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INTRODUCTION

In the short time that I have been active as a music
teacher, I have already experienced the satisfaction of wat-
ching my students grow in musical stature. There seems to be
no greater thrill for an educator in any field of study.

Yet how frustrating it 1s to leave the school and enter a
commnity where one's profession is regarded as slightly
akin to a "luwxury" by some, and totally unnecessary by oth-
ers! My first impression was one of alarm, Had I been mis-
led during my four years of professional preparation? Was
my life's work to be considered superfluous by other hen?

My doubts were short lived, Before I had completed ﬁw
first yeaf of teaching, I was called into military service,
where it was my good fortune to be statlioned near a large
city on the Pacific Coast., Here I observed a different atti-
tude on the part of community residents; feeling as to the
Importance of music in everyday life ran so strong that a
type of "general music class' was required as a part of the
orlentation program in the secondary schools, Attendance
at musical performances was high; audlence slnging preceed-
ed practically every meeting in the commmunity; critical dis-
cussions of music were to be heard everywhere; and the
music teachers were regarded with the same respect accorded

to educators in other flelds.
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Being a "loyal son' of thé Central Illinois prairies, I
decided at that time to lnvestigate the reason for the lack
of interest in music so apparent in our local communities, and
if possible, determine steps which we as music educators might
take in order to galn respect for our school music programs
in comunity life. Thus this paper represents the accomp-
lislment of a personally felt need of long standing.
Preliminary investigation disclosed the fact that lead-
ing educators have long been aware of this situation through-
out the nation.1 Much research has been done, and concepts
and techniques have been tested and proved, as witnessed
by the successful expansion of musical activities in lar-
ger schools throughout the land, Thus, the suggestions given
in the latter portion of this paper may seem to be senseless
reiteration to the reader, Quite the contrary, they re-
present an attempt on the part of the author to restate tes-
ted theories in the light of our present needs here ln Central
I1linois. A cursory examinatioﬁ of the results of a recent
survey conducted in this area2 apparently reveals that the

movement to extend musical experiences to a greater percentage

1 The oldest sources encountered were Theodore F. Nor-
Instrumental Music in the Public Schools (Phlladelphia,
10413, s Harry R. Wilson, Music in the High School (New
York, 1941), However, both of these authors emphasized the
long standing of the problem of extending opportunities for

musical experiences to all youth, dating it back to possibly
1920,

2 See Chapter II (pp. 5-13) of this paper.
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of the student bodles of schools in thls area has been slow
in gaining recognition and support., 1 earnestly belleve that
by extension of the opportunity for meaningful musical ex-
periences to all students in our public schools, a '"music-
ally informed" adult socilety will be insured for the future.

The survey also points out that elementary and junior-
high-school "general music" programs are apparently well
organized and widespread, However, an alarming percentage
of music teachers reporting indicated that they thought
musical experiences on these levels were sufficient to sat-
isfy the needs of their students. It was discovered many
years ago that students at lower age levels are much less
capable of understanding the functional values of aesthe-
tic appreclation in art forms than high school students.3
Thus, this paper will deal with "A Program of Selected Mu-
sical Experiences for the Secondary School,"

3 Wilon, 92. cito’ Pe 530
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A PROGRAM OF SELECTED
MUSICAL EXPERIENCES FOR THE
SECONDARY ~SCHOOL

CHAPTER I ESTABLISHING A NEED FOR MUSICAL
EXPERIENCES

Let us trace briefly the history of music in education,
in order to determine the direction in which music educa-
tion has been traveling, Music activity in American schools
is slightly more than a hundred years old, The first "mu-
sical socleties" appeared in our colleges and universities
during the last half of the Eighteenth Century., These 'so-
cleties" were groups of amateur performers (both vocal and
instrumental) who made music together for the pure joy of |
it. Gradually, they came to be recognized, encouraged, and
utilized in the ceremonies and social 1life of their insti-
tutions, However, thelr function was regarded as social, and
not a part of the educational program of the university.l

From 1870 to 1890, most American colleges and univer-
sities established "music departments,' where various phases
of musical performance could be studied, From 1890 to 1900,

a movement grew to incorporate "conservatories" into the

1 Vincent Jones, Music Education in the College (Bos-
ton, 1949), Chap ter I, "A Glance at the Past,” ppe. l-1ll.
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regular curricula, This movement reflected the growth in
America of professional music as a vocation, as well as ama-
teur performance as a leisure-time activity.2

The development of musical training in the public schools
of the United States, from 1870 to 1900, brought to light the
need for specilalized training for public school music teachers.,
Speclal courses of instruction were developed in colleges and
universities, for prospective public school music teachers,
between 1900 and 1915. We can see that in the public schools,
as in colleges and universities, emphasis was placed on ths
study of performance techniques, rather than aesthatics.3

It has become 1ncreasingly apparent in recent years
that not only music courses, but the entire curriculum of
the "traditional school" has become inadequate. New con-
cepts of the purpose and function of the school have been
postulated., "Educators who, at present, are urging a re-
construction of the entire plan of secondary education, are
making a plea for the study of contemporary life to develop
an understanding of the purposes of the educational program."h
"Education 1s a life experience in itself, and has value to

2 Ibid., pp. 1-1l.

3 Ibid., ppe 1l-1llj. Also see Hazel N, Morgan (Editor),
Music in American Education, (Chicago, 1955), p. l.

4 Harry R. Wilson, Music in the High School, (New York,
1941), p. L.
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the student only through 1ts meaning to him,...The purposes
of education, in the light of thls theory, are to:

(1) Develop desirable functional interests, abilities,
and attitudes in the individual.

(2) Preserve democratic ideals and contribute to the...
reshaping of soclety.”

Muslic educators are in agreemené that music can do
much to assist the general education program in the attaln-
ment of these purposes, Muslic 1s still regarded as a so-
clally accepted skill, and worthy leisure time activity.
Because of its strong emotlional appeal, it is one of the
primary media for development of personal moral and splr-
1tual standards, needed so desperately in rebullding our
modern world.6 The Music Educators National Conference
endorses the following as specific contributions of muslc
in "education for citizenship:"

l., Self-expression through group activity,

2. The dsvelopment of moral and spiritual values, and
the satlisfactlion of aesthetic needs,

3¢ Direct contributions to commnity life.

e A medium of communication and understanding be-
tween cultures of the modern day, promoting inter-
national feelings of brotherhood,

5. The importance of the arts in history, for er-
standing the phllosophles of former cultures.

5 Ibid., p. 15.

6 Morgen, op. cit., pp. 5-6.

7 Ibid., pp. 2-3.
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The problem currently confronting rmsic educators 1is
making the program of musical experiences offered by the school
both of immediate enjoyment and future use in adult 11fe.8
"Music teachers in high schools should...acquaint themselves
with the varlous 1ssues in secondary education and...study
carefully the contribution which music can make 1n develop-
ing a curriculum that will consist of meaningful and enrich-
ing experiences."?

Another problem, an outgrowth of "traditional"” empha-
sls on performance and preparation in music courses 1s:

"(1) How can all children be reached by music...? (2)

How can provisions be made for all levels of ability in musiec
activities?"™® The answer proposed by leaders in the field
of music edﬁcation is a "general music course' of some type,
geared to the interests, abilities, and backgrounds of the
students involved, In thls setting, music would assume
functional value to "non-performing" students as well as to
those with rich musical backgrounds., "...The entire course
could be enriched by introducing the related arts as...ex-

pressions of man in his search for beauty."tl

8 Morgan, 9_2. Cito, PP. 1-20
9 Wilson, op. cit., p. 21.

ZO Morgan, op. cit., p. 16, Also see Jones, op. cit.,
P. 136,

11 Wilson, op. cit., pp. 58-59, Also see Morgan, op.
cito’ pp. 111"1 *
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CHAPTER 1II A SURVEY OF "MUSICAL EXPERIENCES" OF-
FERED IN CENTRAL ILLINOIS HIGH SCHOOLS

A questionnaire was prepared and mailled to teachers, in

order to determine the number of secondary schools in this

area presenting courses in musical experiences other than tra-
ditional vocal and instrumental performance groups.l A total
of two lndred questionnaires were sent out, of which one hun-
dred thirty six were returned; therefore, the percentage of re-
sponse was 66-2/3 per cent., Although the schools to be ques-
tioned were picked at random from the Illinols School Dir-

ectory, 1955-56, an attempt was made to distribute the ques-
tionnaires according to: (1) population of the town, and
(2) geographic area, extending from Kankakee, Illinois, on
the north, to Mt., Vernon, Illinois, on the south; and from
the eastern to the western boundaries of the State of Illinois.
In addition, seven questionnaires were sent into the Chicago
Area., It was decided that these schools, plus schools in
four other large down-state citles, were not representative
of the "average" Central Illinois school system; therefore,
compilations of data received from these schools are listed
separately, Final campilation of the data revealed several

areas unquestioned, which rendered the drawing of certain

1 See Appendix A,
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conclusions impossible., These errors are pointed out through-
out the balance of this chapter,

It was also decided that data would be compiled only
from answered questionnaires; no allowance would be made for
schools not answering, as several of them are thought to
present "general mmsic courses" of some type. Therefore,
on the basis of answered questionnaires, the following sta-

tistles were determined:

1. Secondary schools offering "general" music courses:

SIZE OF TOWN YES NO TOTAL
a. "Small towns"

(under 10,000 pop.) 20 81 101
b. "Medium towns"

(10,000-25,000 pop. ) 12 10 22
ce "Large cities"

(over 25,000 pop,) 10 1 1l

TOTALS | L2 92 134

Two schools judged the questionnaire inadequate,

and returned them unanswered for that reason.

Thus, the total of returned questionnaires was 136,

Of 123 "small" and "medium" sized schools answering

the questionnaire, only 32, or a little more than 17%, pre-
sent courses other than performance groups to their students.
If we agree that performance groups are usually composed'
of only a small percentage of the total student body of a
particular school, and that there is a great need to carry
the study of music to those incapable and/or not int-

erested in musical performance, then we must agree that
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these figures indicate that music is being offered to a
very small percentage of the potential student body in Cen-
tral Illinois, It is hoped that the "progressive 17%" is
indlcative of a growing trend in the right direction.® It
is also interesting to note that the percentage of schools
offering additional courses in music apparently rises in
direct proportion to the population of the city. This is
probably due to the centralization of education in the lar-
ger cities, giving the schools greater financial strength
and teacher resources necessary to accomplishing the ex-
pansion of the music curriculum,

#* 0 % #%

2. Types of rmsic courses offered (other thanBthe
study of performance techniques) included:

a. A course entitled "Music Appreciation' in
15 schools (3 "large" schools offered courses
with the same name)..

b. A course entitled "General Music" in 16 schools.
li of these schools required participation of
all students (8 large schools offered the same
course; 3 of these required participation).

c. "™Music Clubs," offered as extra-curricular
activities, in 7 schools (5 large schools
offered "Clubs"),

d. In one small school, the "Music Club" was an
honorary social organization for outstanding
members of the school's performance organi-
zations (2 large schools offered a "Music

2 Wilson, op. cit., p. 58, Also see Morgan, op. cit.,
PP. 96-103,

3 A1l courses are "elective," unless otherwise noted,
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Club" as an honorary social organization, but
membership appears to be open to students in all
phases of the schools! musical activity).
e, 11 schools offered otﬁer specialized courses
in music (theory, harmony, etc.). It was sur-
prising to note that in all but two of these
schools, such courses were open to all students,
regardless of previous musical training (One
large school offered such specialized courses).
It is encouraging to note that in only L schools is a
"general music class" required of all students. Due to the
general character of adolescent attitudes, wherein students
consider themselves "...grown-ups 'shut out! of [ﬁdulgj
life,"lt 1t 1s important that participation in musical ex-
periences be voluntary, in order to be of maximal value.5
Problems of motivation will be discussed in Chapter IV,

# %
3. The music courses described above were taught by:

as The instrumental teacher in 13 schools (the
same teacher in 10 large schools).

b, The vocal teacher in 26 schools.

¢ In (a) and (b) above, both the instrumental
and vocal teachers taught the additionsl clas-
ses cooperatively in certain instances. There-
fore, the totals represent the number of clas-
ses taught, as well as the number of teachers.

b Frances M. Andrews and Joseph A, Leeder, Guid
Junior-High-School Pupils in Muslc Experiences (New Y ork,
195L;), pp. 12-13, Although primarily describ Jjunior-
high-school pupils, it 1s polnted out that these traits
become even more pronounced on the secondary level (pp. 83-86).

5 See ppe 36-37 of this paper,
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d. One Chicago~-area school employed a speclal
full-time teacher for courses in music other
than performance groups.

e. No return was received which was signed by
persons other than an instrumental teacher,
vocal teacher, or music supervisor, thus
indicating that a majority of schools have
rmusical performance programs of some sort,
Questionnaires returned by the "large"
schools were signed by music supervisors,

All but one school indicated that additional courses
in music were taught by personnel whose primary teaching du-
ties were within the performance fields. It 1s cormend-
able that these far-sighted music educators should glve
freely of their time in order to bring musical experiences
to their entire student body; however, "...the pressure of
performance programs is very great. How can this aspect
of music education be handled and allow for adequate class
work...? How can information about proper teaching load
be given to general administrators?"® The solutlons to these
problems rests with the specific muslc educator and general
administrator, insofar as the music teacher has the con-
fidence of his superior, and is able to convince him of
the need for expansion of the music department and its work.

* ¥ ¥

6 Morgan, op. cit., p. 16. These problems are listed
as currently deserving special consideration by music ed-
ucators.
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These classes ln music meet:

a. Once weekly in one school (3 large schools).
b. Two times weekly in 7 schools (3 large schools).
c. Three times weekly in L schools.

d, Five times weekly in 17 schools (4 large schools),

a period of:

a. One-half year in 3 schools (2 large schools).
b. One year in 20 schools (6 large schools).

¢c. Two years in 2 schools (1 large school).

de More than two years in L schools,

Thus it appears that the average class met five times

weekly for one year. Various authors specified various

time 1limits for the class. The average tended to be two

weekly meetings for a period of one year, No question was

included on the questionnaire concerning the number of min-

utes in each class period.

5.

#® % %
The approach to the course was primarily:
a. Historical in l schools (3 large schools),
be By unit of study in 9 schools (1 large school).

¢c. Chosen by the students in 10 schools (2 large
schools ) .

d. The a nswers given by 10 schools (plus 5 large
schools) were inconclusive, indicating a com-
posite approach to the course.

As polnted out previously, this question as stated on

the questionnalre elicited an inconclusive response, How-

ever, 26 schools definitely indicated that student interest

(10)



was of importance in approaching the course. This is in
accordance with the recommendations of leading educators,’
It is also recormended that the course be offered as an
elective, rather than required, for the same reason.

#* % %

6. Areas of subject matter covered in these courses
Included:

a., Music history in 22 schools (9 large schools).

b. Blography of famous rmsiciana, and study of
their work, in 21 schools (9 large schools).

¢c. Elements of musical theory, hamony, and mu-
sical notation in 19 schools (9 large schools),

de. A study of musical instruments from the non-

performance standpoint in 19 schools (8 large
schools). .

e. Participation in some form (i1.8., playing or
singing) in 19 schools (8 large schools).

f. 5 schools specified that they offered special
courses in theory and harmony for regular de-
signated credit, Presumably, these courses were
created for students expressing interest in a
mislcal career,

A majority of reporting schools indicated that all sub-
ject-matter areas were represented in their 'general"” type
courses, This is commendgble in that it allows the students
to become acquainted with a wlide range of musical styles
and types. Knowledge, however, has meaning for the indi-

vidual only as he assimilates it through experience, and

7
Andrews, op. cit., p. 26, ppe. 75=7T. Also see
Wilson, op. ci%., PP. ;8:60. ’
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is thence able to utilize it in hls everyday 11fe.8
#* % #

7. Of the 91 schools who answered that they did not
have music courses other than the "traditional”
performance groups:

a, 8 schools had attempted to establish such
courses in the past, but had apparently falled
due to lack of student interest.

b, 33 schools felt that the "general music clas-
ses" offered on the junior-high-school level
were sufficient to satisfy student needs (in
32 schools, junior-high-school general music
classes were required, while in only one school
they were elective along with dramatics and
art),

¢e 15 schools thought that elements of the sub-
ject matter listed in Section 6 (see p. 11)
incorporated into the existing performance
program, was sufficient,

d., 21 schools indicated that they felt a need
for a program of musical experiences such as
proposed in this paper. 13 schools cited
lack of time, facilitlies, and teacher per-
sonnel as hampering thelr efforts to estab-
lish such a program, while 7 schools clted
administrative opposition (refusal to grant
time during the regular school day)e. One
school presented no reason for not having a
program, although feeling the need of one.

Of the 91 schools reporting no music classes outside
of performance groups, 56 indicated that they were satis-
fied with the results of thelr present program, This high
Percentage 1s indicative of the present transitional phase
through which we are passing. Many are still satisfled
with the status guo. It 1s true that more music 1s being

8 Wwilson, op. eit., pp. 58-60.
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made nar than ever before, but those participating in school
music programs still represent only a small percentage of the
entire student body of our schools.9

The reasons cited in section (d) above for not estab-
lishing broader programs at this time are quite sound. 1In
many commmunities, record-breaking enrollments and increased
demands for educational services have caught schools unpre-
pared, while lack of increased financial support prevents
expansion of any phase of the educationdl program. In
these situations, all that can be done is to integrate music-
al experiences into the lives of students through existing
media, and awalt the day when adjustn_:ents can be made.

9 Wilson, op. cit., pP. 27,
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CHAPTER III FACTORS TO CONSIDER IN PLANNING A
PROGRAM OF MUSICAL EXPERIENCES

It 1s difficult to classify planning procedures into
coherent patterns, due to the tremendous degree of interde-
pendence of concepts, materials, and teaching techniques, in
gulding students toward meaningful experiences in music,

This chapter represents an attempt to list the aims, con-
cepts, and governing choice of materials which might be ap-
plied criteria in most normal situations. No attempt can
be made to recormend specific material or emphasize certaln
technlques, however, due to the unique nature of each local
situation,l

#* % %

In order to be meaningful to the adolescent, musical ex~
periences must satisfy these individual needs:

"l. Gradual freeing of self from childish dependence
so as to become an individual personality....“2 In the
musical experience, the adolescent should £ind deep emotional
satisfaction which can do much to help him settle the doubts
so typical of thils perliod, In developing self-expression (both

1 Morgen, op. cit., p. 11ll.

2 Wilson, op. cit., p. 25.
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musical and lingual), personality growth is fostered along
socially acceptable lines,

"2. Assoclation and wholesome relationships with mem-
bers of the opposite sex."3 Common musical experiences fur-
nish bases for wholesome communication of ideas, Phases of
the music program, such as soclal dancing and singing, are
commonly accepted medla of contact between the sexes, When
properly guided, these common experlences can play an impor-
tant part in the formulation of wholesome attitudes by the
adolescent.h

"3, Gradual assumption of responsibility....“5 Special
projects and reports by the individual in the propdsed course,
selected by the student according to his personal interests,
acqualnt him with research techniques and the need for inde-
pendent thinking and action. Participation in group activ-
ity, regardless of how small, should be recognized and en-
couraged by the teacher because of 1ts importance in devel-
oping a feeling of individual responsibility,

"4, A point of view upon the world that will unify life

3 1b14., p. 25.

b Andrews, op. cit., pp. 33-36, gives a "worm's eye"
view of musical experlences as they affect the attitudes
of a junior-high-school pupil, I believe that they should
fit the senior-high-school pupil with very little alteration,

5 Wilson, op. cito’ Pe 250
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w6 1n expressing moral and spiritual

and give meaning to 1it.
values, musical experiences assist the individual in buil-
ding a sound philosphy of life, giving it purpose.’ All
phases of musie (from performance to listening), when pur-
sued as leisure time activities, enrich the life of the indi-
vidual and help to clarify his purpose in 1ife.8

"g, An awareness and understanding of the meaning of
a democratic soclety and its implications for contemporary
1ife."? As in other eclassroom activities, democratic pro-
cesses should be stressed, The communicative aspects of
music offer unique opportunity for giving meaning to the
historical situations out of which developed our democratic
ideals, A very real sense of democratic p articipation can
be instilied in the Individual by these means.

# % %

The fundamental concept, underlying both teaching tech-

niques and materials chosen for presentation in the music

class, 1s that of learning as experience. The teacher can-

not lay out miscellaneous facts In a passive situation, and

6 Ipid., p. 25.
7 Morgan, op. c¢it., pp. 5=6.
8 Ibido, PPe 1)-!»'150

9 Wilson, OD. Cit., Pe 250
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expect the student to absorb them; the pupil must:

(1) "Discover! the problem for himself, and feel a
personal need for solving it.

(2) Select methods for discovering the answer, elther
independently, or through participation in class
discussion.

(3) Feel personal satisfaction in both the research
and final solution to the problem,

() Apply the solution to his total environme&t, both
in and out of school; present and future. 0

It is apparent that the teacher becomes a "gulde" in the
real sense, H e must ",..regard each child as an inconstant
individual, developing through experience."l This concept
Involves these important considerations:

1., The student enters the classroom a product of his
past experience, current interests, and attitudes.l2 Only
with these factors in mind can an experience be plann ed
which will have meaning for the individual, Differences
in student backgrounds within a class magnify the problem,
The biggest differences will probably be between students
participating in the school'!s musical performasnce groups
and non-performers. Social status of the family within the

10 Andrews, op. cit., pp. 2-6.

11 1p1d., pe Lo

12 Ibid., Pe 6o Also see Ibide, p. 26.
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- community also influences the value placed on music and the
other commmnicative arts, within the home,

2. The role of music in commnity activities directly
influences the students' opportunities for musical experi-
ence, past, present, and future. For instance, students in
a rural community with limited access to professional musiec
performances may consider a sudden plunge into "grand opera"
neither meaningful or necessary, whereas such a study might
be of primary concern to students in a large, urban commmunity
where operas were frequently performed. This statement re-
flects the importance of the school music program in leading
cormunity music activities.13

# ®

Musical experiences have potential value as integrat-
ing factors throughout the general education program. The
reason for this is that participation in musical experiences
furnishes direct experience in Imsan relationships.llL In the
classroom, rusic furmishes a pleasant background for the
learning experience (as evidenced by the use of "background
music" in educational films, etc.). Music, as a communica-

tive art, also provides a basic medium of commmunication

13 Wilson, op. cit., pp. 341-359,
b Morgan, op. cit., pPp. 9-11,
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between the individual and cultures of the past and present,
in that:

"1, Art forms are a reflection of the soclal milieu
that produce them,

"2, Psychological elements of the creative process
in various medis are similar, I:This also applies
to the re-creative process in the mind of the
1earner.']

3, All art forms have common qualities and related
elements.

"l Participationlgn any art enhances appreciation
of that art.,"

Thus it is evident that certain phases of music are of
special value in the social sciences (i.e., history and geog-
raphy). Many music educators cite the value of the moral
and spiritual content of music in assimilating the factual
Imowledge of modern science and technology into proper rela-
tion to a meaningful philosophy of life. "Music, as.one
of the arts, is part of the aesthetic education of man, a
phase of his life which is increasingly important as it helps
him to combat, adjust to, and assimilate the pressure of the

materialistic and utilitarian nature of our present existance, "6

15 Wilson, op. eit., P. 53. H e also states that high
school students have broader envliromments and greater under-
standing than elementary students; therefore 1t is lmportant
that planned masical experiences be extended into the high
school instead of terminating at the elementary or junlor-
high-school level.

16 Jones’ OPe. cito’ Pe 170
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Great care must be exercised in the selection of mater-
ial and technigques for use In classes other than music classes,
Close cooperation 1s necessary between the particular sub-
Ject-matter teacher, the music teacher, and the school ad-
ministrator, in order to insure that the music experience
enhances, rather than detracts or misleads from the topic
under consideration.l? In the next chapter, techniques are
discussed as they lend themselves to correlation with other
areas of school activity. Although the correlation of mus-
ical experiences with other phases of the curriculum should
not be neglected in any instance, it can be of special im-
port as an "interim procedure" to those schools wherein lack
of time iIn the school day 1is cited as the reason for not
establishing a separate course as proposed., If the function-
al value of music can be succesafully demonstrated to stu-
dents, the faculty, and the administration, much will have
been done toward establishing a need for a separate course
dealing primarily in sesthetic values.

#* ¥ %

The manner in which the course of study is approached
has great bearing on the degree to which the musical exper-
iences of the students will have meaning for them. For ex-
ample, students with practically no musical background will

probably react indifferently to a course approached from

17 Andrews, op. e¢it., pp. 110-112,
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a strictly historical point of view., If asked, they would
probably prefer to start their explorations in music with
a study of "what makes popular music tick," or perhaps in-
vestigate some musical activity within the community. The
example cited above should point out two factors to consider

in choosing an approach to the course:
1. Student Backgrounds., It is unfortunately true that

many school systems have not established effective mmsic pro-
grams on the elementary and junior-high-school levels. In
these instances, extreme care must be exercised to 1lnsure
that experiences appeal to current student interests, even
though the teacher must assume more responsiblility for the
selection of topics of study, than in those situations where
students already possess much musical knowledge and under-
standing, Even more critical are those situations wherein
students have been "subjected" to courses in music, in which
they had nelther interest nor‘understanding. In these ecases,
the teacher must overcome negative attitudes by eppealing
to student interest, before any meaningful study can occur,
Another important phase of student background to con-
sider is the opportunities for musical experliences within the
community, As pointed out previously, the largest differ-
ences will probably occur between isolated rural éommunities

and large urban centers, The commnity situation will

18 Andrews’ ODe _21-_13_0’ PPe 83-860
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reflect in the students! attitudes toward the functional val-

ue of music.19

2., Student Interests and Attitudes. Although resul-

tant, to a large degree, from previous experience, the cur-
rent interests and attitudes of students should be given
special consideration in approaching a course dealing in
meaningful musical experiences. It 1s apparent at once that
the students are more aware of their own Interests and atti-
tudes than the teacher; therefore, why not let them have a
voice in choosing the approach to the course? The ideal
would be student self-government of the class; however, 1f
this 1s Impossible due to insufficient background to know
where they want to go, student opinion should still be so=-
licited by the use of "Student Interest Questionnaires" and
class discussion,20

There are three general types of approach to musical

experiences, from which (or by combination of more than one)

19 See p. 17, of this paper.

20 Andrews, op. cit., pp. 39-42. The proposed "ques-
tionnaire" contains such questions as the following: (1)
Name, age, room, etc.; (2) Mother and father's occupations;
(3) Do you play a musical instrument? What kind? How long
have you played it?; (}) Do you have a plano in your home?
Radio? Phonograph? Television?; (5) Do any members of your
family play musical instruments?; (6) What do you like most
in school? Out of school?; (7) Do you have any special hob-
bies? Games? Books? Activities?; (8) Do you like to sing,
in or out of school?; (9) What kind of songs do you like
best?; (10) What would you like to do in this class?
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the app roach to the local situation may be charted. They
are:

1, The historical approach. Experliences are presented

with particular attention to chronological order, and the
idea of "cultural evolution." Although valuable, especlally
when integrated with the study of the social sciences, 1t
is important that the students not misconstrue the approach
to mean that music loses its value and becomes "obsolete" as
culture and societies change. Conversely, it 1s lmportant
that particular styles and forms of music be presented in
their historical prospective, in order that the students
may understand more fully the situations out of which the
rmsic developed; "...art forms are a reflection of the so-
cial milieu that produced them,"2l

2. The unit division of study. This 1s probably the'

most widely used approach to the non-specialized study of
misic, A topic of study is selected (by the students, or
with student approval) for which the class selects goals and
techniques of research, The labor is divided in the class
by democratic process, taking into consideration special
aptitudes and interests of the individual members, After
the data has been compiled and assembled by the class (or

2l Wilson, op. cite, P. 53« On p. 57, he states that:
"eeoeIn organizing the experiences with art..., attention
should be given to the soclal milieu that affects art forms,
and the qualities that pervade all art forms,"
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in the case of performed music, experienced), it is eval-
uated in order to determine its effectiveness in student un-
derstanding, and its value for future use by the class mem-
bers. Even experiences of questionable effectiveness should
be allowed 1f the class cannot see the truth of the teacher's
ob jJection; such experiences can be of value in planning fu-
ture activities.2 In the unit division of study, the tea-
cher's role in guiding student activities and pointing out
relationships between various areas of subject matter and
techniques of research, assumes its true importance.

3. According to student interest. Although a more def-
inite approach is needed in most instances, there are a few
situations in which student interest should be givén more
consideration by the teacher. These are the situations in
which no regular academic credit is given for participation
in musical activity (outside of performance groups), and the
result is an “"extra-curricular music club," It is desir-
able that these activities should be the outgrowth of reg-
ularly scheduled exploratory classes in music; in these
cases, class time can be devoted to more detailed and formal

aspects of study, while the student is gratified and continues

22 Andrews, op. cite, Pe 5. There are limits outside
of which democratic processes cannot be carried; however, a
"permissive attitude" is vital if a creative atmosphere is
to prevail in the classroom.
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to expand end flourish, If the ™music club" is the only
medium through which the music teacher can reach non-per-
forming members of the school, it assumes grave importance
In determining the role of music in the lives of the stu-
dents, the school, and the future of the cormunity,

¥ % %

The effectiveness of eny course of study is dependent
on the material available for research on the part of the
learner. Not only must the material be plentiful; it must
also be selected in accordance with: (1) previous exper-
ience of the students, and (2) their degree of maturity.23
For example, students with poor musical backgrounds cannot
be expected to understand detailed treatlises on mmsical
theory; neither should they be expected to remain interest-
ed in material designed for presentation on the elementary
level,2l

The relatively high cost of musical equipment is another
important consideration in the selection and purchase of ma-
terials, On the one hand, quality rmust be maintained if ex-
periences are to have maximal value to the student, This
is of special importance in the selection of records, phono-

graphs, and the hiring of professional mmsiclans for special

23 Wilson, ope. cite, Pe 53
2l Jones, op. cit., p. 136, Also see p. 23.
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school events, On the other hand, material must be suf-
ficiently diversified to allow for a wide range of interest,
particularly in individual research growing out of class
activity. This 1is especially true in the building of a
research library. Materlial should also be added from time
to time in order to keep resources "up-to-date." As an
economic consideration, commnity sources (public libraries,
churches, clubs, community music organizations, etc.) should
be surveyed for avallability of such material; it is sense-
less to duplicate material in the school which is readily
avallable in the community, as well as overlooking another
opportunity to illustrate the need for closer cooperation
between the school and commnnity.25

Accrediting the program of musical experiences in the
overall school curriculum should be determined on the basis
of the educational objectives of the individuals taking the
course, and the importance which school policy attaches to
other courses of this type.

In schools where musical experiences are offered only
in extra-curricular "Music Clubs," credit will necessarily

consist of recognition as a "culturally broadening activity,"

25 Andrews, g%. cit., Chapter IX, "Teaching Aids,"
PP. 300-307., A detailed description of the uses of teach-
ing aids fills the rest of this chapter., See Appendix B
for examples of supplementary books.,
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with no regular academic credit,

If the course 1s recognized as a part of the regular
school curriculum, 1t should first be determined whether the
program of muslical experiences is required or elective. Due
to the importance of individual interest and voluntary parti-
cipation in adding meaning to the experiences,26 it i1s urged
that the course be presented as a "cultural elective"” on the
secondary school level,

If the course 1s taken by an individual as a "cultural
elective," it 1s recommended that he be given regular aca-
demic credit in the same manner as survey courses in other
departments, This is, of course, a local matter of school
policy.

Some provision should be made to insure that students
taking the course as preparation for further study of music
on the college level can obtain credit which will satisfy
college requirements, The masic teacher should consult with
colleges in his area concerning such requirements, in order
that he may advise interested students accordingly.S! Al-
though it would be easier to teach these advanced students
in separate classes, it is possible for them to fill their

requirements, and at the same time, add much to the class

26 Andrews, op. cit., pe 4o Also p. 17 of this paper,
27 Morgan, op. cite., p. 22; also pp. 90-103,
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activity of other less advanced students in the same class-
room situation, when teacher time 1s not avallable for sep-

arate classes,
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CHAPTER IV TECHNIQUES FOR ACHIEVING MEANINGFUL
MUSICAL EXPERIENCES

As pointed out in Chapter III, musical experliences have
meaning to the individual only when presented in such a way
that they can be interpreted by the individual in the light

of his present knowledge, interests, and attitudes.l

Al-
though school and comrmunity rmusical activities furnish cer-
tain musical experiences that all students in a particular
class may possess iIn cormon, there will certainly be great
differences in student knowledge and interest due to sev-
eral factors:

1, Basic sensitivity to music. There are physical
bases for differences in response to music, However, these
differences are primarily a matter of degree;2 their in-
fluence will govern the effectiveness of a particular tech-
nique to the individual. For example, one student may be
left completely "cold" by first-time listening experiences,
but became enthusiastic after research into the historical

background of selections; another student might feel a

1l See ppe 16-17 of this paper.

2 Roger Sessions, The Musical Experience of Composer,
Performer, and Listener (Princeton, N. J., 1950), pp. 29-30.
Actually, the suditory functions possessed by the musician
eeey 8re possessed by the human race as a whole; they are
not the peculair property of musically gifted people....The
rmusician has to develop them,..."
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tremendous emotional response in the first-time listening,
yet become utterly bored with research of the historical type.
These individual differences point out the necessity for al-
lowing students sufficient opportunity for separate invest-
igation according to their particular interest, as well as
varying techniques and material presented to the group to
the greatest degree practicable.3

2. Attitudes toward music in the home. These atti-
tudes will govern opportunity for musical experiences with-
in the home, and will no doubt influence the knowledge and
interest which the student brings with him into the school,

3. Previous musical experience in the school. This
applies especially to possible participation in performance
groups, as well as classroom music activity, If these pre-
vious contacts with rmusic have been unpleasant and negative
attitudes exist, the problem of motivating interest assumes
grave proportions.u

ke Opportunities for musical experiences in the com-
mnity. In some commnities, musical experiences are an in-
tegral part of all activities, both public and private, In
addition to small club groups, the cormmunity bands, orchestras,

and choruses furnish direct opportunities for listening and/or

3 Andrews, op. cit., p. 26. Also see Ibid., pp. 5-6.
b Ibid,, ppe. 83-86, .It is pointed out that negative

attitudes present special problems on the secondary level,
due to increased magnitude of adolescent tralts.
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participating experiences for the adolescents. The degree to
which the community makes such experliences avallable wlll de-
finitely influence lknowledge and attitudes of the students.5

5. Musical experiences offered by mass medla of com=-
munication, In smaller communitlies, radio and television
programs offered to the public tend to be inferior in qual-
ity and very limited in scope. Movies in these commmunities
also seem to fall below, or at least chronologically behind
the offerings in urban centers, This will have a profound
effect on the previous experience of the student.6

It 1s with this basic concept of the indlvidusl na-
ture of musical experience that we should conslider presen-
tation of techniques for achieving meaningful misical ex-

periences to the class.

5 Ibid., ppe. 350-35l, lists several ways in which school
rusic teachers can assist commnity groups in making such mu-
sical experiences available not only to the youth of the com-
munity, but also the adult population: (1) Cormmunity concerts
furnish vital class discussion topies; (2) Teachers can coop-
erate with church and young people's groups in selecting and
tralning prospective choir and chorus members; (3) Cooperation
with p rivate teachers can do much to raise the level of artis-
tic performance in the cormmunlty, as well as point out a way
for the individual to advance more rapidly in rmusical knowledge;
(lt) The school music teacher is often expected to assume lead-
ership in commmnity rmslcal organizations, where adult interest

and support can be generated, and opportunity can be increased
for the youth of the community,

Ibid., pp. 315-319, recormmends the use of transecrip-
tions of good musical programs as a teaching technique, gf
good programs are avallable in the commmunity, they should be
discussed in class, Some programs (i.e., the "Voice of Fire-
stone") furnish program notes in advance, if requested.
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Democratic class discussion is the primary technique
for planning class objectives, determining individual re-
sponsibilities, and evaluating group musical experiences.7
Through exchange of ideas, the individual confirms the val-
ue of his personal experience, and gains a sense of parti-
cipation in the common experience of the groupe. From others
he will gain different points of view, thus enlarging and
enriching his own experience.

In the formative stages of the class, the teacher should
assume the role of a "salesman," presenting an introductory
type of unit explaining the techniques of musical experience.
As soon as student interest is aroused, the class should dis-
cuss and decide:

1, Class objectives. What does the group expect to
gain from these experiences? How can the individual contri-
bute to the group activity? What "standards" should be used
in evaluating individual aﬁd group experiences?8

2. Techniquesg ggg,ggggggggg_ghgggiggg;g.‘ The class
should decide techniques of investigation appropriate for
particular problems under consideration., Individual and
small group research should be assigned in accordance with
the special interests and aptitudes of the individual class

7 Ibid., Chapter III, "The General Music Class," pp.
65-101,  Although illustrated on the junior-high-school
level, techniques listed in this chapter are equally adap-
table to the secondary school level.

8 mpia., p . 68.
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members.9

3. The worth of the group experience. The class should
evaluate its own progress periodiecally. If techniques em-
ployed are not effective, changes should be suggested to im-

prove overall class progress and enjoyment.lo
#* % ¥

The listening experience presents the only technique
through which common musical experiences (or "musical com-
runication," if you will) can be engendered in the class
proposed, Regardless of previous knowledge of music, list-
ening should arouse a response of some type in each in-
dividual in the class. Sessions traces the following steps
in the development of the listener, which we may use as a
guide iIn evaluating individual response in the listening
experience:

I think we can distinguish four stages in the
listener's development, First, he must hears...It is
not simply being present when the music 1s performed...;
it is rather...opening one's ears to the sounds as they
succeed each other, discovering whatever point of con-
tact one can find, and...following the music as well as
one can in its continuity....This initial stage in list-
ening to music is an entirely direct one...with no other
preoccupation than that of hearinge....He will hear the
misic only to the extent that he identifies himself
with it...without preconceived ideas and without strain-
ed effort,

The second stage 1s that of enjoyment, or shall
we say the primary response....[§ometime€] the listener's

? Ibid., pe 70.
10 Ibid., ppre. 94-95.
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reaction 1s immediate and seems...identical with the
act of hearing....And yet, on occasion one may listen to
rmsic attentively, without any consclous response to 1t
until afterwards; one's very attitude may be so absor=-
bed that a vivid sense of sound is retalned but a sense
of communication to which I refer under the term ‘en-
Joyment! 1s not experienced until later,

The third of the four phases...consilsts of what
we call ‘'‘musical understanding....' The technical
facts which are commonplace to the composer and per-
former...have no clear analogies in the ordlnary ex-
perience of the non-musician....He is likely...to re-
gard muslec as something to which he is a stranger...,
and both to glve to it and to receive from it far less
than his gptitudes warrant....Muslc theory, in the
sense of generalization, is not of the least use to
the listener; in practice it is a veritable encum-
brance 1f he allows preoccupation with it to interfere
with his contact with the muslicies.

The really ‘'understanding! listener takes the
music into his conscliousness, and remakes it actually
or iIn his imagination, for hls own uses, He whistles
it on the streete.., or simply tthinks' 1t to himself,
He may even represent it...ln more concentrated fomm,
as a condensed memory of sounds heard and felt, repro-
duced in his memory by a vivid sensation...without spe-
cific detalls, but In terms of sensatlions and impres-
sions remembered.

The listener's final stage 1s that of discrim-
ination., It 1s important that it should be the final
stage since real discrimination i1s possible only with
understanding; and both snobbery and lmmaturity at
times foster prejudices which certainly differ from
discrimination in any real sense, Actually, it is
almost impossible not to discriminate i{ we perslist
in and deepen our musical experliences,

The last paragraph quoted above graphically shows
the necessity for extending meaningful musical experiences
to ALL youth 1n the schools of America today; that if un-
informed, the musical p rejudices formed by the immature

11 sessions, op. e¢it., pp. 92-100,
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adolescents of today will be reflected by the rejection of
good music by the adults of tomorrow., This also points out
the importance of the listening experience as a necessary
foundation for masical growth,

Listening experiences should not be limited to the use
of records; "live" performances by school, community, and
professional group s furnish even more interest-rousing to-
pics for class discussion.l2 Musical performences presen-
ted through the media of mass commnication (i.g¢., radio,
television, and movies) often are worthy of ¢less discus-
sion.,13 In addition to stimulating student interest, these
performances (both "live" and mass media) furnish graphic
illustrations of the functional value of music in our every-
day lives.

* % %

Individual and small group investigations along lines of
special iInterest and aptitude should be encouraged. Through
these investigatlons and the speelal reports growing out of
them, students will further thelr feeling of participation
in group activity while satisfying their special interests.
Students incapable of additional effort (for reasons of lack
of knowledge or aptitude) should gain broadened insight from
the reports, In thus allowing for individual differences,

12 Andrews, op. cite., P. 79
13 1vid., pp. 315-317.
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the proposed coﬁrse should prove successful even in those
situations where lack of teacher time seemingly prohliblts
scheduling a course for non-performers in music, It must
be admitted that such a course would detract from the time
spent with performance groups; yet, considering the poten-
tial value of such a course to the individuals, the school,
and the commmunity, I do not see how, as teachers, we can af-
ford to ignore the opportunity..
#* & ¥

Integration of p hases of musical activity with other
school activities, both in and out of class, provides a
means of further i1llustrating functional values in music.lh
The following examples are 1llustrative of the areas in which
misic lends 1tself to integration:

1, Music in the Soclal Studiegs. In history and geography,

the study of folk muslc can instill a feeling of commmication,
and contribute to the understanding of other cultures, both
past and present.15

2, Music and the Physical Sciences. In fostering moral

and spiritual growth, music alds the individual 1In assimilat-
ing the technical knowledge of the present day while maintain-
ing respect for the rights of others and a meaningful philosophy

L Ibid., Chapter IV, "Integration and Correlation,”
pp. 106-135, Also see Wilson, op. clt., Pp. 47-68.

15 Wilson, ODe. _c_l-_top PPe ,-]-7“52.

(36)



of l:lfe.l6 Conversely, a study of the physics of sound can
advance musical growth.

3. Music gs related to the Cormmunicative Arts. "In
organizing experiences with art...attention should be given
to the social millieu that affects art forms, the factors of
the creatlive process that produce art forms, and the qual-
ities that pervade all art forms,"17

4o All-school projects in Publliec Performance. We are
already acquainted with the value of publiec performance by
school groups, in fostering cooperation and understanding
within the school, and between school and community. The
value of all-school coop eration in the production of p ublic
performances (i.e., art students creating scenery, English
classes writing scripts, physical education students creating
dances, commerce students handling business arrangements,
etc.) lies in increasing understanding between the various
departments, fostering a spirit of cooperation in the school,
and furnishing direct experience in democratic participation.18

Performance of music in the proposed course should be

16 Jones, op. cite, pPs 17.
17 Wwilson, op. clt., p. 57.
18 1114., pp. 89-92.
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attempted only with the unanimous approval of all class mem-
bers, Thls refers to performance involving all students as
a group. Sometimes particular classes will elect to perform
rmasic as an exploratory technique, and in these Instances
should. of course be encouraged, Wilson points out that even
though the singing should not be carelessly done, the stu-
dents should not be expected to‘perform wlth the same tech-
nical proficiency displayed by the achools! performance
groups., Emphasis should rest on "...the amesthetic joy of
participation,"1?

Performance in class by members of the school perfor-
mance groups ls necessary for the demonstration of techniques
of performénce, and illustrations of varlious types and styles
of music. This is in line with encouraging student partic-
ipation in special projects on the basis of special interest
and aptitudes.

PRI

In the 1ideal situation, the teacher of the class search-
ing for meaningful musical experiences assumes the role of
a "gulde," At the outset of the class, the teacher should
present an Introductory unit, Informing the class of the
techmiques and materials avallable for their use, From then
on (as pointed out previously), the class should decide to
a great extent the direction in which thelr investigations

19 1bid., p p. 60-61.
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should take them,?0 The teacher must also assume the role

of a "salesman," until such time as class interest is suffi-
clently aroused to carry them onward., This 1s especlally

true In those situations where the course 1s being attempted
for the first time, Great care must be exercised, so that the
class does not become accustomed to an authoritarian atti-
tude on the part of the teacher, even though he is regarded
as a specialist in hls field.

"Encouragement, patience, and the ability to point out
relationships, willingness to allow attempts at new and dif-
ferent ways of accémplishing tagks..., and a spirit of en-
thusiasm are indispensible characteristics for the teacher
who wishes to engender a creative atmosphere in his class-

room, "21

20 Andrews, op. cit., p. 2.
2l Ibid., P« 5e
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CONCLUSIONS

If the music teacher is successful in bullding a pro-
gram of selected musical experiences which.will meet the
needs of his students, the overall school progream, and the
cammnity, he may look forward to a time when muslc will no

longer be regarded as "extra-curricular" and unnecessary.

The school music program will then play a vital role in
helping the individusal develop:
le .s..Awareness of the problems of living.
2¢ eeelareful and critical thinking,
3¢ eeoEmotional control and stability.
. eessAttitudes of responsibility...and service.
e eeoGroup consciousness,
6e¢ +.eDesirable changes in overt behavior,
Te eeeCreative expression,

B8e eeeAppreciation of art forms,
9¢ e..A workable philosophy...for modern living,

1

A personal experience in masic should result in an un-
derstanding of the musical process, This, in turn, might
lead to an overall appreciation for the function of all art
forms, Careful and critical thinking is required at all
stages of this development, if the experience 1s to have
meaning for the individual, If the individual is success-
ful in bullding for himself a concept of rmsical value, it

it will serve him as a medlum of creative expression.

1 Wilson, 92. Cit., Pe 170

(4o)



Participation in the activities of a class designed pri-
marily to enhance individual experience in mmusic will gilve
new meaning to group cooperation, This develops a feeling of
responsibility and service, bringing desired changes in
overt behavior, Emotional stabllity will be fostered, not
only by participation in group activity, but also by a stim-
ulating personal experience in musie,

The moral and spiritual values expressed in music will
become clear to the iIndividual as his understanding of the
misical process increases., In contemplation of these values,

he can evolve a philosophy of life which will give direction
to his future undertakings,
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APPENDIX A

FACSIMILE OF THE SURVEY QUESTIONNAIRE



EASTERN ILLINOIS STATE COLLEGE
CHARLESTON, ILLINOIS

2 April 1956

Dear Supervisor:

In the preparation of a substential paper, as part
of my graduation requirem nts for the Master of Sclence
in Education Degree here at Eastern, I have chosen the
subject, "A Program of Selected Musical Experiences for
the Secondary School,"

A course of this type would be designed for the
student who did not participate in the school's perfor-
mance groups, and would be presented as an elective
course in any year of high school attendance, Its aim
would be to give the student a basic understanding of
all types of music.

Junior-high=schools are included in this survey
in order to determine the average background for such
a course, of students entering high school.

In order to make the paper more meaningful, I would
greatly appreciate your completing and returning the en-

closed questionnalire., Your cormments and suggestions are
earnestly soliclited.

Very truly yours,

Gene E, Haney
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APPENDIX B

EXAMPLES OF SUPPLEMENTARY MATERIAL



EXAMPLES OF SUPPLEMENTARY MATERIAL
"Supplementary Books for the General Music Program"l
BIOGRAPHY

Arnold, Elllott, Flnlandla, the Story of Sibelius, New York:
Henry Holt & Co., 1941,

Baleless, Katherine, Sto Lives of Great C omposers, New York:
Frederick A, Stokes Co., 194T.

Benet, Laura, Enchanting Jenny Lind, N ew York: Dodd, Mead
& Co., 1940,

Brower, Harrlett M,, Sto Lives of Master Musiclans, New
York: LippincotE, 1922,

Burch, Gladys, Famous Composers for Young Peogle, New Y ork:
A. S. Barmes & Co,, E9EE.

Burch, Gladys, Famous Planists for Boys and Girls, New York:
A, S. Barnes & Co,, I§I|30

Burch, Gladys, Famous Violinlsts for Young FPeople, New York:
A. S. Barmes & CO., m.

Burch, Gladys, Modern Comgosers for Boys and Girls, N ew York:
A.o S. B&mes & -c-onp L]

Burch, Gladys, Richard Wagner, Who Followed a Star, N ew York:
Henry Holt & Go. o.,"ﬁﬁ'."

Bunn, Harriet F., Johann Sebastlan Bach, Random H ouse, New
York, 1942,

Cox, Alethea Brincherhoff, Pictured Lives of Great Musiclans,
Boston: C. C. Birchard Co., 192L.

Day, Lillian, Paganini, New York: H yperion Press, Inc., 1946,

1 selected from a 1list compiled for the class MUSIC

340, Methods of Teaching Music in Secondary Schools, Eastern
Illinois State College, Spring Temm 1956, Mr, J., Robert
Pence, Instructor.

(viii)



Douchertl. Sybil, The Young Brahms, New York: E. B. Dutton,
1949.

Deucher, Sybil, Edward Grieg, Boy of the Northland, New York:
E. B. Dutton, 19L6. B ——

Ewen, David, Haydn, A Good Life, New York: Hemry Holt & Co.,

Ewen, David, The Story of George Gershwin, New York: Henry
"Holt & Cosp 19%3. = =

Ewen, David, The Story of Irving Berlin, New York: Hemry
*Holt & Coer TO50- ’

Ewen, David, Tales from thes Vienna Woods (the story of Jo-
hann Strauss), New York: Henry Holt & Co., 194l.

Froeman, Warren, and Whittaker, Samuel, Great Composers,
New York: Abelard, 1952,

Goss, Madelaine, and Schauffler, R. H., Brahms, the Master,
New York: Hemry Holt & Co., 1943.

Goss, Madelaine, Unfinished Symphony (Schubert), New York:
’Henry Holt & Gos, 10LT. ’

Graham, Ceberta Powell, Strile Up the Band! New York: Thomas

Nelson & Sons, 19& .

Gronowiﬁz, Antoni, Chopin, New York: Thomas Nelson & Soms,
1943,

Gronowicz, Antonl, Paderewski, Planist and Patriot, New York:
Thomas Nelson & Sons, M.} ’

Gronowicz, Antoni, Sergei Rachmaninoff, New York: E. P. Dubt-
ton & Co., 19,4- .

Hansl, Mrs. E. E., and Kaufmamm, H., L., Minute Sketches of
Great Composers, New York: Grosset & Dunlap, 1932.

Kaufmann, Helena Loeb, and Hansl, E. E., Artists in Musie
of Today, New York: Grosset & Dunalap, 1933.

Lewiston, Mina, John Phillip Sousa, The March King, New York:
Didier, 194, ’

Lingg, Arm M,, Mozart, Genlus of Harmo New York: Henry
Holt & Cos, 10LBe =L

(1x)



Malvern, Gladys, Vallant Minstrel, The Story of Sir Harry
Lauder, New York: Julian ssner,_i‘?'l%.

Maurols, Andre, Fredric Chopin, New York: Harper & Bros.,
1942,

Mayo, Waldo, Mozart, His Life Told in Anecdotal Form, New
York: The Hyperlon Press, 194b.

Purdy, Claire Lee, Antonin Dvorak, C ser from Bohemla,
New York: Jullan ssner,‘T"?Sﬁo

Purdy, Claire Lee, He Heard America Sing (Stephen Foster),
New York: Jullan Mesaner, (no Hage given).

Purdy, Claire Lee, Sto Victory (Tschiakowsky), New York:
.’Tulian Messn;r. Igﬁ. ’

Purdy, Claire lee, Victor Herbert, American Music Master,
New York: Jullsn Wessner, 1O4L

Ruttkay, George, Chopin, New York: The Hyperion Press, 1945.

Scobey, Katherine ILois, and Horne, O. B., Storles of Great
Musicians, New York: The Am rican Book Co., 1905.

Spaeth, Sigrund, Dedication, The Love Story of Clare and
Robert Schumenn, Wew York: Henry Holt % Cos, 1950,

Tharp, lLouise Hall, A Soundi et, Julia Ward Howe and
the Battle . of the Eepu%?fc, New York: R. M. Mc
Brlde & Co., %%L;E'.' - '

Tinyarmova, Helen, Stradivari, the Violin-Msker, (no address
given’): Alr;'ea Knopf, 1938,

Van Loon, Hendrick Willem, The Life and Times of Johann Se-
bastian Bach, New York: Simon & Schuster, 1940.

OPERA

Barber, C. E., Wagner Opera Stories, Bloomington, Illinois:
Public School Publishing Co., 1913,

Dike, Helen, Stories from the Great Metropolitan Operas,
New York: Random House, 19l3.

Lawrence, Robert, Aida, Chicago: Silver Burdett Co., 1938.

Lawrence, Robert, The Bartered Bride, iiew York: Grosset &
Dunlap, 1943.

(x)



Lawrence, Robert, Boris Godunoff, New York: Grossc¢t & Dun-
lap, 194k,

Lawrence, Roberf, Carmen, Chicago: Silver Burdett Co., 193C.

Lawrence, Robert, Gilbert and Sullivan's H. M. S. Pinafore,
New York: Grosset & Dunlap, 1940.

Lawrence, Robert, Gilbert and Sullivan's The Gondoliers or
the King of Baratarla, New York: Grosset & Dunlap, 1940.

Lawrence, Robert, Gilbert and Sullivan's The Mikado, New
York: Grosset & Dunlap, 1940,

Lawrence, Robert, Gounod'!s Faust, New York: Grosset & Dun-

lap, 1943.

Lawrence, Robert, Hansel and Gretel, Chicago: Silver Burdett
COQ’ 1938.

Lawrence, Robert, Lohengrin, New York: Grosset & Dunalap,
1939.

L:auwrem:e§ Robert, Siegfried, New York: Grosset & Dunlap,
1939,

Lawrence, Robert, The M 1c Flute, New York: Artists &
Writers Guild, 19

Lawrenceé Robert, The Rhinegold, New York: Grosset & Dunlap,
1939.

Lawrence, Robert, The Twilight of the Gods: Die Gotterdam-
merung, New York: Grosset & Dunlap, 1939.

Lawrenciqlb Robert,‘ Petrouschka, New York: Grosset & Dunlap,
1940,

Lawrence, Robert, The Valkyrie, New Yar k: Grosset & Dun-
lep, 1939,

Menottl, Glan-Carlo, Amahl and the Night Visitors, New York:
Whittlesey House, McGraw Hill, Tgs

Simon, Henry Willlam, A Treasury of Grand Opera, New York:
Simon & Schuster, 1916

Watkins, Mary Fitch, Pirst Aid to the Opera Goer, New York:
Prederick A, Stole s Co., 192U
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