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This research focuses on factors affecting changes in Thai
teenagers in today’s society, with a case study of the 5 Precepts.
The objectives of the study are:

1) To study the behavior of Thai teenagers in today’s society.

2) To study the factors affecting the internal changes of
teenagers in relation to the 5 Precepts. 3) To study the relationship
between the behavior of teenagers and the 5 Precepts. This
research is a qualitative study. The researcher reviewed related
documents and studies to provide a foundation for the research.
The population and sample group in this study were Thai
teenagers who are students at Sakon Nakhon Rajabhat University
enrolled in the course Ethics for Life during the second semester
of the 2020 academic year. The sample size was 200 students,
determined using Yamane’s formula. For data collection, the
researcher applied the following methods: 1. Collecting data from
classroom teaching and observation. 2. Collecting data directly
from the sample group using: 2.1 A questionnaire focused on the
factors affecting changes related to the 5 Precepts.

2.2 A questionnaire focused on teenage behavior. The
researcher collected all 200 completed questionnaires directly
and used the data for further statistical analysis. The research
tools included: Questionnaire: Designed to survey opinions and

gather data from 200 students. In-depth Interviews: Focused on



AsnNAU - Sud1AU 2567

obtaining deeper insights into the perspectives of the teenagers.
Group Activities: Used to facilitate interaction, discussion, and
further exploration of the data. The data collection process was
divided into four phases: Phase 1: Document review and collection
of theoretical data. Phase 2: Group activities to encourage
participation and gather qualitative data. Phase 3: Preparing the
research report for review and suggestions from the advisor to
ensure quality improvement. Phase 4: Summarizing findings and

publishing the research report.

| 5 precepts, Behavior of teenagers
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ABSTRACT

This research aimed to: compare the development of Chinese
vocabulary retention skills before and after using a teaching
model based on Chinese character radicals among students of
Sakon Nakhon Rajabhat University; and compare the academic
achievement of students before and after implementing the
teaching model based on Chinese character radicals. The sample
group consisted of 30 second-year students at Sakon Nakhon
Rajabhat University. The research instruments included: pre- and
post-tests to measure academic achievement; and a satisfaction
questionnaire regarding the use of the teaching model based on
Chinese character radicals. The statistical methods used for data
analysis included mean scores (x) and standard deviation (S.D.).
The findings revealed that the academic achievement of students
significantly improved after the implementation of the teaching
model. Analyzing individual progress in academic achievement
showed that every student demonstrated improvement.
Additionally, the students’ satisfaction with the teaching model

was rated at a very high level overall.

I Chinese character radicals, Chinese vocabulary, Test
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ABSTRACT

The objectives of this research were: 1) to study piano
teaching methods from experts for piano beginners, 2) to create
a piano exercise book for beginners, 3) to experiment with
teaching by using the piano exercise book, and 4) to evaluate the
efficiency of teaching using the piano exercise book for beginners.
The methodology employed a mixed-methods approach,
combining qualitative and quantitative research. The qualitative
research was conducted by interviewing three key informants. The
quantitative research involved teaching experiments using the
piano exercise book. The population consisted of 150 Grade
3 students at Jinan Sunshine 100 Elementary School in Shandong
Province, People’s Republic of China, comprising 72 boys and 78
girls. The sample group included 10 students selected through
purposive sampling.

The research findings were as follows: 1) The study
provided significant insights from experts regarding piano teaching
methods for beginners. 2) A piano exercise book for beginners was
successfully created. 3) The experimental research using the
exercise book included 15 lessons. 4) Students’ scores in the three
examinations were 47.9, 51.65, and 58.2, with corresponding per-
centage scores of 68.35%, 73.81%, and 91.5%, respectively. The
results demonstrated a gradual improvement in the students’

performance across the three examinations. The final examination
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scores exceeded the target, reaching 91.5%, which proved that
the piano exercise book was highly effective and achieved very

good results.

I Piano beginners, Elementary school.
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® Introduction

The course of piano art for hundreds of years can be said
to be accompanied by the development of human civilization.
Now in many economically developed countries in the world,
piano has become the preferred instrument for children’s music
education. On the one hand, the piano itself has incomparable
rich expressiveness. On the other hand, the results of long-term
research by scientists show that learning the piano is the most
effective way to develop the right brain and children’s intelligence.

Piano teaching is a relatively complex activity in music
education. It should follow both the general laws in human
education and the special laws in music education. This
particularity determines that academic research on piano teaching
must have its own unique methods. The academic research of
piano teaching is a cognitive activity that aims to explore the rules
of piano teaching by adopting scientific research methods in a
planned way under the guidance of scientific and systematic
theories. In the piano teaching and research activities, we should
follow the academic principles of objectivity, development,
education, and systematisms, adhere to the development path
of integrating theory with practice and promoting teaching through
scientific research, so that the piano teaching and research
activities can be carried out smoothly.

At present, most primary school music classroom teaching
in China still focuses on singing. The emergence of these

phenomena will not only greatly reduce students’ interest in
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music learning, but also reduce the quality and level of music
teaching. Due to the limited teaching resources and most schools
do not pay attention to the importance of music, the traditional
and old teaching concepts directly affect the effective process of
music classroom teaching in primary schools.

As a piano teacher, | hope to use piano teaching to replace
simple singing learning in music class, cultivate students’
innovation and practical ability, and actively guide students to
participate in music practice activities. And it can use teaching
materials scientifically and reasonably, strengthen the use training
of teaching materials, and improve the processing ability of music
teachers to teaching materials, so as to realize the organic
integration of teaching materials and students’ actual life and

improve the use efficiency of teaching materials.

® Research Objectives
1) To study piano teaching method from experts
for piano beginners.
2) To Create piano exercise book for beginners.
3) To experiment teaching by using the piano ex-
ercise book.
4) To find out the efficiency of teaching by using

piano exercise book for beginners.
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® Conceptual framework

Review Literature

v

Create the piano
exercise book

Experts check the
piano exercise book

; ; Create the
lesson plan
Using the exercise book and lesson
plan to teach experimenting group
l Experts check the

lesson plan

Study students’ learning
achievements in basic piano training

l

Data Analyzing and Conclusion

Figure 1 Research Conceptual Framework

©® Research Method

The methodology was mixed research between qualitative
research and quantitative research. The population was 150 Grade
3 students at Jinan Sunshine 100 elementary school in Shandong
Province, People Republic of China. There are 72 boys and 78

girls. The samples used in the research are 10 students selected

by purposive sampling.
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The research tools are: 1) The piano exercise book compiled
by researcher, 2) Lesson plans for 15 piano teaching lessons, 3)
Evaluation criteria to measure the achievement on piano teaching.

The place of work is Jinan Sunshine 100 elementary school
in Shandong Province, People Republic of China. The researcher
will apply for the piano course for 10 piano beginners at grade 3
of piano performance in 2022 academic year. The researcher will
use the evaluation standard in the feasibility evaluation table of

student performance evaluation standard in the 2022 semester.

® Processes of working

1) Review the related literature and relevant papers about
“The good piano exercise book”. In addition, the concept of
research designs, development of teaching psychology, and
learning activities.

2) The analysis of interview with three experts. The experts
must meet the following standards: teaching in the College of
Music, having a doctor’s degree in piano performance, and having
at least 8 years of piano teaching experience.

The Information of three Experts:

1. Hou Kangwei, doctoral degree, professor in Shandong
University, teaching experience more than 30 years.

2. Ji Yuting, doctoral degree, professor in Shandong Normal
University, teaching experience 8 years.

3. Lin Peilei, doctoral degree, professor in Jinan University,

teaching experience 10 years.
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3) Learning management plan of Piano Teaching for primary
grade 3 at Jinan Sunshine 100 Elementary School in Shandong
Province in China. Study content in the curriculum, academic
achievement, satisfaction theory and related research.

4) Schedule of teaching based on content and concepts
from the curriculum,1 unit of study, 30 hours.

5) After 15 lessons are finished, the summative test will be
given to the students.

6) Collect~ analyze teaching data and conclusion.

S AT S

Figure2: researcher is giving the test to students
of experimental group
Source: Min Xiomin
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o Data analyzing

Carry out data management and analysis as follows:

1) Study the learning achievement of learners using teaching
method and using percentage, mean and standard deviation.

2) Compare learning achievement using teaching method
after studying using parameter-based statistics (Parametric) using
the test.

3) Study student satisfaction using teaching method and
mean (X ) and standard deviation (S.D.).

If the score +1 means that the examination of the purpose/
content is sure.

If the score 0 means unsure.

If the score-1 means non-compliant/not direct/that content.

Result of experimentation
Table 1 Evaluation results (T1/T2/T3)

Average score (70) a7.9 51.65 58.2

Percentage (100) 68.35 73.81 91.5

We can see that the average scores of the students in the
three examinations are 47.9/51.65/58.2 and the percentage
scores are 68.35/73.81/91.5 respectively. It is a process for the
students to learn the piano exercises, and the scores of the three

examinations increase step by step. The results of the third final
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examination exceeded the target score reached 91.5, which proved
that the elementary piano exercise was effective, and the ideal

experimental results were obtained.

® The research finding

The research findings were: 1) Study a lot from experts about
piano teaching method for beginners, 2) To Create piano exercise
book for beginner, 3) The experimental research conducted by
using exercise book consists of 15 lessons, 4) Students in the three
examinations are 47.9/51.65/58.2 and the percentage scores are
68.35/73.81/91.5 respectively. It is a process for the students to
learn the piano exercises, and the scores of the three examinations
increase step by step. The results of the third final examination
exceeded the target score reached 91.5, which proved that the

elementary piano exercise was effective in very good condition.

® Discussion

The development of piano exercise book includes some
appropriate contents: lesson plans, learning activities, learning
materials and evaluation. The construction process of this exercise
book includes focus group interview, trial and partial evaluation
of this book.

The result shows that the students are very satisfied with
this zero basis piano exercise book. This can be explained as the
piano exercise book has been evaluated by experts, and the
excavated exercise book is of high quality, appropriate content

and suitable for students.
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The instructions in the exercise book are also arranged
succinctly, which can help students enter the right path smoothly.

The introduction of music theory and learning is skillfully combined.

® Suggestions

This research has made some suggestions: The compilation
of zero basis piano exercise books is an important part of the
development of piano education, which should be given enough
attention. The position and role of the beginner foundation piano
exercise book in learning and education, the systematic ness of
the organizational form and the scientific of the advanced
arrangement must conform to the students’ psychological
characteristics, cognitive rules and cognitive abilities. These directly
affect children’s enthusiasm for learning and long-term progress
of learning activities.

When compiling the initial exercise book, “learning from
activities” should be the teaching purpose, that is, integrating
game elements into it, so as to cultivate children’s independent
display ability, stimulate their learning thinking, and improve their
interest in exploration and learning.

In the future, if anyone wants to continue this kind of
research, he can experiment with any other student group, such
as students in other grades, other schools and other provinces,
so as to understand the teaching efficiency of this book before
making conclusions. “Teaching for piano beginners” is good for

widely teaching in China.
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ABSTRACT

The objectives of this research were to survey percussion
teaching methods for Grade 2 students at Lanzhou No. 14 Middle
School, Gansu Province, People’s Republic of China. This study
employed a qualitative research approach, and the main research
instruments were interview forms and observation forms. The
research findings revealed that Lanzhou No. 14 Middle School
provides significant support for rhythm instrument teaching,
facilitating the development of percussion skills. The teaching
methods include intensive content, and the school has developed
specialized teaching materials for rhythm instrument classes. As
a result, the school has made considerable progress in percussion
teaching.

| Percussion teaching method, Middle School
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® Introduction

Music education plays a vital role in the overall development
of students, as it not only enhances their cognitive abilities but
also fosters creativity, self-expression, and emotional well-being.
Among the various aspects of music education, percussion
instruments hold a unique position due to their versatility and
accessibility (Zhang Guowei, 2011). Percussion instruments are an
essential component of music education, particularly in primary
schools, as they provide a foundation for students to develop
their rhythmic and coordination skills. In recent years, there has
been a growing emphasis on the importance of percussion
education in primary schools, as it has been recognized as a
crucial element in fostering a well-rounded music education
(Liu Ting, 2019).

The importance of learning percussion instruments in
primary school music education can be attributed to several fac-
tors. Firstly, percussion instruments are highly accessible and easy
to learn, making them an ideal starting point for young students
with little or no prior musical experience (Zhang Shuyi, 2008). This
allows students to quickly grasp the basics of rhythm and
coordination, which are essential skills for any musician. Moreover,
playing percussion instruments can help to improve students’ fine
motor skills, hand-eye coordination, and spatial awareness, all of
which are crucial for their overall development.

Secondly, percussion instruments are incredibly versatile
and can be used in various musical styles and genres. This
versatility allows students to explore a wide range of musical
expressions and develop a deeper understanding of different
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cultures and traditions (Huang Pingting, 2020). Furthermore, learn-
ing to play percussion instruments can help to foster a sense of
teamwork and collaboration among students, as they often need
to work together to create a cohesive and harmonious sound.

Lastly, learning percussion instruments can have a positive
impact on students’ emotional well-being and self-esteem. Play-
ing music has been shown to reduce stress and anxiety, and the
physical act of playing percussion instruments can be particularly
therapeutic (Zhou Yichun, 2018). Additionally, mastering a new
skill, such as playing a percussion instrument, can boost students’
confidence and sense of accomplishment.

Percussion education in primary schools plays a significant
role in fostering students’ musical abilities and enhancing their
cognitive development. However, the current situation of percus-
sion education in most primary schools is relatively general, lack-
ing depth and breadth in teaching methods and curriculum design.
This situation has led to a lack of interest and enthusiasm among
students, hindering their potential for musical growth and devel-
opment.

In contrast, the 14th Middle School in Lanzhou city has been
recognized for its exceptional approach to percussion education.
The school has successfully integrated percussion into its
curriculum, providing students with a comprehensive and
engaging learning experience. The school’s unique approach to
percussion education has not only fostered a love for music among
its students but also significantly improved their musical abilities.
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The 14™ Middle School in Lanzhou city has managed to
break away from traditional teaching methods, incorporating
innovative and interactive teaching techniques that have proven
to be highly effective. The school’s success in percussion
education is attributed to its emphasis on practical learning, where
students are encouraged to actively participate in music-making
processes. This hands-on approach has not only enhanced
students’ understanding of percussion but also developed their
creativity and critical thinking skills.

Moreover, the school has also invested in quality musical
instruments and resources, providing students with the necessary
tools to explore and experiment with different sounds and
rhythms. The schools dedicated and passionate music teachers
have

also played a crucial role in the success of its percussion
education. They have been instrumental in creating a positive and
supportive learning environment, inspiring students to pursue their
musical interests and talents.

Given the success of the 14th Middle School in Lanzhou
city in percussion education, it is crucial to conduct a study to
understand its strengths and strategies. This study aims to provide
valuable insights and recommendations for other schools looking
to improve their percussion education. By examining the current
situation of percussion in grades 2 of the 14th Middle School in
Lanzhou city, this study hopes to contribute to the advancement
of percussion education in primary schools.
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In conclusion, the importance of percussion education in
primary schools cannot be overstated. It is a vital component of
a well-rounded education, contributing to students’ cognitive,
emotional, and social development. Therefore, it is essential to
invest in quality percussion education, drawing inspiration from
successful models such as the 14th Middle School in Lanzhou
city. This study aims to shed light on the school’s successful
approach to percussion education, providing a valuable reference
for other schools striving to enhance their music education
programs.

® Purpose of the study

To survey on percussion teaching method for grades 2 in
Lanzhou No.14 Middle School, Gansu Province, People’s
Republic of China.

® Research of question

1. How to improve the percussion skills of the students in
grades 2 of the No.14 Middle School Lanzhou, Gansu, People’s
Republic of China?

2. What are the most effective teaching methods and
strategies for improving the overall vocational skills in percussion
for students in grades 27
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©® Research Methodology
This research methodology is qualitative research.
Research tools
1. Interview form
2. Observation form
Scope of the study
1. Scope of place:
No.14 Middle School in Lanzhou, Gansu, People’s
Republic of China
2. Key informants
Three experts from school
Criteria of key informants
1. Has been a percussion teacher in this school for at least
5 years
2. Has been a percussion teacher
3. Has at least 5 years of percussion teaching experience

® Definitions of Specific Terminology

Music percussion instruments

There are three types of percussion instrument. The first
type is classical percussion instrument, the second type is popu-
lar percussion instrument, and the third type is ethnic percussion
instrument. In Lanzhou no.14 middle school, these music percus-
sion instruments belong to classical percussion instruments.



92 smsuyuemaasua:aoaumaas
UKI3NgNagsIsAnanauns

Percussion instruments in Lanzhou no.14 middle school
includes:

Xylophone, Celesta, Drum set, Cymbal, Timpani, Bass drum,
Marimba

® Conceptual framework

Sl Sunveying o epe
a’nd ke peiesion ercugsi(?n
. Y teaching P .
informants teaching

Figure 1: Conceptual Framework

® Research Findings

The history of percussion

Percussion instruments have been an integral part of human
culture and music since the dawn of civilization. They have evolved
over time, adapting to the needs and preferences of different
societies and musical styles. This comprehensive history of
percussion instruments will explore their origins, development,
and impact on music throughout the ages
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® PercussionEducation

Percussion education refers to the systematic and structured
teaching of percussion instruments, techniques, and musical
concepts to students of all ages and skill levels. Percussion
instruments are a diverse family of musical instruments that
produce sound by being struck, shaken, or scraped. They are an
integral part of various musical genres and cultures, and their study
can provide a solid foundation for a well-rounded musical
education.

© Elementary Music Education

Elementary music education refers to the process of
teaching and learning music at the primary or elementary school
level, typically catering to children aged between 5 and 11 years.
This form of education aims to develop a child’s musical abilities,
appreciation for various music genres, and understanding of music
theory and history. It also seeks to foster creativity, self-expression,
and social skills through collaborative music-makingexperiences.

® Basic Percussion

Basic percussion refers to the fundamental rhythmic patterns
played on percussion instruments. It forms the backbone of many
musical compositions, providing the steady beat and rhythm that
other instruments and vocals build upon. Basic percussion can be
played on a variety of instruments, including drums, cymbals,
tambourines, and more.
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® Percussion Ensemble

The percussion ensemble or percussion band is a musical
ensemble consisting of only percussion instruments. These groups
can include various types of drums, cymbals, bells, gongs,
xylophones, marimbas, and other instruments that are struck,
shaken, or scraped to produce sound. The size and composition
of a percussion ensemble can vary greatly, ranging from small
trios or quartets to large orchestras consisting of dozens of players.

o Classification of percussion

Percussion instruments are an essential part of any
musical ensemble, providing rhythm, texture, and color to the
overall sound. They can be found in various forms and styles
across different cultures and musical genres. Here is a classification
of percussion instruments, divided into several categories based
on their playing techniques, materials, and origins.

® Characteristics of percussion performance

1. Diversity of Instruments

Percussion performances are marked by the incredible
diversity of instruments used. These instruments can be broadly
classified into two categories: pitched and unpatched. Pitched
percussion instruments, such as marimbas, xylophones, and
vibraphones, produce definite pitches and are often used for
melodic and harmonic purposes. Unhitched percussion
instruments, such as drums, cymbals, and tambourines, produce
indefinite pitches and are primarily used for rhythmic purposes.
The wide range of instruments allows percussionists to create
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a variety of timbres and textures, making percussion performances
rich and engaging. Additionally, percussionists often use unconventional
objects, such as buckets, brake drums, or even their own bodies,
to create unique sounds and effects.

2. Techniques and Notation

Percussion performances are characterized by the use of
various techniques to produce different sounds and effects. Some
common techniques include striking, shaking, scraping, and rubbing.
Percussionists often use different types of mallets, sticks, or
brushes to create a variety of timbres and dynamics.

Percussion notation is unique and can vary greatly depend-
ing on the instrument and the composer’s intentions. Standard
notation is often used for pitched percussion instruments, while
a combination of standard notation, graphic notation, and text
instructions is used for unhitched percussion instruments. This
flexibility in notation allows composers to explore a wide range
of sonic possibilities and encourages percussionists to be creative
and innovative in their performances.

3. Physicality and Choreography

Percussion performances are highly physical, requiring a great
deal of coordination, strength, and stamina from the performers.
Percussionists often move around the stage, switching between
instruments and using their entire bodies to produce sound. This
physicality can be an integral part of the performance, with some
percussionists incorporating choreography and theatrical elements
into their playing.
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4. Ensemble Roles and Solo Performances

In ensembles, percussionists play a crucial role in providing
rhythm, structure, and colon to the music. They often act as the
backbone of the ensemble, maintaining a steady pulse and
driving the music forward. Percussionists also have the unique
ability to enhance the overall texture of the music by adding
layers of sound and creating a sense of depth.

Percussionists also perform as soloists, showcasing their
virtuosity and expressiveness on a variety of instruments. Solo
percussion performances can range from traditional recitals
featuring marimba or snare drum to experimental performances
using unconventional instruments and techniques.

5. Cross-Cultural Influences

Percussion instruments and performance practices have
been influenced by various cultures throughout history. Many
percussion instruments, such as the djembe, tabla, and congas,
have their roots in African, Indian, and Latin American music
traditions. These cultural influences have shaped the development
of percussion performance techniques and repertoire, resulting in
a rich tapestry of sounds and styles.

6. Education and Outreach

Percussion education is an essential aspect of the percussion
community, with many percussionists teaching and mentoring the
next generation of performers. Percussion ensembles and
workshops often focus on fostering creativity, collaboration, and
a sense of community among participants. Additionally, percussion
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performances can be an effective tool for outreach and engagement,
as the accessibility and visual appeal of the instruments can
captivate audiences of all ages and backgrounds.

® Percussion Education in Primary Schools
1. Objectives

The primary objectives of elementary school percussion
education are to:

1.1 Develop students’ understanding of rhythm and beat
through hands-on experiences with percussion instruments.

1.2 Enhance students’ listening skills and ability to
identify different percussion sounds.

1.3 Foster creativity and self-expression through
improvisation and composition.

1.4 Encourage teamwork and collaboration through
ensemble playing.

1.5 Cultivate an appreciation for diverse musical styles
and cultures.

2. Materials
To achieve these objectives, the following materials are
required:
2.1 A variety of percussion instruments, including drums,
tambourines, maracas, triangles, cymbals, and xylophones.
2.2 Music stands and sheet music for ensemble playing.
2.3 Audio recordings of various percussion ensembles and
solo performances.
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2.4 Instructional resources, such as method books, posters,
and videos.

2.5 Composition and notation software for creating original
percussion pieces.

3 Teaching Methods
Effective teaching methods for elementary school percussion
education include:

3.1 Demonstrations: Teachers should demonstrate proper
playing techniques and instrument care to ensure students
develop good habits from the start.

3.2 Group activities: Students should participate in group
activities that involve playing percussion instruments together,
such as call-and-response exercises, rhythm games, and ensemble
performances.

3.3 Individual practice: Students should have opportunities
to practice playing percussion instruments individually, focusing
on developing their technique and accuracy.

3.4 Listening exercises: Teachers should expose students
to a variety of percussion music, encouraging them to listen
carefully and identify different instruments and rhythms.

3.5 Composition and improvisation: Students should be
encouraged to create their own percussion pieces, either
individually or in groups, using notation software or other composition
tools.

3.6 Cultural exploration: Teachers should introduce
students to percussion music from different cultures, discussing
the unique characteristics and history of each style.
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4 Assessment Strategies
To evaluate students’ progress in percussion education,
teachers should employ a variety of assessment strategies, including:

4.1 Performance assessments: Teachers should observe
students’ individual and ensemble performances, providing
feedback on their technique, rhythm, and musicality.

4.2 Written assessments: Students should complete
written assignments that test their understanding of percussion
concepts, such as identifying instruments, notating rhythms, and
analysing musical styles.

4.3 Composition and improvisation assessments: Teachers
should evaluate students’ original percussion pieces, considering
factors such as creativity, structure, and use of rhythm.

4.4 Listening assessments: Teachers should assess students’
ability to identify different percussion instruments and rhythms
through listening exercises.

4.5 Self-assessment and reflection: Students should be
encouraged to reflect on their progress and set goals for improvement
in their percussion skills.

5. Professional Development
To ensure the success of the percussion education program,
teachers should participate in on-going professional development
opportunities, such as:
5.1 Workshops and conferences focused on percussion
education and pedagogy.
5.2 Collaborating with other music educators to share
ideas and resources.
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5.3 Observing experienced percussion teachers and
ensembles to learn new teaching strategies and repertoire.

5.4 Staying current with research and trends in percussion
education through reading articles, books, and online resources.

o teaching method

teaching method for improving percussion skills should be
engaging and tailored to the individual needs of the student. Li
binging emphasizes the importance of hands-on learning and
active engagement, Liu Feng suggests a combination of individual
and group lessons, and Wang Groping recommends a progressive
approach that incorporates both technical exercises and musical
pieces. Ultimately, the most effective teaching method may vary
depending on the student’s learning style and preferences.

Observation form of percussion Classes

Observation form of percussion Classes Through the inter-
view form and observation form, we can find that the advantages
of percussion teaching in Lanzhou No. 14 Middle School are very
obvious: 1) the teaching methods are rich; 2) the teaching contents
are set to respect the essence of percussion education; 3) the
school has recompiled the teaching materials to enrich the
teaching contents and facilitate students to understand percussion
better. Meanwhile, in the researcher’s observation, it was found
that the school provided a good teaching environment for the
students. The school has a separate music classroom with complete
multimedia equipment and a large number of percussion
instruments, which are all relevant teaching needs for percussion.
All four lessons observed by the researcher were taught by one
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teacher, but the teacher used different teaching methods in each
lesson, which not only enriched the lessons but also enabled
students to better participate in the lessons.

® Conclusion
Interviews with three experts revealed the following:
The interviews with the three experts revealed the following:

® Teaching methods

All three experts agreed that effective teaching methods
to improve percussion skills should be attractive and meet the
individual needs of students. Various aids play an important role
in improving students’ percussion skills. Overall, the incorporation
of these aids in percussion instruction can greatly contribute to
students’ skill development and overall musical growth.

Instructional Connections

According to our three experts, the most important aspects
of percussion instruction include focusing on fundamentals such
as rhythm and technique, encouraging improvisation, gaining insight
into different percussion instruments, and fostering ensemble
playing and collaboration. The three experts also agreed that
teaching to students’ interests and needs is an important aspect
of effective percussion instruction. By doing so, they can create a
more engaging and enjoyable learning experience for students,
ultimately leading to better retention of information and improved
overall progress.
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® Assessment

Our three experts suggested a variety of assessment
methods to better reflect student progress in percussion skills.
These methods include verbal praise, periodic testing, peer
assessment, self-assessment, and performance opportunities,
setting clear goals and expectations, and a combination of
techniques. By implementing a combination of these assessment
techniques, teachers can effectively track students’ progress and
provide targeted feedback to help them improve their percussion
skills. The three experts also believe that regular commmunication
with students is key to understanding their concerns and needs
recarding percussion skills. They emphasized the importance of
creating a supportive learning environment, adapting teaching
methods to suit individual learning styles, and using a variety of
communication tools to facilitate discussion and knowledge
sharing. By maintaining open lines of communication, these experts
are better able to guide students on their path to percussion
learning success.

® Teaching Experience

Three of our experts shared their experiences in successfully
helping students improve their percussion skills. These experiences
show that different approaches can be taken to help students
overcome difficulties and excel in percussion studies. Interviews
with students yielded the following results: 1) students all made
varying degrees of progress; their understanding of percussion was
more thorough; 2) students enjoyed the variety of teaching
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methods the teachers used; 3) students enjoyed the content they
were currently being taught; and 4) students’ interest in learning
percussion all increased significantly.

® Discussion

This paper points out that more participation in competitions
or related activities can improve students’ percussion ability, which
is consistent with Zhang Zhen (2007), Percussion Competition for
Performance Technique Improvement. This paper points out that
percussion learning should understand learning to analyze scores,
a viewpoint that contradicts that of Liu Jingfei (2014), Purely
technical percussion learning.

©® Recommendations

General Recommendations: This study can be used by
other elementary school to learn from the merits of percussion
teaching in Lanzhou No.14 Middle School, especially its teaching
philosophy, to fully follow the requirements of the new
curriculum for the cultivation of comprehensive talents, and to
improve students’ aesthetic ability and comprehensive literacy
comprehensively.

Academic Recommendation: This study only examined
the advantages of percussion teaching in Lanzhou No.14 Middle
School for other elementary school to learn from, but the
specific learning methods or operation methods are not clear. In
future research, we can consider creating a relevant instruction
manual to better help other elementary schools to refer to and

learn from.
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ABSTRACT

The objectives of this research were: 1) to study Kodaly’s
teaching methods for teaching Western music notation and
reading music; 2) to create a guidebook for teaching Western
music notation and reading music; 3) to implement teaching in
Western music notation and reading music; and 4) to measure and
evaluate students’ progress. To achieve these research objectives,
the researchers conducted the study in five aspects: 1. Collected
and analyzed the theoretical foundations, specific teaching
methods, past teaching experiences, and evaluation tools of
Kodaly’s teaching method through literature reviews and expert
interviews. 2. Designed a teaching guidebook with 5 units and 12
lessons for music instruction in the fifth grade of primary school,
based on an experimental curriculum. 3. Conducted teaching
experiments and continuously refined the teaching guidebook
during the teaching process. 4. Evaluated the practical utility of
the guidebook through formative assessments, analyzing students’
progress after each unit to verify the effectiveness of the designed
teaching guidebook. 5. Summarized and discussed the findings
of this study and provided suggestions for further exploration of
the Kodaly teaching method in China. The findings of this study
revealed that the Kodaly teaching method effectively improves

students’ ability to read and write music notation in primary school
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classrooms in China. Based on the teaching experiment, the
researchers successfully designed a practical teaching guidebook

for fifth-grade music education.

M

odaly teaching method, Teaching guidebook, Teaching
experiment, Formative evaluation



awuandu Ui 7 avui 2 109
AsnNAU - Sud1AU 2567

® Introduction

As Chinese music educator Yang Limei (2011) said, “The
educational level of a country is usually measured by the number
of illiterates in the population. Of course this is not the only
measure, a person who can read and write can still be ignorant.
But a person without a foundation in education, and cannot read
or write, even means that he is difficult to get on the road to
education. It’s the same with music.” But, a recent survey showed
that Chinese primary school students generally lack the ability to
read and notate music, and further pointed out other teaching
difficulties caused by this, such as the difficulty of instruments
and chorus training, etc. (Jing Su, 2022)

In response to this problem, the new art curriculum
standards promulgated by the Chinese Ministry of Education in
2022 put forward targeted requirements. Compared with the art
curriculum standards promulgated in 2011, the new standards
recard notating and reading music as an important part of the
curriculum content, requiring every primary school music teacher
to systematically teach the relevant content of musical notation
and reading music. (Ministry of Education of the People’s
Republic of China, 2022)

However, under the new requirements, the content of
musical notation and reading music that has been neglected for
a long time has caused great trouble for teachers. Using the
interview method, we conducted a preliminary survey on 14
teachers from Beijing National School, Shunyi Dongfeng Primary
School, Shenzhen Primary School, Shenzhen Xinsha Primary
School, Sichuan Normal University
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Affiliated Primary School, Tangxia Experimental Primary
School, Tangxia No.1 Primary School and Tangxia No.5 Primary
School and summarized the following major problems: There are
lack of targeted teaching materials, systematic course design, and
effective teaching method guidance for teaching western music
notation and reading music.

® Research objectives

The objectives of research were: 1) To study Kodaly’s teach-
ing methods for teach western music notation and reading music.
2) To create a guidebook for teach western music notation and
reading music.3) To teaching in western music notation and read-
ing music.4) To measure and evaluate students

o Literature Review

1. Overview of The Kodaly methodology development in
China

2. Research status of The Kodaly method

3. Connotation and teaching methods of Kodaly music
education thought

4. Related research

©® Research Methodology

This study mainly adopts a mixed research method com-
bining quantitative and qualitative methods.

Quialitative research mainly includes literature method and
interview method:
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1. Literature method: literature method is used to collect
teaching materials for Kodaly’s teaching methods.

2. Interview method: interview method is used to investigate
the difficulties faced by teachers in teaching western music
notation and reading music, and the suggestions of relevant experts
to solve these difficulties.

Quantitative research mainly includes questionnaire and
statistical analysis:

3. Statistical methods: statistical methods are used to
process the data collected from the whole research process.

® Research Findings
1. To study Kodaly’s teaching methods for teach western
music notation and reading music.
2. To create a guidebook for teach western music notation
and reading music.
3. To teaching in western music notation and reading music.
4. To measure and evaluate students.
Evaluation criteria use a rating scale as following:
5= excellent
4=very good
3=good
2=passing
1=fail
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© Formative evaluation results
Table 4-3: Formative evaluation results for 5 units

Unit1 | Unit2 | Unit3 | Unit4 | Unit5 RCILIETLIGN Mean

1 4 3 4 3 4 18 3.6

2 3 4 3 3 4 17 3.4

3 4 3 4 4 3 18 3.6

4 3 4 3 4 2 16 3.2

5 4 4 3 3 4 18 3.6

6 3 3 4 3 3 16 3.2

7 3 3 4 4 3 17 3.4

8 4 4 4 3 3 18 3.6

9 4 3 3 4 3 17 3.4

10 2 3 4 3 4 16 3.2

Total 34 34 36 34 33 171 3.42
Mean 3.4 34 3.6 34 3.3 171

According to the formative evaluation results, we can see
that the average score of the 5 test results of the 10 students in
the class is 3.42, which is at a good level. 4 out of 10 students
scored above the class average on 5 tests. In addition, the average
score of the whole class test results for Unit 1, Unit 2 and Unit 4
is 3.4 points, the average score of the whole class test results for
Unit 3 is 3.6 points, and the average score of the whole class test
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results for Unit 5 is 3.3 points, There is no big difference in the
test results of each unit, which shows that the students’ learning
effect in this teaching experiment is relatively stable, and they are
all at a good level.

® Expert summative evaluation results
Table 4-4: Expert evaluation results

m Expert1 | Expert2 | Expert3
1 4 5 5 14 4.6
2 4 4 4 12 4
3 5 5 4 14 4.6
4 4 5 4 13 4.3
5 4 q 4 12 4
6 4 4 4 12 4
7 5 q 4 13 4.3
8 4 4 4 12 4
9 5 4 4 13 4.3
10 4 5 4 13 4.3

43 44 41 128 4.26
4.3 4.4 41 12.8

According to the expert evaluation results, it can be seen that
the average score of the 10 students in the class is 4.26, which is at a
very good level. Among them, the average score of experts 1 is 4.3,

the average score of expert 2 is 4.4, and the average score of expert



114 smsuyuemaasua:aoaumaas
UKI3NgNagsIsAnanauns

3is 4.1. There is no significant difference in the scoring results of the
three experts, which shows that the evaluation opinions of the experts

are relatively unified. 6 out of 10 students scored above the class

average.

o Comparative analysis
Table 4-5: Comparative Analysis of Formative and Expert

Evaluation Results

m Formative Summative Comparing
evaluation evaluation results
1 3.6 4.6 F<S
2 34 4 F<S
3 3.6 4.6 F<S
4 3.2 4.3 F<S
5 3.6 4 F<S
6 3.2 4 F<S
7 3.4 4.3 F<S
8 3.6 4 F<S
9 3.4 4.3 F<S
10 3.2 4.3 F<S
m 3.42 4.24 F<S
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Through the comparison of the experts’ summative
evaluation and formative evaluation results, the experts’ scoring
results are higher than the formative evaluation results. The
difference value is: 4.24-3.42=0.82. It shows that the experts
recognized the results of this teaching experiment and proved the
effectiveness of this teaching experiment. In addition, from the
comparison of each student’s score, the expert evaluation score
of each student is higher than the formative evaluation result, and
the difference value interval is between 0.4-1.1. Among them, the
score difference value of student 1 is 1, the score difference
value of student 2 is 0.6, the score difference value of student
3 is 1, the score difference value of student 4 is 1.1, the score
difference value of student 5 is 0.6, and the score difference
value of student 6 is The difference value is 0.8, the difference
value of score of student 7 is 0.9, the difference value of score of
student 8 is 0.4, the difference value of score of student 9 is 0.9,
and the difference value of score of student 10 is 1.1.

Guidebook has five units.

Unit 1: “Visible” music

Lesson 1: Meet the Curwen gesture
Lesson 2: Find friends & Swallows fly high
Lesson 3: Flag flag

Objectives :
1. Guide students to understand alphabetic notation.
2. Help students understand Curwen gestures.
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3. Learn to sing the pitch of the song accurately through
alphabetic notation.

4. Able to sing accurately in pitch according to the teacher’s
gesture.

5. Learn Curwen Gestures.

Unit 2: “Moving” rhythm
Lesson 4: rhythmic reading method
Lesson 5: under the roof

Objectives :

1. Master the Rhythm reading method.

2. Practice rhythm reading with the songs you already know.

3. Practice the melody roll call with the songs you already
know.

4. Combining graphics to perceive music structure.

5. Cooperate with the compilation and creation according
to the structure, and exercise music memory.

Unit 3: “jumping” melody
Lesson 6: Grandma’s Penghu Bay
Lesson 7: Little frog

Lesson 8: Duck bickering

Objectives :
1. Use gestures, alphabet notation, imitation singing and
antiphonal singing to practice accurate singing.
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2. Use your fingers as the “five lines” to perceive the rela-
tionship between the lines of the staff.

3. Through the alphabetic notation and Rhythm reading
method, accurately read the music score in key of C and G.

4. Sing according to the clauses and feel the sentence struc-
ture of the music.

5. Practice singing melodies with changing beats in conjunc-
tion with reading songs aloud and body movements such as
clapping hands and legs.

Unit 4: “Singing” musical notation
Lesson 9: Hand towel
Lesson 10: I am a painter

Objectives :

1. Guide students to understand the basic symbols and
representation methods of music scores.

2. Able to read notes and beats on music scores.

3. Cultivate students’ rhythm perception ability.

4. Be able to stably follow the beat for music performance.

5. Understanding basic music symbols such as repeat signs,
slurs, dynamics, and tempo markings.
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Unit 5: | am a little conductor
Lesson 11: Small boat
Lesson 12: Qi duo lie

Objectives :

1. Learn to use Curwen gesturess to direct other students
to sing songs.

2. Able to use Body percussion or Vocal percussion to
accurately interpret rhythms such as four-point dots and
eight-point dots.

3. Be able to accurately interpret the strength and weakness
of 3/4, 4/4 and 4/2 beats.

4. Able to fully read and sight-sing a melody in F key.

® Conclusion

Based on the exchange with three experts, the author set
out to create an exercise book on the right- and left-hand
techniques of the Erhu on the basis of the Chuchu. To ensure the
rationality and rigor of the exercise book, the authors repeatedly
consulted a large amount of right-hand literature and designed
the exercise book in strict accordance with its theory and rationale.

However, there are some shortcomings in this study;
although the exercise book was created, it has not been formally
used in teaching, and its use is not yet known to further expand
the study of teaching effectiveness.
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©® Recommendations
1. General recommendation
Combined with the conclusions of this study, the researchers
believe that Chinese music teachers should study and understand
deeply when using the Kodaly teaching method, set clear teaching
goals, adopt personalized teaching methods, design rich and
diverse teaching activities, and give timely feedback and evaluation,
and ongoing professional development. This can improve the
teaching effect, stimulate students’ interest and love for music,
and help them develop their musical skills and literacy in an
all-round way.
2. Recommendation for further research
Based on this study, we recommend further research in the
following areas related to the application of the Kodaly teaching
method in China:
2.1 Effectiveness of the Kodaly Teaching Method
2.2 Adaptation of the Kodaly Teaching Method in the
Chinese Context
2.3 Professional Development and Training
2.4 Assessment and Evaluation in Kodaly-based Instruction
2.5 Student Perspectives and Experiences
By conducting research in these areas, valuable insights can
be obtained regarding the effectiveness, adaptation, and impact
of the Kodaly teaching method in Chinese music education. The
findings of this research can inform the development of curricula,
teacher training programs, and instructional practices, ultimately
enhancing the music education experiences and outcomes for
students in China.
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ABSTRACT

Research Purpose: To study the production of a trombone
exercise book for first-year students majoring in preschool
education at Henan Press and Publishing College, People’s
Republic of China. Research Method: This study employed
qualitative research.

The research object consisted of first-year trombone
students majoring in preschool education at Henan Press and
Publishing College. Interviews were used as the primary data
collection tool, and the interview results were summarized and
analyzed.

Research Results: The study successfully created the
“Trombone Exercise Book for First-Year Students of Henan Press
and Publishing College, People’s Republic of China”. The content
of the exercise book was evaluated for validity by three experts
using the Item-Objective Congruence (I0C) method.

| Trombone exercise book, Preschool education, Henan Press

and Publishing College
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® Introduction

Preschool education, also known as early childhood
education, refers to the implementation of early childhood
education institutions, according to certain training objectives and
children’s physical and mental characteristics, to carry out planned
education for children before entering primary school. Its main
task is to enable children to acquire physical and mental
Coordinated development to prepare for primary school
education. Institutions that implement preschool education
mainly include nurseries, kindergartens, and preschool classes
attached to primary schools, etc., and their duration ranges from
1 to 3 years. (National People’s Congress.2022)

Preschool education is one of the important contents of
preschool pedagogy and a part of the scientific system of preschool
pedagogy. Children are the basic stage of intellectual development
in life, and it is also the period of fastest development. Appropriate
and correct preschool education has a great effect on children’s
intelligence and their future development. The formation and
development of extraordinary children are all related to proper
and correct preschool education, especially preschool education
in terms of intelligence. Preschool intellectual education is a
multifaceted training process. The mental health concerns of
preschool children should not be underestimated. The mental
development of children in this age group is extremely immature
and requires the active guidance of parents and kindergarten
teachers. Many children nowadays are only children with strong
self-awareness, lack of concern for others, and do not know how
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to share. Therefore, as parents and preschool teachers, we should
actively guide children to learn to care for others, learn to share,
and be willing to share.

Preschool education is the beginning of lifelong learning, an
important part of the national education system, and an
important social welfare undertaking. Running pre-school
education well and realizing children’s education is a major
decision and deployment made by the 19th National Congress of
the Communist Party of China. It is a major livelihood project for
the party and the government to do practical things for ordinary
people. It is related to the healthy growth of hundreds of millions
of children, social harmony and stability, and the party. and
national career future. (About deepening reform planning and
development of preschool education. 2018)

In 1922, the Second National Congress of the Communist
Party of China included “improving the education system and
implementing universal education” as the content of “making
laws on workers, farmers and women”, which laid the political
foundation for the exploration of preschool education. In 1927,
the “Jiangxi Provincial Revolutionary Committee’s Action Policy”
proposed: “The establishment of institutions that are generally
under school age (such as children’s homes, kindergartens, etc.),
in order to improve social education and liberate women.” (Jiangxi
People’s Publishing House ,1982.] In July 1928, the Women’s
Movement Resolution of the Sixth National Congress of the
Communist Party of China called for “protecting motherhood”
and “organizing children’s homes and kindergartens, etc.”
[People’s Education Press, 1989] It can be seen that with the
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beginning of the armed struggle, with the goal of protecting and
emancipating women, preschool education began to develop in
the name of kindergartens, kindergartens, and children’s nursing
homes.

In September 1931, the “Resolution on Cultural Issues of
the First Congress of Workers, Peasants, and Soldiers of Hunan,
Hubei, and Jiangxi Provinces” clearly called for “attention to the
education of preschool children” and proposed four measures.
[Zhang Zhi, Zhang Yulong. 2016.] The “Labor Law of the Chinese
Soviet Republic” promulgated in November of the same year
stipulates that a nursing room and a nursery shall be set up in the
factory, and the factory shall be responsible for hiring people to
take care of them. [Chen Yuanhui.1981] In May 1932, the Soviet
government of Hunan, Hubei and Jiangxi provinces “promulgated
the school system and the implementation of the current
minimum general education” stipulated that the general school
system includes kindergartens, Lenin primary schools, special
schools, nursery schools, etc., among which “from 3 Kindergartens
for children between the ages of 7 and 7”, “In order to enable
babies under the age of 3 to live a proper life under the protection
of professional nanny, and to take care of babies during the day
on behalf of working women, nursery schools should be
established according to the actual situation”. (Lv Liang. 1989) In
October 1933, the Central Culture and Education Construction
Conference proposed that nurseries and kindergartens should
be built in order to improve social education and liberate women.
[Lv Liang. 1989] In 1934, the first education conference of Jiangxi
Province proposed “to publicize the establishment of nursery
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schools”. (Zhang Zhi, Zhang Yulong.2016.) In the same year, the
Revolutionary Mutual Aid Federation of Sichuan-Shaanxi Provincial
Revolutionary Mutual Aid Federation included in the “Outline of
the Slogan of the Revolutionary Mutual Aid Association” that
“establish kindergartens and schools to give preferential treatment
to the children of revolutionary fighters” (Bazhong: Sichuan-Shaanxi
Revolutionary Base Museum, 1985.) entry. It can be seen that
the titles of preschool education such as “preschool children’s
education”, “infant education”, “nursery school” and “nursery
school” have increased and have been incorporated into the
school system, emphasizing the protection of women and
preferential treatment of children of revolutionary fighters.

In October 1951, the Government Administration Council
promulgated the “Decision on Reforming the School System”,
which stipulated that the organization for implementing early
childhood education is the kindergarten; the kindergarten recruit’s
children from the age of 3 to 7, so that their bodies and minds
can achieve sound development before entering elementary
school; “Kindergartens should be established first in cities where
conditions permit, and then gradually promoted.” (China Preschool
Education Research Association.1999)

In March 1952, the Ministry of Education issued a trial
implementation of the “Provisional Regulations for Kindergarten
(Draft)”, which stipulated the tasks, goals, educational system,
setting and leadership, parenting principles and parenting activities,
admission and completion of kindergarten, funding and equipment,
organization and system of kindergartens. Wait for the regulations.
The draft clarifies the “dual” tasks of kindergartens, that is,
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“educate children according to the new democratic education
policy, so that their bodies and minds can develop soundly before
entering elementary school; at the same time, reduce the burden
on mothers so that mothers have time to participate in political
life and productive labor.”, cultural and educational activities, etc.
Drawing on the experience of the Soviet Union, it is clear that
kindergartens carry out the education work of “preliminary
all-round development” for children, and set the goals for
children’s physical, intellectual, moral, and aesthetic development,
as well as physical education, language, understanding of the
environment, pictures and handicrafts, music, and computing. The
6 types of parenting activities are clearly defined. (China Preschool
Education Research Association.1999)

The State Council promulgated the “Regulations of the
State Council on Industrial, Mining, and Enterprise-run Middle
Schools, Primary Schools, and Kindergartens” (1955), initially
regulating the activities of industrial, mining, and enterprise-run
kindergartens. The Ministry of Education, the Ministry of Health,
and the Ministry of Internal Affairs jointly issued the “Joint Notice
on Several Issues Concerning Nursery Schools and Kindergartens”
(1956), which preliminarily clarified the leadership system of
preschool education, that is, based on “comprehensive planning,
strengthening leadership”, “fast, many, according to the principle
of “better, more economical”, nurseries and kindergartens are
actively developed. According to the principle of unified leadership
and hierarchical management, nurseries are led by the health
administrative department, and kindergartens are led by the
education administrative department. (China Preschool Education
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Research Association. 1999) “Decision on Several Principles for
Appropriately Solving the Welfare Issues of Elementary School
and Kindergarten Teachers and Staff” (1953) and a series of
related documents were issued, which dealt with the welfare of
kindergarten teachers, kindergarten teacher training, kindergarten
Preliminary regulations have been made for preschool education
activities in various fields such as daily work and preschool
education supervision. With the initial establishment of the
socialist preschool education system, preschool education has
been developed. According to the “China Education Yearbook
(1949-1981)” statistics, by 1957, there were 4,367 kindergartens
sponsored by the education department, 3,433 kindergartens
sponsored by other departments, and 8,620 private kindergartens,
initially forming the “two legs” of preschool education. The
pattern of walking.

In December 2015, the “Kindergarten Work Regulations” was
revised. The first is to insist on cultivating people through
morality, emphasizing that kindergartens “implement education
for the all-round development of morality, intelligence, body and
beauty”, and adjusted the previous expression order of “body,
intellisence, morality and beauty”. The second is to strengthen
safety management and set up a chapter on “Kindergarten
Safety”. The third is to standardize the behavior of running
kindergartens, and put forward clear requirements for the
management of kindergartens in terms of educational system,
scale, funds, assets, and information. The fourth is to pay attention
to the connection with the relevant laws and regulations and
relevant policies of the upper and lower levels. The fifth is to
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improve the internal management mechanism of kindergartens,
such as the establishment of parent committees. The revised
“Kindergarten Work Regulations” changed “Kindergarten provides
convenient conditions for parents to participate in work and study”
in the 1996 edition of “Kindergarten Work Regulations” to
“Kindergarten also provides scientific child-rearing guidance for
parents of young children”. On the one hand, this revision reflects
the pursuit of specialization in kindergarten work, and on the
other hand, it is also a subtle adjustment to the tradition of serv-
ing the revolution, serving the war, and serving parents’ production
and life in the base nursery and nursery school. In September
2020, the Ministry of Education issued an announcement on the
public consultation on the “Draft of the Preschool Education Law
of the People’s Republic of China (Draft for Comment)”. The
formulation and promulgation of the fundamental law in the field
of preschool education in my country is just around the corner.
This can be regarded as the most important symbol of the
perfection of my country’s preschool education legal system.
The trombone instrument, commonly known as the draw
pipe, is a Western brass instrument. It is divided into four types:
treble trombone, tenor trombone, tenor trombone and bass
trombone. People mainly use baritone tenor trombone and key
now, and its structure is relatively simple, through u-shaped inner
and outer expansion tube, bell mouth, additional key. The
trombone is mainly used in symphony, brass, march and jazz
bands, and can also be used as a soloist. Trombone band’s sound
solid, stately, stately, gorgeous and full. When pronounced,
sometimes loud and forceful, sometimes soft and euphemistic,
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its tone is unique and unique, which is rarely absorbed in the
band and is an important part of the band. (Jiao Ji’an 2015). The
trombone plays an important role both as a soloist and as a band.
With people’s pursuit of spiritual life, in recent years, many
places have become wind bands, and the trombone has become
the first person to learn, but because many beginners have not
mastered the correct way of playing, due to impatience, there are
often accidents when playing, this would be very detrimental to
future study

The history of Chinese trombone can be traced back to the
Shanghai Public Wind Band established in Shanghai in 1879. The
history of the development of trombone teaching in my country
mainly begins at the beginning of the 20th century and can be
divided into three periods: before the founding of the People’s
Republic of China, after liberation, after the reform and opening,
and after the reform and opening up. Each period has its own
development characteristics, which laid the foundation for the
development of our country’s trombone. Throughout the 20th
century, Chinese professional music was in the wave of collision
and integration of Eastern and Western music cultures. Started its
own magnificent historical process. As the mainstream instrument
of western music, trombone is developing rapidly in China. The
teaching process of the trombone is accompanied by the history
of the development of the trombone in China.

With the return of some Chinese intellectuals returning from
overseas studies, Western folk music activities also flourished in
the early part of this century. According to the “Encyclopedia of
Chinese Culture”, Zhang Zhidong, the governor of Liang Jiang at



AWua&uUA 7 aduii 2 131
AsnNAU - Sud1AU 2567

that time, established the “Self-Strengthening Army” in Nanjing.
He ordered trombones, drums, trumpets, cornets, French horns,
tubas, flutes, saxophones, clarinets, oboes, and other Western
instruments in Germany, and hired German military officers as
instructors. During this period, “concerts” organized by Chinese
or foreigners began to appear in China, and Chinese musicians
also began to learn European composition theory and make cre-
ative attempts. Song theory and attempted creation. In 1877,
Shanghai Jiangnan Manufacturing Bureau also published an act of
engraving trumpets, mainly wind writing teaching materials, which
can be said to be the earliest pipe music textbooks in modern
China. In the early days of the Republic, it attracted more and
more people’s attention and influenced the whole country. The
wind band has been widely used and promoted not only in the
palace, officialdom, and army, but also among the people,
especially in the new school. At the beginning of the new school
century, people noticed this important aesthetic education
method and the rise of band music, and solidarity and cooperation
can also enrich the entertainment form of youth culture and
help maintain the development process of Chinese music
education and the process of Chinese style development, with
far-reaching implications. (Zhao Ming, 2011)

School military bands in the late Qing Dynasty and early
Republic of China were very popular, the most famous of which
was the school military band of Tsinghua University. The first four
years are called the Secondary section and there is an English
drum and flute unit. The last four years are called the Senior
Section and have a brass band with teachers from Filipino and
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Caucasian musicians. Most military music players in some large
cities are uneducated and lack musical knowledge. It’s good to
get to know the staff a little bit. On November 27, 1927, China’s
first new higher music institution “National Conservatory of Music”
(today’s Shanghai Conservatory of Music) was born. This marks
the beginning of the normalization of music education in our
country and the beginning of the institutionalization and
standardization of trombone teaching.

In the 1950s, trombone teaching in China was still in its in-
fancy, and it was necessary to invite foreign experts to teach. The
military band of the People’s Liberation Army invited Kaufmann,
a former music expert of the German Democratic Republic, to
conduct and train the band, and to teach music theory, which
has rapidly improved the performance level of Chinese wind
music, and many outstanding wind musicians have emerged. After
the end of the Cultural Revolution, art colleges resumed normal
teaching order and enrolled students. The development of
trombone teaching in my country has advanced by leaps and
bounds. After ten years of the Cultural Revolution. China also
invited Wagner, Keith Brown and other trombone masters to
participate in performances and lectures in China, and their
lectures further promoted the development of Chinese trombone
teaching and performance. In 1982, Zhao Ruilin graduated from
the Orchestra Department of the Central Conservatory of Music,
majoring in trombone. (Wu Qigi, 2011)

Hao Jie was admitted to the student class of the Central
Orchestra affiliated to the Central Conservatory of Music in
Germany in 1977. He learned the trombone from Mr. Jiang Dexiong,
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the principal trombone of the Central Orchestra. From 1990 to
1993, Hao Jie studied trombone performance in the solo class of
the Hannover Academy of Music in Germany, under the tutelage
of Helmut Seifer, the principal trombone of the Northern German
Radio Symphony Orchestra. From 1992 to 1993 he studied
trombone with John Demes, principal trombonist of the Berliner
Philharmonic. In 1996, Hao received a master’s degree from
Indiana University Southwest Michigan Symphony Principal
Trombone Joseph Hickner and Chicago Symphony Principal
Trombone Jay Friedman. In 2000, when the China Philharmonic
Orchestra was established, Hao Jie served as the principal
trombone of the orchestra as an American expert. As a visiting
professor Haojie, he also taught at the Central Conservatory of
Music, bringing advanced trombone technology and new ideas
back to China. It has made great contributions to the development
of trombone in our country. (Zhao Ming, 2011)

® Research objectives
1. To study Trombone teaching (ability) for exercise book.
2. To Create Trombone exercise Book for first year student
preschool education major at Press and Publication college Henan
Province.

©® Research Methodology
Quialitative Research by collecting data from media, news,
related research and interviewing experts.




134 smsuyuemaasua:aoaumaas
UKI3NgNagsIsAnanauns

® Conceptual Framework

Study methods trombone Create
and music theory N exercise book N trombone
From trombone exercise book

exercise book

® Scope of the Study
Key Informants criteria:
1. More than five years of teaching experience
2. Bachelor degree or above.
3. Have a certain influence in this major.

Key informant
1.Jiang Nan 2. Wang Jingliang 3. Zhang Mengyi
Place : Henan Press and Publishing School
Time : October 2022 to January 2023.

® Research Findings

Create trombone exercise book for first year student preschool
education major at press and publication college Henan province
Trombone teaching

The learning of any knowledge has some basic theories and
methods, and the playing of the trombone is no exception. In the
process of learning the trombone, the first thing to do is to correctly
understand the playing method of the trombone, which has a
very important positive effect on improving the skills of playing
the trombone. At present, the number of trombone players continues
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to increase, and more and more students begin to learn the
trombone. However, some students, especially beginners, often
do not pay enough attention to the study of theoretical knowledge
in the process of learning the trombone, and want to play as soon
as they get the trombone. When encountering problems in the
process of learning the trombone, it is difficult to solve the
problem even through repeated practice. The fundamental reason
is that the students do not have a solid grasp of the theoretical
knowledge of the trombone, which not only affects the learning
effect of the trombone, it will also have a certain impact on
students’ interest in learning trombone. No matter what you do
in the process of practice, without scientific theoretical knowledge
as a guide, these actions are blind, and it is difficult to obtain
better results. Of course, theory must be connected with practice,
so that theory has value and significance, and can provide the
necessary guidance for practice. Therefore, in the process of
learning the trombone, practical performance must be effectively
combined with playing theory, and when problems are encountered
during learning, they should be solved from the method of
performance. In addition, when solving problems, special attention
should be paid to the effective combination of playing theory and
practice. If the combination of the two is not paid attention to in
practice, it will be difficult to fundamentally promote the solution
of the problem. It can be seen that the theoretical teaching of
trombone is very important. As a teacher, in the teaching process,
he should teach students the systematic theory of trombone
playing at the beginning, so that students can fully understand
the basic knowledge of trombone playing, so that they can provide
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students with Only by laying a good foundation for future playing
practice can we improve students’ later learning effects and
promote the improvement of students’ comprehensive quality.

® Conclusion

The significance of a trombone exercise book

Skill improvement : A trombone exercise book typically
contains a variety of technical exercises aimed at enhancing a
player’s skill level. These exercises cover various aspects of
trombone playing, such as tone control, articulation, intonation,
slide technique, and more. By regularly practicing the exercises in
the exercise book, players can continually improve their playing
technique. Musical repertoire: Trombone exercise book often
include a wealth of musical material, such as practice pieces,
excerpts, or solo works. These musical pieces serve not only to
develop technical proficiency but also to cultivate the player’s
musicality and expression. By practicing these musical selections,
players can learn different musical styles and enhance their
artistic interpretation. Systematic learning: A trombone exercise
book provides a structured learning framework that helps learners
systematically improve their playing skills. Exercise book are
typically organized in a progressive sequence, suiding learners
from the basics to more advanced concepts and techniques.
This organized approach ensures that learners establish a solid
foundation while gradually mastering more advanced playing
skills. Self-assessment and progress tracking: Exercise book often
include practice logs or assessment tools that enable players to
set goals and track their progress. This helps players gain a clear
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understanding of their playing abilities and provides a basis for
setting reasonable goals and planning their practice routines. By
regularly self-assessing and tracking their progress, players can find
motivation to practice and gain insights into their growth and
improvement. Supplementary resource: Even for students
receiving formal instruction, a trombone exercise book can serve
as a valuable supplementary resource. It provides additional
exercises and repertoire beyond what is covered in regular lessons,
offering more opportunities for practice and reinforcement of
concepts. Individualized learning: Trombone exercise book are
often suitable for individualized learning, allowing learners to
progress at their own pace. This flexibility is particularly beneficial
for those who may not have access to direct instruction or prefer
a self-directed learning approach. Learners can engage with the
exercise book material according to their own schedule, spending
more time on challenging sections or quickly progressing through
familiar concepts. In summary, a trombone exercise book holds
significant value for trombone players. It provides a structured
learning framework, diverse practice materials, and assessment
tools to enhance players’ skills, cultivate musicality, and facilitate
systematic learning and self-assessment. By utilizing a trombone
exercise book effectively, players can better plan their learning
and practice routines, ultimately improving their playing abilities.

Trombone exercise book

The basic knowledge and practice methods will be put in
the exercise book and trombone exercise book consists of 5
chapter
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The complete trombone exercise book

The research found that trombone exercise book consists
of 12 lessons and 5 chapter. Chapter 1: Background and musical
instrument, Chapter 2: Preparation before playing, Chapter 3:
Basic Exercises, Chapter 4: Advanced exercises. And there are 12
lessons, Chapter 1 :1). What is the trombone? 2). What is the
trombone in section 2, 3). Maintenance of the trombone. Chapter
2: 1). For correct breathing, 2). Mouth practice, 3). Use of a
metronome; Chapter 3: 1). The first verse is a long tone practice,
2). The second section of the study,3). The third section of etic
exercises, Chapter 4: 1). The first section of syncing exercises,
2). Overtone exercises,3). C Major Scale exercises. Chapter 5:
Practice songs

® Discussion

The discussion based on the findings were:

The complete trombone exercise book

The research found that trombone exercise book consists
of 12 lessons and 5 chapter.

Chapter 1 : Background and musical instrument

Chapter 2 : Preparation before playing

Chapter 3 : Basic Exercises

Chapter 4 : Advanced exercises. And there are 12 lessons,
Chapter 1 :1). What is the trombone? 2). What is the trombone in
section 2, 3). Maintenance of the trombone. Chapter 2: 1). For
correct breathing, 2). Mouth practice, 3). Use of a metronome;



awuandu Ui 7 avui 2 139
AsnNAU - Sud1AU 2567

Chapter 3: 1). The first verse is a long tone practice, 2). The second
section of the study, 3). The third section of etic exercises;
Chapter 4: 1). The first section of syncing exercises,2). Overtone
exercises, 3). C Major Scale exercises. Chapter 5: Practice songs

® The benefits of a trombone exercise book

A trombone exercise book can offer several benefits to
trombone players of all levels, from beginners to advanced
musicians. Here are some advantages of using a trombone exercise
book: Structured Learning: Exercise books provide a structured
approach to learning the trombone. They typically follow a
sequential progression, introducing concepts and techniques
gradually, ensuring a solid foundation before moving on to more
advanced material. This organized approach helps learners build
their skills systematically; Skill Development: Exercise book include
exercises and practice material specifically designed to develop
various aspects of trombone playing. They may cover areas such
as tone production, articulation, intonation, technique, sight-
reading, scales, and more. By working through these exercises,
players can enhance their skills and address specific areas of
weakness. Technique Refinement: Exercise book often focus on
specific technical challenges encountered in trombone playins.
They may include exercises to improve slide technique, flexibility,
range extension, and lip slurs, among others. Practicing these
exercises regularly can help players refine their technique and
overcome technical limitations; Musical Repertoire: Many
trombone exercise book features a selection of musical pieces
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and etudes. These pieces are carefully chosen to provide a range
of musical styles and challenges, allowing players to develop their
musicality and interpretive skills. Working on diverse repertoire
exposes learners to different musical genres and helps expand
their musical horizons; Self-Paced Learning: Exercise book are
often designed for self-paced learning, allowing individuals to
progress at their own speed. This flexibility is particularly beneficial
for those who may not have access to a teacher or prefer a more
independent learning approach. Players can work through the
material at their convenience, spending more time on challenging
sections or progressing quickly through familiar concepts; Goal
Setting and Progress Tracking: Exercise book often include
exercises and activities that allow players to set goals and track
their progress. These can be in the form of practice logs,
performance assessments, or self-evaluation exercises. Setting
goals and monitoring progress provides a sense of accomplishment
and motivation to continue practicing and improving; Supplemen-
tary Resource: Even for students receiving formal instruction, a
trombone exercise book can serve as a valuable supplementary
resource. It can provide additional exercises and repertoire beyond
what is covered in regular lessons, offering more opportunities for
practice and reinforcement of concepts; Reinforcement and
Review: Exercise book are useful for reinforcing and reviewing
previously learned material. They often include review sections
or exercises that revisit concepts covered earlier in the book.
Resular review is essential for maintaining proficiency and ensuring
a solid foundation of trombone playing skills. Overall, a trombone
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exercise book can be an effective tool for learning, practicing, and
refining trombone skills. It provides a structured approach, a
variety of exercises and repertoire, and the ability to track progress,
ultimately helping trombone players become more proficient and
well-rounded musicians.

® Recommendations

Here are some suggestions for trombone exercise book that
can be beneficial for players at different levels:1). “Arban’s
Complete Conservatory Method for Trombone” by J.B. Arban: This
classic method book is a comprehensive resource for trombonists
of all levels. It covers a wide range of technical exercises, etudes,
and solos, helping players develop their technique, range, and
musicality;2). “The Art of Trombone Playing” by Edward Klein
hammer: Written by a legendary bass trombonist of the Chicago
Symphony Orchestra, this book provides valuable insights into
trombone playing and offers exercises and concepts to improve
tone, articulation, and overall musicianship; 3). “Brad Edwards’
Lip Slurs” by Brad Edwards: This exercise book focuses specifically
on lip slurs, an essential aspect of trombone playing. It includes
progressive exercises for developing flexibility, range, and control
in lip slurring, helping players enhance their overall technique;
4). “Melodious Etudes for Trombone” by Marco Bodoni: This
collection of melodious etudes is a staple in trombone repertoire.
It offers a variety of musical challenges, covering different styles
and technical aspects. Working through these etudes can improve
phrasing, articulation, and musical interpretation; 5). “Trombone
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Technique” by Denis Wick: This exercise book is designed to
improve various technical aspects of trombone playing, including
slide technique, flexibility, and articulation. It includes exercises
and studies to address specific technical challenges and develop
overall proficiency; 6). “Advanced Lip Flexibilities for Trombone”
by Charles Colin: Geared towards more advanced players, this
book focuses on developing lip flexibility and control. It provides
a wealth of exercises to expand range, improve lip slurs, and
enhance overall playing technique; 7). “Daily Routines for
Trombone” by Emory Remington: This book offers a comprehensive
set of daily exercises and routines for trombone players. It covers
various aspects of playing, including warm-up exercises, technical
studies, and scale patterns, providing a structured approach
to daily practice;8). “The Trombonist’s Handbook” by Ron Davis:
This practical handbook covers a wide range of topics relevant to
trombone players, including technique, maintenance, practicing
strategies, and performance tips. It offers valuable advice and
exercises for players of all levels; 9).”Vox man Selected Studies
for Trombone” by H. Vox man: This collection of selected studies
provides a wide variety of technical exercises and musical
passages to develop trombone playing skills. It covers areas such
as articulation, rhythm, phrasing, and dynamics; 10). “Rochut
Melodious Etudes for Trombone” by Joannes Rochut: This book
is a popular choice for developing lyrical playing on the trombone.
It contains a series of beautiful etudes adapted from vocalizes,
which help players improve tone, legato playing, and expressive
phrasing; 11).” The Breathing Book for Trombone” by David Vining:
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Focusing on the importance of breath control and efficient
breathing techniques, this book offers exercises and strategies to
enhance breathing capacity, support, and control while playing
the trombone;12).”Flexus: Trumpet Calisthenics for the Modern
Improvisor” by Laurie Frink and John McNeil: Although primarily
aimed at trumpet players, this book can be adapted for trombone
players interested in improvisation. It provides exercises and
concepts to develop flexibility, ear training, and improvisational
skills; 13). “Trombone Craft: A Musical Approach to Building Tone
and Technique” by Michael Davis: This exercise book explores
the fundamentals of trombone playing, with a focus on tone
production, technique, and musical expression. It includes
exercises, studies, and musical examples to reinforce these
concepts; 14). “The Contemporary Trombone: High Range and
Power Exercises” by Tommy Pederson: Targeting advanced
players, this book concentrates on developing high range and
power on the trombone. It offers exercises and studies specifically
designed to expand upper register capabilities and increase
projection and endurance; 15). “Trombone Sight-Reading” by
Leslie Bassett: Sight-reading is a crucial skill for all musicians, and
this exercise book provides a systematic approach to improving
sight-reading abilities on the trombone. It includes progressive
exercises and musical examples to develop sight-reading skills at
various difficulty levels; 16). “Scale Studies for Trombone” by
Ralph Sauer: This exercise book focuses on scale patterns and
exercises to improve scale technique and fluency on the
trombone. It covers major, minor, and chromatic scales, as well
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as modes and arpeggios, helping players develop their technical
facility and familiarity with different keys. Remember to choose
exercise book that align with your specific goals, skill level, and
areas for improvement. Combine these resources with regular
practice and guidance from a teacher or mentor to maximize your
progress on the trombone. Remember to choose a exercise book
that aligns with your skill level and goals as a trombone player.
It’s also beneficial to consult with a teacher or experienced
trombonist to ensure the exercise book suits your specific needs.
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ABSTRACT

The objectives of this research were: 1) to study Guzheng
playing techniques for the “Rushi” piece; and 2) to construct a
Guzheng guidebook for the “Rushi” piece. This research employed
a quantitative approach, and the main research instruments were
interview forms and the developed guidebook. After interviewing
and communicating with three experts, the concept of producing
an effective practice guidebook for the Guzheng piece “Rushi”
became clear. The revised instruction book offers the following
benefits for Guzheng learners: 1. increased focus on technical
practice, including vibrato, up and down glissando, left-hand
techniques, and right-hand techniques; and 2. improved quality
of Guzheng teaching. Therefore, this instructional guidebook is

highly suitable and effective for Guzheng learners.

M

uzheng, Rushi piece, Guzheng guidebook, Technique practice
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© INTRODUCTION

The Guzheng is a traditional Chinese musical instrument
with a long history of several thousand years. It is one of the most
important national musical instruments in People’s Republic of
China’s history, and its earliest appearance can be traced back to
the Warring States period more than 2,000 years ago (Huang
Xiaoman;1999). In the course of its development over the
millennium, the Guzheng has continuously integrated different
musical and cultural elements from different regions and formed
different styles and schools in the course of its development,
including the Henan zheng school, the Shaanxi zheng school and
the Shandong zheng school (Li Wenjie,2014). Nowadays, in the
process of development and creation, Guzheng pieces are more
and more bold to break the boundaries of tradition and borrow
many excellent western composition techniques. As a result, the
subsequent Guzheng compositions not only retain the excellent
traditional Chinese music culture, but also have western concerto
composing techniques. As a result, the modern Guzheng works
are not only challenging and difficult to perform, but also bring
out the unique flavor and accent of Guzheng music (Zhong
Xiaofang,2018).

It is in this trend that this Guzheng piece “Ru Shi” was born.
The Guzheng concerto “Rushi” is a purely instrumental concerto
work composed and adapted by young Guzheng player Ms. Su Chang
and commissioned by composer Ms. Wang Danhong and is based

on the background music composed by (Cui Yingying, 2009).
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Wang Danhong for the movie “Liu Rushi”, which was released on
March 8, 2012. | was deeply impressed by this work during my
performance. The work demonstrates the composer’s exquisite
and personal compositional technique. The composer perfectly
combines the Guzheng with the orchestra and the piano concerto.
The performance of the work gives. the performer a very wide
space to play and at the same time gives the listener a very rich
acoustic tension. The work is performed with the delicacy and
refinement of the traditional Guzheng and the emotional outburst
of the modern Guzheng piece, bringing out the modern
compositional style of the Guzheng concerto (Li Manting,2018).
The author chose to perform this piece in a graduate student
concert. During my daily study, | found that only by analyzing this
piece more deeply could | better combine it with my performance
and grasp the expressive tension of the music. The researcher
believes that the analysis of this kind of Guzheng concerto will
be helpful for the future study and for the mastery of the style
and technique.

® Purpose of the study
1. To study Guzheng playing technique on “Rushi” piece;
2. To construct guidebook for Guzheng playing technique

on “Rushi” piece.
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® Research Questions

1. How to learn most of the Guzheng playing skills by
practicing Guzheng songs “Rushi”?

2. How to improve students’ musicianship by learning the

Guzheng piece “Rushi”?

©® Research Methodology

This research is qualitative research method.

® Research procedure
Interviews : Interviews with experts included the following.
“Advantages of Rushi”, Performance Techniques, Acting methods,

Training content, Practice gains.

® Scope of the Study

1. Scope of place:

Lanzhou No. 1 Middle School, Gansu Province, People’s
Republic of People’s Republ

2. Key informant 3 Key informants are three experts.

The criteria for three experts are 1) to be experts in
Guzheng performance; 2) to have graduated from a famous
music college or art college; 3) to have no less than 10 years of
experience in Guzheng. performance and teaching

The three experts were as follows:

1. Fang Linlin, Xi’ an conservatory of Music 12 Years of

Guzheng teaching experience
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2. Meng, Shenyang Conservatory of Music, 14 Years of
Guzheng teaching experience
3. Li Xiuyu, Shenyang Conservatory of Music 18 Years of

Guzheng teaching experience

® Definitions of Specific Terminology

Guzheng :

Guzheng also known as Han zheng and Qin zheng, is an
ancient folk instrument, of the Han people and is popular
throughout People’s Republic of China After. thousands of years
of development, it has formed four major schools, namely Hakka

zheng, Chaozhou zheng, Shandong zheng and Henan zhen.

Rushi :
The Guzheng” Concerto Rushi was originally composed by

143

Ms. Wang Danhong “ and later invited by young performer Su
Chang as the theme song of the movie “Liu Rushi which was
adapted from “Liu,”Rushis other biography” by Chinese scholar
“ Chen Yinke. The main character of the film, LiuRushiis the subject
of the song, which, tells the story of his literati mentality in the
context of the late Ming and early Qing dynasties, where he is in
a youthful house but cares about family and national affairs, as
well as those choices, struggles and sorrows of love, hate and life
and death. While exploring and displaying the traditional charm
of the Guzheng, Rush explores the sedimentation of traditional
culture in the mind and shows the pure and pure world of the

mind.
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® Conceptual framework
To study the production of “Rushi” technique guidebook

for Guzheng music.

4 )

Learn about the advantages of playing
techniques like this Understanding the technical
merits of the guzheng piece “Ru Shi”

- J

Interviews with three experts

\ J
4 )
Create Guidebook
\ J

Figure 1: Conceptual framework
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® Research Findings

Structure of Guzheng

The structure of the Guzheng consists of the top panel,
goose pillar, strings, front back yakuza, side panel, sound outlet,
bottom, yakuza, string pegs, tuning box, foot panel and string
piercing hole. The shape is rectangular wooden speaker, and the
string frame “zhengzhu” (i.e., the wild goose column) can be

moved freely, and one string is arranged in a pentatonic scale.

Bridges Frunt bars

Frunt bars Shings

The head
of Zheng

Teh tail
of zheng

Board Side ploue

Back chorcl hole Front chord hole

Figure 1: Guzheng structure

Source: https://image.baidu.com

Top Plate Base Plate Guzheng Head Guzheng Edge Guzheng
Tail. Guzheng is a plucked instrument with many strings and columns.
Its shape is similar to that of a long box, with a slight protrusion
in the middle and a flat or nearly. flat base plate. The head of
the Guzheng has the feet of the guzheng that fall in steps. The
strings of the Guzheng are placed on the panel of the wooden

box. Under each string, the yard is placed; the yard can be moved
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from side to side to adjust the pitch .and sound quality. There are
different kinds of Guzheng and the structure of Guzheng.is different.
The Guzheng is mainly composed of the top, the bottom, the
side, the head, the tail, the yuezan, the code, the nails, the sound
hole, and the strings of Guzheng The quality of the Guzheng
depends on the quality of the materials and the production.

process of each part.

@ Basics of Guzheng Playing

The basic teaching of the Gushing’s the cornerstone of all
technique good start is half of success, and teaching and learning
the Gushing’s systematic and gradual process. It plays the role of
a “foundation. It plays the role of a. in”. It is not only to teach
learners the basic fingering of the-a “foundation” and a “lead
Guzheng efficient but also to form good playing habits and to
master scientific and, playing methods. Only by firmly grasping
the principles of standardized, systematic and scientific practice
during the initiation stage can we guide the learners more
effectively in their future development at a higher level of
study. Although simple: repertoire is used in the initiation stage,
a standardized Guzheng teaching must be based on the three
aspects of music understanding, music appreciation, and music
and, performance, so that the learners’ musicality and visual
ability can be cultivated their aural and psycholosgical qualities
can be exercised and improved. The rhythm, pitch, tone, intensity,

and other basic elements should not be lowered because the
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learner is in the beginning stage. On the contrary, the beginners
should be able to clarify the basic elements of music and try to
cultivate comprehensive musical qualities in. order to avoid
teaching out robots who only play mechanically. The Guzhengis
mainly played with the right hand and the left hand, alternating
between one and two hands. The right hand uses the big, index,
middle and ring fingers to control the rhythm and the intensity of
the notes. The left hand is used to vibrate and press the strings,
with the index, middle and ring fingers on the strings and the little
and big fingers up. There are three types of postures for playing
the zither: vertical, pan, road and sitting, and most of the time we
use the sitting posture. Sitting posture: The legs are naturally
separated, the feet are one in front and one behind, the upper is
naturally upright, the arms are naturally relaxed, the palms of the
hands are body stretched on the cover of the zither, the head is
slightly overlooked, the posture is natural and generous. The hand
shape of playing the zither: When playing the zither, hand shape
should be naturally relaxed, just like the natural relaxed state of
the two the hands when we stand. When playing, the big fingers
are slightly open and the fingers are slightly bent, showing a tiger’s
paw. This relaxed natural hand shape should be carried into the
playing process, and is also the basic shape of the left hand for
pressing and plucking the strings. The position of the suppressed
strings: Rhythm is one of the characteristics of the zheng. The best
position for string suppression is about 16 cm from the left side

of the column, depending on the tension of the string and the
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degree of stretching of the left hand. If it is too far from the post,
the tension of the string will too far from the post, the be too
high and the string will be too tight to press; if it is string will be
too soft and the tension of the suppressed string will be much
less. Avoid stretching your left hand too far, so that the playing
becomes unnatural and the suppressed strings may touch the
panel and leave nail marks on the panel, which is caused by the
improper position of the suppressed strings. Therefore, we should
pay attention to the position of the left hand string suppression
in the usual basic training, so that the left hand can be fully
expressed. The strings are played in the same way: they are
divided into the strings of the fingers: the fingers are naturally
relaxed, the strings are played with the second joint, and then
they are quickly relaxed to prepare with the finger and the index
finger at for the next strings. The big handfuls are played the same
time, and the sound should be the same. The small pinch is made
by combining the big finger and the index finger. When playing,
the two fingers should be slightly staggered to avoid the sound
of nails colliding. The arpegsgio is like a broken chord on the piano,
sometimes with one hand, sometimes with both hands, with the
fingers on the string to be played, and then plucking the string
accordingly, with a smooth sound. The pizzicato, generally
speaking, is played with the index finger of the left and right hand.
When playing, the hands are brought together and the fingers are
alternately plucked to produce the even sound of a clock ticking,

keeping in mind that when playing, one cannot jump with both
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hands, but must be smooth. Scraping, and flower finger is very
different, the music requires the left and right hand to exchange.
scraping, or scraping in the left side of the code, depending on

the needs of the music.

® Conclusion

Guzheng playing technique on “Rushi” piece

Through the interviews with the three experts, the following
conclusions were drawn: (1) Ru Yi covers all the techniques of
Guzheng playing, so one can master the Guzheng playing skills by
practicing Ru Yi; (2) Besides the basic playing skills, one needs to
feel the rhythm and playing speed, and the passages of Ru Yi are
richly layered and played at different speeds, which is suitable for
students to master the Guzheng playing at the advanced stage.
(3) “Rushi” can help students master the bridge in the repertoire.
The bridge plays a transitional role, which can make the piece
more pleasing to the ear and can improve the students’ musical
aesthetic quality.

Construction of guidebook for Guzheng playing technique
on “Rushi” piece.

The preparation of this guidebook follows the principle of
simplicity to difficulty. First of all, it introduces the motivation of
the composition of the piece and understands the basic learning
elements of the piece; secondly, it analyzes the piece and
understands the composition of the piece and the content of the

passage, so that students can have a deeper understanding of the
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piece they are learning. Finally, the training is carried out from
simple to difficult according to the technique of Guzheng playing,
from the left hand technique training to the technique training of
both hands.

Guide book play a crucial role in education by providing
students with opportunities to reinforce their learing and develop
their skills. While there are some challenges associated with their
use, the benefits of practice books, particularly in terms of their
effectiveness and adaptability, make them an indispensable tool
in the modern education landscape. As technology continues to
evolve, it is essential for educators and researchers to explore
new ways to optimize the design and implementation of practice
books to maximize their potential for. enhancing student learning

outcomes.

® Discussion

Currently, most Chinese Guzheng practice books are
composed of multiple pieces of music, while the author’s practice
book has only one practice piece. In contrast, using Rushi as an
entire guidebook allows students to focus more on technique,
since practicing Rushi is practicing Guzheng technique. This is in
line with Zhang Wang (2001), in his article on Guzheng practice of
a single piece. On the contrary, with a practice book consisting of
multiple pieces, students tend to practice pieces that require
different techniques, so the focus of students’ learning changes
from technique to repertoire, which often leads to a lack of solid
basic skills. Guidebooks are used not only by students, but also
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by most teachers. Teachers need to prepare different lesson plans
for multiple pieces, which increases their workload, while using
the author’s instruction manuals to master just one piece of
“Rushi” allows them to have more energy to devote to teaching,
thus significantly improving the quality of teaching. This is contrary
to Liu Lu’s (2014) view in the article on simultaneous training of
multiple Guzheng pieces.

©® Recommendations

General Recommendations

This guidebook can be used by teachers and students for a
long time, mainly to mastering the basic skills of help students
with their basic training. After Guzheng playing, students will be
able to perform other Guzheng works better.The guidebook can
help the students of Lanzhou No.1 Middle School to master the
basic techniques of guzheng as soon as possible, while the excerpts

are also very effective for individual technique practice.

Academic Recommendations

Researchers can choose some other repertoire to supplement
their teaching. Although “Rushi” covers most of the Guzheng
playing techniques, some techniques appear less frequently in
the repertoire and more practice pieces are needed to supplement
the teaching. Since Rushi is a guzheng concerto with other
instruments added, it is not considered optimal for listening
training, and students will be influenced by other instruments, so
more excerpts can be excerpted for listening training.
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ABSTRACT

The objectives of this research is to Create a teaching guide
book for music aesthetics education for Oasis School in Hebei
Province, the People’s Republic of China.

The research adopts qualitative method research, and the
research objects are three experts. The research tools include:
(1) interview form; (2) Index of Item-Objective Congruence (I0C).

The results of the research are: research and creation of the
teaching guide book of music aesthetics for preschool children in
Hebei Province of the People’s Republic of China, including
(1) the value orientation of the education of music aesthetics for
preschool children (2) the educational curriculum model of music
aesthetics for preschool children (3) Basic Contents of Music
Aesthetics Education for Preschool Children (4) Instructional Design
of Music Aesthetics for Preschool Children in Oasis School, Hebei
Province, People’s Republic of China (Teacher’s Teaching Plans)
Experts evaluated the quality of the teaching guide book for
music aesthetics for preschool children in Hebei Province, People’s
Republic of China. It is believed that the creation of the Hebei
Province of the People’s Republic of China preschool children’s
music aesthetics teaching guide book is of high quality, and the
content is suitable for preschool children’s music aesthetics
learning. The development of music activities will make students’
music learning change from boring to interesting exploration, and

improve the musical aesthetic ability of preschool children. Experts
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assessed that the teaching guide book of music aesthetics for
preschool children in Hebei Province of the People’s Republic of
China can be used. Finally, the Hebei province of the People’s
Republic of China preschool children’s music aesthetics teaching

guidebook was completed.

I Music aesthetics, Guidebook, Preschool children, Hebei Province
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© INTRODUCTION

Although most teachers and parents realize that it is very
necessary to carry out music aesthetics education for preschool
children. But there are still many problems. At present, there are
not many preschool teachers who have received professional
music training in Hebei Province, and most of them are graduates
of preschool education. Although they have certain educational
theoretical knowledge and understand the physical and mental
characteristics and developmental laws of preschool children,
they have not received formal music professional training after
all, but they have to undertake the task of music teaching. A
considerable number of teachers have low musical quality and
poor playing, singing and dancing skills. Some of them are not up
to standard in basic musical qualities such as intonation and
rhythm, and their performances also lack due artistic appeal. The
deficiencies and limitations of teachers themselves in music
quality lead to their lack of music aesthetic ability and aesthetic
taste. As a music teacher for preschool children, he should not
only have a solid theoretical foundation in pedagogy and
psychology, but also have music aesthetics, music psychology and
other music aesthetics education theories; he must also be
proficient in teaching methods for various skills.

The existing teaching materials cannot meet the needs of
preschool teachers’ daily music teaching. Preschool teachers have
a one-sided understanding of the goals of preschool children’s

music aesthetics education, and the teaching ability of preschool
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children’s music aesthetics education needs to be improved.
There are still many deficiencies in the specific implementation
of music aesthetics education courses. With the progress of
society, many parents also realize that art education plays an
important role in the overall development of children. Therefore,
we can educate children to grow in an all-round way through
music enlishtenment for children. Since there are few types of
music aesthetics teaching materials for preschool children, teachers
for preschool children do not have good teaching materials
for reference in teaching, and children cannot experience music
aesthetics education well. The method of music aesthetics
education for preschool children is particularly important. Music
aesthetics education for preschool children is a very special field
of education. It is different from music aesthetics education in
general schools and different from other courses of preschool
children. Music enlightenment education for preschool children
must adopt lively teaching content and forms, and cultivate
preschool children’s interest in music and preschool children’s
ability to understand music is one of the contents of aesthetic
education. Educating children with means that children are
interested in has a stronger educational power than simply
imparting knowledge and information. The existing preschool
children’s music aesthetics education has not attracted enough
attention, and it has not been carried out and implemented in
the preschool children’s education. Music teaching methods are

far from enough attention and attention. How to carry out lively
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and meaningful music aesthetics education activities in preschool
children’s kindergartens. Researcher will continue to pay attention

to and explore the suggestions for operation.

® Research purpose
To Create a teaching guide book for music aesthetics
education for Oasis School in Hebei Province, the People’s

Republic of China.

® Research Questions
1. What is music aesthetics education for preschool children?
2. How can we carry out music aesthetics education

effectively?

©® Research Methodology

Using qualitative research, this study examines the teaching
methods of music aesthetics for preschool children in Oasis
School, Hebei Province, People’s Republic of China. The status

quo of basic music aesthetics education.
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® Conceptual Framework

Revised and completed
guide to teaching music to - research
perschool children based on literature
expert recommendations

Create an interview
form to interview
experts

|

Learn about the status Invite expert review to A guide to music
quo of Oasis School — examine the guidelines — aesthetics education

in Hebei Province, the for the teaching of for perschool children
People’s Republic of music aesthetics for

China preschool children

® Scope of the Study

Place : Oasis School, Hebei Province, People’s Republic of
China

Content : Guide book to Teaching Musical Aesthetics to
Preschool Children

Time : October 2022-January 2023
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® Research procedure

Research procedure
operating hours preparations February March May June
Get to know Hebei Oasis
School and consult ‘
literature

Create an interview form
and contact an expert to

make an appointment and —

record the interview

Create a guide book for
preschool children's music

aesthetics teaching E

Check and revise the
teaching guide book of —
music aesthetics for

preschool children

summarize

® The research finding

Teacher’s role in the curriculum

1. Create a positive learning environment: Teachers should
create a positive, supportive and relaxing learning environment
where children are encouraged to try new things and express their
thoughts and feelings.

2. Personalized teaching: Every child has his own learning
style and rhythm. Teachers should develop personalized teaching
plans according to children’s needs and abilities to help them
develop their musical skills.

3. Encourage participation: teachers should encourage
children to actively participate in teaching activities, let them feel

their own progress and achievements, and build self-confidence.
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4. Focus on happiness: Teachers should let children feel the
fun and joy of music education, let them feel joy and excitement
in the process of learning, so as to stimulate their learning interest

and motivation.

® Music aesthetics teaching content

1. Children’s songs and folk songs: These songs and music
have simple rhythms, are easy to sing and follow, and are suitable
for children to learn and sing.

2. Basic music theory knowledge: teaching children basic
music theory knowledge, such as notes, rhythm, pitch, mode and
chords, can help them understand and play music.

3. Music history and culture: Introduce the history and
cultural background of music, let children understand different
music styles and genres, so as to cultivate their music appreciation
ability and cultural literacy.

4. Chorus and ensemble: teach children chorus and ensemble
skills, let them learn and play music in a team, so as to cultivate

their cooperation spirit and team awareness.

©® Family involvement

1. Encourage children to learn music: Parents should
encourage children to learn music and provide necessary support
and resources, such as musical instruments, music books, CDs,

etc.
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2. Participate in children’s learning: Parents can participate
in their children’s music learning, singing, dancing, playing musical
instruments, etc. with them, so that children can feel the support
and encouragement of their families.

3. Create a music environment: Parents can create a family
environment with a music atmosphere, such as playing music,
attending concerts, etc., so that children can more easily access
and understand music.

4. Communication with teachers: Parents should keep in
touch with their children’s music teachers to understand their
children’s learning progress and needs, and provide necessary
support and feedback.

In conclusion, teaching music education to children is a
process that requires carefulness and patience, and teachers and
parents should work together to provide children with a positive,
supportive and fun learing environment that helps them develop

musical skills, intellectual, emotional and social skills.

® Conclusion

The study found that the teaching method guide book of
music aesthetics for preschool children in Oasis School, Hebei
Province, the People’s Republic of China includes four chapters
and 12 lesson plans. A Guide book to Teaching Methods of Music
Aesthetics for Preschool Children in Qasis School, Hebei Province,
the People’s Republic of China is divided into four chapters :

1). The value orientation of music aesthetics education for preschool
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children; 2). The educational curriculum model of music aesthetics

for preschool children; 3). The basic content of music aesthetic

education for preschool children 4). Teaching design of music

aesthetics for preschool children in Hebei Oasis School, People’s

Republic of China (teacher lesson plan) And 12 lessons plans

Lesson 1:
Lesson 2:
Lesson 3:
Lesson 4:
Lesson 5:
Lesson 6:

Lesson 7:

Lesson 8:

Lesson 9:
Lesson 10:
Lesson 11:

Lesson 12:

“Little Rabbit Be Good” Chinese Opera
“Jasmine Flower” Jiangsu Folk Song

“The Painter” Polish children’s song

“Three Monks” The Chinese fable

“The Shoemaker” Cantonese folk song

“In the Silence of Night” Ancient Chinese Poetry
“Golden Snake Dance” Traditional Chinese Folk
Music

“On the Golden Mountain in Beijing” Contemporary
Chinese Works

“Dancing Doll and Bear” French nursery rhyme
“Four Little Swans” Russian Ballet

“Dragon Boat Tune” Tujia Folk Song

“Wedding March” Classical Music
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® Discussion

The discussion based on the findings were: Complete guide
book on teaching methods of music aesthetics for preschool
children in Oasis School of Hebei Province, the People’s Republic
of China study found that the teaching method guide book of
music aesthetics for preschool children in Oasis School, Hebei
Province, the People’s Republic of China includes four chapters
and 12 lesson plans. A Guide book to Teaching Methods of Music
Aesthetics for Preschool Children in Oasis School, Hebei Province,
the People’s Republic of China is divided into four chapters :
1). The value orientation of music aesthetics education for
preschool children; 2). The educational curriculum model of music
aesthetics for preschool children; 3). The basic content of music
aesthetic education for preschool children 4). Teaching design of
music aesthetics for preschool children in Hebei Oasis School,
People’s Republic of China. Guidelines for Teaching Methods of
Musical Aesthetics for Preschoolers in Oasis School, Hebei Province,
People’s Republic of China can be an invaluable tool in teaching
preschoolers about the world of music. It provides a way to
introduce them to concepts such as melody, rhythm, harmony
and form, and in an engaging and enjoyable way. However,
teaching musical aesthetics to preschoolers can be challenging
because it requires a specialized approach that takes into account
their developmental stages and unique learning needs. In the
guide book, we introduce the concept of music aesthetics course

and the framework model of course structure in detail.
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1. Provides a structured framework for teaching musical
aesthetics to preschoolers using guidelines that provide a
structured framework to help teachers organize their lessons and
activities. A good guide will include a variety of age-appropriate
activities that engage children in different ways. It will also provide
a clear sequence of instruction, building on previous concepts
and skills, allowing children to progress at their own pace.

2. Helps develop auditory skills, music aesthetics involves
listening to and analyzing music, which can help young children
develop their listening skills. By listening to different types of
music, children can learn to recognize different instruments,
rhythmic patterns and melodic lines. This can help them develop
a more complex understanding of music and its many components.

3. Encourages creativity, musical aesthetics encourages
creativity by allowing children to explore different sounds and
musical ideas. By providing children with the opportunity to create
their own music, they can develop their own unique style and
express their individuality. This can be a valuable experience for
children who may not have other outlets for self-expression.

4. Enhancing the development of cognitive abilities Music
aesthetics can enhance the development of cognitive abilities by
stimulating the brain in a unique way. Research shows that music
can help develop spatial reasoning skills, which are important for
math and science. It also improves memory, concentration, and

problem-solving skills.
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5. Promote social development Musical aesthetics can
contribute to social development by providing opportunities for
children to work and collaborate together. By playing music
together, children learn to communicate effectively, share ideas,
and support each other. This can help build strong social bonds
and promote positive social behaviors.

6. Improves language skills music aesthetics can improve
language skills by exposing children to new words and sounds. By
listening and singing songs, children can learn new vocabulary and
develop their pronunciation skills. This is especially valuable for
children who are learning a second language.

7. Develop cultural awareness, musical aesthetics can build
cultural awareness by exposing children to different types of
music from around the world. By learning about different musical
traditions, children develop an appreciation for other cultures and
ways of life. This can help foster tolerance and understanding.

8. Provides a creative outlet music aesthetics provides a
creative outlet for children who may not have other opportunities
for self-expression. By creating and performing music, children
develop their own unique style and express their individuality.
This is especially valuable for children who may have difficulty
with other forms of creative expression.

9. Improve emotion regulation Music aesthetics can improve
emotion regulation by providing children with a way to express
and regulate their emotions. By playing music, children can release

stress and tension and develop coping skills for dealing with
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difficult emotions. This is especially valuable for children who may
have difficulty regulating emotions.

10. Develop a lifelong love of music aesthetics can foster a
lifelong love of music in children by providing them with a positive
and engaging introduction to the world of music. By developing
a love of music at a young age, children are more likely to continue
exploring and enjoying music throughout their lives. In conclusion,
teaching musical aesthetics to preschoolers using guidelines
can have many benefits. It provides a structured instructional
framework that helps develop listening skills, encourages
creativity, enhances cognitive development, fosters social
development, enhances language skills, builds cultural awareness,
provides a creative outlet, improves emotional regulation, and
fosters A lifelong love of music. By using guidelines to teach
music aesthetics, teachers can provide their students with a rich
and engaging music education that will benefit them for years

to come.

©® Recommendations

Music aesthetics education can not only help preschool
children develop musical skills, but also promote their intellectual,
emotional and social development. Research shows that
participating in music education improves children’s language
development, cognitive skills, concentration, memory and creativity,

while also boosting their self-esteem and social skills.
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® Methods of teaching music

1. Singing: Singing is an easy and fun way to help children
develop musical skills and language skills. Teachers can choose
some children’s songs and ballads, have children sing along, and
encourage them to experiment with different pitches and rhythms.

2. Playing a musical instrument: Playing a musical instrument
is @ more challenging way to help children develop skills and
patience. Teachers can choose some musical instruments suitable
for children, such as piano, violin, suitar, etc., and teach basic
playing skills and music theory knowledge.

3. Dance: Dance is a fun way to help children develop
coordination and rhythm. Teachers can choose some simple dance
moves and let the children dance to the music.

4. Games: Games are a relaxing and interactive way to help
children learn musical skills and concepts. Teachers can choose
some music games, such as identifying musical instruments, rhythm
imitation, pitch recognition, etc., so that children can learn in the

game.
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ABSTRACT

The purposes of this research were: 1) to study the
integration of music in “Kong Yiji” at Taishan University, Shandong
Province, People’s Republic of China; 2) to construct a music
guidebook for “Kong Yiji” at Taishan University, Shandong Province,
People’s Republic of China; and 3) to verify the correctness of the
music guidebook for “Kong Yiji” with the evaluation of three
experts. This study employed a qualitative research methodology.
The researcher interviewed three experts in Shandong Province,
used the Index of ltem-Objective Congruence (I0C) method, and
subsequently created the guidebook.

The guidebook consists of four lessons:

1. History of “Kong Yiji” works

2. Analysis of “Kong Yiji” works

3. Instruments in “Kong Yiji”

4. Important considerations in the teaching process.

The research findings were as follows:

1. The content, structure, and progression of the guidebook
were accurate and well-organized, covering scales, arpeggios, and
advanced topics

2. The exercise book was created by utilizing expert
knowledge and information from various reliable sources.

3. The guidebook was evaluated for validity and correctness
using the I0C method by three experts.

’ Kong Yiji, Music Dance
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® Background and Research problems

The research of a topic should not only be familiar with the
previous research and discussion from the longitudinal axis of
time, but also involve more relevant knowledge from the breadth
of knowledge, and finally can be continuously enriched and more
accurate for their own research and demonstration. Based on this,
the research and demonstration of the integration and
development of dance and music is carried out from the time
context of dance development and the cross-disciplinary
presentation of dance. Dance is completed by human body, is a
kind of emotional expression of human beings, is a physical
language. The formation of dance was accompanied by the for-
mation of human beings. There are numerous studies on the
development of dance in ancient China: Development History of
Chinese Dance by Mr. Wang Kefen, General History of Chinese
Dance by Sun Jingchen, Peng Song, Wang Kefen, Dong Xijiu, Liu
Qingyi and others in different historical periods, History of Music
and Dance in Ancient China by Wang Ningning, History of Modern
and Contemporary Dance in China by Wang Kefen and Long Yinpei,
History of Chinese Dance by Wang Ningning and Jiang Dong, Feng
Shuangbai edited “Chinese Modern and contemporary dance
History”, Yuan He edited “Ancient Chinese dance History Course”
and so on. Throughout these works, whether the development
of dance is from the distant period of human origin or the split
development of modern and contemporary dance, the development

of dance is inevitably integrated with music. In ancient China,
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“music” specifically refers to “music” and “dance”, which is an
art form used for enjoyment by the aristocracy in class society. In
the “Dance Knowledge Manual” compiled by Long Yinpei, Xu
Erchong and Ou Jianping, “music and dance” are defined as “an
ancient art form combining dance, music and poetry. Sometimes
referred to simply as music.” In “Music Record - Music this article”,
the image of “music” is explained: “Where the sound is raised,
the heart is born. Things make the heart move. Sense in things
and move, so shape in sound. Sound corresponding, so change,
become square, called voice. Compare sound and music, and dry
Qiyu Yak, called music.” The meaning of this sentence is that
“sound” comes from people’s hearts, and the emotional changes
in people’s hearts are influenced by external things. The feelings
produced by the influence of external things are expressed through
the sound, and the sound forms the sound through mutual
correspondence, change and combination Lamenting is insufficient,
so chant songs; The lack of singing, | do not know the hand of the
dance of the foot of the dance.” This sentence means that the
emotion is formed from within and expressed through language.
When language cannot be expressed, it is expressed by enhancing
intonation, etc. When enhanced intonation cannot be expressed,
it is expressed by singing. When singing cannot be expressed, it is
unconsciously expressed by dancing through the body. This
sentence vividly summarizes the progressive and deepening
expression process of people in the process of expressing their

emotions. It is worth noting that when people could not express
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themselves in the form of singing, they began to express themselves
in the form of dancing. Combined with our real life, this kind of
limb dancing must not be a simple dancing, but a further interpretation
with the previous singing. Just as language cannot be expressed
in the first sentence, it is the same to enhance intonation and
tone on the basis of language.

In ancient China, “music” has become an indispensable
social phenomenon in all classes as an appreciation and
entertainment activity of the aristocracy. Each period and dynas-
ty also produced a corresponding full-time management and
provision of music and dance venues and institutions. These
establishments and institutions served some of the functions of
a school in the modern sense, both as a place for training
professional kabuki people and as an institution for organizing
cabaret performances. The earliest records of music and dance
institutions in China began in the Western Zhou Dynasty. In the
Western Zhou Dynasty, special music and dance organizations had
emerged, and “Dasi Music” was the highest official position in
charge of the music and dance organizations, and on this basis,
the duties of singing, dancing, and instrumental music were clear-
ly divided. The “Tai Music Administration” and “Yuefu” in the
Western Han Dynasty, the “Yellow Gate Propaganda Administration”
in the Eastern Han Dynasty, and the “Qing Business Administration”
in the Wei, Jin, Southern and Northern Dynasties. The “Tai Le
Department”, “Advocacy Department”, “Teaching Square”, “Pear

Garden” and so on during the Tang Dynasty. The close connection
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between dance and music can be seen in the names of these
offices. In addition, most ancient Chinese dances were closely
related to instrumental music or songs, and many dances were
even named directly after instrumental music or songs, such as
Pan Drum Dance, Duo Dance and Jian Drum Dance of the Han
Dynasty, Nishang Yuyi Dance, Qing Shang Music, Seven Pieces of
Music, Nine Pieces of Music, Ten pieces of Music of the Yuan
Dynasty, and so on.

With the rapid development of dance, the choice and
arrangement of dance music is a problem that the professional
colleges of dance need to face up to. Among professional dance
schools in China, Beijing Dance Academy, Minzu University of
China and other dance schools use ethnic or regional traditional
Musical Instruments for live accompaniment in ethnic dance
classes. The result of the demonstration of the necessity of the
scene accompaniment is positive, it is necessary. National folk
dance is different from other dance forms. It is a vivid reflection
of national and regional culture and a vivid portrayal of national
and regional folk customs. As a reflection of national and regional
culture, dance must conform to the cultural characteristics of the
nation and the region, and must be able to reflect the folk customs
of the nation and the region. However, the connection between
music and dance is the closest. If dance is performed in the form
of simple video playback in the national and folk dance class, the
form of live music accompaniment in the folk dance class of

Beijing Dance Academy and Minzu University of China is relatively
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scarce. The accompaniment of traditional ethnic and regional
music can better bring the dancers into the atmosphere of the
scene, and better convey the cultural characteristics and dance
styles of the ethnic and regional to the dancers. Through this
communication, dancers can better set the scene, so as to better
dance training and performance. On the contrary, the absence of
such on-site accompaniment is relatively lacking in the strength
of rendering ethnic, regional culture and ethnic customs. At present,
more and more dance colleges and departments appear in more
and more comprehensive universities, and professional music
accompaniment is more urgent for dance training and learning.

The current status of dance is still inextricably linked to
music. Dance with instrumental accompaniment, impromptu dance
with melodious singing, and dance and music on professional stage,
etc. The connection between dance and music is already strong
and inseparable. With the continuous development and progress
of the society, people have more and more demands for dance
art and higher expectations for dance art.

While pursuing high-quality dance works, more and more
people begin to dance and learn dance. Both professional dance
learners and amateur dance lovers should be aware of the close
connection between dance and music. Only on the basis of
understanding this relationship can it play a vital role in the learn-
ing and practice of dance, and can it play better role in promoting
the development of dance in the future.
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® Research objectives

The objectives of research were

1. To study integration music in “Kong Yiji” at Taishan Uni-
versity, Shandong province.

2. To construction guidebook of music in “Kong Yiji”

3. To verify the correctness of music in “Kong Yiji” at Taishan

University, Shandong province, PR China book by three experts.

® Research questions

1. Study of the relationship between classical music and
classical dance?

2. How to integrate the rhythm and style of classical music
into the teaching of “Kong Yiji”?

3. What is the significance of “Kong Yiji” in classical dance

teaching?

©® Research Methodology
This research is a qualitative study from documents, media,

related research and interviews with experts

® Research Tools
1. Interview form for three teachers (focus group).
2. Interview form for three key informants.

3. 10C form for key informants.
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® Research Scope
The scope of the place
Shandong Province, China Taishan college
Time frame
In September 2022-2023
Scope of content:

The classical music “Kong Yiji” instruction manual.

® Research Findings

History of “Kong Yiji” works

Chinese classical music has a long historical tradition, and
the Chinese nation has created a very rich national music culture
in the long history of thousands of years. Chinese classical music
is like an ancient and evergreen towering tree, with its long
history and colorful standing in the world music and art forest. It
reflects the spirit of the Chinese nation to cultivate its morality
through music, and reflects the will, morality, culture and pursuit
of the Chinese nation. However, in real life, there are also many
people who reflect that Chinese classical music is difficult to
appreciate, which is not as direct as pop music and western
music. Of course, there are many people who are keen on Chinese
classical music, the key is whether to appreciate. In the history of
Chinese classical music, the ancient documents are generally
traced back to the Yellow Emperor. According to the Ancient
Music of the Spring and Autumn Annals of Lu Shi, “ The Yellow

Emperor makes the music. Linglun from the west of the summer,
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is the Yin of Kunlun, take the valley of bamboo? Listen to the
song of the phoenix, with no twelve laws. “But according to the
current archaeological discoveries, the history of Chinese music
goes far beyond that. From 1986 to 1987, at least 16 bone flutes
were buried at the Neolithic site of Jiahu Village, Wuyang County,
Henan Province. According to carbon 14 measurements, the bone
flutes are 8,000 to 9,000 years old. As for when music will appear
before 8,000-9,000 years, whether or thousands thousand years.
After thousands of years of inheritance, innovation and development,
Chinese classical music has become unique in the world, and has
become an important part of the world music culture with its
rich national style, elegant and beautiful melody and colorful
performance forms, and has been loved by music lovers all over
the world. In terms of the music of Chinese classical music, it is
said that the Yellow Emperor ordered the Ling Lun Lv, and at the
same time cast twelve bells according to the music, which was
called “five tones and twelve laws” in ancient historical books.
It can be seen that in ancient China, classical music is already a
pentatonic scale. The five notes of the script are written as: Gong,
Shang, horn, micro, feather, about equal to the simple spectrum:
1,2,3,5,6. In the Zhou Dynasty, the “variable” (4) and “variable
palace” (7) were added to form the seventh voice scale. But in
the actual musical activities, the five tones and the twelve laws
are used. In the “Book of Rites”, the “Rites” said: “ Five tones
and twelve laws, but also for the palace. “Musicians of the Zhou

Dynasty, the five scale sequence, seven scale sequence, are very
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accurate. This is a great achievement in the history of Chinese
classical music, 200 years earlier than the Pythagoras); the Chinese
use the length of the bamboo pipe and the Greeks use the length
of the piano. In ancient China, Fuxi created the harp and harp, a
millennium earlier than Egypt; in 2500 BC; Nu Wa invented sheng,
reed, tube, xiao, flute and other instruments. In the Xia, Shang
and Zhou dynasties, casting bells were popular in three
generations, especially the Zhou Dynasty, which were divided into
special bells and chime bells. The Zhou Dynasty attached great
importance to the social function of music, and invented many
instruments, such as Xin, Bo and yu; the Qin Dynasty mainly made
zheng. From the Western Regions, the instruments coming along

the Silk Road came: pipa, konghou, Qiang flute and Hu.

History of classical dance

The name of Chinese classical dance, this kind of dance,
was first put forward by Mr. Ouyang Yugian in 1950, and was later
recognized by the dance circle and widely spread, and was f
inally determined. Contemporary Chinese classical dance is
related to ancient Chinese dance, but it is not a synonym for
ancient Chinese dance. Contemporary Chinese classical dance
was founded after the founding of new China by the dance workers
of Tang Mancheng and Li Zhengyi on the basis of Chinese opera
dance and Chinese martial arts and combined with foreign ballet.
The concept of Chinese classical dance has its own historical and

more stylistic meaning, and it is also a developed concept.
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Chinese classical dance has a very long history. Its origins
can be traced back to ancient Chinese court dances or folk dances
of more distant times. From the beginning of the Zhou Dynasty,
special music and dance institutions were set up in the courts of
the Han, Jin, Tang and Five Dynasties to concentrate and train
professional music and dance personnel, and organized, studied,
processed and developed the popular folk self-entertainment
dance, religious dance and even gentile dance, forming the palace
dance. Among them, the Dance of the Six Dynasties in the Zhou
Dynasty (including YunGate, Xianchi, Da Shao, Daxia, Da Bo, and
Dawu), and in the Tang Dynasty, Nine Music, Ten Music, Jian Jie,
Music Jie, and Daqu led the way. Chinese court dance is an
important tool for the rulers of all dynasties to enjoy and praise
virtue, which is mainly women music. Since court dance is
created with the aesthetic taste of the ruler, some of its works
inevitably exist in style and negative content; but most of them
are created by artists on the basis of Chinese folk dance, so there
is no shortage of exquisite Chinese traditional art. After the Song
and Yuan Dynasties, due to the frequent wars, the culture was
destroyed, and the development of dance was also affected.
Many famous dances in the Han and Tang dynasties were lost. On
the basis of traditional dance, the dance of the Song Dynasty
gradually replaced the art of song and dance with the formation
and development of opera. In the Yuan Dynasty, court music and
dance were combined with folk song and dance, and even “white

opera”, “burlesque” and “corner of opera”, which gradually
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formed the art form of opera. Opera art requires the combination
of singing, reading, doing and playing, with a variety of factors,
including dance, music, art, acrobatics, literature and speaking,
which is a comprehensive art form. The dance in the opera
contains the essence of the traditional Chinese dance. According
to the plot needs of the characters, it absorbs some life movements
and transforms them to strengthen and enrich the expressive force
of the dance. After the Yuan, Ming and Qing dynasties, the social
contradictions were relatively complex, and the complex social
life provided many materials, which further developed the dance.

After the founding of new China, early in the 1950s, in order
to develop and innovate the folk dance art, dancers extracted
dance materials from the rich Chinese opera performances,
studied, sorted out and refined Chinese martial arts, and referred
to the ballet training methods, and established a set of Chinese
classical dance textbooks. At the same time, he choreographed
and performed a series of dance dramas and dances with Chinese
classical dance style, such as “Lotus Lantern”, “Sword Club” and
“Night of Spring River Flower and Moon”. With the opening up

policy of the 1980s, Chinese classical dance.

® “Kong Yiji” background and character

The dance “Kong Yiji” is based on Lu Xun’s character “Kong
Yiji” as the historical background, and shows the audience the
image of the poor literati Kong Yiji in the feudal society with the

dance. The image of standing drinking and wearing a long shirt is
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also his identity, life, character, he is a scholar, but even half of
the scholar did not get, poor, unwilling to work so as to steal
things, face wrinkles often with some scars, finally was broken leg.
The cruel social reality and his own lazy character formed his
tragic life. Character image shaping here is also exciting, touching
the audience. The director uses unique and novel techniques to
make the dance from light and humorous to heavy and desolate
in the end, the style transformation and natural, the interpretation
of the works is exquisite, giving us a feeling of wanting more. With
the dancer lifelike dance, through stealing books, drinking, broken
legs three parts, clearly draw a full of literati, is the extreme poor
drunkard; is a dead face never credit gentleman, is a habit of
petty theft, its contradictory and complex characters make him
seek balance in the anesthesia of alcohol, its tragic experience,
the expression of helpless tolerance and silent complaint of
society. According to lu Xun’s novel of the same name, the ancient
Chinese dance, Kong Yiji, has a unique material selection. The use
of dance movements is also a rare twist, tilt, circle and music of
Chinese classical dance, excavating a familiar civilian image from
a literary work. The inner feelings and destiny changes of the
characters provide a service for the drama of the characters. From
the perspective of the artistic value of work analysis, the essence
of dance “Kong Yiji” is “classical dance elements” and the
combination of “personality”, “the dance” emotion “and” life

3

and mode “, belong to a kind of aesthetic changes with the

creation of Chinese classical dance, its creation for the Chinese
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classical dance style, refining the typical characteristics of dance
vocabulary, and give time of The Times, thinking, the combination
of The Times. The combination of “classical dance elements” and
“individual creation” is placed in the broad dance domain and
the horizon of dance history, and its common heteronomy
characteristics are studied, so as to provide the case data of
contemporary dance creation for the diversified and rich
development of contemporary Chinese dance creation. Character
occupy an important position in dance works, and the key to the
creation of dance works lies in the depiction and shaping of
characters in dance works. In the creation process of the dance
works, the characters are the main body of the dance works, which
can express the thoughts of the works, and is an important
medium to convey the feelings. Music is an essential partner of
dance. In a dance work, the dance language and music language
together carry the transmission of emotion, allowing the audience
to enter the emotional atmosphere of the characters, bring the
audience into the emotional atmosphere of the main characters,
and share the joys, sorrows and sorrows with the characters.
Music shapes the auditory image, dance action shapes the visual
image, the organic combination of the two, is the whole of dance
image shaping. A complete dance work, its dance art image and
dance music image should be perfectly matched, so as to enable

people to achieve a deeper understanding of the dance works.
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® “Kong Yiji” music analysis

The whole play is divided into three sections.

TV series “big house” music “winter jasmine” dance the
opening music, rhythm is light, the middle part of the background
of the music is issued by famous music producer “Lin hai” in
Taiwan called “huan Qin”, as a pipa song, huan, the first feeling
is surprised, pipa in the expression of pipa conventional
understanding, and the accompaniment of the piano gives a
person a modern breath, close your eyes, as if to see a group of
children playing in the forest or street. Cheerful with the pipa a
wave of a lane slowly gin people heart.

The first part of the music is “Huan Qin” created by
Teacher Lin Hai. The cheerful sound of the pipa subverts people’s
stuffy impression of the pipa, and with the accompaniment of the
bamboo flute, it adds a modern flavor to the classical charm. The
action of this paragraph is also a joy, light, but in which it reveals
a sense of humor and irony. Expressed kong Yiji’s love of drinking,
drunk crazy image, and his lofty psychology. And with a book, take
a book, finger to write painting to the audience reaction Kong Yiji

proud of the image.
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® The connection between music
and dance in “Kong Yiji”

The main means of expression of dance art is the human
body movement full of rhythm and rhythm, and to create artistic
image and transfer thoughts and emotions through the rhythm of
music and dance posture modeling. The opening music of “Kong
Yiji” is pipa song, the beat of the musicis 2 / 4 of the rhythm type,
with four notes as a beat, each section has two beats, the rhythm
is relatively light and clear, cheerful with the music into the heart,
close your eyes as if you can see the children playing in the
market. The rhythm of the music alternates, echoing the
movements of the dancer when he goes on stage. The dancer
hunched over, and the pace followed the music, fast, big and
small and changing. With the expression technique of haiku in
place, the body movements of the dancers look sometimes chic
and sometimes cowardly. This series of dance movements can
fully show Kong Yiji’s social status, and show the audience the
complacent, infatuated, both naive and slightly obscene image.

The plot design of the dance works is to highlight the
character characteristics of the characters and make the characters
more vivid and full. And the rhythm is the power of the music,
and it can push the music forward. Similarly, in the dance works,
the change of the rhythm of the dance music can also promote
the development of the plot in the dance works. When the dance
music rhythm suddenly nervous, also means into the climax of

the dance works, in order to promote the plot of the dance works
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to “steal books beaten”, director on the design of dancer’s
movements using a lot of skills, such as jumping, rotating,
churning, to express the inner psychological activities, mainly
highlights the hole Yiji inner pain and strugsle. By the end of the
dance work, the music changes again, and as the rhythm of the
music slows down, the plot gradually draws to an end. At this
time, the choice of music for the TV series “big House” in the
music “Spring”, soon brought the audience into a desolate
atmosphere, dancers at this time on the ground to crawl the dance
action, has already broken legs to show the lifelike. Accompanied
by the rhythm of sadness, the broken leg appears sadder,
highlighting that this is a character image with tragic color, but also
makes the audience’s sympathy, compassion and anger arise
spontaneously. In the end, Kong Yi has been intoxicated in the
children’s voice recitation of the three-character classics, in the
sad and more highlighted the sorrow of the reader. The dance
movements and music perfectly interpret Kong Yiji, a typical image
of character.

In the dance work of Kong Yiji, the rhythmic characteristics
of music always exist, and constantly change in the dance, but
always show and exist alternately. When the dancer is on the
stage, with the cheerful music rhythm, Kong Yiji’s pace is light,
with the rhythm and running, jumping, bouncing, shake, turn and
other dynamic movements. However, when the rhythm began to
become slow, the performance form of the dance also began to

gradually change. Mainly reflected in the character’s movements
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become slow and tough. All the dance movements in the dance
work “Kong Yiji” are bred and contain delicate elements in the
rough, and then the delicate performance is rough again, and the
dance movements always complement each other with the
musical rhythm. The combination of music and body movements
better interprets the character of the tragic character “Kong Yiji”
in the dance, and makes the theme of the dance work full of
tragic color.

The structure of dance works is more influenced by the
musical structure, and it lays a certain foundation for the creation
of dance. The combination of dance and musical structure plays
an important role in the development of dance plots, the
arrangement of dance segments, and the formation of styles.
A complete and clear dance structure can better highlight the
character characteristics of the characters, and strengthen the real
emotional expression. The dance work Kong Yiji is a trilogy of
complex structure without reproduction. The whole dance is
generally divided into three sections: drinking, stealing books and
breaking legs. Music is also divided into three distinct musical
themes appearing one by time. The first dance paragraph reveals
the tragic life of Kong Yiji from the side through humorous means.
The scene uses cheerful, leaping music, showing off the ragged

fisures, the drunken madness, and the image of a poor scholar.
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® Conclusion

The dance “Kong Yiji” is based on Lu Xun’s character “Kong
Yiji” as the historical background, and shows the audience the
image of the poor scholar Kong Yiji in the feudal society. With the
ancient Chinese dance, Kong Yiji has a unique selection of
materials. The use of dance movements is also the twisting,
tilting, turning circles, and the rare music of Chinese classical dance.
Excavate the familiar civilian images from literary works. The
characters’ inner feelings and changes in fate serve for the
character’s drama. From the perspective of the artistic value of
the work analysis, the essence of the dance “Kong Yiji” is
“classical dance elements”, and the combination of “personality”,
“emotion” of dance “and” life and form “is a kind of aesthetic
change with the creation of Chinese classical dance. The creation
of Chinese classical dance forms, the improvement of the
characteristics of dance vocabulary, and the Times’s thinking.
The combination of “classical dance elements” and “personal
creation” is placed in the broad dance domain and the scope of
dance history, and its general differences are studied. In order to
provide case data for the creation of contemporary dance. In the
creation of contemporary Chinese dance, the characters occupy
an important position in the dance work. And the key to creating
a dance work lies in the description and construction of the
characters in the dance work. In the process of creating a dance
work, the characters are the main part of the dance work, which

can express the idea of the work and are an important medium
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for conveying feelings. Music is an important partner of dance. In
a dance, the language of dance and the language of music work
together to convey emotions, allowing the audience to feel the
emotional atmosphere of the characters, leading the audience to
feel the emotional atmosphere of the main characters, and
sharing the happiness, sadness and sadness with the characters.
Music creates an auditory image, and dance movements create a
visual image. The natural combination of the two is to create a
whole dance image. A complete dance work, the image of dance
art and the image of dance music should be perfectly consistent,
so that people can understand the dance more deeply.

The musical instruments used in the performance of
“Kong Yiji” include:

Pippa: The pipa is like a long pear with four strings. Besides
appearing as pure instrumental music such as solo, ensemble and
ensemble, it is also widely used in the accompaniment bands of
opera, quyi, acrobatics and singing. It can not only express the
quiet and delicate, wonderful interest, but also show the heroic

and unrestrained spirit.

Flute, called “horizontal blowing” in ancient times, was
popular at the end of the Warring States Period, with a history of
more than two thousand years. It is an ancient and widely used
musical instrument in China. It is small in size, easy to carry, clear
and clear pronunciation, rich expressive force, deeply loved by
people.
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Erhu is the most widely popular and the most representa-
tive among the pull-stringed instruments. Its structure is divided
into several parts, such as barrel, rod, zhen, string, gold and bow.
The erhu timbre is soft and beautiful, good at expressing lyric and

singing melody, which occupies an important position in the band.

Dulcimer:

The dulcimer, introduced into China in the late Ming Dynas-
ty (@around 1600 AD), was initially popular in Guangdong and later
popularized throughout the country. The dulcimer is played by
the strings. The alternating string of the left and right harp is the
basic method of the dulcimer, arpeggios, double tone and any
interval. There are many dulcimer playing techniques, such as

single, flower, shock, double tone and chord.

Guzheng

Guzheng, it is a very old musical instrument. As early as the
Warring States Period (475- -221 BQ), it was popular in the State
of Qin (today’s Shaanxi Province), so it was called “Qin Zheng”
in history, and now some people call it “Guzheng”. Zheng is made
of a rectangular resonance box with a dozen or even dozens of
strings. Its shape, sound range, timbre are different regions, the

performance techniques and style characteristics are also different.
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® Discussion

1. In the basic Chinese classical dance training courses in
colleges and universities, the form of piano accompaniment is
generally used, of course, it is also ok for the basic training of
Chinese classical dance, but whether the melody rhythm of the
music used is scientific and whether it can maximize the role of
dance music needs to be improved. At present, the specialized
music for piano accompaniment used in the basic training of
Chinese classical dance is still relatively few, and it has not formed
a whole and scientific system like the piano accompaniment in
the basic training of ballet. Basic training is the foundation and
necessity of any art category, so the author believes that we should
improve the specialized music of piano accompaniment in the
basic training of Chinese classical dance as soon as possible, and
form our own system to better serve for teaching and dance.

2. The music of Chinese classical dance also has its
diversified and modern development. From the point of view of
orchestration, it is inevitable for the development of dance music
to no longer adhere to traditional Chinese national instruments,
but to add more elements of MIDI and the use of electronic sound
effects. The expression and rendering of feelings and atmosphere
have played a great effect, and music creators also prefer to add
such elements. However, from the melody trend and rhythm
characteristics of the music, there is a stagnant development
and separation from the elements of Chinese classical music.

The dance music of Chinese classical dance is the same as the
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development of dance. On the one hand, it must strictly follow
the thoughts of Chinese culture, the characteristics of Chinese
classical music, and the requirements of the body rhyme of
Chinese classical dance. Second, we should seek innovation, such
as the addition of electronic sound effects, and seek logical and
scientific breakthroughs in thought under the premise of Chinese
culture.

Researcher think that under the joint efforts of dancers and
musicians, under the guidance of scientific and reasonable
development, Chinese classical dance music will certainly have
its gcood development trend. Chinese classical dance, which has
a profound Chinese culture, will certainly have a brilliant future.

3. The researchers studied the relevant literature from which
they learned and followed the suggestions of others. I0C tests
were conducted, experts were consulted to improve the lesson
plans, and the validity of the tests. From the hypothesis to the
whole test process, the researcher studied and followed
scientific and effective teaching methods and made the best use

of teaching resources for teaching.
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® Recommendation

1. Design of teaching content of music and dance courses

In music and dance teaching, two main aspects need to be
completed. One is the mastery of the dance rhythm, and the
other is the mastery of the dance style. Through these two aspects
of education and learning, students can get better physical
training while mastering the rhythm and style, thus making their
performance and expression more accurate. In the teaching
process, it is necessary to pay attention to the methods and
methods, and different groups need to be taught in accordance
with their aptitude. Chinese classical dance teaching is the content
of professional dance education with national characteristics and
representative in China. In teaching, inheriting Chinese classical
culture, especially giving play to the role of classical music in
teaching, including the training of technical skills and combination
arrangement, how to choose the music of dance, are the key

points in teaching.

2. Optimize teaching methods and improve the quality of
music and dance integration.

The integration of music and dance is a new form of
teaching. Teachers need to have a consciousness of exploration
and teaching experience in the process of continuous exploration.
“There is no definite law to teaching, but the law.” The organic
integration of music and dance requires teachers to optimize the

teaching method, because the integration of the two does not
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simply dance with music, but the multiple integration of music
and dance, such as song and dance singing, song and dance, dance
display and performance. In addition, teachers show music and
dance performances for students, analyze and interpret songs and
dance, which can integrate music and dance, and create conditions
for the cultivation of students’ comprehensive quality. Teachers
need to have a sense of integration when designing teaching, so
as to obtain good teaching results. The famous musician Wu
Zugiang once said that “music is the sound of dance, and dance
is the body of music”. He used the most vivid metaphor to say
the relationship between music and dance. Therefore, teachers
should use a variety of teaching methods to create teaching sit-
uations, activate students’ learning thinking, and improve the
classroom teaching effect. For example, showing more dance
pictures, animations and other information can successfully
mobilize students’ learning initiative, especially the dance
fragments, which can bring students into special musical situations,

and obtain more significant effects.

3. Grasp the connotation of dance and improve students’
music understanding ability the dance teaching and training,
teachers should pay attention to the emotional connotation of
the dance, mobilize the students’ musical understanding ability,
cooperate with the music that conforms to the connotation of
the dance, and perfectly show the charm of the dance style. There

are great differences in different dance styles. On the premise of
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fully understanding the music melody, students can understand
the emotional connotation of dance, which can show the
emotional connotation of dance through body movements and
expression language, so as to move the audience and stimulate
the emotional resonance. Teachers in the students training, the
theme of the music melody and connotation to show students,
students can accurately grasp the connotation of music melody,
like tango training, need to teach the production and development
backeground of tango dance, related dance generally is bold and
unrestrained, enthusiasm, music segmentation, strong melody,
which requires students to experience and understand music, and
show passion in dance, exciting spirit, and need to feel the serious
and composed of music, action need strong tall and straight,

natural and unrestrained, eyes look around but very machine
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ABSTRACT

The purposes of this research were: 1) to study songbooks
from experts; 2) to study music appreciation teaching methods
from experts; and 3) to construct a music appreciation teaching
method songbook.

The research methodology employed a qualitative
approach, and the research tools were interview forms and IOC
(Index of ltem-Objective Congruence) forms. Data were collected
through interviews and observations at Yifu Primary School in
Shuangyashan City, Heilongjiang Province, People’s Republic of
China. The research findings were as follows: 1. Teaching
aesthetics at the primary school level requires appropriate songs
to support the learning process; 2. Songs should motivate
students during learning and foster an appreciation for music;
and 3. A songbook for teaching music aesthetics at Yifu Primary
School in Shuangyashan City, Heilongjiang Province, People’s

Republic of China, was developed, containing a total of 20 songs.

| Music, Aesthetics
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© INTRODUCTION

With the development of society and the deepening of
educational reform, people are paying more and more attention
to the aesthetic education of the next generation of the
motherland. The reform standard of the new curriculum standard
points out that: music education takes the aesthetic as the core
and mainly acts on the emotional world of people. Music
appreciation is an important way and means to cultivate students’
aesthetic ability, and it is an indispensable part of general middle
school education. Therefore, we must pay attention to and do a

good job in music appreciation class in teaching.

Music appreciation is the activity of listening to music through
hearing, and obtaining the enjoyment of musical beauty, spiritual
pleasure and rational satisfaction. Music appreciation is one of the
most direct and specific aesthetic education activities. He takes
certain music as the aesthetic object and people who participate
in appreciation activities as the aesthetic subject, forming a special
aesthetic sense. Through listening to music, he realizes a feeling
and appreciation of the beauty of music. In the general practice
of music, music appreciation is not optional, but in a certain sense
is the basic form of music activities. Music is the starting point and
destination of the work of composers and performers, and it is
fundamentally different from other art forms. Music is an art of
expressing inner emotions through sound, and corresponding

music can be found to express joys and sorrows in the world. All
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music can give people a sense of auditory pleasure. Deeply felt.
Not everyone can properly show the music emotion, this is mainly
because the music emotion is not only the human instinct

physiological phenomenon, but also a high-level, social beauty.

As an educational discipline, music appreciation is an ancient
and young discipline. As a discipline that philosophically thinks
about music, it can be said that it is a departmental discipline that
studies music appreciation and aesthetics with the view and
method of music appreciation. It can also be said that it is a basic
theoretical discipline in musicology that focuses on the study of
music art and its basic laws and characteristics. This dual attribute
of music appreciation shows that it is an interdisciplinary subject

of music appreciation and musicology.

Music appreciation, as a branch of music, needs to use the
principles and methods of aesthetics to study the problem of
appreciation in music art, so as to have the character and
perspective of philosophic-music appreciation, which has great
basic significance for the establishment and development of
music appreciation. On the other hand, the construction and
development of music appreciation has enriched and perfected
the research on the connotation of music. This is because although
the research of music appreciation takes art as its main object, it
is impossible to conduct in-depth and specific research on every

art. This in-depth and specific research into various art fields has
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become the task of sectoral music appreciation, including music
appreciation. As for the general situation of music appreciation in
our country, after some general research on music appreciation
and the general laws of artistic beauty, many researchers of
music appreciation increasingly feel the necessity of in-depth
research on the special laws of each art the principal means of
expression of music is an orderly sound which can neither be seen
nor touched, although it can be perceived by hearing. In-depth
and systematic study of music appreciation will not only help
people to understand the art law of music aesthetics, but also
enrich and enrich the connotation of art philosophy -- aesthetics,

making it more rich and vivid, with generality.

On the other hand, music appreciation is a part of musicology.
As a general term for the theoretical study of the art of music,
musicology is generally divided into three categories by Western
scholars: systematic musicology, historical musicology and
ethnomusicology. It is not only a systematic musicology, but also
a basic theoretical discipline with philosophical nature in musi-
cology. On the one hand, music appreciation must rely on and
widely absorb the research results of other music disciplines, as
their own nutritional ideas and academic materials, so that their
research can go deep into the particularity of music art on the
other hand, music must elevate the practical experience of music
and the specific research results of each music discipline into a

general sense of regularity, which provides a theoretical basis for
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music appreciation for music practice and each music discipline,
and exerts its influence from the height of music view. It is in this
sense that we say that music appreciation is a fundamental
theoretical discipline in musicology. To see the development
level of a country and a ethnomusicology, it is very important
to see the research level of its music aesthetics, as well as the
influence and role of music aesthetics on other music disciplines

and even music practice.

Music education in primary and secondary schools in China
has made great achievements in music education, especially in
recent years, music appreciation has been listed as one of the
contents of education policy. Music education is developing
rapidly, the team of teachers is constantly expanding, the reserve
force is constantly strengthening, and the level is greatly improved.
Music education and scientific research have made great progress
and achieved many excellent resultso

International music education exchange activities are
increasing, and some foreign music education concepts and
teaching methods that can be used for reference have been
systematically introduced and introduced. Teaching methods
have been enriched, improved and strengthened. This lays a good
foundation for the sustainable development of music education
in our country. However, under the new historical conditions, the
existing music education concept, content, method, means and

evaluation system cannot meet the requirements of the
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development of quality education. This situation has affected
the effective development of the aesthetic function of music
education and restricted the development of music education in
primary and secondary schools in our country. Therefore, music
appreciation courses develop and popularize gradually with the

improvement of students’ aesthetic requirements.

At present, in the wave of educational reflection, the
development of children’s creativity is a hot topic in the field of
music education. In the teaching of music appreciation, the
question of how to give full play to children’s creativity and how
to adapt to modern life is being widely studied. From this point
of view, how to introduce modern music and its expression
methods to children, how to let children learn modern music
techniques, happy music creation, these are important topics.
Objective Music appreciation class in Yifu Primary School,
Shuangyashan Shaw Primary School Music Appreciation Class
Music Appreciation Class Shuangyashan Shaw Primary School
Music Appreciation Class offers a wide range of extracurricular
classes, including chorus, instrumental ensemble, dance training,
etc. As students’ musical skills improve with the improvement of
professional training, their ability to appreciate music is also
improved. Through the formation and contrast of various elements
of the beauty of music, the students’ listening ability is cultivated.
You can also play a rich imagination and pleasant music taste

around the atmosphere, mood and content of music.
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Yifu Primary School in Shuangyashan City, Heilongjiang
Province is a public compulsory education primary school. In
recent years, with the economic and cultural development of
Shuangyashan city, people’s living standards and spiritual and
cultural pursuits have been improved. The music appreciation
course of the school mainly comes from the improvement of
students’ music aesthetic appreciation ability. The music aesthetics
here refers to the experience and perception of the beauty of
music art, highlishting the music course in the imperceptible
cultivation of students’ good sentiment, to achieve the function
of aesthetic education. This idea runs through the whole process
of music education. In education, it is necessary to strengthen the

emotional experience of music.

According to the aesthetic characteristics of music art,
students are guided to grasp the overall connotation and expression
form of music emotion, and understand the role of music elements
in music expression. The teaching material of music education
appreciation course in primary school mainly takes humanistic
theme as the unit and music element as the clue. It means that
the humanistic feelings in the music appreciation course are
reflected through the content of the humanistic organization
textbook. As students age and cultural heritage increases, the
names of humanities topics in textbooks are also promoted.
Teachers try to make music appreciation textbooks full of strong

cultural atmosphere.
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Primary school students’ ability of music appreciation
experience and cultural understanding must be realized through
their own music practice. For example, teachers guide students
to learn rhythm, beat, melody, mode, musical form and other
musical elements, solfeggio training, singing, instrumental playing
skills (mouth organ, electronic organ, folk instrumental music),
dance training, etc. After students have established the necessary
vocal music, instrumental music, dance and other skills, the

aesthetic ability of music appreciation class will be improved.

® Research Purposes

1. To study music appreciation class in Yifu Primary School
at Shuangyashan City, Heilongjiang Province, The People’s
Republic of China

2. To construct songbook for the application of methods of

music appreciation in teaching to song singing and appreciation.

® Research Question
1. What is the essence of music appreciation?
2. What are the value and function of music appreciation?
3. What are the forms of musical songs?
4. What are the appreciation problems in music practice?

5. What are the aspects of the history of music appreciation?

©® Research Methodology
Qualitative: Interview 3 experts, study form documentation,
related research
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® Key informant
Criteria of key informant:
1. Teaching music appreciation experience more than 10 years
2. Have a bachelor’s degree
3. Have academic research articles on music appreciation.
Key informant:
1. Ms. Li Qiuju
2. Ms. Yu Xiaoyuan
3. Ms. Kong Lingyuan
® Research Scope
1. The scope of the place
Yifu Primary School in Shuangyashan city, Heilongjiang
province, The People’s Republic of China
2. Time
In September, 2023.

® Research tool
In this research, the research tools were use as follows:
1. Interview form for three experts.
2. ltem Objective Congruence (I0C) index was used as the

basis for project quality screening

® Conceptual Framework
This research from studying the concepts, theories, and
related research papers, it can be used to create a research

framework as follows:
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Figure 1 Research Conceptual Framework

Source: Men Bojia
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® The research result

Teaching methods of music appreciation, In the teaching of
music in schools. It is necessary to combine the teaching of music
appreciation with the learning of singing, instrumental music and
other fields, so as to carry out comprehensive teaching, which is
very necessary to improve the efficiency of music teaching and
improve students’ music literacy. Appreciation teaching can also
use modern musical compositions, which incorporate elements
from ancient, classical, folk and popular music. In order to appreciate
the teaching effect effectively, the music that the students are
exposed to is extended to the vertical and horizontal combination
angles, and the selection of the repertoire of the appreciation
textbook is expanded. Music appreciation teaching should
encourage students to listen to music with rich imagination and
express their feelings about music. Teachers should adopt
appropriate teaching materials and methods according to
children’s development at different stages. On the one hand, we
should pay attention to fully feel and express the impression of
various musical elements, on the other hand, we should pay
attention to grasp the musical elements and the commonality of
musical impressions, so that we can fully play the rich imagination
in music appreciation. To develop students’ thinking ability, it is
necessary to expand the scope of their thinking response and
cultivate the ability of free transformation of imagination, both of
which are very important for the development of thinking ability.

Our music teaching should enable students to acquire musical
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feeling and experience in repeated music practice activities,
accumulate new musical experience, and develop their thinking
ability in such practice process. We should combine music
appreciation teaching with teaching in other fields, and combine
music appreciation activities with singing, instrumental music and
creative activities. Allowing students to apply what they have
learned in the past to new musical practice is an effective way to
develop students’ thinking ability.

® Songs should be taught in the title of the song.

There are 20 songs that will be used in teaching this class.

1. Guan Shanyue this song for the meaning of farewell, also
feeling the frontier soldiers, the battlefield and few people return
to the scene.

2. Do Re Mi: is one of the theme songs of the Oscar classic
movie Sound of Music, and is also a famous musical enlightenment
song, which is included in the sixth-grade music textbook. It is the
first song that the protagonist Maria (Maria) professor gives to the
seven children, and it also opens the romance and imagination
of the children in the military family for many years.

3. Wish People a long time: It is adapted from Su Shi’s
“Water Tune Song” and included in Teng Lijun’s 1983 poetry song
album “Light Light Secret Love”.

4. Flying Song: Proud, spirited 4/4 beat. It expresses

children’s longing for the future and longing for the motherland.
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5. Shining Sun: Egyptian folk songs in 2/4 time. Through study,
understand the characteristics of Egyptian folk songs, understand
the meaning of solo singing, and feel the meaning contained in
the sons.

6. Hedwig Theme song: The soundtrack of the Harry Potter
films, composed by American composer John Williams, first
appeared in Harry Potter and the Philosopher’s Stone.

7. Ode to Peace: A symphony commemorating the Nanjing
Massacre, composed by Mr. Zhao Jiping

8. Ski Song: This is a speed song in the 4/4 rhythm, the song
with a light and smooth melody, rich rhythm, for us to show the
north wind howling, snow in the winter scene, and children in the
silver world happy to make snowmen, snowball, and snow children
playing moving pictures.

9. Ode to Joy: The core of the whole movement is the
theme of singing Ode to Joy, which is a huge variation, full of
solemn religious color, magnificent momentum, is a model of the
cooperation between voice and symphony, and finally reaches
the climax of the whole symphony, but also reaches the highest
peak of Beethoven’s music creation

10. Torch Festival of the Yi people: The music shows the
happy scene of young men and women in costumes singing and
dancing, and the work intersperses three different dance themes,
including the vigorous and newly entered men’s dance, the
graceful and graceful women’s dance, and the jubilant and

enthusiastic mass dance.
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11. Here comes the train: This is a lively and cheerful Kirgiz
folk song, the song is warm and cheerful, with a picture sense of
singing and dancing

12. Two little stars: It is an episode of the 1970 German film
“The Handsome Boy”, sung by Heincher, and the theme song
“Little Boy” is also a classic song.

13. The dragon leaps and the tiger leaps: This is a percussion
concerto that interprets the artistic essence of Chinese folk music.
The works are full of momentum and passion, playing the land
of China is thriving, the dragon leaps and the tiger leaps a
prosperous scene, depicting the motherland’s growing strength
and prosperity.

14. Tomorrow will be better: The song through the peaceful
and eager tone, its catchy melody, the song contains the spirit of
perseverance, there are good hopes for the future, the desire for
peace, love of life, reflects the hope of the youth for the future,
and the enthusiasm for life

15. Banyan Tree Grandpa: The melody of the song is lyrical
and beautiful, and the lyrics use the dialogue with the Banyan
tree grandpa to express the children’s deep affection and
attachment to the Banyan tree grandpa.

16. Guarding a piece of sunshine: Through the study of songs,
students can understand the value of cherishing time.

17. The same song: In October 2008, the song was awarded
the Golden Melody Medal for the 30 Years of Reform and opening
up. In May 2009, it was selected as one of the “100 Patriotic songs
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recommended by the Propaganda Department of the Central
Committee of the Communist Party of China”.

18. | hold the moonlight; the moonlight holds me: It is a
Sani folk song style song composed with the tones of Yunnan
ethnic minorities. It depicts a vivid scene of people on both sides
of the Yellow River lighting bonfires under the bright moonlight
and singing and dancing happily.

19. An umbrella is round: It is a song that praises the new
trend of solidarity and mutual help among students.

20. Song of the Wandering Son: This is a soulful poetry song,
the excellent ancient poetry songs into notes, easy for children
to learn knowledge in the leisurely singing, but also to cultivate

a sense of music

® Conclusion

Study music appreciation class

Music appreciation refers to the process of the appreciation
of art song works, through auditory stimulation and their own
experience, so as to understand and feel the ideological content
of art song works, sublimating the theme in beautiful music.
Music can only show its value after being appreciated, so the
appreciation of music art plays a crucial role in the appreciation

of art songs.
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Constructing songbook for the application of methods of
music appreciation.

A songbook for teaching music to art songs. Music education
is a high-quality education to help children understand and
perform music. Through music education, children can discover
that music is a form of expressing emotions and ideas, which can
help them express themselves better and stimulate their

imagination and creativity.

® Discussion

Music has a certain relationship with people’s taste of life,
aesthetic sentiment, language behavior, interpersonal relationship,
etc. In teaching practice, we should give full play to the
subjectivity and creativity of students’ music appreciation, so that
students can not only gain aesthetic experience of music and
songs in the process of learning, but also enrich students’ music
knowledge through music appreciation and song learning. Expand
students’ musical vision, tap students’ thinking imagination,
cultivate students’ aesthetic ability, and play their subjectivity in
the process of appreciation, and promote students’ all-round
development.

Music appreciation education is not only conducive to
cultivating students’ interest in music art and improving students’
ability to appreciate music works, but also an important way and
important content of our country’s aesthetic education. It is a

practical and effective measure to improve students’ music quality.
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Based on the definition of music appreciation at home and abroad,
this study believes that music appreciation is the appreciation of
listening to music through hearing, and from the enjoyment of
music beauty, spiritual pleasure and rational satisfaction and

other activities.

® Recommendation

Recommendation for this research

Any art contains two aspects, structure, and content, which
are an organic unity. When we come into contact with a work of
art, we often focus on one of these two aspects of the work of
art. When we appreciate the work of art, we should analyze the
two aspects separately.

From the perspective of the structure of musical works,
there are rhythm, melody and harmony and other elements in
composition, and strength, speed, timbre and other elements in
performance or singing. Musical works are the complex composed
of these elements. From the perspective of the content of music
works, there are rational aspects such as thoughts and concepts,
as well as emotional aspects such as atmosphere and emotions.
When we appreciate music, whether it is title music or non-title
music, we must grasp the above two aspects of music works. In
addition, music appreciation can also choose a certain aspect from
the characteristics of the music era, the composer’s personal style,
the national style of music and the characteristics of music ex-

pression form as the main point of appreciation. In addition,
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music can be enjoyed from the perspective of history and
geography. In short, to adapt to the stage of student development,
appropriate selection of appreciation points.

In the primary school stage of appreciation teaching, in
order to adapt to the characteristics of students at this stage, the
appreciation teaching should focus on happy listening, and
consider both the form and content of music from the perspective
of experiencing the beauty of music. With the increase of age, the
requirements of appreciation teaching should be gradually raised,
from happy listening to understanding listening. And in the
teaching of music appreciation appropriate connection with music
related history, geography, and other knowledge.

The process of feeling music includes two states of listening
and appreciating music. Listening here refers to the comparison
and exploration of various musical elements that constitute the
beauty of music, and appreciation refers to the understanding of
music ideas, concepts and atmosphere on the basis of listening
and comparing musical elements. Music appreciation is the process
of feeling music on the basis of listening to music, and listening
and appreciation are organically linked together in the process of

actually feeling music.

Recommendation for further research
Music appreciation course is one of the important ways to
implement students’ quality education, and it is an important

course to cultivate students’ music accomplishment and music
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appreciation. It takes sound, listening, experience and aesthetics
as teaching means, integrates literature, art, history, nature,
psychology and other multidisciplinary knowledge as a whole, so
that the audience can obtain the educational form of aesthetic
education art .It plays a positive, unique and irreplaceable role
and influence in cultivating students’ noble thought and behavior,
beautiful moral sentiment and shaping sound personality, so it is
of great significance to implement music appreciation education
in teaching. Enrich students’ music knowledge and music common
sense, cultivate students’ good emotional quality, and achieve
the purpose of moral education. Through music appreciation
education in music teaching, students can learn China’s excellent
national heritage and excellent national music works, let students
have a preliminary understanding of China’s musical history and
excellent national musicians, and introduce excellent music works
from all over the world to them, which ericaites students’ hearing,
perception, expands their musical vision, and accumulates
musical vocabulary. Develop music thinking, so that it can achieve
the purpose of enlightening wisdom, edifying sentiment and
cultivating aesthetic taste.

The second is to cultivate students’ ability to understand
and discover beauty through music and song appreciation course.

Appreciation teaching can make students in the aspects of
listening to singing and knowledge and skills to get mutual contact,
mutual promotion, so as to improve students’ musical sensibility

and expression; Cultivate their musical interests and hobbies and
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develop the good habit of appreciating music. Thirdly, cultivating
students’ imagination and creativity through music appreciation
provides a strong guarantee for the cultivation of students’
ability. Appreciation teaching integrates a variety of themes, genres,
styles, and excellent works from ancient and modern countries
to cultivate students’ ability to analyze, combine and understand
music works, acquire a wealth of music knowledge, and improve
their music appreciation.

Fourthly, it combines with modern teaching technology to
create a better music appreciation education.

Multimedia plays a great role in music appreciation teaching
and has gradually become the mainstream teaching form. After
learning music appreciation classes and using multimedia teaching
means as the main music teaching means, teachers not only
complete the educational work and improve the application
ability of modern technology education, but also enable students
to get the influence of music in class. The better integration of
music appreciation and multimedia technology is conducive to
better research of music appreciation education and teaching in
the future.

In short, music appreciation, as one of the main contents
of music, enables students to understand music through listening
to and perceiving music, improve their ability to feel, appreciate,
express and create beauty, and obtain aesthetic experience of
music. At the same time, the comprehensive effect of various

kinds of music will occur, so that music appreciation can not only
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bring aesthetic pleasure to people, but also play a multi-faceted
role. At the same time, music appreciation can greatly promote
the improvement of cultural and artistic accomplishment and

enrich life experience.
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ABSTRACT

The purpose of this study is to examine the Erhu professional
class at Shenyang No. 2 Primary School in Shenyang, Liaoning
Province, People’s Republic of China. This study employed a
qualitative research method, with the main research tools being
interviews and observations.

Through interviews with two teachers and five students,
as well as direct observation by the researcher, the following
conclusions were drawn: 1) Shenyang No. 2 Primary School has
invested significantly in music education; 2) The teaching methods
and curriculum are comprehensive; and 3) The school has
developed specialized teaching materials for the Erhu course and

has made notable progress in the quality of instruction.

| Erhu, Basic music
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® Background and research problem

Erhu originated in the Tang Dynasty, with a history of more
than 1,000 years. It originated from a minority in the ancient north
of China, and was originally called “Ji Qin” and “Xi Qin”. The
earliest record of Ji Qin is a poem written by Meng Haoran, a poet
in the Tang Dynasty, at the Yanrongshan Ren tang Pavilion:
“Bamboo attracts Jigin people, and flowers invite Dyke.” Chen
Min, a scholar in the Song Dynasty, recorded in his “Le Ji” that
“xi Qin Hu Kun is also a day ...”

Cen Can, a poet in the Tang Dynasty, wrote, “The China
army bought wine and returned to China. The poem “and play
him barbarian lutes, suitars, harps” shows that the hugin has been
popular since the Tang Dynasty, and it is the general name of
Chinese and western silk stringed instruments.

In the Song Dynasty, Chen was a scholar at the end of the
Song Dynasty. According to the Records of Shilin Guangji, Ji Qin
was originally written by Kang, so it was called Ji Qin. Shen Kuo,
a great scholar in the Song Dynasty, recorded in the Music of
Bubitan: “During the reign of Xining, Yan Xu, an actor from Jiaofang,
played Ji Qin at the palace banquet. When he drinks wine, he
can’t get rid of it, let alone get rid of it. This shows that in the
Northern Song Dynasty, it had a very high-performance level. When
Yan Xu played “Ji Qin” for the emperor and his ministers, he still
played a string. Since the founding of New China, music education
in China has paid great attention to the development of folk

music, and erhu music has also made sufficient progress. It can
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be said that it has reached a high level and become the most
important family musical instrument. Chen, a scholar at the end
of the Song Dynasty, recorded in “The Stone Forest” that it was
originally written by Kang, so it was called. Shen Kuo, a great
scholar in the Song Dynasty, recorded in the Music of Bubitan:
“During the reign of Xining, Yan Xu, an actor from Jiaofang, played
Ji Qin at the palace banquet. When he drank wine, he couldn’t
get rid of it, and it was even more difficult to get rid of it, which
showed that it had a very high level of performance in the Northemn
Song Dynasty. When Yan Xu played Ji Qin for the emperor and
ministers, he broke one string and still played the song with
another. It is impossible without skilled skills. Later, Shen Kuo
wrote in “Meng Qian Bi Tan” that “Hu Wei, Qin Jidong, was happy
and resentful. Don’t shoot the geese in the clouds with a bow.
The returning geese don’t send them out now. “This shows that
there was a tail hugin in the Northern Song Dynasty. According to
“Yuan Shi Li Le Zhi”, “Hu Qin system, not thinking like fire. The
head is taken into account. The two strings are connected by a
bow, and the strings of the bow are made of tails. “ During the
Ming and Qing Dynasties, Hugin had spread all over the country
and became the main instrument for accompaniment and
ensemble of Chinese operas. (Liu Xiaodong, 2015) In modern times,
Hugin was renamed Erhu. For more than half a century, Hu’s
performance level has entered a period of vigorous development.
Mr Liu Tianhua is the founder of modern schools. He learned from

the playing skills and techniques of Chinese musical instruments,
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boldly and scientifically positioned the erhu as five positions, and
invented the erhu kneading string, thus expanding the range of
the erhu, enriching the expressive force and establishing new
artistic connotations. As a result, Erhu stood out from the
accompaniment and became a unique solo instrument, laying the
foundation for the concert hall and conservatory of music in the
elegant hall. (Tang Xinla, 2002) The number of music art colleges
has increased, and a number of professionals have been trained.
(Fuyuan, 2017) In addition, art groups, training classes, small-class
education and educated people have widely appeared in various
places, and the education methods are also blooming, and even
countless years of performers have appeared. 2017 Erhu Music
Education Exhibition. With the development of erhu music art in
China, great achievements have been made in playing skills, works
creation, performing talents, erhu education and the production,
improvement and perfection of erhu instruments themselves.
Erhu has become the most representative instrument in China
folk music. In the first half of the 20th century, erhu, as one of
the representatives of traditional national musical instruments in
China, entered colleges and universities for the first time. Through
the continuous efforts and explorations of Liu Tianhua and other
generations, not only a large number of outstanding erhu
instrumental works have emerged, but also a lot of research has
been done in the fields of erhu techniques, erhu teaching
methods and erhu teaching materials. The research of these

educational theories and practices is a process of deepening the
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understanding of traditional music education in China. Erhu is a
traditional stringed instrument in China with a history of at least
1000 years. Before modern times, erhu was mostly used to
accompany folk operas or instrumental ensemble, and rarely
appeared as a solo instrument. At the same time, it was regarded
by the ancients as “being addicted to sound and harming
morality.” It was not until the early 20th century that the position
of erhu began to change, from accompaniment instruments to
solo instruments, from folk self-reliance and self-entertainment
to higher art education, and professional erhu music education
was on the right track. And this series of changes can not be
separated from Mr. Liu Tianhua’s unremitting efforts. Nowadays,
erhu has naturally become one of the treasures of China’s

national musical instruments, enjoying numerous reputations.

As for the teaching of erhu, before Mr. Liu Tianhua, most
folk erhu artists taught erhu by oral instruction, and there was no
accurate music score, which resulted in the form of “playing with
music”. Mr. Liu Tianhua was also a witness of this teaching mode
when he studied piano in his early years. Then, according to his
own learning experience, he took the essence and discarded the
dross in the teaching methods of Erhu. According to the situation
of each student, teach students in accordance with their aptitude
and step by step; Make up your own songs for students to practice.
It can be said that the education of erhu has also been standard-

ized.
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Nowadays, the purpose of studying the problem is to
understand the excellent school methods of Shenyang No.2
Primary School and put them into my school for teaching.

® Purpose of the study

To survey the Present Situation of Erhu Teaching in the No.2
Primary School in Shenyang, Liaoning Province, People’s Republic
of China

® Research Questions
1. Why do you study the current situation?
2. How many people are the subjects? How many students?

® Purpose of the study
To survey the Present Situation of Erhu Teaching in no.2

Primary School in Shenyang, Liaoning Province, People’s Republic
of China

® Research Questions
1. Why do you study the current situation?
2. How many people are the subjects?

©® Research Methodology

The research methodology was qualitative research and
Survey

Sample Five students from the Shenyang 2 nd primary

school selected in order of school number
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Key informants: Two teachers from the Shenyang 2 nd
primary school.

1. must be a music major.

2. graduated from a prestigious conservatory.

3. have at least 10 years of teaching experience

® Scope of the Study
Scope of place: Erhu Teaching in no.2 Primary School in

Shenyang, Liaoning Province, People’s Republic of China

® Research Findings

Erhu originated in the Tang Dynasty, with a history of more
than 1,000 years. It originated from a minority in the ancient north
of China, and was originally called “Ji Qin” and “Xi Qin”. The
earliest record of Ji Qin is a poem written by Meng Haoran, a poet
in the Tang Dynasty, at the Yanrongshan Ren tang Pavilion: “Bam-
boo attracts Jigin people, and flowers invite Dyke.” Chen Min, a
scholar in the Song Dynasty, recorded in his “Le Ji” that “xi Qin
Hu Kun is also a day ...”

Cen Can, a poet in the Tang Dynasty, wrote, “The China
army bought wine and returned to China. The poem “and play
him barbarian lutes, guitars, harps” shows that the hugin has been
popular since the Tang Dynasty, and it is the general name of
Chinese and western silk stringed instruments.

In the Song Dynasty, Chen was a scholar at the end of the
Song Dynasty. According to the Records of Shilin Guangji, Ji Qin
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was originally written by Kang, so it was called Ji Qin. Shen Kuo,
a great scholar in the Song Dynasty, recorded in the Music of
Bubitan: “During the reign of Xining, Yan Xu, an actor from Jiaofang,
played Ji Qin at the palace banquet. When he drinks wine, he
can’t get rid of it, let alone get rid of it. This shows that in the
Northern Song Dynasty, it had a very high-performance level. When
Yan Xu played “Ji Qin” for the emperor and his ministers, he still
played a string. Since the founding of New China, music education
in China has paid great attention to the development of folk
music, and erhu music has also made sufficient progress. It can
be said that it has reached a high level and become the most
important family musical instrument. Chen, a scholar at the end
of the Song Dynasty, recorded in “The Stone Forest” that it was
originally written by Kang, so it was called. Shen Kuo, a great
scholar in the Song Dynasty, recorded in the Music of Bubitan:
“During the reign of Xining, Yan Xu, an actor from Jiaofang, played
Ji Qin at the palace banquet. When he drank wine, he couldn’t
get rid of it, and it was even more difficult to get rid of it, which
showed that it had a very high level of performance in the North-
ern Song Dynasty. When Yan Xu played Ji Qin for the emperor
and ministers, he broke one string and still played the song with
another. It is impossible without skilled skills. Later, Shen Kuo
wrote in “Meng Qian Bi Tan” that “Hu Wei, Qin Jidong, was happy
and resentful. Don’t shoot the geese in the clouds with a bow.
The returning geese don’t send them out now. “This shows that

there was a tail hugin in the Northern Song Dynasty. According to
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“Yuan Shi Li Le Zhi”, “Hu Qin system, not thinking like fire. The
head is taken into account. The two strings are connected by a
bow, and the strings of the bow are made of tails. “ During the
Ming and Qing Dynasties, Hugin had spread all over the country
and became the main instrument for accompaniment and
ensemble of Chinese operas. (Liu Xiaodong, 2015) In modern times,
Hugin was renamed Erhu. For more than half a century, Hu’s
performance level has entered a period of vigorous development.
Mr Liu Tianhua is the founder of modern schools. He learned from
the playing skills and techniques of Chinese musical instruments,
boldly and scientifically positioned the erhu as five positions, and
invented the erhu kneading string, thus expanding the range of
the erhu, enriching the expressive force and establishing new ar-
tistic connotations. As a result, Erhu stood out from the accom-
paniment and became a unique solo instrument, laying the
foundation for the concert hall and conservatory of music in the
elegant hall. (Tang Xinla, 2002) The number of music art colleges
has increased, and a number of professionals have been trained.
(Fuyuan, 2017) In addition, art groups, training classes, small-class
education and educated people have widely appeared in various
places, and the education methods are also blooming, and even
countless years of performers have appeared. 2017 Erhu Music
Education Exhibition. With the development of erhu music art in
China, great achievements have been made in playing skills, works
creation, performing talents, erhu education and the production,

improvement and perfection of erhu instruments themselves.
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Erhu has become the most representative instrument in China
folk music. In the first half of the 20th century, erhu, as one of
the representatives of traditional national musical instruments in
China, entered colleges and universities for the first time. Through
the continuous efforts and explorations of Liu Tianhua and
other generations, not only a large number of outstanding erhu
instrumental works have emerged, but also a lot of research has
been done in the fields of erhu techniques, erhu teaching
methods and erhu teaching materials. The research of these
educational theories and practices is a process of deepening the
understanding of traditional music education in China. Erhu is a
traditional stringed instrument in China with a history of at least
1000 years.

® Conclusion

Through interviews with two teachers and five students, as
well as the actual observation of researchers, the following
conclusions are drawn: 1) Shenyang No.2 Primary School has
invested a lot of teaching funds in music education; 2) The
teaching methods and courses are substantial; 3) The school has
developed special teaching materials for erhu specialized courses

and made remarkable progress in teaching.

@ Discussion
Teaching Erhu, teachers must be proficient, know how to

use psychology in teaching, especially for primary school students.
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According to the research on teaching Erhu in Shenyang No. 2
Primary School, Liaoning Province, it can be seen that this school’s
teaching concept is very strong, and the teachers are excellent.
When the two concepts are combined, this school should be
called the best Erhu school.

® Recommendations

General recommendation

This study can be used for other primary schools to learn
erhu courses, and they should all follow the requirements of the
new curriculum for comprehensive talent training in order to
improve students’ overall understanding and professional ability
of erhu courses.

Recommendation for further research

This study only investigates the advantages of Shenyang
No.2 Primary School over other primary schools, but the specific
learning methods or operation methods are still unclear. In the
future research, we can consider creating a related teaching
manual to better help other primary schools learn erhu professional
knowledge.
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ABSTRACT

The purposes of this research are: 1) to study Jin TieLin’s
vocal techniques;

2) to create an exercise book for Jin TieLin’s vocal techniques
tailored for soprano singers;

3) to use the exercise book for teaching third-year soprano
students majoring in music performance at Hainan University;
and 4) to evaluate the results of teaching using the exercise book.
To achieve these research objectives, the researchers conducted
the study from five aspects: 1. Through literature review, expert
interviews, and other methods, the theoretical foundation of Jin
TieLin’s vocal techniques was collected and analyzed; 2. Based
on the findings, a set of 12 soprano exercise lessons was designed
for college students;

3. The exercise book was continuously improved during the
teaching process through teaching experiments; 4. The practical
utility of the exercise book was evaluated through formative
assessment. Based on the evaluation results of students at each
stage of learning, the effectiveness of the exercise book was
demonstrated; 5. Finally, the researchers summarized the study’s
findings, discussed key arguments, and provided recommendations
for future vocal music teaching in China. The study found that,
through practical experience in the university classroom and the
teaching experiment, the targeted design of an exercise book
suitable for the school context can effectively improve students’
singing skills.

| Vocal techniques, Teaching exercise book, Teaching experiment,

Formative evaluation
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© INTRODUCTION

As a performing art with strong skills, vocal music needs the
coordination and support of many technical links. Music students
in ordinary colleges and universities have a low starting point, poor
conditions and poor vocal music foundation, and many problems
in the process of learning vocal music, poor singing effect, and
difficult to achieve the purpose of singing. Strengthening the
research of scientific vocal methods and singing skills can help
students learn vocal music faster and better and improve their
singing level.

The development of Chinese national vocal music has been
quite large and influential in the whole country and even in the
world. Today’s achievements are inseparable from the hard work
and selfless dedication of vocal music educators, of which the
most representative and influential is undoubtedly the first
contemporary famous vocal music educator Mr. Jin Tielin. The
modern vocal music aesthetic standards of “scientificity,
nationality, artistry, and time” and the training goals of vocal
music performance talents of “sound, emotion, character, taste,
expression, nourishment, and image” summarized by him have
pointed out the direction for the development of Chinese
national vocal music. At the same time, he Binged on the principle
of learning from and inheriting, and constantly explored, summed
up a set of effective national vocal music teaching skills and
methods, formed a complete vocal music teaching system of Jin

Tielin, and cultivated a large number of excellent singers for our
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country with this set of singing skills, such as Peng Liyuan, Song
Zuying, Zhang Ye, Lu Jihong, Liu Bin, Dai Yugiang and so on.

This paper will focus on Jin Tielin’s singing skills of national
vocal music as the theoretical basis, and carry out in-depth
research, write “Exercise book”, and apply this “Exercise book”
to the teaching of music performance students in the third grade
of Hainan Tropical Ocean University, so as to promote and improve

their singing level.

® Research Purposes

1. To study in JinTieLin vocal techniques

2. To create an exercise book of JinTieLin vocal techniques
for soprano singer.

3. To use the exercise book for teaching third year soprano
for singing music performance major at Hainan.

4. To find out the result of teaching by using the exercise
book.

® Research Question

1. What contribution does Jin Tielin’s vocal singing skills
make to Chinese vocal music.

2. What are Jin Tielin’s vocal singing skills.

3. What is a soprano exercise book.

4. How to improve students’ singing level through the

Soprano exercise book.
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©® Research Methodology

This study is a mixed research method between qualitative
and quantitative experimental research.

Qualitative: Interview 3 experts, study form documentation,
related research

Quantitative: Use Assess students’ third year soprano for
singing music performance major at Hainan.

® Research Scope
Population and samples
Population: There are 24 thirds of students majoring in
music performance in School of Art of Hainan Tropical Ocean
University.
Sample: Purposive sampling,12 students by Select the list
of students in odd order in the table.
Place of study
Hainan Tropics Ocean University, China
Time: 2022-2023
Research tools
The soprano exercise book, Expert interview Form,

Evaluation Form, Formative Test, Summative Test

o Data analysis

1. Statistical analysis: The data came from students majoring
in music performance in Hainan Tropical Ocean University. Through
the analysis of experimental data, the learning efficiency of

students and the teaching level of teachers are improved.
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2. Descriptive analysis: Through the method of literature

research and expert interview, the soprano vocal music exercise

book is systematically studied.

® Conceptual Framework
This research from studying the concepts, theories, and

related research papers, it can be used to create a research

framework as follows:

Research on the Theory of
Jin Tielin's Vocal Singing Skills

v

Literature
review

v

Watch video

|

Formative
Assessment

Y

Exercise book

v

Greate an
exercise book

!

Expert evaluatic
exercise book

!

Teaching students

!

Teaching evaluation

results

<1 Summary testing

!

Conclusion

Figure 1.1 Research Conceptual Framework
Source: Yan Zhao, 2022
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® Research results

Jin Tielin June 21, 1940 - November 15, 2022) was an ethnic
Manchu. Born in Harbin, Heilongjiang Province. Chinese famous
singer, vocal music educator. He has successively served as Vice
Chairman of Chinese Musicians Association, President, professor,
doctoral supervisor of China Conservatory of Music, Vice president
of China National Vocal Music Society; Chairman of Preparatory
Committee of Chinese National Vocal Music Art Research
Association; Member of the National Committee of All-China
Federation of Arts and Culture; Member of Arts Committee,
Ministry of Education; Vice President of China Minority Vocal
Music Society; Vice President of China Society of Light Music; Vice
President of China Music Performance Rights Society; Chairman of
Beijing Federation of Arts and Culture; Head of the National Vocal
Music Group of the Evaluation and Evaluation Committee of the
Ministry of Culture; Ministry of Culture and Beijing Municipal
Education Commission senior title judges.

Jin Tielin has been appointed as visiting professor in Henan
University, Minzu University of China, Nanjing University of the Arts,
Shenyang Conservatory of Music, Dalian University, Northeast
Normal University and other institutions of higher learning.
Employed as art consultant by art groups such as the Second
Artillery Corps and the Armed Police Corps; He was appointed
honorary professor and Director of art Education at Nanchang
University.
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Jin Tielin has cultivated many famous singers such as Li Guyi,
Song Zuying, Dong Wenhua, Tang Can, etc. His students have won
more than 70 awards in national vocal music competitions and
won several provincial and municipal awards. Therefore, he is
known as a star-making master and introduced the Jin style of
singing, which has a very important position in the Chinese singing

world.

Jin Tielin’s singing skills in vocal teaching,

he also creatively used training methods such as “opening
and pasting”, “fulcrum” and “chest vibration”. The selection and
application of “fulcrum”, “opening and pasting” and “chest
vibration” were to adjust the voice color, balance the voice state,
and standardize the unified articulation. The fulcrums are divided
into: large, medium, small, virtual, and real; Up, middle, and down;
Front and rear. The colors of the solid fulcrum are: solid, pure,
white, and true; The colors of virtual fulcrums are: virtual, soft,
soft, weak, and light; At the same time, he also summarized the
training methods of “reverse” and “separation”. The “reverse”
and “separation” refer to the adjustment of sound and breath,
the balance between part and the whole, and the adjustment of
the overall state and color of sound; Summarized the application
methods of the three “channels” of “length width”, “middle
looseness”, and “short front” and mouth shape changes. In the
above formulation, channels are commonalities, while “fulcrums”,

“open patches”, and “chest vibrations” are personalities. The
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» 13

passage is like a wide road, with “fulcrums”, “open stickers”, and
“chest vibrations” like various types of cars driving on the road.
Driving a car on the main road; In the relationship between words
and sound, sound is commonality, while words are individuality,
with commonality first and individuality later. Different words are
placed in a unified singing state to reflect their individuality. The
key to learning vocal music is to solve the problem of unity. The
individuality of characters is unified within the commmonalities of
scientific methods, and the individuality of each character is
reflected under the commonalities of scientific methods. Charac-
ters must be placed within the cavity to achieve their accuracy
and color, and the stability and scientificity of the cavity itself
must be ensured in order to correctly reflect the correctness and
roundness of the characters. The national singing method mainly
solves the problem of cavity circle, while the bel canto mainly
solves the problem of character correction. In the “heuristic
sensory teaching method”, he creatively summarized these
educational and teaching concepts in concise language, and taught
abstract vocal theory to students with concrete and vivid pitfalls,
achieving twice the result with half the effort. For example:

1. Humming and sighing up and down, pulling open,
changing all word supports (such as opening and sticking, chest
vibration), and ensuring that the mouth, teeth, throat, and tongue
are not sticky.

2. Open your throat, open your mouth, hum and sing with
your whole body, all the words, and support points (open stickers,

chest vibration).
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3. Relax first, then sigh, and sing wherever you sigh.

4 Open your throat and sing back, all the words are the
same. Each word is sucked onto the fulcrum (open stick, chest
vibration), and maintain an inhaling state to sing. Separate the
fulcrum (open stick, chest vibration) and don’t forget it. Laugh
outside and lift inside to cooperate, sighing until you keep up with
the whole body singing.

5. Hum, open, click (paste, vibrate), sigh a line, and the
pivot (open paste, chest vibrate) cannot be changed when
changing characters.

6. Hum, open, dot, and sigh remain the same, connected
up and down into a line, with all the word supports (open stickers,
chest vibration) changed, and the mouth is loose due to
exaggerated pronunciation. High, low, virtual, real, strong, weak,
large, and small are on the fulcrum, and other places are not
sticky. The fulcrum is stable and does not change, and the
character changing action should be small and simple.

7. Don’t move in the U-channel, the words exaggerate, the

mouth is loose, the chest is wide open, and the hum is loud.



smsuyuemaasua:aoaumaas
UKI3NgNagsIsAnanauns

The exercise book of JinTieLin vocal techniques for

soprano singer

The main contents of the exercise book are as follows:
1. Breathing exercise
1.1 Short breath exercises
1.2 Soothing breathing exercises
1.3 Vocal training for breathing
2. Skill exercise
2.1 Fast scale exercises
2.2 Jumping exercise
3. Enunciation exercise

4. Songs exercise

The results of the experiment when comparing between

the measurements formative test and summative test are as

follows:
rormetve | Sameie
1 3 4.6 F<S
2 4 4.3 F<S
3 3.8 4.6 F<S
4 4.2 4.3 F<S
5 3.2 4 F<S
6 3.8 4 F<S
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Formative | Sametie
7 3 4.3 F<S
8 3.8 4 F<S
9 3.8 4.3 F<S
10 3.4 4.3 F<S
11 3 4.6 F<S
12 4 4.3 F<S

Summary: By comparing the results of summative evaluation
and formative evaluation of experts, the average score of 12
students in the formative test was 3.58 points, and the average
score of the summative test was 4.3 points, with a difference of
4.3-3.58=0.72. The experimental comparison was obvious, and the
overall average score increased by 0.72 points, and the expert
score was higher than the formative evaluation result. It shows
that the experts recognized the results of this teaching experiment

and proved the effectiveness of this teaching experiment.

In addition, from the comparison of scores of each student,
the expert evaluation scores of all students are higher than the
formative evaluation results. Among them, the score difference
value of student 1 is 1.6, the score difference value of student

2 is 0.3, the score difference value of student 3 is 0.8, the score
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difference value of student 4 is 0.1, the score difference value of
student 5 is 0.8, and the difference value of student 6 is 0.2, the
difference value of student 7 is 1.3, and the difference value of
student 8 is 0.5 The difference value for 9 points is 0.5, the
difference for student 10 is 0.9, the difference for student 11
is 1.6, and the difference for student 12 is 0.3. It is proved that

the exercise book teaching is effective.

® Conclusion

JinTieLin vocal techniques

Through expert interviews and guidance, we learned that
Jin Tielin’s vocal singing skills include the seven character
standards of “sound, emotion, character, taste, appearance,
cultivation and image”, the establishment of “U channel” and
“fulcrum” in singing, the combined application of national vocal
music and Bel Canto singing “fulcrum”, and the principle of
“straight words and sincere emotions” in singing. In our country,
there are two kinds of colleges and universities that study music
performance, one is a professional music college and the other
is a comprehensive university music college. There is still a certain
gap in singing between students majoring in music performance
in comprehensive universities and those majoring in music
performance in conservatories. Targeted production of soprano
exercise book, can be vocal singing abstract language, through the
exercise book learning to solve specific problems in vocal singing.

In terms of exercise book design, experts suggest that a good
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exercise book should provide teachers with teaching support and
resources. The exercise book should provide teaching guidance
and music score to help teachers implement teaching smoothly.
The production of the soprano exercise book should be combined
with theory and practice, including the theoretical knowledge of
the structure of vocal organs, the training of vocal methods and
the analysis of singing songs. So the vocal organs of singing have
vocal organs, respiratory organs, resonance organs, enunciation
organs and so on. Technical training for sopranos includes
breathing, vocalization, empathy, language, etc. In terms of song
singing, | selected Chinese contemporary art songs, such as
adapting folk songs and creating songs. The combination of these
aspects is conducive to students to improve their singing level.
Then, the vocal exam should be once a semester and require
students to sing a complete vocal piece. Evaluation criteria should
be from the intonation, singing skills, emotional expression, stage
performance of these aspects, to conduct a comprehensive

evaluation.

The exercise book of JinTieLin vocal techniques for soprano
singer

The researchers designed a soprano exercise book for
juniors majoring in music performance at Hainan Tropical Ocean
University. The exercise book contains not only vocal exercises
to train soprano skills, but also songs suitable for students to sing.

It includes not only training in breathing, vocalization, empathy,
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language and singing skills, but also songs suitable for students to
sing. In the teaching process, the singing skills of students are
trained first through singing, and then the singing is consolidated
and improved to improve the comprehensive singing ability of
students. According to the teaching characteristics of vocal music
class, the course teaching objective, teaching plan, course nature
and tasks have been compiled. According to the expert opinions,
this teaching activity will last for 12 weeks, and the class teaching
will be conducted once a week. Through this exercise book, the
researchers wrote a lesson plan consisting of 12 lessons. And the
teaching objectives, key and difficult points and teaching content
are logically related. At the same time, it also provides reference

for teachers to conduct teaching evaluation.

Use the exercise book for teaching third year soprano for
singing music performance major at Hainan.

In the teaching experiment, we conducted a 12-week
experimental teaching of “Soprano exercise book” in the music
performance major of School of Art, Hainan Tropical Ocean
University, including specific teaching plan, specific teaching
content and teaching process. Through the analysis of the final
data, it can be seen that after this period of learning, students’

various indicators have been improved to different degrees.
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Find out the result of teaching by using the exercise book

According to the results of formative evaluation, students’
performance has improved significantly in the process of learning.
The average score of the 12 students in the class was 3.58 in five
tests, which was at a good level. Four of the 12 students scored
above the class average on five tests. According to the results of
the expert evaluation, the average score of three students in the
class was 4.6 points, which was very good. There is no significant
difference in the scores of the three experts, which indicates that
the evaluation opinions of the experts are unified. Nine out of 12
students scored above or above the class average. By comparing
the results of summative evaluation and formative evaluation of
experts, the average score of 12 students in the formative test
was 3.58 points, and the average score of the summative test was
4.3 points, with a difference of 4.3-3.58=0.72. The experimental
comparison was obvious, and the overall average score increased
by 0.72 points, and the expert score was higher than the formative
evaluation result. It shows that the experts recognized the results
of this teaching experiment and proved the effectiveness of this

teaching experiment.

® Discussion

The purpose of this study is to design a soprano exercise
book for teachers’ reference according to Jin Tielin’s teaching
skills. Therefore, the key issues involved in this study, the proposed

teaching suggestions, and the summarized teaching experience
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need to be discussed in depth. This study uses formative
evaluation to evaluate the results of teaching experiments. Many
scholars believe that formative assessment can better observe
students’ learning progress and provide more accurate reference
for teaching. For example: (Zhang&Xu,2014) through formative
evaluation, teachers can know the success or failure of students
at any time, get continuous feedback in the teaching process,
adjust teaching plans and improve teaching methods at any time.
Through formative evaluation, students can also learn about their
own learning progress and get feedback on learning, so as to affirm
or modify their own learing style. For example: (Tanaka Koji, 2011)
the task of formative evaluation is to evaluate students’
performance, achievements and the development of emotions,
attitudes and strategies reflected in their daily learning process.
Its purpose is not to select a small number of outstanding students,
but to discover the potential of each student, encourage students
to learn, help students effectively regulate their learning process,
give students a sense of achievement and enhance self-confidence.
Cultivate the spirit of cooperation. Formative evaluation not only
starts from the needs of the evaluators, but also pays more
attention to the needs of the evaluates , pays attention to the
learning process and students’ experience in learning, emphasizes
the interaction between people, emphasizes the interaction of
many factors in the evaluation, and attaches importance to the
communication between teachers and students. On the basis of

the above views and research, according to the requirements of
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the country and schools for curriculum construction, combined
with the characteristics and conditions of vocal music lessons and
students, the paper formulates the standards of formative eval-

uation of vocal music lessons, and evaluates students.

© Recommendation

General recommendation

Based on the results of this study, combined with the
researchers’ years of teaching experience and some problems
found in the course of the research.

1. This study is mainly aimed at the vocal singing major of
music performance major of School of Art, Hainan Tropical Ocean
University. It is suggested that this study should be applied to the
teaching of music performance majors and music education
majors.

2. It is suggested to write vocal music exercise book for
other semesters according to the steps of this study, according
to the requirements of the school and according to the talent
training plan and teaching syllabus.

3. The teaching plan mode can be further optimized to make
it more in line with the teaching form of vocal music coach course,
not adhering to the template of the original course teaching plan,
and more scientific, reasonable and detailed.

4. It is suggested that on the basis of opening vocal music
lessons, the teaching of lines should be strengthened, and even
extended to the performance teaching of singing, so as to make
students’ singing ability more comprehensive.
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5. Finally, vocal music teachers should constantly improve
their professional level, and constantly update their knowledge
and teaching methods. This can be achieved through participation
in master classes, research and teaching exchanges to better guide

students’ vocal learning and development.

© Recommendation for further research

On this basis, combined with Jin Tielin’s singing skills and
the current situation of vocal music teaching in China, we must
vigorously advocate the implementation of effective teaching,
improve the current teaching methods, and reform the overall
teaching efficiency. The following three suggestions are made:

1. Teaching the visualization of abstract concepts

As we all know, the most special and difficult point of vocal
music teaching is that vocal music teaching is very subjective. On
the one hand, it is because the vocal organ of vocal music
learning, that is, the vocal body, is human itself. On the other
hand, we can only feel this instrument, but cannot see or touch
it, and we cannot understand it visually. For example, the training
of singing breathing in vocal music, the most important of which
is the abdominal joint breathing method. This type of breathing
is a type of breathing that uses the chest and diaphragm
together with the ribs and abdominal muscles to control breath.
This breathing method is a scientific and widely adopted
breathing method in modern Chinese and foreign vocal circles,

which has many advantages. It has a strong ability to control
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breath, even exhalation, control, can store more gas, has an
obvious respiratory fulcrum, so that the vocal range is expanded,
and the high, middle and low three vocal areas are coordinated
and unified. However, this breathing method needs long-term and
effective training to obtain, which requires the overall coordination
and cooperation of various organs of the body. It is a basic and
key step in vocal music learning, and it is also a difficult step in

training.

2. The technique training mode is life oriented

The learning progress of vocal music is completed under
the steady consolidation of one state after another, and the direct
narration of this state refers to the finding and consolidation of
each feeling. Take one of the simplest vocal music learning
examples, if a student wants to practice breathing fast breathing
this breath control skills, teachers should use examples in life to
guide students to experience, you can let students think, the dog
in the feeling of very hot, will stick out the tongue, and then we
can hear it in the wheezing rapid breathing, in fact, that is a very
effective way to practice breath In this way, students are sure to
learn the method in a relaxed and interesting atmosphere. For
example, when you receive a bunch of your favorite flowers, you
are happy to smell the fragrance of the flowers, then you will find
that your chest is naturally rather than artificially raised forward
and upward, and the rib muscles, including the waist, are

expanded in all directions at the same time, maintaining this state,
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only the muscles below the abdominal diaphragm are relaxed
and pumped. Think of blowing the candle when the gas is pumped,
blow down the burning candle, but do not blow out, so, keep the
candle does not rise and do not extinguish, hold it for a long time,
and then change the air. This kind of life language prompt makes
it easier for students to feel and grasp the method of singing

technology, and plays a role in teaching.

3. Individuation of vocal music teaching object

Vocal music teaching has great uncertainty, which requires
teachers to have greater teaching flexibility, that is, the ability to
teach students according to their aptitude and “the right
medicine”. Every vocal music student has more or less problems
in singing vocal skills and artistic performance in vocal music
learning. Vocal music teaching is essentially a process of
teacher-student cooperation, timely discovery of problems and
use of effective training methods to gradually solve problems. We
may wish to compare vocal music teachers to doctors, vocal
music students to patients, teachers use hearing to judge the
singing vocals of students, which is equivalent to doctors through
looking, smelling, asking, cutting and using advanced instruments
and testing equipment to diagnose the cause of patients. Using
effective training means to solve students’ problems is equivalent
to “the right medicine”. In addition to the above three suggestions,
the most crucial point is the important role of the human mind

engineer teacher. As a teacher, we should not only have extensive
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basic knowledge of culture, but also have profound professional
knowledge. To enrich their own teaching experience; To arm
themselves with new knowledge and new scientific and
technological means; Be an innovative teacher. Only by
constantly charging and improving their comprehensive quality
can teachers lead students to a broad future. Can guide
students to acquire the knowledge they need and deserve;
Only in teaching can we grasp the classroom teaching according
to the situation, and capture the attention of students with vocal
clues at all times, and mobilize the enthusiasm of students to
participate in vocal music and experience vocal music. Vocal
music teaching is full of problems and difficulties, and vocal
music teaching is also more full of harvest and joy. | hope that in
this interwoven emotion, everyone can work together to promote
the popularization and development of social vocal music art,
and more comprehensively, let the sunshine of art be more

charming and gorgeous
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