








- N I R TR o
. <o



METHODOLOGY IN PUBLIC SCHOOL MUSIC

A Survey of Changes in the Aims and Procedures
of Music Teaching in the Putlic Schools of the

United States During the Past One Hundred Years.

by
Vanda Virginia Cgqk

A THESIS
Submitted to the Graduate School of Michigan State College
of Agriculture and Applied Science in partisl

fulfilment of the requirements for the
degree of

MASTER OF MUSIC

Department of Musiec

July, 1939



JTHESIS



TARLE OF CONTENTS

EE L

Introduction « « o« o ¢« o o o e ¢ o s o o o o o s o 1
I. The Beginning of Nusic Fducation « « ¢« ¢ &+ « 3
II. Ilethods in Early School Music ¢« « ¢« o « &« « « 9
I1I. The Influence of Luther Whiting Meson o . W13
IV. The Attempt to Solve the Reading Problem . .18
v. The "New Educetion™ in MusSiCe o o o o o o o o224
VI. Widening HOrizons « o o o o« o o o o o o o « 31

(2) Elementery MUsic o o o o o o o o o o o 31

(b) Junior High School Music « o« « « « « & +36

(c) Senior Eigh School Music « « o « « « « .44
VIII.Recent Practices and Tendencies . « « « . 55
IXe SUMMATY o o o o o o o 5 = s s s o o o o o o o2

Bibliogr&phy ® e ® ® @& ® 5 © & o o ¢ e e ° o o o 066

£330
AN S s



INTRODUCTION

E

During the century since the introduction of public school
music, the educctional system of the United States has growm from
the one room district school, with its emphasis upon routine and for-
mal drill, to a highly complex, many-sided system. The concept of
technique and functions of education has changed as materially as has
the physical make-up of the institution.

The old concept of education meintained theat the needs and
capacities of children were alike, that they could be trained by a
uniform procedure, and that definitely selected‘subject metter could
be so used as to

drill the attention, will, memory, imegin-
ation, feelings, judgment, reasoning.....

and the other powers of the mind, and thus...
stimulate the higher sentiments, and develop
the moral character of the children so taught.
By such means the citizenship-eim of educa-
tion would be realized. (1)

Facts, information, skills, snd specific habits were empha-
sized. Drills were developed for both their knowledge content and
their disciplinary value.

Near the turn of the century there arose, in various quarters,
a new conception of the purpose of education. Emphasis began to shift
from the subject matter to the child; knowledge was regarded not as a
mental discipline, but as a tool which would fit the child for life in
his community and his country. The function of the teacher changed

from that of disciplinarian to that of a gulde striving to direct the

6) Cubberley, p. 365.



process of lesrning. During this important period of development in
education, the school was characterized by the introduction of the
"content" subjects, which were also planned to better fit the child
for usefulness in his everyday life.

In the modern school, the child more than ever, occupies the
center of emphasis, while a widely varied curriculum, chesracterized
by "expression" subjects which train the feelings and attitudes, and
by many different types of schools, meets the needs of all children.

The newer philosophy of education has brought about a complete
evolution in text materials as well as in actual classroom practices.
Many techniques have arisen in the new educational system - social-

ized projects, group and individualized recitations, motivation of
effort - all of which have been devised for the development of mental,
moral, physical and social aptitudes. In the modern "child-centered
school™, the child is encouraged to discover and express his ovn in-
terests, urges, and attitudes.

Music, the first expressive subject to be placed in the public
schools, is now recognized by administrators as having a vital place
in the integrated, well-rounded curriculum. It is an important factor
in the development of the emotional life, and in guiding the attitudes,

which determine life patterns.



I. THE BEGINNING OF MUSIC EDUCATION
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In the early history of this country there was little musical
culture as it is known today. At the beginning of the nineteenth cen-
tury came a new awakening, with a widespread inclination to learn about
and participate in music. Out of this new musical consciousness grew
the singing school which flourished for many years as a social and re-
ligious institution. This movement, which had its origin in the effort
to better church music,(l)was influenced from decade to decade by the
social and political tendencies of the times, until it became the focal
point of the community. It was the only medium of popular music education
until music was admitted to the public schools. The teachers of the ear-
ly singing schools who taught the elementary rules of singing and the
rudiments of music, each in his own way, rendered a valuazble service,
for they brought music to the people in a simple and practical way, in
vhich all could participate. .

These men, many of whom were self-taught, were the precursors
of the group of better-trained individuals who, inspired by Lowell Mason,
led the singing school to its height, and initiated the public school
music movement which eventually caused the decline and disappearance of
these singing schools.

Lowell Mason and his followers wisely established their work
upon the American conception of music as a part of the home, church,

and community, rather than upon the European conception of the develop-

6)) Birge, pp. 9-10.



Le

ment of the gifted individual. This is essentially the basis of pop-
(1)

ular music education as well as of education in general.
The founders of public school music appeared at a time when

the United States was entering upon definite musical progress. Opera
~ (2)

had been heard for some time in a number of cities; an orchestra in

(3)
Boston under the leadership of Gottlieb Graupner, and the Boston

Handel and Haydn Society(A)were presenting works of merit. Furopean
artists frequently toured the country, and many of them settled in
America as teachers.(5)

Music as a school subject was not exclusively the idea of any
individual or group. It received a definite impetus in America in
1829, when William Woodbridge returned from Europe vhere he had inves-
tigated music-teaching as it was being practiced in Europe, particular-
ly in Switzerland. Woodbridge became interested in the work of Johann
Georg Nggeli, who was then applying the Pestalozzian methods to the
teaching of music in Switzerland. Upon his return to America, Wood-

bridge brought many text-books and other materials, some of which he

translated into English.

Zl) Francis M. Dickey calls attention to the fact that this interest
in popular music study was not peculiar to the United States at
that time, but was part of a great movement which had already
affected the most important countries of Europe.

(M.T.N.A. Proceedings, 1913, p. 188)

(2) New Orleans, Philadelphia, New York.
(3) Founded 1821.

(4) Founded 1815, it is the oldest living musical organization in
the United States.

(5) cf. "Chronological Register", pp. 16-29,
American Supplement to Grove's Dictionary.
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In the same year, Woodbridge lectured in Boston on "Vocal
Music as a Branch of Common Education".(l) The lecture was illustra-
ted by choruses of children under the direction of Lowell Mason,
who had become interested primarily through his desire to secure boy-
altos for his church choir.

Woodbridge began the first practical experiment of music in
the schools at Hartford, Connecticut, in 1830, but there is no record
of the results. He succeeded in persuading Lowell Mason to investigate
the Pestalozzian idea. Mason was finally convinced of the value of
these principles in the carrying out of his own plans for incorporating
music instruction in public schools. He later included them in his

Manual of Instruction. In this Manual, published in 1834, Mason stated

the principles as follows:

(1) To teach sounds before signs - to
make the child sing before he learns the written
notes or thelr names.

(2) To lead him to observe, by hearing and
imitating sounds, their resemblances and differ-
ences, their agreeable and disagreeable effect,
instead of explaining these things to him -
in short, to make him active instead of passive
in leerning.

(3) In teaching but one thing at a time,
rhythm, melody, expression are taught and prac-
ticed separately before the child is called to
the difficult task of attending to all at once.

(1) wWilliam S. Monroe speaks of Woodbridge as the pioneer in the move-
ment which ultimately led to the introduction of vocal music into
the schools of America.

(History of the Pestalozzian Movement
in the United States, p. 144)




(4) In meking them practice each
step of these divisions until they are
master of it, before passing to the next.
(5) The giving of the principles and
theory after practice, and as an induction
from it.
(6) The analyzing and practicing the
elements of articulate sound in order to apply
them to music.
(7) Another peculiarity, which is not,
however, essential to the system, is that the
names of the notes correspond to those employed
in instrumental music, and are derived from the
letters with variations for sharps and flats.(l)
Public school music was even then being considered in several
places, and needed only a successful demonstration of its value to
cause it to spread rapidly. The demonstration, as well as the cap-
able leadership necessary for such a project, was provided by Lovell
Mason and his associates at the Boston Academy of Music.(z)
In the Academy, which became the center of his activity, Mason
conducted large singing classes, including children's groups in the
manner of the singing school. During the first year alone, fifteen
hundred adults and children were given instruction. Mason believed
thoroughly in the singing school as the foundation of popular music
education, and in the education of youth as the most effective way to
build a general music culture.

Boston was one of the places where there was popular agitation

and legislation in favor of music in the public schools, but up to

Zl; American Supplement to Grove's Dictionary, p. 333.

(2) Birge, p. 37



September, 1837, the board of education had failed to admit music
to the curriculum. At that time, Mason volunteered his services, and
offered to furnish his omm equipment for a year's experiment in the
schools of Boston. The offer was accepted. At the end of the year,
such a successful demonstration was given, that music was adopted as
a branch of common education on August 26, 1838.

To the members of the Boston Academy, such as George J. Webb,
Samuel A. Eliot, William C. Woodbridge, and Lowell Mason must be given
credit, nét only for the introduction of music into the Boston schools,
but for training and inspiring other teachers, whose leadership in turn
influenced the spread of popular music education. At the same time,
correspondence was carried on continuously with educators in other states,
in an effort to create interest in school music.

At this time, all music instruction was limited to the inter-
mediate and grammar grades. Cincinnati had the distinction of being
the first city to introduce music into the primary grades in 1857. 1In
1869, it was first included in a Boston high school, and by 1872, thir-
ty-two years after its first adoption, music was being taught in all the
secondary schools of that city.

From Boston, interest spread to other cities and states. It
is interesting to note the widely scattered location of the cities which
took this step very early:

Buffalo, 1843; Pittsburgh, 1844; Cincinnati, 1846; Chicego,

1
18/8; Cleveland, 1851; SanFrancisco, 1851; St. Louis, 1852.( )

(1) M.T.N.A. Proceedings, 1913, p. 203.




Public school music prior to 1861 was confined largely to
centers where the schools were managed by a school board, rather than
in those schools where such matters were decided by the voters in the
district. As late as 1886, General John Eaton, United States Commis-—
sioner of Education reported that less than 250 schools in the country
were teaching music as a regular subjectgl)

In the period following the Civil War, school-music received
a definite impetus from the general development in all fields of music:
There was widespread choral activity; several symphony orchestras -
the Boston Symphony, the Theodore Thomes Orchestra, and the Symphony
Society of New York - had arisen; and several music schools, such as the
New England Conservatory and the Cincinnati Conservatory were founded.

During the introductory period of school music, teachers often
served gratuitously in order to demonstrate to school authorities the
value of music in the curriculum. It was largely through the efforts
of such leaders, that school music gained prestige and spread so rap-
idly.

Prior to 1365, there was no school-music profession. The
authorized singing teacher taught half-hour music periods weekly or
fortnightly. The evolution of the grade teacher who taught her own

music, guided by the supervisor came much later.

63) Birge, p. 86.



II. METEODS IN EARLY SCHOOL MUSIC
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Since the very beginning of music in public education, sing-
ing has been considered the basis of that work. At first singing was
used in the schoolroom mainly for recreational purposes, end for en-
tertainment on public occasions. The methods of teaching music dif-
fered little from those of the singing school, for the teachers and
materials as well as the methods came directly from that institution.

The music theory used in the early tune books of the eight-
eenth century was taken directly from the music books written in
Englend. The earliest singing syllatles used were mi-fa-so-la
vritten first as a letter notation (M.F.S.L.), instesd of notes on the
staff. The first singing book in America, wvhich used printed music
on the staff was published in 1721 by J. Franklin, s brother of Ben-
jamin Franklingl)

The earliest attempt to introduce the European system of the
seven scale syllables was made in 1796. This practice displaced the
difficult end confusing system then in uce, with one which was much
simpler and more practicable. The knowledge eim of education was
still the ssme in music as in other sutjects, snd music was consider-
ed a mental discipline, not excelled by any other study.

Unison singing was at first the mein activity, but vhen
pupils beceme proficient in this, teachers attempted to teach part-

singing by imitation. This slow and unsatisfactory plen proved the

(1) Birge, p. 8 (Quoted from Notes on Music in 014 Poston, Fisher).
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necessity of learning to reed music in order to sing harmony.

Almost from the very introduction of music into the curric-
ulum of the public schools, there hes been a division among teachers
as to which should be emphasized most, the song or the technigue.
Most of the differences of opinion in the methods of teaching music
have erisen from attempts to find the best way to teach children
to sing music by sight.

When Lowell Mason incorporated the Pestalozzien principles

in his Manual of Instruction (1834), he formulated for the first time
in the United States the modern principle of teaching music, and al-
though these principles were largely disregorded or forgotten in
lzter years, it will be seen that the modern so-called "observation"
method is built upon the first, second, and fifth rules of the Man-
ger.

Realizing thet the most direct way to teach children was
through the senses and faculties rather than through ressoning, VMeson
taught by means of a series of concrete musical facts or phenomena.
Fvery fact was first presented by rote, before it was expressed in
symbols. The thing came before the sign, and the child learned to
do by doing.

Mason's theory, that, by following the Pestalozzien method,

every child not actually incaepacitated could learn to sing and reed

notes, met with a great deal of incredulity. It was believed by the

(1) Cf. pp. 5 and 6 above.
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ma jority of persons, particularly professional musicians, that the
musical ear vas innate, and could not be developed unless it was def-
initely present. Mason attempted to demonstrate the falsity of the
belief. He taught that the mejor scale, taken as a whole, served as
a tune which could be easily lezrned, end which furnished a standard
of measurement of the relation of scale tones to each other. By
daily practice, these scale reletions became familiar end furnished
a definite conception, becruse of the fixed relationships of the
scale tones. The seven so-fa syllebles were employed, do always
representing the key note or tonic.

Those individusls who were pupils or associates of Mason,
besed thelr work upon the scme principles, varying among themselves
only in the diversity of their applicetion, and in the exercises and
songs which they used. The teachemrs of that time had to develop their
own devices and techniques for presenting the subject, as well as fur-
nish materisls.

It is interesting to note the resourcefulness snd initiestive
used by these individuals in working out their methods. Benjamin
Jepson, the first music teacher in New Haven, Connecticut, constructed
a huge music chart of epproximntely 1200 feet of cunves, on a portable
frame, rolled off by a crank, which he transported from school to
school. On this chart, he pleced Exercises for imitation to be prac-

1
ticed by sylleble and by word, teacher and pupil alternatings )

(1) Birge, pp. 93-94-
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Then the chart was'worn.out, Jepson prepared end published at Lis
o¥m expense; what appears to have been the first book in the United
States knovm as a Music Reader.

George Loomis of Indienapolis, an outstanding teacher of the
decade following the Civil War, wrote and published his own methods

in a series of books called the Loomls Prosressive Music Lessons.

In these books, published about 1866, the tones of the scale were
developed by very careful steps. Beginning with a one line staff,
the method added a second line, after the tones on one line were

learned. Then a third line was added. After extensive study &and
practice, the cless was allowed to sing from all five lines. The

same device is to be found in Festivel Chimes, edited by S. Vesley

Martin, and published in 1861 in Chicego. Doubtless, it was in
rather general use, and not original with Loomis. Later, the Prac-

tical Music Reader by W. L. Smith (1880), Deputy State Superintend-

ent of Public Instruction in Michigan, outlines this device thor-
oughly.(l)
Teaching now began to rice to the level of a profession.
The principles of Pestalozzi dominated instruction, and books were
revised again and again to comply with these ideals. 1In the genersl
field of education, well trained teachers were being demanded; the
supervisory idea broadened from the executive office of Superirtend-
ent of Schools to include depertments and subjects. In 1857 the Na-

tional Educetional Association was organized to aid in carrying out the

new trends in Educetion.

(1) Smith, p.11
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III. THE INFLUENCE OF LUTHER WHITING MASON

LR

With the completion of the structure of the American public
school system with its primary, elementary, grammer, and high school
divisions, came the need for a plan of music which would proceed pro-
gressively throughout all grades. It was largely through the efforts
of Luther Whiting Mason, a pupil of Lowell Mason, thet such a plan was
evolved.

In 1857, L. W. Mason then teaching in Cincinnati first became
acquainted with the school-music books of Christian Heinrich Hohmann.
These books were based upon the publication of Johann Georg Nggeli, en
advocate of the teachings of Pestalozzi(l) in the schools of Germany
and Switzerlend. Mason persuaded Oliver Ditson to publish a trans-
lation of the books in 1859. This publication was the first deviation
in this country from the form of "Juvenile Song Book" which had hither-
to been used in singing-schools, public schools, and Sunday Schools

alike. L. W. Mason's National Music Course, which followed in 1870,

was the first systematic graded meterial with a well organized method
planned to fit the entire school system. For an entire decade, it wes
practically the only course in use in the United States.

Influenced by James Currie of Scotland, L. W. Mason applied
the principles of language reading to the teaching of music, and thus

became the first advocate of the song method. In this respect he broke

(1) Cf. p. 4 above.
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away from traditional methods, and was far in advance of his time.

His plan of teaching rote songs, and developing a knowledge of music
notation from that background, was based on an understsnding of child
psychology and pedagogical procedure. Few school music teachers under-
stood the basic plan of the course. Many used the material in the
mannef of the singing school, while others merely taught the songs by
rote.

The publication of the graded Nztional Music Course began an

important epoch in public-school music. The course was translated into
both the German end Japanese langusges, and was used in the schools of
both countries. L. W. Mcson was called to Japan as governmental music
supervisor for a period of three years, 1879 to 1882.

L. W. Mason and his contemporaries were influenced not only by
Pestalozzian pedagogy, but by the Tonic Sol-Fa system, which begsn to
be used in England about 1840. This was the prevailing method of pri-
mary music education in that country. Developed by John Curwen, it is
based upon the "Movable do" system which, owing to the great development
of instrumentel music, had become generally displaced, particularly in
France, by the "fixed do" system. The Tonic Sol-Fa system makes use of
the initial letters of the so-fa syllables as notation. They ere print-
ed horizontally, without the use of a staff. The measures are separated
by bars, and time values are indicated by an intricate system of dots,
dashes, and commas placed between the syllables. A tone ladder called

(1)

a "modulator" teaches the tone relations of the scale.

(1) "Tonic Sol-Fa", Groves Dictionary (3rd ed.).
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Several attempts were made to introduce this system into the
United States. Although it was used in a number of placés, and there
was bitter controversy over it iIn music conventions, its use never
became general. Meny of the ideas concerning the teaching of tone rela-
tions were adopted from it, however. L. W. Mason used the Tonic Sol-Fa
Modulator, and the Galin-Paris-Cheve notation, a modificetion of the
Curwen notztion, using numbers instead of syllables, and a set of time
nemes to measure rhythms.

Yie have seen(l)that in the primary grades L. W. Mason used
the song &s the approach to beginning reading, and that he drew an
analogy between language reading end music. In the book for intermed-
iate grades, he developed reading through the study of the scale, using
the scale of C first. The most common intervzls, the tvo even tones to
a beat, the dotted quarter and the eighth note, and two-part singing
were all studied in the key of C. These problems were then studied
in other keys.

Throughout the introductory period of school music, instruction
was elmost entirely in the hands of a special teacher who visited each
school at stated intervels. In the interim no music work was done.
Between 1861-1885, a few grade teachers began to teach music. Because
of the lack of training on the part of these teachers, and because
their relation to the subject was never quite clear, it was difficult

to put into general use any distinct method of teaching music.

Cf. p. 1Z.
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In meny cases, rote singing occupied a large part of the time,
ard singing was looked upon merely as recreation from other studies.
There was no effort to give instruction in fundementals, and the effic-
iency of the music department was mainly demonstreted by occasional
large public exhibitions.

Two widely divergent concepts gradually arose &s to how music
should be taught. The first held that pupils should be taught as
meny songs as possible with the aid of piano and voice; the second
was that the pupils should leern to r=:d nmusic in order to sing the
songs.

The convention and singing school which had previously trained
the music teacher had largely disappeared, and the normal schools had
not yet begun to train teachers in music. School music was expand-
ing too rapidly to assure even trained musiciens as teachers, much
less teachers trained in pedagogy.

From 188 until about 1892, the discussions concerning staff
notation and Tonic Sol-Fa were very intense at the sessions of the
National Educational Association. Hosea E. Holt of Boston defended
the staff notation, and Theodore Seward of New York the Tonic Sol-Fa.
In 1886, Seward speeking before the music depertment of the Naticnal
Educational Association seid of the latter system:

The notation is nature's expression of musical

thought. It is the essence of Pestalozziznisme...
To sum all up in a word, it is educational truth. (1)

(1) N.E.A. Addresses and Proceedings, 1386, p. 604.






In reply, Hosea Holt declared his belief

that those who are applying educational methods

to the teaching of vocal music, without discard-
ing the staff, are so far in advance of Tonic Sol
Methods,that the latter notation cannot be of the
slightest value to them and must te a hindrance to
the pupil's progress. (1)

The song method outlined in the National Music Course by

L. W. Mason had become widely known and used. Ingenious and skill-
ful supervisors had, however, supplemented the suggestions in the
course from their own experience and training. Graduelly a reaction
ageinst, and a distrust of the methods and materials in the famil-
iar course develoned. This view was expressed by one supervisor
as follows:

Rote singing is to be regarded with distrust

because it offers so many seductions from

the path of rigorous study by which the end
is attained. (2)

21) N.E.A. Addresses and Proceedings, 1836, p. 598.

(2) 0. E. McFaden in N.E.A. Addresses and Proceedings, 1289, p.€97.

17.






IV, THE ATTFMPT TO SOLVE THE READING PROBLEM

L

In the two decades following 1885, the general curriculum
of the elementary school began an important expansion and reorgani-
zation. As more subjects were introduced into the curriculum, the
individual teacher was forced to become more skillful and efficient.
Music vas now one of the daily subjects which the classroom tezcher
was expected to teach in a period about fifteen minutes in length.
School authorities had come to believe that instruction in music
must be put on an equal basis with other subjects in the elementery
school, and teaught as were the other branches by the regular class-
room teacher. They believed that

the instructor should be first of all
a teacher, then a musician - first a
pedagogue . . . o then a performer. (1)

Supervisory control of special subjects beczme the rule. The
special music teacher who visited each school about once & week evol-
ved into the music supervisor who directed the work of the grade
teacher.

A number of new nusic readers were written during this per-
iod, some of which edvocated slightly new methods of approach to the
problem of sight reading. Among the first to produce & new method

was Hosea E. Holt. His Normel Music Course provided plenty of well

€8) Philip C. Hayden in N.E.A. Addresses and Proceedings, 1892, p. 531.
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graded material in such form that the elementary teacher could
handle music work successfully, and it covered every rhase of

music reading so logically and thoroughly that the pupil was more
than likely to become a proficient reader. Based on & note-to-note
pedagogy resembling the prevailipg system of language teaching it
was readily accepted. Every tonel and rhythmic problem was worked
out by a step-wise plan and carefully illustrated. The grade teach-
er was able to understand what to do.

The part music in the Normal Music Course was written in

contrapuntel style, while that in the National Music Course was har-

monic. Holt used the modulator, charts, and five fingers of the
hand for tone dictation, upon which he placed much emphasis.

The Normal Music Course which consisted of First, Second,

and Third Readers for elementary grades, and The Futerpean Song

Book for high school, were published in 1883.

The story of how school music forged ahead can hardly be
sepereted from the music schools which were organized for the in-
struction of teachers in the new methods. The school esteblished
by Hosea Holt to demonstrate his method did much to create the en-

thusiasm which gave to the Normal Music Course the place which it

held for a decade in public school music. Holt's school, organized
in 1884 in Lexington, Massachusetts,was the first school devoted
exclusively to the training of music supervisors.

A number of music series followed that of Holt's: The

Cecilian Series of Study and Song by John Tufts in 1892; L. W.
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Mason's National Music Course was revised in 1885, by Ginn and Com-

peny; in 1895, the John Church Company published the Model Music

Course, and the American Book Company published the Netural Cource

in Music. The latter course prepered by Frederick Ripley and Thom-
as Tapper tended to simplify the material for both teacher and pupil.
The method tried to eliminate the theory of music as much as possible;
such artificial devices as hand signs and musical ladders were omitted.

The authors thus ettempted to avoid the weakness of the Normal Music

Course, which in spite of its elaborate tonal and rhythmic drills,
failed to readily apply in reading generel music. Music symbols,
free of technicalities, were used in the attempt to represent def-
inite and concrete tonal relations.

The general philosophy and method of this course was next

incorporeted in the Melodic and Harmonic Courses, which were edited

by the same men.
Francls Foward of Bridgeport, Connecticut, who compiled the

. (1)
Novello Music Course in 1899, made two important contributions to

the music pedegogy of this period. An expert in children's voices,
Howard stressed the importence of the correct use of the child voice:

The tone which.....is physically safe
end beautiful in quality, is the head
tone. Elaborate systems of voice culture
are out of place in the schoolroom..ees
Yhen the habit of using the voice in the
right wey is fairly formed, both the men-
tal perceptions and physical sensations
form the strongest sefeguszrd for its con-
tinuence. ()

1) In spite of extensive correspondence, we were unzble to consult dir-
ectly all of the Music series discussed in this chapter.

(2) N.E.A. Addresses and Proceedings, 1297, p. 737.
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Howard also held the view that children leerned to do by
doing, that music reading consists not in preparingvfor reading ty
elaborate drills and exercises, but in sllowing the child to read
unhampered by devices.

Influenced by the new philosophy of the child voice, the
rote song, which had formerly teen pitched too low, was now vritten
generally within the octave from E flat in the fourth space of the
treble clef to E flat on the first line. This avoided harsh, throaty
tones, and aided in developing the lighter, more flute-like quality
which Howard advocated.

In spite of notable exceptions under forceful, skilled
music teachers, the general classroom practice of this era emphesized
knowledgse rather than skill. The prevailing method of teaching music
was still the scale-drill method, and the acme of expert singing
classes was still the ability to go through elaborate exhibitions of
difficult intervzl and rhythmiec drills. Too much emphasis was placed
upon the preliminaries to singing, rather than upon actual practice
in reading music.

Sterrie Teaver of Testfield, Massachusetts, anothar important
fizure in school music, taught around the turn of the century. His
influsnce upon music teaching was from a somevhcot different angle,
for he ettempted to apply scientific methods to the problem of sight
reading. TWeaver attempted to strip it of all the cumbersome devices
of the period znd to develop, throuzh imitntion, accurzte and fixed

tonal meaning for the so-fa syllables. He seldom used music books



excepting as a test for sight rezding, and his only mzaterisls were

his voice, the blackboerd, znd individuzl singing slips. Fye train-
ing was preceded by esr training; rhythric problems were lecrned
by imitation.

Tune is taught by imitation, but time

is taught by analysis. Vhy not teach

time as we teach tune? (1)

Teaver claimasd that 75% of the children could be tzught to

read mucic at sight, with no more timne beinz given to singing thzn

study. The center of emphesis was the

w

was then allotted for it

individu=1l child, end the edaption of the method to every child.

o

This was Teeaver's main contribution to school music. It may well
be considered the outstanding contribution of the period.

The probler of sight rezding was by fzr the nost pertinent
one in rusic during the last yezrs of the nineteenth century. Rote
singing w2s largely neglected in an effort to find the solution to
this problem. In 1220, A,Gove of Denver told supervisors in session
at the National Educictional Associantion that

the study of the elements of music has no
more dependence upon the ability to sing
thzn h:s the study of pzrcentace. The
daily practice r= nmrad is a tusk, =2nd not
necess=rily o pleasu*e to the cl:bs......

Song-sinzging vhile & pleusznt ferture....
is a small part of the legitimate work,

il) N.E.A. Addresses and Proceedinzs, 1900, p. 537.
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and is related to the main study in hand
as is &.....declamation or oration, to the
study of reeding. (1)

In 1893, however, the music educstion depariment of the
National Educational Association gave considerable attention to the
danger of confining the course of study for too long a period to
reading and singing mere mechanicel exercises devoid of artistic
merit and empty of thought and feeling.

It was this very absorption in attempting to prove that
every child could learn to read music, that definitely established
music as a school subject.

The attempt to solve the reading problem in the period
prior to the turn of the century was thus sccompanied by two other

major factors, the emphasis upon individual work, and the discovery

of the correct use of the child voice.

1) N.E.A. £ddresses and Proceedinzs, 1890, pp. 219-820.







V. THE "NEW EDUCATION™ IN NMUSIC
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Near the turn of the century, the "book-subject" curriculum
of both the elementary and secondary schools began to change in con~-
tent and method. Nezture study, art, the sciences, and the manual
and home arts were introduced into the curriculum. Two important
forces influenced the fiela of general education. One of these
was the pedazogy of Herbart which emphasized the instructions
side of teaching technicue, perfection of method, and detailed
teaching plans. The second was the child-study movement which
brought about a "new education" stressing spirit rather than meth-
od. It assumed

to develop cheracter, to perfect the
constitution, to consolidate the health,
to elevate the moral and religious senti-
nments, to fit men and women for practicel
lifeseese (1)

The influence of these forces was reflected in music in
the demand lor more beautiful and fitting songs, for the actual
use of more song material, and in the formulation of a method of
teaching reading, with song as the basis. Exercises, which were
still used, were singled out of the melody being studied, and re-
iterated to fix it in mind. The plan of leading up to the song

through many graded exercises was conceded to be a violation of

the principles of "the new education".

(1) Margaret Morris in N.E.A. Addresses end Proceedings, 1290, p. 815
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The new emphasis on song singing came as a natural reaction
against the great stress laid on reading in the preceding period.
Both conceptions were important in developing school music. It was
the mission of the "new education™ to fuse the two ideas.

We have spoken of how the child study movement stressed the
spirit rather than the method of instruction. The application of this
peint of view to music was due largely to William L. Tomlins, who
taught in Chicago from 1883 until 1893.

The underlying principles of the song method were demon-
strated at the National Educational Association in 1900 by C. H.
Congdon of Chicago. He attempted to prove that song is the basis
of the child's music study, that all musical conceptions should be
based upon the song, and that all technical drill should apply di-
rectly to it. In music just as in learning to read, thought and
experience come first, practice afterward. As the words and phrases
requiring special drill in reading are selected from familisr mater-
ial, so, in the song method, the exercises or elements which are
being studied are developed from songs. Every new problem is exem-
plified by its practical application in exerclses and songs, and re-
iterated to fix it in mind. The careful selection of simple pro-
gressive material for the practice of sight reading is extremely im-
portant. (1)

The principles steted by Congdon comprised the foundations

Zl; C. H. Congdon in N.E.A. Addresses and Proceedings, 1900.
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of the school-music books which began to appear about 1900. The

Modern Music Series produced by Eleanor Smith and Robert Foresmen

set a new standard of children's music literature. They filled a
great need, for until this time no good collection of children's
songs had been compiled in which both the words and music was suit-
ably adapted to children. The Smith-Foresman books, employing the
song method, embodied the new spirit of the child-study era. The
nmusic was of the highest quality, and contained all the elements for
developing reading technique. The pedagogy was not dogmatic, how-
ever, and left much to the judgment and skill of the teacher.

Other series which contributed greatly to the enrichment

of school-music literature were the Congdon Music Series by C. H.

Congdon, songs by Jessie Gaynor, by Otto Miessner, and the Laurel
Music Books edited by W. L. Tomlins and published by Clarence Bir-
chard.

During the era from about 1895-1910, the song method was
generally accepted by music supervisors, particularly wherever the
child-study movement had gone. There was not, however, any statement
embodying a course of study which might serve as a guide to teachers.
Consequently, there was definite need for an outline which would
bring some degree of uniformity to the field of school music. Fur-
thermore, there were many different theories regerding the way in which
musie should be taught. A few individuals still believed in the

"fixed do" method; a great number taught the key of C first, followed

by the sharp and flat keys; the majority believed that ear training
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should precede eye training. One group believed that all the el-
ements necessary for teaching music were contained in the rote song.
Among some supervisors the plan of changing keys oftener, brought
the Congdon chromatic pitch pipe into general use.

With the exception of a few cities in New England and the
Middle West, public school music has been limited to a period of
about fifty years. High school music has been a part of that pro-
gram for only about twenty-five years, although the foundations were
laid in the late nineteenth century. There were outstanding examples
of pioneer choral work near the end of the last century which were
directly related to the work being done in the elementary schools.

As early as 1375, Benjamin Jepson of New Haven, Connecticut,
trained a group of three hundred high school graduates in standard

oratorios. In 1890, The Creation was performed in Dedham, Massachu-

setts, by & high school chorus under Samuel Cole.(l) Early in the
twentieth century, smaller choral works, such as Geul's Holy City

and Cowen's Rose Malden, were being performed by secondary schools

Zl) Concerning the performance of such ambitious work by high school
groups, Frederick Chapman of Cambridge, Massachusetts said:

"Referring to high schools in New England which have given
Haydn's Creation and Mendelssohn's Hymn of Praise, I am convinced
after hearing school children attempt to sing these compositions
and others of the same calibre, that while it is possible and
advantageous in some respects to have excerpts from these master-
pieces studied by pupils of modern high school age, the works as
a whole should rather be heard than attempted by the school chorus."

N.E.A., tddresses and Proceedings, 1911, p. 208.
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in widely scettered parts of the United States.(l)

Well-knowm selections from oratorios and operas, together
with cantatas like these nzmed above, appear to have teen the mater-
ial in most general use for high school choruses.

A few books of merit were compiled and edited by outstend-

ing supervisors. Two such books were the Lowrel Song Pook by William

L. Tomlins, and the Students' Song Book by Osborne McConatly. The

books contained standsrd part songs, and selections from operas and
oratorios. A few choruses were published in pamphlet form at this
time.

Such chorel echievements as those mentioned in an earlier
peragraph vere ty no meens general. More often, high school musie
consisted mainly of zimless choral work once or twice & week, devoted
largely to singing songs without definite supervision, and with little
or no incentive for perforrnence. Such a condition prevailed, for ex-
emple, in Providence, Rhode Island, where, in 1883, the sole musical
opportunity for the large high school was the one veekly period when
the pupils of the classical and English depsrtments met in the audi-

(2)
torium for singing. There were no classes or recitations in music.

(1) Birge, p. 165.

(2) M.T.N.A. Proceedings, 1920, p. 55.
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That high school music was considered impractical, is
shown by the following citetion from an address by O. E. McFaden
of Minneapolis:

It is true that much more interest can

be created in the lower grades than in the
higher, and that in the higher grades there is

a falling off of interest because of attention
to other matters of alleged greater imrportence...
With these facts in mind, it behooves us then

to make the best possible progress with music

in the lower grades, where the conditions are

na turally more favorable. (1)

At the turn of the century there were two problems confront-

ing school music, which demanded cereful and serious attention. The

first was the lzck of thorough and uniform training of grade teachers

end supervisors. Aside from the few leaders, the proportion of
music teachers before 1890, who had an education beyond the high
school, was small. Music, the subject most harmed by incompetence
and lack of skill, was the one subject not required in the grade
teacher's professional treining. Authorities permitted no other
subject in the public schools to be presented with as little train-
ing as was music.

The second problem was the lack of uniformity in the teach-

ing of music. Few schools had supervisors; the training of super-

visors varied greatly; there was no uniform standard on which courses

of study could be based.

(1) N.E.A. Addresses and Proceedings, 1389, p. 700.
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In spite of these problems, and the conflicting opinions
which prevailed, there was, at the close of the nineteenth century,
an emancipation from "cut and dried" methods of teaching with a
desire to better understend child nature end to use materials which
would be best suited to the interest and development of the child.

Leaders in school music had reason to believe that music
as a subject in the curriculum, had now reached the point where it

no longer needed the vigorous championship it had demanded in the

past.
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VI. WIDENING HORIZONS
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The child study movement discussed in the preceding chapter
was largely responsible for defining the present-day purpose of
school-music in terms of the child's interest and enjoyment in music.
The chief theory of that movement, that knowledge is best gained
through the child's interest rather than tﬁrough predetermined rou-
tine, led to a new evalustion of subject maetter in terms of interest.

It was inevitable that the new psychology of education,
should have trought about many changec in classroom practices, 2nd
in text material. By such techniques as group activities, individual
recitation, and socialized projects, the whole process of education
hzs been changed from formal drill to specislized development of the
individual within the group. This point of view was of as great con-
sequence to school music as to the general field of education. It
influenced the formulation of the ultimate aim of school music - to
lead the child to know and to appreciate music in as many ways as
possible in order that his life may be broad and full. It accounts
for the entrance of the many new musical activities and interests
of the past three decades - appreciation, history, instrumental
music, the acappella choir, and special vocal and instrumental classes.

(a) Elementary Musiec

The controversy over the relative merits of the various means
of approach to music reading continues to the present time. The

"fixed do" plan still had its advocates, but the "movable do" system
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is by far the more prevalent and appears to be the most feasible
plan for dealing with masses of children in the public schools.

In general, the conflicting views of the nineteenth century
have gradually been blended, so that the principsl tendency in the
past two decades has been in the direction of simplification of
reading procedure. Where formerly, the emphasis was exclusively
upon acquiring skill in music reading, the stress is now upon the
music that is read rather than upon the reading process. Most of
the time which was once spent on drill is now used 1n reading more
music. Problems of rhythm and tone which were formerly anticipated
by preliminery drill, are now handled in connection with the songs
in which they occur.

One group of music educators advocates discarding the use
of any kind of syllables, on the grounds that syllables make child-
ren dislike music. These educators use a number system or nothing
at all for an intermediate association between note and tone. In
some places a system of reading by interval and chord is introduced,
the children being made acutely conscious of the tone center. Al-
though some schools have been extremely successful in these modern
practices, most music educators believe that for the elementary schools
the "movable do" system is still the most effective method. As pupils
progress, syllables may be dropped in favor of sight singing with
words, with humming or singing a neutral syllable to clear up por-

tions which present difficulties.
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Children who are gifted musically do not necd any device
for reading music, but those who are not especially gifted need an
intermediate association. If they do not have it, they will either
guess at the tone or depend upon the lezadership of the few gifted
children in the class.

The general verdict of educators in regard to the substi-
tution of numbers for syllables, is that there is no advantage in
the change. The so-fa syllables are in general use #nd are con-
ducive to good tone production, while the numbers which are not in
general use, are unmusical and difficult to vocalize.

The music curriculum has been broadened and enriched in the
elementary as well as the secondary school. Today, music in the
lower grades is a many-sided activity. The modern child may express
himself musically by learning to sing, by leszrning to play en instru-
ment, by perticipating in appropriate rhythmic response, by learn-
ing to read music notation, by listening to good music, and by creat-
ing music. Appreciation in the form of "Listening Lessons" is now
a part of every well-balanced music program. Great emphasis is placed
on song games and folk dances. In more recent years, the percussion
or rhythm band has had considerable vogue in the lower grades. Its
development extends upwards, gradually making use of the violin and
other instruments, and culminating in the intermediate and grammer
school orchestras which are now a regular part of the curriculum in
many elementary schools. The plan of teaching piano playing to groups

of children is one of the most valuable movements in music education,






34.

end has resulted in the teaching of countless thousands of children.
As in the secondary school, the class idea of instruction has led
inevitably to include classes in most of the instruments of the or-
chestra.

Nothing so stimulates children to perfection and memoriza-
tion of music as the knowledge that it is to be performed in public.

It is a strong and worthy motivating device of which freguent use
is made.

Types of public performence range from little concerts bty com-
bined rooms to the music festival, and the operetta. Although the
lztter does not compare with the concert or festival as an education-
al force, it gives invaluable training along various e:xtra-musical
lines. Following the outpouring of fine children's literature about
the turn of the century, there have appeared meny children's operettas.
The chief educational objection to the school operetta has been the
conmparatively low gquality of both words and music in the majority of
these works. Grade school operettas have from the beginning, and still
appear to average higher in both music and literary quslity than do the
operettes for high school. Because of the great ezppeal of dramatics
and costuming, an operetta project has a great influence on the pupils'
interest in music, and its use is very extensive.

The song meterizl for elementary grades has been greetly en-

richked since the publication of the Modern Muscic Sferies by Smith arnd

Foresmen in 1898. There has followed the publication of meny cour.e.
increasingly rich in content end technique. The more significent u- te-

riel 1is as follows:






1903 - 1206

1908

1912

1914

1915

1923-1924

1923

1923

1927

1936

The New Fducational Series,

by McLaughlin, Veazie, and Gilchrist.

The Eleanor Smith Mucic Series
]

by Eleanor Srithe.

The Lyric Music Series,

by Jolnstone, Loonis, end Vhite

The Progressive Music Series,

by Parker, NcConathy, kiessrer, end Pirge

The Hollis Dann Music Course,

by Hollis Dann

The Universal Music Series,

by Demrosch, Gehrken, end Gartlan

The Foresmen Book of Songs,

by Robert Foresman

The Music Eduecntion Seriesg,

by Giddings, Farhert, Baldwin,and Newton

The Music Hour feries,

by McConatly, ifiessner, Eirge, and Bray

The Vorld of Music Ceries,

by Glenn, Leaviit, Rehmann, end Baker

In spite of a definite improvement in the song literature for

children, practically all elementary music books at the beginning of

the century gzve a great deal of spece to formel exercises and drill.

Furthermore, much of the literature was still unadapted to child life,

because it dealt with abstract subjects.

In the second decade, material began to te definitely releted

to child experience, and it has become increasingly teautiful and in-

teresting since then.

About 1915, the editors and compilers of school

music books began to include folk material from meny countries.
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Although a few courses still made use of formel exercises
as the means of approach to tonal and rhythmic problems, the
"observation™ or M"pettern™ song ves the more ususl medium of teach-
ing music reading from about 1915. Tith the various music courses

were published Teachers Manuals which contained definite methodé of

presentation.

In the present decade there is a tendency to do awey with
definite techniques and songs which are written for psrticuler cour-
ses with specific problems in mind. Vhile there are still some series
vhich use the "observation" song &s a means of developing a method,
other series, assuming that the child should be associated with only
the finest music, use folk material with many art songs. Formel drill
has more nearly taken its place as a means of gaining pleasant musical
experience rather than as an end in itself. There is a trend towerd
the ettitude that the whole music program is best developed by adapt-
ing it to the situation present in the individual clessroom rather
than through a specific manner of teaching.

(b) Junior High School Music

There was one outstanding innovation in the field of general
education which definitely hastened the country-wide growth of school
music, particularly instrumental music. This was the reorganizetion
of secondary education in the second decade of the present century,
resulting in the junior high school movement. and in the formuletion
of a philosophy of adolescent educetional development.

This reorganization of the American school system tried to
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meke possible a gradual transition from the elementary to the sec-
ondary period of school, end thus bridge the abrupt break between
the eighth grade and the high school. The change from the 8-4 plan
to the 6-3-3 plen provided a grester variety of subjects, with some
opportunity to select the work which suits the individual needs end
interests.

This newer plan also provided many opportunities for the
adolescent to express himself emotionelly under guidence. HMany avenues
are open to him - the drama, the shop, and various clubs. None of these
excel music as an opportunity for emotional outlet. The recognition
of these facts, combined with the possibility of providing such oppor-
tunities in the new Junior high school unit, has brought about marked
changes in the music curriculum, and has resulted in the recognition
of music as one of the most important fectors in the generasl program
of the junior high school. Instead of the plan followed in the old
seventh and eighth grades - & short daily period spent exclusively in
the sight singing of part-songs, there are now found general music
periods of from three quarters of an hour to an hour in length. The
time is spent in singing genuinely artistic material, esugmented by
listening lessons, and various other interesting musical activities.
This course in generel music is usually reqguired. It is supplemented
bty bands, orchestras, glee clubs, class lessons in instruments, and
even theory classes in the ninth grade, with possible credit for pri-
vate studye.

The flexibility of such a program allows the pupil to explore
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erd to orientate himself. It also assists the teacher to more wisel,
plan the subsequent musical activities of the individual.

In the old 8-4 plen, seventh and eighth grade music consisted
exclusively of singing. The grade teacher who conducted the lessons
was rarely, if ever, trained especially in music, for until about 1920,
music was usually not included in the two-year normal course. Being
unprepared, the teacher naturally stayed close to the mechanical side
of sight-reading and various kinds of theory drills. Such things as
listening lessons, art songs, creative music, and instrumental music
had no part in such a type of school. This does not mezn that there
were no excellent music groups. On the contrary, there were many ex-
perienced teachers who developed in their pupils the ability to sing
part songs with syllables very skillfully, and who were well versed
in key signatures, the major and minor scecles, and other theoretical
points. All too often, however, there was neither inspiration or en-
thusiasm, but intense devotion to a "method" contained in a particuler
set of music books.

With the orgenization of the junior high school, chaos pre-
veiled for a while, for music supervisors had not been trained in
educational psychology. TWith the development of courses in public
school music for supervisors, lasting from two to four years, they
were trained in psychology and pedagogy as well es in music methods.
As a result, music supervisors ceme to realize that the junior high
‘school curriculum must be extended end enriched. Junior high school

music evolved gradually from the old 8-4 plan to distinctly new
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types of classes which are now to be found in the majority of
schools.

First, there is the Genersl Music class, which is required
in the seventh and eighth grades and which is, in reality, a vestige
of the old 8-/ plan. Sometimes this class is taught by the regular
room teacher, but more often by a speciel teacher of music in a
well-equipped music room in which there is an adequate supply of
meterials - a phonograph, a piano, one or more sets of books, and
frequently a radio.

In the program of the ideal generel music class there is con-
stant variety, not only of presentation, but of meterisls as well.
Periods of hard work ere followed by recrestional activity; pert songs
alternate with unison songs; the moods of the songs vary; musical
terms and differences in form and nationality are pointed out; in-
teresting bits about composers are discussed briefly; children with
telent are encouraged to sing and pley before the class. Even though
music is a required subject in these two grades, the groups are cuite
homogenous due to the prevailing plan of grouping junior high school
pupils according to mentel ability. Although there is no exact cor-
relation between musicel ability and general intellectual ability,
there are so many factors in the study of music which call for intel-
lectual ability, that this grouping is found to be fzirly adejuate
for the music clesses in these two grades, and is the only feasible
one for most schools.

The "™unit" plan of organizing and presenting nusic material
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is a late development in junior high school.1 In such a plan,

the lesson plans center around a particular topic, such as "The
Music of Italy" for a period of several days or weeks. There are
obviously, advanteages as well as disadventeges in this plan. If
the units are not too long, &nd if the teacher is capable, concen-
trating on one topic results iIn continuity of interest which is not
produced in a miscellaneous program.

In chorus, the child acquires the skills, attitudes, end
tastes which not only create an enthusiasm for the elective subjects
in the curriculum, but develops the knowledge which is the foundetion
of these clésses. It is through the chorus classes that pupils
explore and are orientated into the various organizations for which
they have a particular telent or 1likinge.

In the supplementary elective activities - glee clubs, spec-
ial mixed choruses, organized appreciation work, bend, orchestra,
and Instrumentel ensembles and classes, almost all children msy find
a place. The attraction of special organizations for the adolescent
is much greater than for the elementery pupil. Music plays a role
of inestimable value in connection with the sense of social reletion-
ship which develops at this period.

Music in the junior high school is still a naturel group
activity as it was in the elementary grades, for individual special-
ization does not begin here. This is the time and the place for ex-

ploring the musical possibilities of children, and for satisfying

215 Cf. Pitts, Music Integration
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the immediate emotional and social needs which are present in all
children at this age.

During these years, both the speaking and singing voice of
the adolescent change and mature rapidly. The voice of the girl grows
richer, but otherwise the change is not noticeable, for the voice
usually continues in the contralto or soprano quality which it h=d

in the sixth grede. The boy's voice, however, usually changes com-
pletely from a child to an adult voice either at this time or early
in senior high school. This depends upon the size end maturation
of the boy. The folloﬁing quotation from a text book published in
1830 is an interesting comment on the attitude of educators of the
time towards the boy voice:

The anatomical alterestion which affects the

change of the vocal tone, consists in an enlarge-
ment of the larynx, which, in males, goes to such
an extent as to give this mechanism prominence in
the throat - the so-called Adem's apple «....

In sore instences, the voice is entirely lost at
this period, and does not return for some weeks.
There frequently, also, sets in & remarkable hoarse-
ness, and young men often lose all control of their
voices; the voice involuntarily brecking, as the
expression is. This is & critical period for the
voice, and great care should be taken. Many volces
are irretrievebly lost during this time..... while
others.....through indiscretions of wvarious kinds,
become poor in guality and worthless. (1)

Smith continues by saying that voices which are changing
should be excused from participation in vocal practice.

There are, at present, two theories regarding the use of the

(1) Smith, W. L. The Practical Music Resder. Quoted from
. Bassini's Art of Singing.
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boy voice during the adolescent veriod. The first, the English
view, is that the boy should sing as long as possible in his treble
voice, after which should come & period of rest, during which time
the boy will not sing for a period of six months or even a year.
This allows the voice to become settled and mezture. The second
view is that held by most American music supervisors and tesachers.
It maintains that since the singing voice parallels the svesking
voice, the boy should be kept singing during the entire period of
change. He does not continue using the treble voice as long as
possible, but 1s permitted to sing gredually lower and lower
parts, passing from soprano through alto and alto-tenor to real
tenor, baritone, or bass. The modern procedure of encouraging

the boy to sing a lower part es his lower tones develop, avoids

the "break™ with its period of "silence". It has been found that
carefully guided use of the voice results in no harm. Furthermore,
this procedure has the advantzge of keeping the boy singing through-
out his school life, and allows well-balanced part-singing in the
junior high school, which is of great value toth to the boy and

to the class.

The guestion of materials in junior high school is one of
great importence. It is particularly related to the boy problem,
vhere proper moterial is imperative if enthusiasm, respect, and love
for music is to be gained. Music is related directly to the boy's
interest by using material concerned with topics that are virile,

meaningful, and forceful. Boys react with great enthusiasm to songs
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of adventure, fellowship, cowboy and work songs, and patriotic
songs. Too frequently, music for boys has been concerned with the
lifeless, reminiscent things of life. Such music often causes an
intense dislike for music.

In order to meet the efforts of supervisors to supply appro-
priate material for every age, editors and publishers have given a
great deal of attention to this problem in recent years.

A great deal of unison meterial is employed, although the
problem of range interferes somewhat in groups containing both changed
and unchanged voices. Unless boys are properly equipped for harmonic
work, singing of music in parts will be a great problem and an added
source of dislike. If, however, the ability to read music is such
thet several parts may be sung with a minimum amount of labor, boys
experience the keenest pride and enjoyment in part-singing. Boys
ere retarded somewhat by the introduction of a lower part. Not only
must they read a new clef, but musically this added part is often
more uninteresting.

The average junior high school is equipped withAa large supply
of music materials adapted to many and varied combinations - unchanged,
changing, and changed voices. There are now a number of excellent
music books available for junior high school classes.

There is an abundance of good unison songs, and two @znd three-
part arrangements for girls. Music written for even senior high school
girls vill not do for the younger girls because of the limited range

of the voices. There is also a great dezl of two, three and four-part
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music available for boys if reading ability and voice renge permit

its use. The four-part arrangement for mixed voices, usable for

all singers, naturally has the most abundant material. There is a
linited opportunity in some schools for the soprano-alto-bass arrange-
ment, although this is seldom necessary.

(¢) Senior High School Music

Although a paper dealing with high school music was read in
the department of music education at the National Educational Assoc-
ietion of 1897, it was not until 1902 that it was given a definite
place on the'program of that conference. At that time a request was
mede of the Department of Superintendence that a paper on "The Needs
of Music in the High School" be read at its next meeting. At the
session in 1902 Francis E. Clark, in summing up the objectives of
high school music, said:

If music is to be an integral part of a high
school music course,eecesseWhy....should it not have
an accredited place in the scale?.....Why should
the pupils be asked to give their time to music....
without credit?.....The amount and kind of reading
and theoretical work must depend upon what has been
accomplished in the grades below. (1)

After summarizing the work which should be covered in the
grades, the spesker continued:

With such a foundation, highschool music may be
made to cover exactly the same ground as the course

in English.....music in the high school ought to
consist of a thoro and comprehensive study of the

(1) N.E.A. Addresses and Proceedings, 1902, p. 626.
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best composers from Hendel down to.....the
twentieth century.....How much of this great

mass of material can we studye.....fith little

or no classification, with small, struggling
classeS,eee..with poor hours, or with an in-
definite program,little can be expected.

On the contrary, if we can have the grades by them-
selves, in separate divisions, some progressive
rlan is m=de possible, and a course of study may
be followed that leads to something. (1)

There is little comperison between the music program prior
to 1900 &nd the curriculum of the modern music depsrtment. Long
before music was considered as a definite and systemetic course in
the secondary school, some kind of vocal group flourished in high
school. Often the occasion for the formztion of such a group srose
because of a prbgram where "specisl music" was desired. The best
singers of the school were merely gethered together under the leader-
ship of some member of the faculty who played the pilano, or who
liked music. Needless to say little if any, consideration was
given to the voice problems peculiar to young peonle of high school
age. Voices were neither carefully tested nor classified. The
pupils were usually asked to sing as loudly as possible.

A perusal of the files of the addresses and proceedings of
the National Educational Association, discloses an increasingly ser-
ious and essential role played by music in the curriculum of the
secondary school, in the first decade of the twentieth century.

Vocal music, by far the most important phase of secondary

music, was grestly stimulated by the attempt, in 1903, to org=nize

(1) N.E.A. Journal end Proceedings, 1902, p. 631.
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high school music as a major study on e regular credit tesis. A
committee of music supervisors coopercting with the New Englend Tluca-
tion Lezgue formulated a course which wes elective, and which pro-
vided for four hours of music each week of the four hLizh school jye»rg,
, (1)

or a total of 576 hours.

Chelcez, Macsachusetts, was the first school to edopt this
course in its entirety, together with provisions for credit. The

e . (2)
plan was introduced by McConathy in 1906.

For many years, vocal nmusic wzs not reguired in high school,
end in the large majority of schools, most pupils drozped music upeon
entering the secondary unit. For a number of yecrs, too, the jues-
tion e&s to whether chorus should be optionsl or compulsory woes an
important one at music conferences. 1In the majority of ceses, there
vere two choruses: the elective chorus, the "shovmenship" group of
the music department organized with the definite objective of public
performances, and the required chorus vhich was considered to be a
preparatory group from which to choose voices for the select chorus.

Vocel rusic now begzan Lo exp:-nd beyond the custonury lied
chorus to include boys! and girls' glee clubs. Such groups appeared

for the first time on the music prozgrem of the National Tducational

Association, in 1908. Previous to this, the only school music groups

Zl; N.E.A. tddresses anAd Proceeding§!_1904, De 702,

(2) N.E.A. Addresses and Proceedings, 1908, v. 8.44.
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apperring on these programs were small choruses of elenent-ry
children used for demonstration purposes
Th2 simple hizh school program of a generation or zore ago

hns developed gre-tly in the rect tu=uty years. It is no lonzer

restricted to assenmbly singing once a week by &1l the students,

Y
0
1%
o

a chorus, and perhaps a glee club or an orchestra which met after
school hours on a non-credit becis. The dee~de tezinning with 1920
vitnessed a remrkable expension of musical activities in hish school.
The perfection of mechrniecal Instruments greatly influenced nusic
appreciation, which in turn stimulstzd inter=:t in toth voezl and

instrumentzl music. The Importonce given to music during the Torld

Tar undoubtedly =zccelerated the zrouth of school nmusic. The gre-ter

o

recognition of the education~l function of music also accounted for
z wider inclusion of the subject in the secondary school curriculum.
Porheps the most sigmificant rhese on the wideninz horizon
of public school music in the trentieth century hos been theot of
instrumentnl muzsic. It o5 only nztur=1l that the intense intere:zt
in instrumental music should emphasize thzat aspect to the detriment
of the choral phase. During the very deccde which witnessed an

unprecedented spread of school music throuchout the n~tion, there

was a tendency to neglect vocel music. This trend was anticipnted

as early as 1917, when a member of the music educnbion department
of the National Flucatlon-l Associstion injuired concerning the
advisability of substituting orchestra for sirnzinz. Tha ensuing

discussion ended with a unsninous vote th=t, ~hile every lezitim-te
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e?fort should be nczde to rezlire the
music, 1t muct never be 2t the expense of vocal music.
o

During the decade that followed this, many grave fe=rs were

sed th2t instrumental nmusic misht suppl-nt vocal music. Al-

w

[}

xpre
though the swing was quite definitely toward the former, fear-cesing
supervisors realized that vocal music is and will continue to te

the foundation of public school music. In the past decade or less, the
new a cappella choir movement has again brought voczl activity to the
foreground.

In so far as it is reasonable and practicable, senior high
school music is offered to everyone. For the less musical pupils
there are chorus and appreciation classes with possibly the privilege
of belonging to glee club, band, or orchestra. For the musically
inclined, and the talented pupils there are more highly specialized
groups - glee club, band, orchestra, choir, special classes and en-
sembles. In lzrge schools, classes in theory, ear-training, and music
history are also offered.

In meny schools, pupils vwho are deficient in technical trzain-
ing, and who desire to enter music are placed in a general nusic class,
which aims to explore the main phases of music in order to acguaint
the pupil with a certain amount of music before he enters the more
specialized courses. This class includes practice in daily sight-
reading and technical points, and familiarity with a number of stand-
ard compositions. It is offered especially to those pupils who enter
high school without heving had music trasining in the elementary grades

or junior high school.
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Until 1920, discussions of choral work in high school, centered
mainly around the High School Chorus, its organization, and whether

it should be elective or required. In some schools, the large chorus
is still the organization to which the most attention is given.

Such is the case in liilnneapolis, where the size of the choruses vary
from one hundred to three hundred, with a combined chorus of from fif-
teen hundred to three thousand.(l) The chorus specializes in accom-
panied works of varying degrees of difficulty.

There is also a group of talented pupils who should have the
opportunity of special training. This condition is met by the organi-
zation of glee clubs. To these classes are admitted only those pupils
who have the required musical ability, and whose voices sound well to-
gether. This is determined on a democratic basis by "try-outs".

Since great care is takep to balance parts, particularly
as to power, the size of the glee club usually depends upon the avail-
able number of high voices among the boys, and low parts among the
girls.

Voice mutation, which is met with in the junior high school,
is also a distufbing influence in the senior high school. Because
the general condition of the boy voice during this time is such that
a sustained music effort in singing is sometimes unwise, the boys!
glee club is the most difficult problem of high school choral music.

The lack of first tenor voices often demsnds resorting to alto-tenors.

1) Giddings, Baker, High School Music Teaching, p. 27
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This 1is seldom satisfactory since these voices nay change at any
time and leave the group unbz=lanced.

It was not until recent years that the glee club has ranked
as a regular class, receiving credit, and rehearsing during school
hours.

At the Music Supervisor's Nationel Conference in 1920, there

appezred for the first time an unaccompanied chorus called the

"a cappella choir". This type of organizaetion, almost entirely
neglected in this country until then, did not become general, except
in a few large schools, until about 1928.

The spread of the movement of unaccompanied singing, with its
emphasis upon improved intonation, and only the best of materials by
the best of composers, had more influence then any other single factor
in raising the standard of choral technigque, and restoring interest
in vocal music.

The voices of the a cappella choir are, wifh few exceptions,
chosen by the director, thus insuring a comparatively high degree of
tone quality and performance. The average high school choir has a
membership of about fifty voices of which about one-third are male
voices. In the average school, the choir meets for rehearsal three
days a week, usually in regular school hours. The tendency at present
is for the choir to meet five hours per week, and to receive the same
amount of credit &s do regular academic subjects.

In the majority of choirs, as well as glee clubs, student or-

ganization and government is the rule.
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Sacred composition is the type of music most widely used,
but many secular numbers are also included. The music most favored
by directors are the better known writings of Palestrina, di Lacso,
end their English contemporaries of the sixteenth century, the Ger-
men literature of the seventeenth and eighteenth centuries (partic-
ularly the works of Bach), compositions from the Russien school of
the nineteenth century, and modern compositions and arrangerents by
American composers.

Most directors plan to master a limited number of songs
thoroughly, but a few prefer to cover many songs, in order to give
the student a broad end comprehensive background of choral music.

Although violin classes began in 1911 in Boston and the
movement soon included all band and orchestra instruments, it was
not until 1920 that vocal class work became general. The original
purpbse of group voice instruction was to guide and interest high
school pupils until their voices were sufficiently developed to
permit priveate lessons, and to further afford an opportunity to
test whether ability and talent warranted the expense of vocal
study.

The first problem was to develop a method or course of study

vhich would be shorn of the multiplicity of deteils and vagueness of
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style found in available books on voice culture. Next, there had
to be set up a few simple and fundamental principles which high
school pupils could grasp and apply. Briefly, three laws cover
the technique which was, and is still the basis of vocal class in-
struction:

1. Control of breath

2. Freedom of vocal instrument

3. Tone placement

In addition, a few vital points in song interpretation,
stage presence, refined and distinct articulation, and a limited
repertoire of songs to be memorized constituted the course of study.

The voice class is usually confined to students of the junior
and senior classes.

The music material used in schools prior to 1900 was indeed
meagre and restricted compared to that which has been avéilable for
the past two decades. There has been a steadily marked improvement
in the musical content and pedagogic value of music text books. Today
America stands first in respect of materials which are suitable for
every age and every kind of vocal and instrumental combination.

The improvement has been particularly noticeable in the mater-
ials used by high school vocal groups since 1920. The qualification
that the credit obtained be commensurate with the materisl studied,
and the results obteined, has had its influence in ruling out a great

deal of trivial material used in the past. The state music contest (1)

(1) cf. p. 61 below
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which has been in vogue for almost two decades, and which has been
Judged by musiecians of high standards, has done much to raise the
standard of mezteriels to a dignified and musicianly level. This
improvement has been particularly marked in the boys! glee club,
where suitaeble material is very necessary because of the limited
range of the adolescent boy's voice.

From a perusal of the programs and articles in the journal
of the Music Supervisor's National Conference it appears that early
high school choral groups used material consisting mainly of folk
song arrangements, and literature by foreign masters, including
standard choruses from oratorios and operas. Such music was used
almost to the exclusion of American writers, who had, in reality,
contributed little to the field of choral writing.

bue to the reaction against German music during the Vorld
Tar, particular attention was directed to the works of American
composers. After 1918 and 1919, ere to be found a number of fine
choruses and contatas by Americans being widely used. Today the
best American writers are well represented by choral work, much of
which has been written expressly for school music books.

Choral literature for both junior and senior high school
is now to be found in abundance. A generation ago, it was thought
necessary to write dovm to high school students - to give them
simplified and abridged editions of the classical and semi-classical
masterpieces. Today many high school choruses give these works es

written by the masters.
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Although the largest group of material is found Tfor the
mixed group, and the girls' glee club, there is a great amount for the

boys! glee club, if the teacher will but use proper care in selection.
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VII. RECENT PRACTICES AND TENDENCIES

EE I S

Many new or re-emphasized practices in music education are
having a strong influence in the enrichment of the music program.

A new element entered school music in 1911, with the perfec-
tion of the science of reproducing sound by means of the talking
machine and the automatic player piano. With the possibility of taking
the musi¢ of the great masters into the schoolroom on these recordings,
came a new phese of school music termed "music appreciation". At first
the work vas stereotyped and superficial, but with the improvement of
the reproducing instruments, techniques in "appreciztion™ lessons also
developed, until it has become one of the most vital subjects in music
education. With the advent of the radio, another effective factor in
music education became available. Although still somewhat in the ex-
perimental stage, there is no doubt that radio is destined to play an
increasingly large pzrt in education. It is of great usefulness in
a supplementary capacity if all listening is based upon carefully inte-
grated preparation. The newer tendency in the field of radio, as cor-
related with education, is that pupils not only listen to the many
fine programs which are specifically prepared for the classroom, but
that they plan, prepare, and present projects over the radio. Super-
visors of music are cognizant of the possibilities of this force, while
carefully weighing each new project and accepting or rejecting it upon

the basis of intelligent judgment and discrimination.
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Departmental organization in the elementary school provides
a type of music instruction which cannot be expected of the grade
teacher who is seldom adecuately prepzred in music, and who &alreedy
has several subjects assigned to her. Another edvantage of this plan
is that a special room, well-equipped for music, is assigned to full
time use for music instruction. In addition, such a program as this
lends itself to hendling various levels of‘talent and caring for in-
dividual differences through different kinds of musical activities.

The test and measurement movement is intended to discover
differences in capacity and to diagnose needs of the individual
pupils. Educators, in providing for differentiation in talent,
first cared for the normal and the subnormal child. Now the empha-
sis is beginning to be placed upon opportunities for the talented
child.(l) Talented children may be adequately cared for through
departmentalized instruction which provides organizations such as
the orchestra, school choir, small ensembles, class lessons, and
private instruction.

Summer music schools for children have assumed considerable
importance in the past decade or more. Some of these schools have
been carried on as experimental projects in connection with the
music education department at Northwestern University; the University
of Wisconsin; Teachers College, Columbia University; Western Reserve
University and many others. In general, these care for talented

children who desire additional and more intensive training than they

(1) Research Council Bulletin, No. 13, p. 5
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receive during the school year. One of these institutions also
maintains classes for children who are deficient musicsally.
Another type of summer school is the musiec camp for high

school students, of which The National High School Orchestra Cemp

at Interlochen, Michigan is an outstanding example. Most of these
camps have no official connection with either the public schools or
a university.

The experiments by the Universities are significant because
of their demonstration of better teaching methods. All are significant
because of the suggestion they offer boards of education for a longer
school yesr, and for the probable effect of the freer methods of the
summer school with its emphasis upon social values, on the procedure
of the regular school year.

The integrated program of studies has becn greatly empha-
sized in the last few years. It is a part of the new educational
philosophy which tries to develop in children the ability to discover
new lines of endeavor, to plan, create, evaluate, and execute. 1In
such a program

We have pupils and teachers planning together
group and individual projects and undertakings
in which the information sought and the pro-
cesses involved are necessary steps toward punil
conceived goels. In such an educational pro-

cedure, subject matter bouridaries are crossed
and recrossed when the occasion requireS.ess.(1)

(1) M.E.N.C. Yearbook, 1933, p. 359
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Perhzps no other subject in the curriculum offers more
opportunity for integration than does music. In the integrated pro-
gram, music is of two types:

(2) Music integrated with other social studies.
(b) Integration of the music program within itself.

In the selection of integration projects of the first type,
care is taken not to use music merely &s an accessory to the other
subjects. Music which can actually be experienced by means of par-
ticipation either by creation or by reproducing is most valuable.
Maximum pupil participation, which is one gosl in music education,
can best be accomplished through socizlized projects beczuse here
integration can most easily be made.

There are meny themes which do not lend themselves to
musical treatment at all. On the other hand, there are many ac-
tivities which are incomplete unless an opportunity is provided
to experience music relating to those activities.

Music makes a valuable contribution to units of study deal-
ing with historical epochs and the culture of netions.

The success of the inclusion of music as a psrt of the in-
tegrated program depends largely upon the appropriateness of the
musical treatment, the authenticity of the music material used, and

(1)

the validity of the musical experiences provided.

(1) M-E.N.C. Yearbook, 1932, p. 350
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Creative music follows two lines of development; original
composition, and the construction and uce of instruments. The chief
value of creative music lies in the satisfzction experienced through
self-expression. Trom the standpoint of education it is zlso val-
u:ble because of the large amount of incidental learning which takes
place during the creative process. Some of the mearzinsl le:rnirg
vlich talkes plece in original composition includes increased pover
in theory, sight regding, ear training znd apprecistion.

Compositions are created both by indivicduel &nd group effort.
Sometimes the stimulus is provided by a lyric which may or mey nob
be original vith the puplls. Again the melody may be crented for its
own seke. The result will be‘gimple, well-k2linced tunes. \bften
the comhined efforts of the children result in a program or an
operetta.

The phase of the construction of instruments hLas received
its most definite formulation at Teechers College, Columbie Univ-
ersity under the direction of Mrs. Satis Coleman. The instruments
renge from glesses containing varying amounts of veter so thet they
cen be tuned, to rattles and drums, xylophones made from graduated
lengths of metal or wood struck by hammecrs, to flutes and stringed
instruments. This phase of creztive music includes also the pleying
of music created by the children for the instruments constructed.
The dznger in such activity lies in the fact that too much time and
effort will be given to the msnual side so thet the ectuel playing
of the instruments is deleyed. At present, this work is confined to

the youngest pupils such &s the kindergcarten end firet grade.
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Although educators have long recognized the velue of rhyth--
mic development, it was the private school and studio rether than the
public which first introduced this phase of educzation.

Through observation of the results obtained by the teaching
of Jaques - Delcroze, music educators have been led in the past few
years, to emphasize some type of bodily expression or physical response
as a fundemental factor of musical development. Consequently, some
form of rhythmic training is graduelly being introduced into the music
curriculum.

Dalcroze Furhythnics is the most complete and elaborate plan
for training in rhythm that has ever been evolved. 1In its entirety,
it is actually more than a system of teaching rhythm. It is a system
of education, which has as its objective the achievement of balance
in the whole individual.

The Delcroze Eurhythmics is based in general upon two
principles:

(2) Every normsl person has the possibility of becoming

rhythmic.

(b) This potential rhythmic ability must be developed

through large, free, organized muscular movements.
The stimulus for these movements is the music heard.

It is impossible to attempt to introduce the Dalcroze method
in its entirety until both the supervisor and teacher have had the
necessary treining. However, a modified form of Eurhythmics or some

type of todily expression is being presented in many schools.
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The contest movement has exerted a great influence not only
upon the standard of materiel used by high school music groups, but
it has been responsible for a merked improvement in the auality
of performance.

The earliest school music contests in this country were part
of an inter-cchool competition which included athletics, elocution,
and music. Before 1930, hovever, music contests had btecome an inde-
pendent activity.

The spirit and aim of contests is shovn in the following
quotation from Kansas Contest litercture:

Not to win a prize or to defezt en
opponent, btut to pace esch other on the
road to excellence.

Quite early in the contest movement, educators began to
recognize that the intensely competitive factor lessened the educe-
tional value of the events. Accordingly, in most stetes the original
contest program has been abandoned in favor of the Competition-Festi-
val. In this, the element of winning has been pleced in the background,
end it is conducted &s & means of comparison of performence rather than es
a competitive meet. These events, properly handled, comprise a val-
uable educational enterprise.

LA massed performence of the various grours at the close of the

festival is given a prominent place in such programs.
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Just as the genersl conception of educztion changed and
developed in the past century, so in the field of music the parallel
development has brought many changes and notable prectices.

Not only was the development parslleled in en abstract manner,
but In the specific theories and practices of methodology in teaching.
Beginning with the early singing school, which many times closely em-
ulated the spelling bee, music pedagogy carried out the arplication
of the Pestalozzian principles, as set forth by William Voodbridge end
Lowell Mason. These principles were largely misunderstood or forgotten
by their immediate followers, but many have since been recovered.

With Luther Whiting Mason's philosophy of the song as the basis
of music reading, there was a seprration from the traditional methods
of the singing school.

This method, which was international in its influence for over
a decade, later cume to be regarded with distrust as mucic teachers
turned their entire sttertion to the probtlem of the mastery of sight
reading.

Following this period in which music had tecome firmly es-
teblished as a resuder school sutject, thore developed the song metlted
cf reading, which closely coincided with th=t advocated by Luther Thit-
ing Mason over thirty yz:zrs tefore - the princinles of which ncre em-
ployed in the cources of music published in the first third of the

rresent centurv.



Out of the generel child-study movement of the early twen-
tieth century, ceme an enrichment of mu<ic litercture for children
vhich has continued to thes precent time.

Throughout the yenrs, school musgic hes tended mere and more
tovard values which 2re truly musical. The emrhacis ks moved from
technigque ard rnetrod to considerstion of the child in terms of satis-
fying erd fruitful musical activities.

The central activity is the singing of songs, lecrned either
by rote or as the result of music-reading skill. The child's other
nusic learning ectivities are definitely related to his songs, for
it is through the correlation of singing, and such experiences as
music appreciation and creative expression,thet music becomes a uni-
fied experience for the child. The present point-of-view is thet
skills may be best ccriired throush the approcistive and creative
approaches. On the whole, however, music teachers h=ave been inclined
to continue with the more traditional methods.

Tith the exception of a few lemders, music educators have not
anplied ccientific reaearch to the specific techniques of teaching
music. Up to the present time, all chanzes in methods and presenta-
tion of materials of public school musie h~ve growm out of "trial
and error". The objectives, procedures, =nd meterials of musiec
educators have been largrly detarminad by the opinion of groups of
more or less well trained teschers. The truth or f:lsity of the
problems of school music hns nev-r been eshablished by scientific

research.
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Within the last deczde, however, there have been numerous
attempts to evilu=ie the eduertionzl recults of music inztrucilion.
Thaere hns ¢lzo teen a definite teondency tnoard a scientific latora-
tory approzch to music educstion in the dir-ction of tesis and
rmeasurenents, mensures of musical talent, pi<no tonch, violin vibrato,
tone placenent, etc. .

The fi:1d of music eduerntion 7ra-tly neadz thie 1mnetas and en-
lizhtenment of the scientific, tut in co deing, the d'nz=r of molking
an evpirincatel loboratory of the rezulsr closs room must te avoided.

Such absolute scientific approaches as those advanced by men

such as Dr. Carl Seashor2 of the University of Iowz, and Dr. Willinn

Learson of the Exstmon School of Music, cserve as cwerplzs of vhnt is

jou

eing done in abstract scientific study. Vith scisntific tests, such
2s accurzcy of pitch ord cousoannce, the tzacher hes 2 clue nlich no

Aesree of psycholozicnl under-tending con furnish.

Others, such as Max Schoen of the Carnezie Institute of Tech-

nology, and James Mursell of Colunbiz University, zre less absolute

in their approoch, but represent 2 distinct advonce over the older

tzre of elnss room eperiacnistion.
The pur~ly ccientific attitude is not to be conTused with

4

poycholozie2l understonding of the pupil ond the kind and awmount of

1 terial to be administered at vrarious levels of leerninz. The scien-

=

tific spnronch collects factual knowledge of minute details of tech-
nijues znd learning processes which teachers may then proceed to or-

ganize into efficient methods of instruction.
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Music education is, at the present time, in the midst of
an era of merging the knovledze of existing and successful procedures
through conferznces and clinies. This is extremely vsluable and
has been the most important factor thus far in raising the stand=ards
of musical instruction. The entrance of the scientific study into
this field should bring far reaching imnmovations which may well revo-

Jutionize music Instruction in the schools of the next decade.
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