advanced
training for the purposes of adult education and youth work are conducted most
effectively in seven-day courses (six full working day, one day for travelling).
The participants receive full board and lodging at the place of study. Longer
courses are desirable but impossible in most cases because the participants
are not given leave for a longer period.

.In larger towns, evening courses can be given on six days of the wesk at
fixed hours because they do not affect professional activities. The same holds
for week-end oourses from Saturday noon to Sunday night which should, preferably,
be arranged so that the participants are accommodated in the same quarters. In
large ocities (alsc in neighbouring cities in irdustrial areas) a combined form of
both week-end and evening course has proved a very happy and successful solution
for all participarts. The schedule is approximately as follows : Tuesday night -
Thursday night - a week-end together, on Saturday and Sunday - Honday night -
Wednesday night. Participation is possible without detriment to professional
work, there are two free evenings, and the whole program is centered around the
uninterrupted work on the week-end which can be followed up on the following days.
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In rural districts with widely scattered settlements, activities will have
to be concentrated around the week-ends. In the university extensions the
programs run over the whole semester, or three-months' term. Cnurses on problems
of musical theory, on the study of works of art, introductions 36 concerts etc.
are held in weekly intervals over ten evenings in a three-months' term. It can
be stated that frequently the practical courses {choir groups, instrumental groups,
rhythmic exercises), following the wishes of the participants, take place even
after the end of the term, at the usual hour. In this way, sometimes a continuity
of these activities is maintained. "Open Singing Hours" are held in many smaller
and larger towns, in cooperation with university extensions, cultural youth
organizations, city cultural offices, municipal youth organizations, city cultural
offices, municipal youth organizations, vocal and instrumsntal groups, youth
choirs snd university extension choirs.

Seven-day courses are usually announced in the amnual programs of youth msic
organizations, the biannual programs of youth centers, etc., and in the miscellan~
ies of the professional jonrnals. Regional or local undertakings are announced
in the programs of univoersity extensions, through the information services of
youth organizations, the daily papers, and partly through posters. ™ord of mouth
communication is quite frequently mentioned es a source of information. It may be
that, owing to a certain indifference towards printed matter, a verbal recommend-
ation is more effectivs.

B. Financing, Working Rooms, Equipment

The ynuth, and public, music schools are - similar to university extensions -
either municipal institutions, or have the status of a registered association
which is subsidized by the community or by the state. Vhile all youth music
schools are independent institutions, there are public music schools whioch are a
part of the adult education program (as, for example, in Berlin), and othewm which
are also independent.

The financial contribution expected from participants in university oxtension
courses is appreciably lower than, for instancs, the finencial sacrifice of a
participant in a seven-day course who pays travel expenses, fees, board and
lodging. For the implementation of courses, youth centers and similar institutions
amateur associationk and youth music organizations receive subsidies from public
funds - partly from Federal or State monies for the youth, partly from the cultural
departments of the states or cities. The working rooms are supplied by the
institutions themsslves. If thoy do not have their own rooms, the courses end
lectures are held in public sghool rooms. This is the case espe>ially with youth,
and public, music schools and with university extensions which, in the seversal
districts of the larger citiss work on a decentralized basis., Iistruments, musio-
rests, steets of music and other necessary equipment is supplied partly by the
responsible institutions and partly by the participants; in soms coses they are
the personal possession of the instructors.

Audio-visual equipment, like turn-tables, tape-recorders ani Projection
apparatus is in use for the courses of university extensione, for practical courses
only in exceptional cases. But even here can be noticed an incrsasing desire to
study and examine accomplished musical performances by listening to their tepe
recordings. The necessary apparatus is owned by the institutions, the schocls
which act as hosts, the film departments of states and districts, of the
instructors. ‘
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C. Composition of Participants

In almost all kinds of music courses the female sex predominates and that,
naturally with exceptions, in a proportion of two women to one man. Then there are
courses (as, for example, rhythmic exercises) in which only women, or very few
men, participate, whereas the audience in complicated courses on musical theory
is mostly mala.

The number of participants in singing weeks, and instruction courses ranges
from 20 to 120. Which number is the most desirable, depends on the subject of
the courses, A course for players of the ‘viola da gamba should not have more than
25 participants, but a choir course could have L0 to 60. The greater number of
participants in general singing weeks requires several leading assistants t¢ do
concurrent work in smaller groups.

If dealing with theoretical problems, the courses and working groups in
university extensioks can be successful even with a very small number of particip-
ants, but there should be 20 to L0 participents in practical courses. The
audience for single lectures ¢on general topics which do not require active partice
ipation ¢an mmber anything from 300 to 500, dspending qn the size of the hall
end on the persougl eppeal of the lecturer. The average age of the participants
can be thus stated 3
to 20 vears ¢ 30 % _ to 30 years : 30 %
to L0 years : 20 ¥ abo%o L0 years : 20 %

The sociological background of the participants in courses and exercisés
varies considerably. This is due to the diversity of musical adult education and
to the fact that the addressed circles differ according to the local situation.

As an example - which,should, however, not be generalized - the statements
of the Working Group for Domestic and Youth Music may serve. According to thess,
sbout 70 % of the participents in the courses received a higher education, sbout
half of them are students or university graduates. The different profssshona
rank in the following order : pupils, students, teachers, misic teachers,
leaders or youth groups, clergymen, social workers, physicians, officials, office
workers, oraftsmer, housewives, and others. If the courses are not organised by
dofini te religious inatitutions or political groups it can be said that scarcely
any of the teachers consulted are interested in the denominational ties or the
political opinions of their students, and that they feel these issues bo be
irrelevent to their activities.

VI. Content and !ethods of Work

The purpose of work in the field of musical adult education is to give every
kind of encouragenent to independent musical activities, and to guide towards an
intelligent experiemce of & work of art, :

The child has an original relation to music, and it is the task of adult
education in music to keep alive, to encourage the natural Joy of the young in
singing and playing, and to restore this faculty, if pcssible, where it has been
lost. The content and method of this work, are to be adapted to the problems of
our ever-changing world and must over and uver again be tested so that neither
old nor new forms are adopted without examination. Musical activity in this
sense means oonstant use of the elementary forms of musical expression i
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Singing, playing, and improvising. Listening means, above all, tho intellectual
experience of a work of art; the object here is to grasp its values, its system,
its stylistic gqualities, and its relation to human life.

The less informed the students are in musical matters, the more the educator
mist meet their needs in order to guide them towards the desired end. Music
education should always lead the students to an understanding of the music of our
own times.

For all the branches of work outlined in the following, several publishing
companies have furnished, for practical exercises, ample material of past
centuries in all kinds of orchestration. Furthermore, many works have been
created at the present time for the neods of amateur musical activities. Thero
are, as well, methodical instructions, training handbooks etc., developed during
the past eight years by leading music educators on the basis of their own
practical aotivity. These exist for all branches of the work,

A, Courses in Singing, Playing and Rhythmic Exercises

The basis of the work iIs formed by courses for leaders of singing groups,
singing weeks, choir weeks, courses for choir masters and instrimental courses
of all kinds. The work starts with folk music. Singing is udually the first
step, end singing is also included in instrumental courses. Voice training
devalops the natural abilities of the speaking voice and the siaging voice as a
natural musical instrument. In collective playing the stress ia laid not so fuch
on technical skill but on musicality and on the ability to recoznize the whole
structure of the work. The courses in instrumental playing maks use of the
traditional string, wind, end plucked-steing instruments, as well as of nawly
developgd instruments four amateur activities, including the persussion instruments
for tho "Orff ‘Schulwurk® which have beon gaining importance in the past yeers
as a new busis of eslementary musical education.

But the instructors are not yet always accustomed to this 'dnd of musiocal
improvisetion. Some teachers in this field think that the playing of simple
ingtruments is especially helpful in awakening the joy of music in people who have
lost it, or who have never experienced it at all.

At the same time there exists also a growing conviction that rhythmic training
is very importent; but especially in this field co-workers ere soarce. Free
rhythmic-musical exercises are highly stimuldting for independent activity and
musical plessure. The students are taught to transform into physiocal movements
simple rhythmical, melodical, metrical, dynamic and agogioc processes. This helps
also in the comprehension of formal systems.

Usually, one will begin with the simple song or lead up to it. lMusio is
listened to and - following the formal order of what hes becn heard -~ reproduced
in motion. Conversly, movements find interpretation and form theough musical
improvisation. Thus & naturdi sense of prcportion end motion can develop in the
students, as well as a sense for tensions and relaxation- these are qualities
which lead towards music appreciation and creativeness., Some Fforms of musical
ingtruments which have been developed during the past years, and which can be made
at homse have rendered service to the development of creative powers and the
pleasure of independent activities 3 Xylophones of wood or metal meterials,
fiddles, and bamboo flutes.
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B. Instrumental Instruction

S8inging, rhytlmical training, elementary instrumental playing combined to a
genuine unity .~ this is the purport of elementary musical education in music
schools for the young and the general public. On this basis, further musical
instruction end treining is built up. The various branches are : Singing,
instrumental instruction, music theory, collective playing, choir singing. The
content and methods of work are adapted completely to the needs of the young
people, the amateur, and the lover of muskte. Instrumental courses are mostly given
to groups of 2 to 6 students, depending on the type of instrument. Even when
Instructed individually, the student should be introduced to collective groups as
eerly as possible. It has already been stressed in chapter IV, A, that more
attention should be paid to encouraging the playing of string, wood and brass
instrumants.

C. Theory of ilusic, and General Lectures

In present day courses on the theory of music at university extensions
(theory of harmony, counterpoint, arrangemont of folksongs, theory of form,
theory of misic), the approach to theory is slways effected from the side of
contemporary music. In the unanimous opinion of all persons consulted, Bela
Bartok's "Microcosm" has proved an excellent guide to contemporary misio, its
fundamentals, its new laws and aspects. In Germany, it was mede known in I9L8
for the first time through the Generul Working Conference of the Tnstitute for
Now Music and Music Education, and quite rapidly adopted for pedagogic purposes.

Introductions to the works, or parts of the work, of great mesters are very
popular. The interest is even greater if an introduction is followed by the
actual performance of a concert or an opera. After a time of some errors in the
interpretation of works of music, the conceptions are now being cl-rified.
Professor Hans Mersmenn writes on this in his fundamental book on ".lusikhoren"
(Listening to Music) : "Listening is not passive. Only a very small section of
the music we hear reaches us without endeavour on our part - mainly the tune, the
melody, end the tone colour; to a less degree, the form; but almost not at all,
the qualities of harmony, and the wealth of forms and their relations and
interdependence, the development of the thetie. Listening is a spiritual endeavour.
It demands that we combine the thousand-fold wealth of small elements evolving
consecutively before us, and project them into an inner simultaneousness - that
we hear in the present development, the past one, in the counter-theme, the theme,
in the finale still, the principal movement - and so experience the tension
between the different parts, For, hearing music really means : +to create in
oneself the tension which supports the work of art. For this is needed clarific-
ation, experience, work".

The interpretation of works of art begins with the study of the elements and
forms of music, and then turns to an inquiry into the relations which exist
between the elemerts of musical bipression and the spiritual motivations of music.
Additional biograrhical information, letters by the great artists, and the
reflection on cultural and musical history can help, to increase and deepen the
understanding of the studert.

In ampteur education, there is always the possibility that the teachers speak
over the heads of their students, who have different backgroundc and whose
musiral abllities are easily overestimated. This is especially the case wilth
musical interpretetion.
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Series of lectures on general or historical topics are usuially centered
around the biographies of great masters - with examples from th2ir work - or around
a certain period. The relation to the other arts is then also shown. If some
periods of history, or special musical problems are favoured abive others, this
seems to bo due more to the personal incHnation and interest of the teachers
than to special demands from the students. This, I think, holds especially true
for all courses on contemporary music. Whereas it is reported from some quarters
that there is hardly any response to offers of those courses, other teachers can
claim particular success with courses on contemporary musical compositions.

Topics of contemporary music which are frequently mentionel are :  "Bartok
and folklore", "Orff and the Musical Theater", "Schonberg and the Twelve-Tone
System", -

The following works are frequsntly treated :

Hindemith : "Ludus tonalis" and "Mathis the Painter"
Stravinsky: "Psalm Symphony", and Orff's operas.

‘'De  Further aids

. The form of "Open Singing Hours" which was developed by Fritz Jdde in the
twenties has proved an especially valuable help in reviving the old folksong and
in introducing new songs. It is held in many towns either once a month, or at
greater intervals, and brings together from 100 to 700 music-loving younger and
older peovle who sing and listen to small concert performances.

The limi%ed space and sound-carrying qualities of our apartments mesn that
there is usually no more room for amateur musical activities. 1In order to relieve
this situation, & new institution has besn suggested in recent jears, the "Open
Music Rooms". They are to be centers of the musical activities of young people,
of music teachers who encourage the collective activities of thiir students, and
of music lovers who have neither room nor instruments. The estiblishment of
"Open iusic Rooms" seems possible in youth centers, meeting plases, and in
appropriately furnished rooms in public schools. In some cases it has already
been successful ia comection with music libraries.

The music libraries have on important task in adult cducation. They not
only advide visitors but &re also important for the cultivation of the musical
taste of amateurs. Naturally, the music library most strongly supports all kinds
of literature which appear especially suitable for domestic music use. Soms
Germen music libraries arrange "music partnerships"™. Here it sems appropriate
not to depend upon addresses, but to arrange meetings where the "partners" can
become acquainted with each other.

Courses organized in cooperation with amateur groups can inspire individual
activities, complemented by theoretical courses, as, for instance, "From Hearing
iusic to Understmnding Musioc, An Introductory Course for Amateurs on Forms of
iusic Which we Encounter Today".

When the professional world realized to what an extent instrumental playing
had decreased the "Day of Domestic Music" was introduced to be held on St. Ceciliaf's
Day, in order to draw the attention of publio and the familjes %o domestic music,
Practice has shown that the musical hours devoted to the "Day of Domestic Musio"
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extend over the whele month of November, especially in schools. Even many a
gemuine musician who remains sceptical ebout this institution will value its
positive quality if the Day of Domestic Music is not misused for "Accordion
Championship Tournaments", but involves exemplary performances of chamber music -
if possible, also in private homes, and played by femilies ~ which stimulate

and encournge the interest in individual music-meking, or in leariing to play

an instrument.

VII. Aims and purposes

In one of the resolutions of the international conference of Unesco and the
International Music Council on the importance of music in youth and adult
education (Brussels I953), the opinion is given that the participents in the
conference regard music as a spontancous and necessary form of humen expression,
of inestimable value in the education of youth and adults. The participante in
the conference were convinced of the need to make musical activities and the
pleasure of music once more an integral part of community life. This preliminary
report secks to indicate the diversity of the forms of musical expression in
which man can become active. The demands and the motivations of those who work
in the various brenches of adult education, in a leading or assistant position,
ere just as diverse as those of the peopls who make use of the proferred help,

K. Reasons of tecachers for working in adult education. New Tasks

All the answers to the questiommaire - explicitly or implicitly - reveal
one common motive for the activity of the teachers in adult education. It is
the desire to convey to others their own understanding of music, and to help those
who, on their own accord, are trying to arrive at a more intimate understanding
of music. Besidos this basic motive, there are, in accordance with the many
possible ways of becoming active in this field, a whole series of different
motivations, depending on the special attitude, inclunation and sbility of the
teacher. While ore sses his main task in conveying the experience, and
understnading, of a great musical work, or in helping curious minds to clarify
the cultural and spiritual situatidn of art and the present, another sees his
work exclusively in encouraging individual musical activities. Frequently, many
further suggestions ere put forward by the students so that the teachers are
often greatly over-burdened, for they have to apply themselves at the same time
to three or four branches of adult education.

Most teachers give the followling reasons for doing additional work outside
school : 1. Because of the young and adult people who do not go to school, or
who want to make up for unsatisfactory musical education, or the complete lack
of it. 2. To give parents the musical sducation needed to make work with
their children seasier.

3. To further, or maintain on the same level, the results of the
school education of former pupils.

The following reasons are also given : To encourage domsstic music, to
cultivate good tzste, and to educate towards an intelligent use of the radio.

The comnon goal of all endeavours is the desire to assist the amateur in
organizing his leisure tims.

It has alresdy been mentioned in chapter IV E, that with the impending
extension of leisure time new problems and tasks will arise, Because of their
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special significance they will be pointed out more fully by citing a statement
of Dr. Wilhelm Twittenhoff :

"The representatives of a rationaliged industry which permits an extension of
leisure time regard with grave concern the effects of work on the assembling-line.
The deterioratior of & nurber of human faculties - the pleasure in independent
thought, self-initiative, imagination, gqaick sympathy -~ is disquieting because it
epparently seems to be an unavoidable by-product of the rationalization of work.
The loss of these qualities imperils man in his irmermost selr. The considerable
strain on the attention is in no proportion to the monotony of the working processs
both together produce that kind of exhaustion which results in uncontrolled

playing of the radio and other types of present-day planning of leisure time. If,
then, representatives of modern industry recognize the values of play, and of
artistic activities, it is because they concur in their opinions with the educat-
ors in arts end music who have voiced the same opinion in varying forms for
centuries. These opinions therefore receive more emphasis than they could have
before. The more rationalized the working process becomes the more necessary
appear all activities in which a certain freedom of cheice is left to the individual
and in vhich imagination and initistive still have their place. So the hobby,

the free playing of all kinds, becomes moros important.

This reslization touches the problem of art and its necessity only indirectly,
end if some art-loving activity is chosen as a sensible off-time occupation this
does not necessarily lead to art. But doubtless. i% stems from a mental
attitude which is more favorahle for the experience of art than the forms of
"enterteinment" offered by the amusement enterprises. Under suc’a aspects stands,
and did stend, everything dome in the way of "public music activity." In the
course of very eventful decadcs most valuable experiences have bsen gathered.

The field of sctivity extends from normal social work for the yomg and adults,

to the areass which constitute the critical, the netralgio points, so to speck,

in our society : refugee camps, orphanages, welfare institutions, penitentiaries.
In all these places the guidance in off-time planning is not prinmarily a question
of art, but of humen responsibility. What is done here - frequeitly with
vnsatisfactory means, snd only through the active help of a few idealists - offers
information and experiences whith are of gruwing importance for our present
situation.

B. [Motives end Musical Interests of the Participants

That young people and adults are still interested in music is reflected in
the various forms of musical amateur groups described in chapter III. For
engaging in the musical activities of singing and playing, self-initiative is a
motive as well as the influence of schools, churches, or youth organizations, and
the example of already existing activities in the factory, the o”fice, the
comminity, the family, As to the demand for perfection in a peorformence, ambitions
vary a good deal. Some people desire perfoymances perfect in interpretation end
style; others are satisfied with unpretentious performances the quality of which,
in collective activities, depends on the inclination of the group and the
competence of the leader. Frequently, the desire for social intercourse ias a
reason for joining an association.

Bome people will join a church choir, others prefer the spontaneous
improvisation in, for example, a student band, but although the forms of musical
expresslon may be different, they have in common the initiative and the desire for
musical expression,
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Those psople vho, as listeners, seck the experience of art have the serious
desire to understard as perfectly as possible the structure and significance of
the musical work, rnd its spiritual motivations. But they also want to surrender -
to the experience of sound and melody. It can, from the wishes of the students,
be concluded that they are interested in musical problems in general, however,
frequently they turn their attention to a special field. The question whether
the fields of interests vary depending on the age group could not clearly be
answered, for information on this subject is not yet sufficient. Some teuchers
think that the interests do not vary according the age groups, but depend on
the individual inclination of a person, regardless of his age. Still, contemp-
orary music seems to appeal more to the younger generation which sucms more
open-minded end versatile than older peopls who are mostly indifferent or
completsly intransigent to modern music.

C. Farther advancement of assistant instructors

Capable assistants in all branches of musical adult education are lacking
almost overywhere. Therefore, quite frequently, both teachers and students
take the initiative because they feel responsible for the fuphbher develppment
of musical adult education which is one of the foundations &f our musical life ala-
together. A great number of teachers in leading positions sce their mein task
in the training of additional instructors for musical smateur associations.
There is a constant sexrch for persons who could qualify for this work.
Participants in ccurses are of special importance for they mev discover a talent
for this kind of work, or a teacher might encourage them to do so, ilany tasks
are left to be dore here, and the efforts made are by no means sufficient.

VIII. Concluding remarks

The vest field of music should be regarded as encompassed in the interrel-
ation between adult education and art, between the various inclinations and
interests of people, and the manifold forms of musical expression, climaxing in
the graat work as the peak of artistic and spiritual endeavour. The music
educator is in the midst of all this - a somewhat hybrid position described
by Dr, Wilhelm Twittenhoff as follows :

"On the one hand, the music teacher tehds to be an expert - this is justified
by his professionnl training and his.work - on the other hand, he works with
amateurs whom he must guide and between whom gnd art he must act as o medistor.
This is not always a simple task. If he sides up with the amateur nnd adopts
his cause, he loses his prestige with the experts. If he numbers himself among
the latter, the amateur eyes him with distrust. Another thing ie worse than this
conflicting situation i the teacher cammot withdraw into the sphere of his own
artistic endeavours, for he wants to guide people to mmisic and assthetic
eppreciation. At the same tims he sees how music today is forced on everybody
without discrimination, how music, which he is to bring to life, is surrendered
to inflation and so threatens to lose its vital power."

But if I am not wholly deceived we have now reached a state in which the
human spirit, appalled by the effects of "destruction", "disintegration”,
invokas ond gathers all capacity of integration. We behold the struggle of
composers for a rew order, we hear works which already reflect this order. .u%

WS,/066.77



AIE. Germamy l. - page 31

But also in the field of musical education, this desire for intsgration, for
the concentration of all powers, is not less noticeable. The composers and the
educators, the scholars and the practical men, the advocates of contemporary
misic and the supporters of the old music - they all meet in th» common
endeavour to open new paths, and it is to be hoped that they will ba successful,
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LITERATURE

What is the Attitude of the Modern Adult
with regard to the Art of Words ?

A report compiled on the basis of the maxims and experiences
of the lLamheim Evening Academy and Adult Education Courses,

A, The valus of an understanding of art for the practical life of modern man

1, Precedence of the interest in the materia over formal interests

Pronounced cultural policy may take the view that literature, and therefore
poetry as well, is some kind of a derivative. It might be said that an elementary
moral and religious education or a psychologic-therapeutic knowledge of life which
overcomes the self-alienation of modern man and setiles him within his own
precincts must precede any formative occupation with poetry. For if the basic
relations have not yet been put in order in any way, and if they are not viable,
it is futile to occupy oneself with the substance of the work of art, Effects
will only be accidental end without any consequence. Nor would it then be
possible in any way to make arrangements and adjustments in regard to certain
attitudes, and their application to practical life would not be possible, We
also encounter such rejections from the political point of view. This point
of view is token tv people who postulate that in the field of politics that
which is right an¢ true must be possible in the first place, before one can
enter the realm of poetry. Politicians also say that the economic basis of life
must in the first place be ordered before there could be any thought of books
end art. This is in fact the practice of entire strata of our nationcwho regard
literature and ert as a kind of luxury, as a spare time luxury isolated from their
normal existence. The occupation with literature and art is egain and 2gain
projected into the future,

As against this it must be said that all the forces of life exert their
effect and influsnce not consecutively but simultansously in a cross section.
Hers and now it is a matter of recalling all objectivated art into the conditions
of life and to connect it with the daily life of men., This attitude is bnased on
the knowledge that although spiritual influences cannot be gauged statistically,
the spirit is continually at work forming, solving, and releasing, and that it
directs the processes of life and continues to be effective in the depth., A
passage in Jakob Wassermamn's novel "Etzel Andergast" may be recalled where a
character of the book after a day spent amidst intolerable tensions recovers
himself and repeetedly declaims aloud Goecthe's poem "Fiillest wiederiFusch und
Tal still mit Netelglanz", and thus restores himself. Here it is not a
matter of escapirg into nature outside and recovering from en unbearable
society, but purification by means of art,

Today it is the task of adult education to eliminate the alienation of men
from the work of art that has come about as & result of the separation of the
domains of art and 1life, so that intellectual life may become possible again,
This aim can be achieved only if the spiritual values implicit in the various
categories of literature are not in the first place brought near to the people
viewed from their formal aspect - bhis would rather make the approach more
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difficult, or oven prevent it - but viewed from the angle of thair subjeet matter
and their content of life, related to their own experiences, which may be pre-
supposed in the listener or reader, and in particular in relation to the topical
conflict. Not umtil this relationship has been established, which at the same
time takes exalted art down from its pedestal of inaccessibility, can art have
real effect on modern man., Then the powsr of discrimination between good end bad
art will graduelly increase, and linguistic sensitivity and the power of discrime
ination between good and had language can then be cultivated. After that
questions regarding form and expression can alsc be discussed.

2. Hofmannsthal's discovery

Mony important poets have expressed their views on the question of how the
relationship between the poet and the public is to be formed in the modern world,
that is to say, which part the poet himself has to play as an iibermediary of
sorks of verbal art in adult education. We will only quote two views.

In a lecture entitled "The Poet of the Present Times", Hofnannsthal
absolutely rejected the exclusive reserve practised towards his listeners end
readers, He sew man with a book in his hand as a gesturs of our times, just as
kneeling man with folded hands was the gesture of another period. He saw the
greedy eyes bend over the books. He continues to say that thesas readers are look-
ing for something and that it seems that this greed was directed towards the
scholar and the results of learning. It seemed to Hofmannsthal that the readers
are secking the journalist in 90 out of 100 cases. But in reality they are secking
"an ego leaned to whose breast their ego may quiet down : +the enchantment of
poetry. Behind the topical suthor and the journalist they are secking the poet".

Hofmannsthalts belief must stimulate adult education today to find ways @f
re-opening the road to poetry for mankind.

3. Regard for the public 7

Should one aim high in this endeavour, or should one adept oneself to the
educational and propaedeutic level of the public as the situation may demand *?

A passage in a letter of Rilke's answers this question. He decided that no
regard should be had to the educational level of the simple person in view of the
fact that the limits of communication are not the limits of the effect of speech.
Tt ie true, in his endeavour to pass on poetry the attitude, to begin with, was
8till a predominantly aesthetic one. On February 25th, I9I9, he wrote (to
Adelheid von der Marwitz) : "You are talking sbout your village women and girls,
how you would sometimes like to present the "inexpressibly beautiful" in a kind
of mental impatience -~ but you see, from anyone of these characters who are secure
in their simplicity the child may emerge unexpectedly that understands the
ultimete things without transition, and while you are restraining yourself and
teach them only thet which is most comprehensible and nearest at hand in sgreed
caution, something mightier may nevertheless be transferred from your nature which
Imows and guesses at the all-highest - who knows by what means - into the blood
and into the womb of those creatures : how little do we know absut the limits of
human communication; if it depended on the word, how hopelessly separated would
we be, the one from the other, even those who are joined together Uy the msagic
of the pure word. On the other hand, as far as the author is coiacerned, the
question arises whether he should not restrict himself within his work, in order
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to express that which is still held in common to a great extent, and understandsble,
and to say this one thing again and again... but I think he should yield to the
tendency to the extreme, that which is almost ineffable, under all circumstances

and should speak out as imperturbably as you remain silent about it towards your
girls and women : perhaps this is the same force and providence of a similar

kind". Thus both are possible, and both ways should be taken without excluding
each other. The marner in which the work of verval art is prepared or in which

it is followed up wlll remeain decisive for its continued effect.

B. TWhat is being done in Germany today in the field of adult educetion in the

arts and misic %

l, It is not & metter of imparting knowledge, but of opening-up spiritual
expression

Adult education has fdrmerly set itself the task of introducing people to
history, and particularly also the history of literature, in a scholastic manner.
Knowledge was imparted which was needed in social intercourse in order to be
regerded as "well-educated". This basic ettitude was founded upon the structuve
of & society in various strata where a difference was made between "educated"
ani "uneducated" people, end in which education was the prerequisite for climbing
the social ladder. A certain mania for learning which we find nowadays is the
remainder of that striving after efucation whose attitude has been represented
by Sartre in that self-teught man who begah to study the dictionaries commesncing with
the letter 4 in the reading-room of a2 library. The inefficacy of —any adult
courses of education in the field of literature is due to this ingrained
misunderstanding. After the levelling of the stations in life and the colilapse
of the strata in society a new starting point has become possible : To educate
oneself means once more the exchange of life experiences in the spirit. The work
of art is the exsmplary presentation of events and experiences which every
individual has or gt eny rate can have. Rudimentery work of one's own and one's
own formative attemnpts, and possibly also their failure, open up the sense for
successful creation snd arouse the feeling for quality as well &m the respect
for definite spiritual accomplishment. Just as in social life or in the
occupational relationship respect for a human being or for some work really
develops only when some performance has been successful that had besn tried in
vain by oneself, tle respect for the work of the poet or the artist cannot really
come into being until one at least feels what effort is necessary and what
perseverance is ct the bottom of it.

For this reason, namely to participate intellectually in the work of the
artist, present-day adult education makes use of the method of a working community
with full reciprocity of intercourse in all introductions to literature and works
of verbal art. Educative lectures which are absorbed by the listener in a purely
roeceptivo way are no longer held, but circles are formed in which everyone taking
part may have his say. Only in the second place, if, say, fomiliarity with a
work may be assumed and if the work has left an impression and &till has its
effect, the author of the work may perhaps be asked to read from his work. Then
~ & personal meeting may render the impressions already acquired more profound.

In 2all adult education courses within Federal territory we find such circles
for poetry and such "readings by poets". From this the impression might be
gained thot a gonuine commmication between the poet and the public already
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existed, or that such a relationship was already secured. This is howcver rarely
the case, and mostly in small circles only. Poets are isolated, occupy a special
plece in society, are sometimes unsocial and awkward and are disinclined to have
any personal contact with their readers. The fact that only fer of those in
charge possess a real knowledge of books and of publishing, and that therefore
the overall view of production is lacking, mekes things even mors difficult.

Then all the trouble taken with literature gets stuck in accideatals. But the
good intention to establish communication between the poet and the public ig
groat in the institutions of adult education. It is a matter of sounding the
wishes of listeners carefully. DMeeting the poet must not be th3 result of a wish
to see an important man, or to ococupy oneself with an important versonality, but
should draw its inspiration from his work.

2. Collaboration with the theatre

Where the occupation with the work of verbal art has attaiied a certain
significance in adult education, this is often due to the creative collnboration
of the adult education courses with the theatre. Sometimes it is possible to
induce dramaturgists and actors of a theatre who enjoy a certala popularity to
give an introduction to the drematié¢ work of a classical or modarn author, or to
coelebrate a festive hour in honour of an artist. Sometimes a topical stage-play
may move people to such an extent that a public discussion about it onn be put
on the programme (sxnmple : Miller's "Hexenjagd"). The actuality is of & similar
kind here as in & f£ilm dealing with modern conflicts (example : "Saat der Gewalt").
A1l these are seeds and beginnings with the object to give the vork of verbal art
a home again among the people.

C. Psychologico-Sociological Report on the Situatlion

1., Obtaining & foothold in the practical courses

Among which circles could the adult education courses begii with such work ?
Certainly not among the above-msntioned study groups on poetry in the first placs,
but emong those classes which are seeking practical aid in life. Here we find
groups of mothers, who are seeking information and help with resard to the educat~
ion of their children, who are supposed to acquire the practical skills recuired
to run a household, and who are seeking social intercourse as sich with one another
since they are frequently isolated. Hog can the work of verbal art be smuggled
in here - and how can a connection with literature be establishyd ? These groups
do not fesl that books are a direct part of their lives. Books are experienced as
something extraneous and felt to be something for "educated peonle”. In addition
they are unasttainable from the economic aspect. At best they are regarded like
the cinems, a8 a means of aescaping the monotony of every-day life. A certain
foeling of embarrassment mdy also play a part here - that of being different from
others, of showing up among the community, of being conspicuous in eny way at all.
Time does not permit of reading, as an unfavourable effect on hnusehold work is
feared, and of course one wants to be an "efficient" housewife. When a number of
meetings dealing with practical metters has taken place an arrangement is made
to devote an hour to books providing practical instruction (example : educational
books) . The next step would then be, say, an account of war or post-war experiences
of a simple, poetic kind, The biography and the fate of the author immediatiely
become interesting thereby. The value of childrens' books and the world of fairy-
tales very soon acquire special importance in this situation., There are such
enchantingly lovely chiddrens' books and books of fairy-tales nowmadays, that they
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can well open the way to genuine poetry and maintain it for life.

Juvenile courses offer an equally important starting point with regard to
the introduction c¢f poetry, irrespective of whether they are held in juvenile
hostels, in separcete groups, or among those who meet now and then informally.
This offers the opportunity of providing enlightenment concerning a certain aspect
of life, and to use this enlightenment as a basis nct only for literature and
bibliography, but to direct it towards an individual poet. It is only of
secondary importarce here whether this authior is then called in in person, or
whether a teacher undertakes the introduction to a certain book. Cnce this foot-
hold has been gaired, guidance to the work of verbal art can launch out unrestr-
ictedly, because the elementary hunger for spiritual sustenance has been aroused,
Study-groups for the purpose of e¢riticism can be arranged thereafter,

The most immediate clementary interest animating the respective group -
whether organized or not organized - meeting regularly within the precincts of a
town, remeins the basis for the creation of a connection with intellsctual life,
The fate of refugees is in the first line of interest to groups of refugees, and
the destiny of wonen to womens' groups, etc. It is only after sn active influence
has been gained by this foothold - i.e., after active participation has been
aclieved by association with poetry that the subject-matter can be extended and
the world be made accessible. Problems which seem remote, and books which have
epparently been prt aside, as for instance "Wenn nur der Sperber nicht komm:"

(If only the Sparrow-Hawk would stay away") by Maria Mathi, which deals with the
fate of the Jews in Germany, are then received with emotion and promote reletions
with books as suck.

Literary circles are the last on the list. These are the people who have
already found touch with the intellectual world and who seek to expcnd and widen
their understandirg. Aesthetic interests do not play the leading part here
either. Groups of this kind in the first place also require rather entertainment
and instruct1on, end seek a confirmation of their existence. Only by degrees
cen a discussion cn a high intellsctual level be achieved, and it often falls due
to the ideological constraint of the respective member of such a study-group. An
unrestrained relationship with postry and life is the last to be achieved. Where
it is achieved, it is often more a case of unconscious enjoyment than of conscious
gself-education. %The fundamental aesthetically artistic attitude such as is
expressed, say, in Marcel Proust's works, recedes into the far distance in present-

dey adult education, and considering the present disruption of our people, it
must remain there.

D. Mothod
1. Arousing general understanding of artistic creation (receptive understanding)

If, as was seid sbove, Hofmannsthal was of the opinion that the entire
modern passion for reading seeks the confirmation of life through psotry, and if
Rilke held the view that the purveyor of poetry must bear in mind the level of
the recipient, but that this is not all and that things which have apparently not
been understood continue to work in some mysterious marner, we on the other hand
mist take the line in adult education of providing the right relationship, the
right balance between the audience and whatever the poet has to say. The measure
of receptive understanding or perception to be found in a child or in a simple,
unspoilt adult, obviously depends on the extent to which he can harmonize his own
experiences a8 woll as creative endeavours of his own w1th the llterary work of
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verbal art offered. BSo everything will first of all depend on preparing the way
and on & cautious explhration of the intellectual capacity of the listener. He
must acquire the power of perception. Any forced instruction during the preparat-
ory period has a destructive effect.

If we wish to cultifate this basic perceptive attitude in adult education,
it will be of importance to introduce the hearer of the postulates which lead to
artistic creation in general. One of the most significant and very easily
comprehended stories is Dschuang Dsi's little tale "The Wood Carver" :

"A wood carver carved a bell-maker. When the bell-frame was finished, the
people all gazed at it with amazement and believed it to be of divine workmanship.

The Lord of Lu also inspected it and asked the craftsman "What is your secret

He answered : "I am an artisan and have no secrets, but ons thing is of
importence. Then I was about to make the bell-frame, I took cars not to waste my
vital powers (on other thoughts). I fasted, in order to calm my heart. When I
had fasted for three days, I did not dare to think of rewards ani honour any more,
after five days I dared not think of praise or blame any more, and after seven
days I had forgotten my body and all my limbs. Nor did I think of Your Highness!
court eanymore at that time. Thus I fooussed myself on my art, aad all the delus-
ions of the outside world had vanished. Thereafter I went into the forest and
looked at the trees to get an idea of their natural growth. Whea I saw the right
tree, the bell-frams stood before me, complete and finished, so that I had merely
to set to work., If I hhd not found the tree I would have given ap.

The people believe that the work is of divine origin becausz I let my nature
combine with the nature of the material in this way".

2. Overcoming reception by personal practice

It is by no means inappropriaste to practice thu art of word and style with
the hearer in a manner similar to that by which the understanding of the world of
shape and form and of high art is broached and increased in painng through
personal practice in drawing and painting, even though only of an amateurish kind.
Two methods may be adopted here. The head of a study-group may »ut forward a
certain subject - without providing a model - say, the descriptinn of a landscape
in summer. It is entirely up to the hearer what literary form he choses to clothe-
his description in. The work is collected, sorted out, and the best of it is read
aloud. Not until then is & masterly version, taken from the realms of highpoetry,
read to the members, either in the form of & poem or as prose.

If, say, Hebbel's poem "Ich sah des Sommers letzte Rose stehn" (I saw the
last rose of summer), or Gottfried Bemn's "Garten von Arles" (A garden in Arles),
is read out after one has heard one's own version of a summer's day, the esteem in
which noble peetry is held will slowly expand, and the differencs between the
great poet and the ordinary public, which is usually merely receptive, will be
understood at the same timee. The reverse method is also conceivable and may be
adopted. By this method preclous pieces of prose taken from German poetry, perhaps
such as those collected in Hofmamsthal's "Wert und Ehre deutscher Sprache” (Value
end Dignity of the Germsn Ienguege), are read aloud several times, and the partic-
ipating hearers are invited to produce a version of their own. Both methods are
quite customary in adult education and should be made use of far more frequently in
order to smooth the path to comprehension of a work of literary art.
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3. Elocution and Dramatic Art

Noble and classic poetry can, on the other hand, be used as the direct base
for all the practice required by study-groups for elocution, which are often linked
with amateur dramatics or with training in dramatic art, and which thus cultivate
gesciculation as well as the work of bverbal art. In this case, preliminary
lectures and recitels must first of ell explain the conception of the world as
entertained by a pcet, and elucidate the fundementals of his ideology and his
Tinguistic style. Snubconscious antipathies must be eliminated by an introduction
to the background, to the historical situation, etc. Gottfried Bemn's early
lyrics, the so-called "Lazarettlyrik" (Hoepital Lyrics), which aré repellent to
many people, ere ar example of this. A fundamental change in the attitude of the
perticipants can be achieved by an interpretation suitable to the subject.

L. Approach by means of biography

A special way of approach to noble, classical literature is that of unfolding
the biography of tle author in question. In the classics, the author and his
work are dissociated to far too high a degree, and this alienates the reade:.
Access to the work can be considerably facilitated by biographies, the circumst-
ances of the times, difficulties and conflicts, fundamental education and all those
factors which determined the author's position in life, and these are indispensable
in adult education. These biographies need not even be absolutely incontestable
academically (examples : Mauroid'!s biographies of Byron ind Shelley, or Emil
Ludwig's "Goethe"). Despite this, they may provide a basis for intensive
occupation with the works of these authors, which would otherwise never be resad.
So, in a way, they represent the preliminary stage and means of approach to the
works of the author in question.

5. Dealing with the Classics

The approach to the classical asuthors and the understanding of the living
essence of their works is renderdd very difficult in adult education by previous
meleducation atsschool. There are hardly any pecgple left who will of their own
accord read the clessics. But the conception of the value of, and respect for,
the classical authors has been preserved. Copies of the classics zre given as
presents by old people to young ones, for instance at the time of confirmation,
because this is linked with the feeling of giving a present of lasting value.
Reading them, or ttking them along, which was so characteristic of the time when
the first world war broke out (Faustus and Zarathistra in one's knapsack) no
longer metters. One nay perfectly well be of the opinion that man will do his
best only when under compulsion, so that forced occupation with classic authors
while at sbhool would provide a certain foundation for life. But if the schools
destroy the organ of later voluntary occupation end reading by compulsory
occupation, it is not surprising that the classics play hardly any part in adult
education.

The idealization of the classical authors renders an epproach to them
difficult, apart from the sterility of the encounter as prepared by the schools.
The classics have mostly been presented without their dark sides in the history
of intelleoct. Ideslization has gone to such lengths that simple people mo longer
dare to occupy themsslves with the clascics, because they feel they would rever
be able to attain such a bhigh pattern of life.
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What methods of approach must therefore be created in adult education ?* In
the first place, our classics, and in fact all the olassics of t1e world's
literature, must be recalled to the present by showing up their human sides and
their draw-backs. They and their preferences and passions must e recalled to the
sphere of their fellow-humans. One could even say that their crideness must be
stressed in order to earn sympathy for them. A works educctional organizer once
told me that certain sentences in Schiller's letters, the meaninz of which could nou
possibly . bg misunderstood, might prove an inducement for the workers to reed all
his letters and then his works. The great popularity of Goethe's firama "Gotz
von Berlichingen" is also due to the crudities it contains. But apart from this,
it is a question of conjuring up experiences similar or analogous to one's cwn in
classical authors - as with the important contemporary authors - and after that
of going into the exemplary elsboration of certain situntions. (For instance
Goethe's Tasso, &8 interpreted by Hofmermmsthel, with the oriticism of the princess
oontained therein). Sociologically, therefore, an approach can be made to the
classics, but not aesthetically nor formalistically. It should be noted criticall;,
that the Book Foundation's method of reading and interpreting clmssical texts
without any intellectual preparation is very hard to epply in visw of tle situation
in the European countries. At best, this will result in advanced language classes,
such as are customary while studying at a university, to which there is no
intellectual sequel.

6. To which is precedence given - lyrics, drama or prose ?

Every one of the present-day philcsophies of civilization and sesthetiocs
contains the pronouncement that lyrics and the drama can no longer provide a means
of expression for modern man in this late period of our world'e history, that the
novel alone cen provide & means of expression,fand :that.it mugt therefore also be
pushed well to the fore in adult education in order to assure suoccess.

Proctical experience is absolutely in conflict with these pronouncements.
Though there is a great deal of talk nowadays that the modern theatre lacks plays,
and that conflicts are embodied in novels and no longer in dramas, those plays
which are scted in the theatres are themselves modern educational experiences of
the first order, whether the theatres are visited voluntarily or whether they are
filled by organized audiences. No courses in adult esducation can afford to dispense
with literary and thue paedagogic collaboration with the theatre nowadays. The
discussion of plays, introduction to the biongraphies of great dramatists, reading-
sessions with actors at meetings arranged by the courses -~ all these widen the
horizon considerably, and can be enriched by the formation of groups which
subsequently ocoupy themselves with the respective plays again, '

Nor is it true that the interest taken in lyrics in adult education or by its
literary circles is dying out. After the second world war Rilke's "Duiaeser
Elegien" and the "Sonette on Orpheus" (Sonnets to Orpheus) proviied vital aid and
congolation for many people in interpretations and festive hours. Innumerable
individual publications by young poets, lyricel samples in the major literary
periodlcals, translations of the lyrical publications of individiel nations (Afric-
an Lyrics, for instance, and the like) - all these encounter a group of ‘intensely
interested people. The difficulties are mostly due to the fact 5Shat the bulk of
prose literature which forces itself on one, renders the approach to lyric
production extremely hard. Collections and anthologies of Europsan peoples, which
oan be dealt with critically, are of great value in adult education. (Example :
The collection "Lyrik des expressionistischen Jahrzehnts" (Lyrics of the
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Expressionist Decsde), published by Limes Verlag, Wiesbaden). A foot-hold may be
obtained here in the entire literature of the world more easily, because it is
easier to survey. The cultivation of lyrics in adult education can certainly

be brought to the level attained in the world of fairy-tales by ethnology and
folklore; Just as examplary editions exist there, the lyrics of world literature
should be made accessible. The method of approach by personal practice as
described in Section D 2 is =also quite possible in the field of lyrics. The lack
of personal style will then create the delimitation against sublime lyrics and at
the szme time the approach to poetry. The endeavours of Johannes Pfeiffer
(Umgang mit Dichtung) and Gottfried Benn (Was ist Lyrik ?) are based on this
fundamental attitude and can be used in adult education. Based on the work done
in courses for adult education, Konrad uaria Krug has mede = start in his small
volume "Lyrik der Gegenwart" (Lyrics of the Present Day) (Series: HSr und Lies"
Listen and Read).

In summarizirg it may be said that no actual precedence can be ascertained
with regard to any particular type of literature in adult education, but that
the opsning up of literary values can be made to bear fruit equally by the lyric,
dramatic or epie e¢pproach.

The great antlytical novels which deal with self—allenatlon, ego-crises and
metamorphosis as vell as renewal in the sense of the new anthropology (Examples :
laurence van der Yost : Verstoss ins Innere, Max Frisch : Stiller) may be the
preliminary steps in turning to the classical novel . 1t is possible to penetrate
into the entire problematics of man renewing himself by reading out individual
situstions or sections, and to discuss the fundamental attitudes of human
intercourse from the angle of the novel.

It is the purpose of art to purify life; it should be possible for life to
become a work of ert. The task may be begun sterting from either of the two
positions. The educational aim is and remains, today as at all time, to enable
men to develop his personality freely snd meke him capable of reaching a free
decision.
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THEATER

The theater has traditionally played a decisive role in German artistic
education. It is similar to music in this respect and also in the fact that it
has the peculiar vocation, not only of conveying asesthetic values and experiences
to its public, but of stimulating that public to artistic endeavour as well. This
double function denotes the special value of the theater in the program of adult
education.

The fear that the devslopment of the theater is endangered, or even rendered
unnecessary, by the artistic methods of the technical age - films, television,
radio and so on - is one which has not been confirmed by practical expérience.

For one thing, it developed that segments of the population which do not usually
attond the theater have been moved by the film or radio adaptation of a stage

play to the point that a desire to see the work in its original form is engendered,
Secondly, the movies and the radio atiract so many leading artiste from the stoge
that their own capacity would suffer noticeably should they no longer be eble to
rely upon the natural reservoir of the theater, its actors, singers and directors.
Of decisive significance, however, is the fact that neither film nor radio, despite
great artistic and technical potentialities, is able to replace the direct contsct
botween' audience and actor. The latter's performence receives its special stamp
only throuzh the vitality of this contact. The artistic creations of film and
radio are transmitted by technical means, and in a2 final form. In quite a differ-
ent way, the theater-~goer experiences the process of artistic creation in the
actor. Through active mental participation in this process he contributes an
essential ingredient to the completion of the artistic experience and to its
effect, In the theater, the actor not only gives himself to the audlence, the
audience also gives itself to the actor. The tension between stage and audienca,
the interaction between actor and public - this creates an intensity of common
experience which camnot be replaced by the mostly highly perfected technical
achievenents,

The German theater has had to serve manifold purposes for many oenturies, snd
it must still do so today. According to the particular intentions of the produesrs,
the theater was, and is, to serve as & brilliant social event, as a popular
amusement, as political propaganda or for educational purposes. All these purposes
can today be served by other means, and it camot be denied that #1lm and redio
can offer such a variety of popular entertainment that the regular entertainment
theater, above all the operetta, is scmetimes at a loss as to what to offer the
public by way of equivalent or superior productions.

The unique quality of the theater experlence, however, lies in the fact that
each individual spectator can participate in the original process of mimic transf-
ormation, which perhaps incorporates the original process of the aesthetic endeav-
our altogether. In the most persuasive manner, the theater offers the spectator
participation in the mysterious creative process of life, which is expressed in’
constant creation and re-creation of everything which lives. Ths spectator who,
with an open heart and mind, follows this symbolic process of criation and re-
creation, is called upon for his own creative powers. The experience of theatrical
art awakens in him the feeling of an inner harmony with the artist, and arouses his
own faculty of creating and transforming. Above all other aims, the theater, 1like
no other educational organ, is able to summon the creative powers of the individual
awakening in that individual the consciousness that only through productive and
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creative endeavour will he discover the meaning of his existence. More hidden

and concealed, but also deeper than any other impulse, is Man's desire to form his
own personality. Everyone has been born with the secret mission of re-creating
his own self and cf participating in the transformation and shaping of his
environment. Everyone has the capacity to be an artist, of fulfilling the demands
of ert within himeslf; but with more elemental force than any other artistic form,
the theater is able to arouse the artist in lan.

It is a quality peculiar to German theater life that it is not concentrated
in one or a few urban areas. It boasts a wealth of prominent undertakings
distributed in cities and provinces which compete in the production of works of
high quality. In artistic endeavours, Germany does not know the contrast betweon
metrop2lis and province, characteristic for some other countries. This is
probably mainly a result of the fact that particularism reigned for centuries in
Germeny, and that every minor principality had the ambition to excel in artistic
endeavours. The events of modern state construction, to which the minor states
fell vietim, did not destroy this heritage of & multitude of theaters in the old
capitols. The trrdition has been strong enough to persuade the states and towns
to taks over £s & responsible cultural task the maintenance of theaters in even
the smallest communities. From this development can be explained the fact that
the majority of German theaters have never served the business interests of the
managers, but have had cultural tasks of general importance. The business
theater has in Germany never played the decisive role which it hes in some other
countries. It should not pass unnoticed that the German priva*te theaters (which
naturally gained importance mostly in the large cities), have achieved excellent
artistic success and have, in many cases, outranked the subsidized state or
municipal theaters in initiative and versatility. If we were to enumerate the
most prominent directors of the first half of this century, at least as meny
directors of private companies would appear.

It must, not withoul regret, be stated that the number of private theaters
has very much declined in the past decade. At present, there are 5/ private
theaters in West Germany and Berlin; however, all private undertekings are comprivr
is=2d in this totnl. Thus, not only prirfate theaters with their own houses are
incluied, but touring companies, open-air theaters, summer stock companies,
peasant theaters and other dialect companies as well. The number of well-known
_private theaters having their own house does not, I think, exceed a dozen.

As against that, there are in West Germany and Berlin 115 theaters subsidized
by the states and towns, distributed as follows

1. 15 state, L Lénder and 77 municipal theaters having their own houses,
and the legal representatives of which are the states, towns or senates
respectively, (96 theaters)

2+ 19 regional theaters ~ partly with, and partly without houses. Thoy are
largely rdministered and subsidized by Stédtblinde (theater associations
composed from various communities).

Apart from the theaters mentioned, there exist nine smaller experimental
theaters. They are active as studio or ropm theaters in an outwardly modést way,
but have drawn the attention of theater-goers by their artistic initiative.

The outlined comparison between private and subsidized theaters illustrates
the difficult financial situation in which most private theaters find themselves.
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It would be distressing if, for economic reasons, private initiative in this fie™:
should be pushed further back or even destroyed. It would be short-sighted if t-..
private stage were regarded as undesirable competition by the responsible repres.-
entatives of public and municipal cultural policy - competition which could easilr
and even gladly be done without. Cultural life needs a great amount of private
initiative. If private theaters have proved their artistic worth, everything
should be done which eould secure their position. For instance, the authorities
could grant tax exemptions and even financial support. A good example has been
set in Berlin. A system of support, tested in the postwar years, was introduced
without encroachment on the professional independence of the theaters. The
subsidies are indirect, and are given by the Land of Berlin on condition that a
fixed numbsr of members of the Volksbiltmen (popular theater movement) are admitted.

The 19 West German regional theaters form a special group among the subsidized
theaters. They are usually financed cooperatively by a number of larger and
smaller communities. They sometimes have & house in their home locale, but they
also have to provide several commnities (which lack standing theaters) with stage
performances. The signifioance of their work cannot be overestimated. They have
not the least connection with the already mythical "strolling companies" of former
times, with which private dirsctors of the Emmanuel Striese type travdled from
town to town, from imm to inn, under the most doubtful financial and artistic
conditions. The contemporary regional theater is usually led by capable and
enthusiastic directors who, with the help of a group of devoted young actors,
succeed in producing genuine artistic performances, offering to their audience en
ambitious =2nd extensive repettoire during the sesson. Though they have to work
with relatively modest sums, they guarantee performances of creative imagination
and artistic taste. The regional theaters are an ideal training plece for young
actors, who here may learn that in art nothing caen be achieved without the flemp
of genuine enthusiasm, and that the actor must be able to reach, with equal
intensity, the diverse minds of urban and rural sudiences. .

Tue to the existence of artistically outstanding theaters in many larger and
middle-sized towns of the Federal Republic, there do not exist as many private
touring companies as in other countries. - An undertaking in Hamburg, "Der griine
Wagen", hcs been able to attain a reputation by touring with a substantial number
of promirent German actors, offering works which are also valusble from the stand-
point of literature. A similar Berlin undertaking, "Berliner Theatergastspiele”
(Berlin Touring Theater Company), has recently made its debut with an artistically
outstonding snd successful rendering of lessing's drama "Nathan deor Weise".

Subsidized theaters are usually obliged to take care of both opera and drama,
and the larger theaters usually have a house for each art, Altogether, there are
9 opera houses, 38 theaters and L9 "mixed" undertakings (of the so-called muniocipal
theater type) in the Federal Republic. The repmptoire of the latter includes both

spoken and musiocal performances. The mixed theaters usually havs both operetic
and dramstic ensembles. Private thetters concern themselves almost exclusively
with drama, which renges in the repertoire from light comedy to serious modern
end classical drama. As far as musical works are concerned, private theaters can
usually produce only operettas, musical comedies of the traditioaal kind, and the
type of modern "musical" which has recently becoms popular.

In former times the season extended over the whole year only in the larger
cities, and was restricted to seven to nine months in medium and small-sized
commnities. Today, in contrast, the subsidized theaters have a twelve-month

WS /066 /77



ALE, Germany 1, - page Lk

season. The actors thus have twelve month contracts and take their vacations,
acocording to emplcyment regulations set up by the state.

Compared to the situation in many foreign theaters, the formation of snsembles
is characteristic for the German subsidized theater. While in other countries it
is common practice to engage the actors according to ths requirements of a prosp-
ective performance, in Germany the manager will, for each season, hire a versatile
ensemble, the memters of which each have specialities, but must be also abls to
fulfill tasks which conform less to their particular talents. There are definite
edvantages in this procedure, especially since it permits the planning of an
extensive and diversified program. On the other hand, there is the danger that
the actor will succumb to routine, for sometimes, regardless of his particular
talent, he must accept roles which he handles with professional skill, but
without the chanoce of a convincing individual performsnce.

The repaptoire of the German theaters poses a special vroblem from the
educational point of view. It was not so long ago that teachers believed in
universal education, and attempted to include in their long-range repsrtoires the
representative works of world dramatic literature - thus offering to their public
& knowledge of all classical and meodern dramatic works. These were considered
. indispensable for a "general eddcation". It has since proved impossible to offer
a tolerably representative survey of this literature in the thesater, even thcugh
it may be planned over the years. It has more and more been recognized that the
spiritual impact of a reportoire is determined by those works which correspond to
our present spiritual situation and to the classical tendenciss of ths theater.
For successful planning of the repertoire, the application of the princinle
pars pro toto is of particular importance. By restriction to some characteristio
works, a theater ic able to cause more stimuilating spirituel reaction, more
animated discussion and more positive orfticism than if it were to try to produce,
year after year, the classics "due" at the time, just because it is "cheir turn".

An insistently one-sided repertéire can produce stronger reactions of
educational value than the attempt to convey as completely as possible a knowledge
which stands in no relation to the actual artistic concerns of the varticular
theater.

It is, therefore, worthy of notice that more and more theaters try, not
only to represent individual concerns of their own (through a repsrtoirs which
may seem aggressive in its reckless disregard of traditional convention) but also
to plan their repertoire in such a way as to contribute to the discussions of
our present situation. This is done, for example, in the Bochum City Theater
which, during one season, offers a representative selection of modern American
drama; in the fcllowing, of eontemporary French drama; in the next, of
contemporary German drama., Every year, there is a special "Week of Contemporary
Drama"” which precents the plays of the whole season.

It is important to protect the theater as well as every other art, from
triviality and ccnventionality. It is, naturally, not easy for the German
theaters to escare this danger, for they have to give a performance almost every
day in the year e¢nd, to satisfy their audience, their program must be quite
extensive. The German theater will avoid the danger of routine only if it
constantly proves able to give its audience the experience of a special, a
revolutionary, or a festal performance. It is remarksble how strong the public
reaction is to more unusual kinds of theater, which try to break the routine df
standing theaters, like touring companies, open air performances, and festivals.
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Richard Wegner had enough psychological insight to realize how strong the appeal
of the unusuel is to people, and so he founded the Bayreuth Festival Theater which
attracted for his musical dramfs &n openminded and sensitive audience which,
having to leave its Aaily surroundings, must undertake something like a pilgremage
in order to have the experience of Bayreuthian art. The example of Bayreuth hss
been followed by many, and there are, in Germany, a great number of festivals
during the year. The Ruhr Festival in Recklinghausen deserves particular attention
in this connection. Every year, prominent German stage directors and actors come
together in order to present to the working population of the Ruhr area master
pieces of the theater, great symbols of the creative human spirit. The Ruhr
FPastivals have proved that the theater is not a monopoly of a finencially or
intellectually privileged class but that, just as a thousand years ago, it is the
noblest medium for bringing together all strata of the populetion for a great
collective experiencs. .

The whole repertoire of the German theater bears witness of the endeavour to
give the classical works of dramatic world literature their due place, without
neglecting contemporary drama for their sake. The traditional liberality of the
German theater repertoire, at which foreign visitors always express surprise,
sometimes mekes German playwrigh®s and composers fear that they are neglected in
the repertoires in favour of foreigners whose works they do not always admit to
be superior to their own. It is true that in the post-war period the German
theaters tried to make up for what they missed which resulted in a certain
preponderance of foreign drama in the repertoires. On the other hand, in most
theaters continuous efforts are made to keep the works of contemporary German
authors snd composers in the repertoire. Unfortunately, only few works did stay in
the revertoire during the last years, but only recently, a growing numbor of
works appeered wnich show promise of & sitrengthening of contemporary German
dramatic literature.

£ statistical survey of the repertoires of German theaters during the season
of 1954/55 shows clearly the endeavours to include, in their repertoires, contemp-
orery foreign productions withou, , however, neglecting German works.

The total repertoire in tho season of I95h/55 contains 888 different works,
thet iz, 185 operas, 90 operettas, 569 dramns and comedies, and lj; musical
comedies and farces. While the operatic repertoire is, on the whole, of a
conservative nature and contains only twelve world premieres, or German premieres,
a comparison with the dramatic repertoire shows that there is more initiative
to experiment. This is proved by 99 world premieres, or German premieres, of
dramas« However, it should not be forgotten that dramatic experiments are usually
a smaller financial risk than experiments with operas.,

4s to the nationalities of the authors whose works were produced during the
season of I95b/35, the following picture is given :
185 operas 80 German
15 Austrian
6 Swiss
2 American
2 British
156" French
I3 Italian
13 Russian
8 others
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90 opereltas 25 Germon
I Austrian
- Swiss
1 American
1 British
7 French
8 others

569 dramew, comsdies 223 German
: 3]; Austrian
7 Swiss
5% Amprican
9% British
8l; French
17 Italian
16 Russian
12 Scandinavian
L0 others

Ll Musical comedies, farces
. 2% German
10 Austrian
1 Swiss
3 British
6 French
1 other

(This naterial is the result of a questionnaire procedure orgnnized bv the
Doutscher Bihnenverein (Association of German Stages) in which 110 thesters in
the Federal Republic and West Berlin participated).

The planning of a repertoire at the German theaters is not subject to
censorship. It it solely decided by the responsible directors and managers who
have proved their independence also in several controversiel cases, for instsnce,
in the question wtether the works of Bertolt Brecht should be produced in the
Federal Republics

Official administration responsible for cultural affairs does not direct its
main concern towards influencing the selection of works, but towards placing the
most prominent artists into leading positions at the theaters, and protecting
these persons against narrow-minded criticism. Administration by the responsible
authorities is, in the first place, interested in a sensible and proper financial
management of the theater, for substantial subsidies are given to the theaters
from public funds.

The yearly expenses for the finencial support of the theaters in the Federal
Republic and West Berlin amounts to approximately 100 to 120 millions DM, It is
the mutual concern of the responsible authorities and the producers to keep
expenses for management, technical matters, and materials as low as possible, and
to spand the main part of the subsidies on productive artistic activities,

dore than ir other countries with an active theater life, the attendance at
German theaters is guaranteed through various arrangements, and thus theaters are
not 5o dependent on the success of one particular play.
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Almost all German theaters offer subscriptions which enable the subscriber

to attend regularly a fixed number of performences at reduced prices. Such
theater subscriptions are quite popular, since they provide for the faithful
theater-goers not only the artistic experience but also an informal kind of social
. life. For the manager of the theater, the subscription is important economiecally,

because it means an assured income. Owing to the subscription, the director is
able to plen his repertoire regardless of financial considerations, so that he crn
present interesting works even when he must fear that the takings of the day will
not smount to much,

Attendance is not organized by the theaters only. There have been, for mamy
years, organized groups of theater-goers interested in guggesting to the theateres
certain political and philosophical outlooks. The German theater dirsctors usually
glso keep their independence against these associations. Quite frequently they
gven consider these groups an advantage when, in planning the performamce of a
certein problematic play, they can count on the attendance of such an association.

The oldest and most important of all organizations of theater-goers is the
Verband der deutschen Volksbithnen-Vereine (Union of the German Populer Theater
Associations) which, at present, consists of 87 local associations and 350,000
members. The Popular Thester Movement was founded in Berlin more than half a
century ago, with the purpose of opening the theaters to the working people, at
& price they could affordi, and in order particulariy to support sontemporary
dramatic works. The dramas of Gerhart Hauptmamm therefore received, from the start
the strongest attention of the audience of popular theaters. Today the Popular
Theater .ssociations, still true to their tradition, profess the following . :=ci .}
principles :

" The Popular Theaters consider art the noblest expression >f culture. The
mst genuine aesthetic experience is given to many people through the
dramatic representation of a work of literature. :

The Popular Theaters consider it their particular task to win all parts
of the population for a vital, artistically outstanding taeater.

The Popular Theaters declare the freedom of art. They pursue their
purpose independent of parties and denominations. They are aware of their
duty to work for e democratic, fres and pesceful developmsnt.

The Popular Theaters want a theater which is open to all vorks of artistic
and ethical significance. Vorks expressing respect for t1e dignity of man,
the desire for social justice, and the desire for freedom, are considered
most important,

The Popular Theaters desire to encourage the interest of their members in
artistic achievements, an understanding of problematic works and new forms
of representation. The encouragement of contemporary art is of main
‘concern to the Fopuler Theaters. However, the ageless values of world
literature should not be neglected. Tradition and Progress should stand in
& healthy relationship.

Yhe Popular Theaters consider it an urgent need to awaken end cultivate
the interest of young people in the theater.

The Popular Theaters prefer a close cooperation with those theaters which
are non-profit organizations. If there is no other possibility of providing
the population sufficiently with performances, or if existent theaters are
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"not able to accomodate everyone, the Popular Theaters try to establish
their own stage.

The Popular Theaters expect to be supported by states and communities, in
appreciation of their significance for the maintainance 8f the cultural
theater+. From the theater directors, they expect the willingness to
gooperate.

The Popular Theaters strive to give new stimulation to the artistic
endeavours o2 the theaters, through their own activities and in international
cooperation with similar organizations, to open the eyes of their members

for contemporary problems, and to strengthen their feeling of social
responsibility. In that way, the Popular Theaters contrlbute to the positive
development of human society".

The Popular Theaters do not grant special privileges to their members. All
members pay equal contributions. They change places for each performance, and
usually draw lots for the seats.

Since the Porular Theater Movement has always claimed to be wore then an
organization for cheaper theater-going, it takes e particular interest in the
plamning of the repertoire. Many Popular Theater Associations organize leotures
and discussions or modern plays in order to acgualnt its members with contemporary
dramatic producticn. Problems of staging and of the manner of representation are
also discussed. In order to contribute to the encouragement of contemporary
drematic writing, the Free Popular Theater in Berlin has created the Gerhart
Hauptmonn Award. It is given amnually for a play in the German language which,
in the spirit of Cerhart Hauptmann, is rooted in the feeling of social responsib-
1lity, and which, by virtue of its aesthetlc value, cen be expected to remesin
valid.

Since it is ¢ cultural organization with conceptions of its own, the Popular
Theater tries to realize on its own stage its artistic program., The "Berliner
Theater" on the RKurflirstendamm was established by the Free Popular Theater of
Berlin, and is directed in conformity with its ideas, by the two directors,

Dr. 8iegfried Nestriepke, and Prof. Dr. Oskar Fritz Schuh.

Just as yearg ago, at the Popular Theater of Berlin on the Bifiow Square
(Volkstheater am Biilowplatz), the popular theater of today has proved that not
only through the states and communities but also through the idealistic cooperation
of an intcrested public a theater can be supported which satisfied all aesthetic
wishes .

Along with the Popular Theater Movement, the "Bund der Theatergemeinden"
(Union of Theater Communities) has been successful as a large organizgtion of
theater-goers. At present, ik consists of 18 local branches and 80,000 members.
This organization is also rot direoted by materialistic interests but by
idealistic motives. It wants to bring a christian spirit into the German
theaters and, according to the statement of its former chairmsn, Max Hohenester,
"to bring the mature christian into an active relationship with dramatic art".
The Union of Theater Communities does not wish to limit the repertoire in favor
of a denomination, but it wents genulne religious powers also to find a realizat-
ion in contemporary theater.
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In order to stimmlate the interest of the public in all problems of cortemp..
orary theater, and to stimulate it to active cooperation, a numbsr of educational
programs are offered by the various institutions and organizatiois. Through
articles in their program-bills, introductory lectures - usually in connection with
attendance at a rehearsal - and discussion evenings, most theatere try to reise
the intereat of the audience particularly for modern plays or nev forms of stage
representation. Readings (of their own works) by authors also ssrve this purpose.

In university extensions, theater problems are almost always included in the
program, and usually the regular lectures and discussions on theatrical problems
relate to the actual repertoire of the local theater. Purthermore, the institution
of reading drama within the program of university extensions has proved successful,

Larger conferences on theatrical problems, organized either by individual
theaters, or by associations of theater-goers, or by special assaciations, find
strong response. In this cdonnection, the theater conferences at Baden-Baden,
which are held ammually on different topics, end similar institutions in Darmstadt,
Bochum etc., should be mentioned. On the occasion of their ammual convocation, the
large associations of theater-goers and the Deutscher Bilhnenverein (Union of
German Stages) usually hold a special discussion on theatricsl problems. "Theaster”
has repeatedly proved to be a productive and attractive topic for the well-known
Wednesday night disoussions in the Cologne Central Station waitiagroom. Finally,
the yearly conferences of the dramatic critics in Berlin are measat to inform not
only the small circle of experts, but also other interested persoas, of essential
and current problems of the thesater.

Not a8 visible to the general public, but of the greates¢ siucationnl
8ignificance, are the endeavours to mmke people susoceptible to tae experience of
a drametic work, and to stimulate them into action. Modern civilization has, in
many cases, deteriorated man's natural ebility of expression. A physically
handicapped individual, however, is usually also apt to have psyzhic inhibitions
which throw him out of a natural course and impalr his csapacity to form his
personal life.

It is therefore not a pure coincidence that amateur acting coms into existence
at a moment when, along with the German Youth Movement - especially in the
"Wandervogel” (an organization similar to the boy scouts) and in the "Freideutsche
Jugend” (Free German Youth) - a new vitality, a new understendinz of nature and
the natural forms of society, became manifest.

At the turn of the century, when the German Youth Movement was founded, &
rediscovery of the original forms of the soocial life of a nation.. took place. The
youth movement partiocularly found its own style of life and freed itself from the
stilted conventions of modern society. Afier the shocks of the first world war,
the movement expanded to all walks of life and tried to restore, in the spirit of
the Youth Movement, the relationship of young people to their envirommen:. In all
circles of the Youth Movement, artistically talented psrsons mads use of art, not
as & professional form of activity, but as an expression of the life and spirit of
the cormunity. Gottfried Heas-Berkow gathered around himself a group of young
actors with whom he performed a medioval play of the Bance of Death. His acting
troupe was & community in the sense in which the Youth Wovement understood it.
Through its acting, it expressed its own concept of life. This Jaas-Berkow group
had strong and lesting effects so that, at conventions and conferences of the
Youth Movement, amateur performances of suitable plays were almost a rule.
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A contributicn to the fuvther development of amateur acting, important
beyond the circles of the youth movement, was made by Rudolf Mirbt. He undertook,
in Munich in I9l, to give public performances with his amateur group. Amateur
acting has, sinde then, not only remained the appropriate means for young people
to express themsclves, but it haes alsoc become acammon good, which offers to the
edults active in 1his field an ideal way of developing their personality and of
fitting themselves into a community of their own choicse.

For, amateur acting is basically different from all dillettentish imitations
of the professiont 1l theater; it strives after a release of the natural faculty
of mimic expressicn in everyone. Due to the astonishing revival of the amateur
acting movement it the years after the second world war, in 1953 there was founded
the "Bund fiir laienspiel und Laientheater" (Union of Amateur Acting and ’mateur
Theaters) . It corprises all individual groups working in this field. The
importance of this association lies, above all, in that a chance is offered to
the individual groups to exchange their experiences and ascting rules, particularly
in the directing of a psrformance and speech training.

In the university extensions, amateur acting is also systematically encourag-
ed., In meny university extensions msetings are held for amateur groups.

In this comnection should also be mentioned that there eoxist various dizlect
groupf. They cen be found in almost all German areas and have, in many cases,
achieved astonishing artistic results - to such an extent that they could even
appear cuccessfully outside their home area.

In the selection of works suitable for amatsur production the leading men,
especially Rudolf Mirbt himself, have been most successful. The rediscovery of
tho mediaval mirecle-play provided a reliable stardard for the judging of
contemporrory smateur plays which also tend to keep to plain and simple plots of
an essentially symbolic significance.

At present, work in amateur ecting is going on well; and it is reflected
in ths organization of amateur actlng conferences where different groups perform,
and then oritiocize eech other. Fortunately, a considerable numbsr of inatructors
for amateur actirg are already available for the support of group artistic
endeavours. The existence of experienced, well-informed persons contributes,
in an essential veasure, to forming the amateur groups into genuine and
productive educatiional communities which are able to awaken and cultivate in
each individual renmber the faculty of forming his life independently.
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