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XftTHaDUCTION 

The naae of James L. ̂ uracil has often been men­

tioned in various periodicals and books concerned with the 

field of school music teaching and the psychology of Music. 

His writings on the subject of nuslc education are prolific. 

Rls literary contributions in the fields of educational 

psychology and education are also iapresslve. Yet, this 

investigator failed to find any single source which fully 

described or evaluated iKursell'a views, concepts, or the 

part that he has played in the development of music edu­

cation in the United States. 

The purpose of this report is to determine, from an 

analysis of his writings, i&irsellfa views, concepts, and 

educational theories. Specific reference is made to what 

Mursell advocates for elementary school auslc education. 

The first chapter gives a brief historical back­

ground of scuslo education in the United States since its 

adoption by the public school system in 1838. A biographi­

cal sketch of James L. Hursell is presented in this chapter 

in order to place him In music educational thought. 

Chapter Two Is an attempt to trace the evolution of 

^uracil's views and concepts regarding both mental and 

musical growth. Me is treated from the psychological aa-

peote of his thinking and as a developmentalist. 
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The third chapter Is concerned with hie views re­

garding educational theory. His views and concepts of the 

elementary school music program are presented and concern 

those areas that are interrelated into an integrated whole. 

The fourth chapter discusses the factors which co­

ordinate the auslc program as advocated by Kurseli. The 

fifth chapter is an attempt to evaluate the developmental 

and educational aspects of Muraell with an emphasis upon 

the musical phase of his writings. 

A summary and the conclusions are finally presented 

where the importance of Mursell to the field of music edu­

cation is indicated. 



CHAPTE1; ONE 

HISTOEICAL BACK0RO^HD 

Music was introduced into the curriculum of the 

public schools In Boston on August 88, 133S.1 The begin­

ning was modest but it has developed into an imposing 

system, auslc, in sons form, is recognised as a feature 

of present day school education. Prior to 1838 an insti­

tution existed that gave school music its first methods and 

all of its first instructors* This institution was known 

as the singing school.2 

THE SIlKIhO SCHOOLS 

Music education in the United States is rooted in 

the early attempts to improve singing in the church service. 

The physical and social environment of Colonial America 

prevented any serious attention to music and only music of 

a religious nature was tolerated.5 The early singing 

schools appeared in the Hew England Colonies about 1780. 

The operation of the singing school was usually a part-time 

1 Edward Ballsy Birge, History of Public Sch 
atuslo in the United States. Bryn Mawr, Oliver Ditson, 

School 

8 Ibid., p. 1. 

3 Ibid., p. 8. 
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venture for the instructor who taught in the home, school, 

or church for a small fee. The main concern of these sing­

ing school masters was to teach the reading of music and 

the interpretation of various choral works. The rudiments 

of music and singing at sight were the basic subjects.4 

These classes would meet once, or twice, a week for several 

months. The entire term would end with a concert known as 

the "singing lecture11 beoause the minister of the local 

church would deliver a sermon appropriate for the occasion. 

The singing school was an integral and omnipresent feature 

of life in America during the early part of the eighteenth 

century* Its influence continued for about one hundred and 

fifty years.5 Squire states that at least two important 

developments can be traced to the singing schools: (1) the 

rise in popularity of the oratorio society J and (8) the rise 

of public school music teaching. He furthur contends that 

the singing school is of historical significance because the 

singing school can bo considered the real beginning of music 

4 Charles Leonhard and Robert 1. House, Foundations 
and Principles of Music Education. Hew York, McGraw-Hill, 
1939, pp. 49-50. 

5 Allen P. Britton, "Music in Early American Public 
Education: A Historical Critique", in The Fifty-Seventh 
Yearbook of the national Society for the Study of Education, 
Pari X. Basic Concepts in Susie Education. Tno University 
of Chisago, 1968, p. 201. 
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education in the united States.6 

Many people joined the singing schools because it 

was a pleasant recreation to gather at certain times and 

receive instruction in singing and perform, as a group, 

ths music that they had learned. These singing schools 

thrived and became an important institution during the 

first portion of ths nineteenth century. Chase describes 

the development of ths singing schools 

The singing school (...) developed into two di­
rections. Xa ths aitlss it prepared ths way for 
the formation of choirs and choral societies, such 
as the celebrated Handel and Haydn Society of Bos­
ton, devoted chiefly to the performance of music 
imported from Europe. In the rural areas, mainly 
in the South and Middle Vest, it formed the foun­
dation for a homespun hymnody and for a communal 
type of singing that kept alive many of the old 
Sew Bngland tunes along with ths later "revived 
spirituals" and campoeetlng songs that were a dis­
tinct product of the American frontier.7 

The direction taken in the formation of choral 

societies was "but a stop to the organisation of mass 

singing schools, or music conventions* in Vermont in 1389. 

According to Leonhard these conventions were in the nature 

of festivals whioh would last thrse or four days and would 

tlon. Hew York, Ronald Press, 1958, p. 3. 

to ths Present. Hew York, McGraw-Hill, 1933, p. 40. 
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deal with vocal problems, methods and materials, basic har­

mony and conducting. These festivals appealed to the A-

merleans and the idea has been extended into the present-

day teachers institutes, conferences, festivals and summer 

music camps.8 

Leonhard states that "the kind of society which gave 

rise to the music convention was also ready for public school 

music." The singing schools, musical societies, and music 

conventions had been educating the people and had convinced 

many of them that music was important enough for the school 

curriculum.9 Although music was the first subject of the 

non-academic type to be given public school status In 1838, 

in Boston, there were instances of school music teaching re­

ported during the 1830's in the states of Hew York, Ohio, 

Pennsylvania and Connecticut. These reports do not reveal 

a universal acceptance of the idea of public school music 

but they do indicate an interest in music and also indicate 

its future growth and promise.10 

S Leonhard, ££• clt.. p. 60. 

9 Ibid.. p. 51. 

10 Lloyd Frederick Sunderman, "The Era of Beginnings 
in American Music Education (1850-184.))", in The Journal of 
Research In Music Education. Vol. 4, Mo. I, issue of Spring 
1936, p. 33. 
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On August 88, 1658, the Boston school board voted 

to hire a teacher of vocal music to teach music in several 

of their schools. This action represents the beginning of 

music education in the public schools of the United States 

and reveals ths beginning of the breakdown of opposition, 

in the public schools, to music. On July 1, 1339, ths Bos­

ton Academy of Music, in their annual report, called the 

action taken by the Boston school board the "Magna Charta 

of music education in this country.* Lowell Mason (1798-

1878) was hired in 1838 and placed in charge of vocal music 

in the Boston schools along with four assistants.11 Sari 

W. Qehrkens calls Lowell Mason "the first supervisor of 

public school music.in ths history of ths world."12 

The early advocates for music in the schools were 

firm in their rejection of the theory of talent selection 

and prsprofesslonal training. They preferred the inculca­

tion of music as part of the common heritage of culture. 

Before music was adopted as a subject to be taught in the 

curriculum of ths Boston schools, ths Boston Board of Edu­

cation, in 1837, submitted a report that contained state­

ments which have more than ordinary significance today. 

11 dirge, gg. clt.. pp. 54-63. 

18 Karl W. Gehrkens, "Public School Music", in 
The Interactional Cyclopedia of Music and Musicians, JSei 
forkrfcoS*, Seaafc CompsnyT*^ Edition, 194S, p. 1438. 
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The following statement from this report still constitutes 

ths philosophy underlying the teaching of music in the 

public schools 

Through vocal music you set in motion a mighty 
power which silently, but surely, in the end, will 
humanise, refine, and slsvate a whole community.13 

It is beoauee of the humanising effect upon the people 

rather than for the training of professional musicians that 

music is taught to all children in the elementary schools. 

Music is not taught to a small number of elementary school 

ohildren selected for their unusual musical abilities or 

aptitudes. James L. Muraoll, in his Human Values in Jauslo 

Education, interprets the present-day values of music la 

terms of a social philosophy of education.14 Sunderman 

states that before 1840 "the idea of popular school music 

education in America had germinated to such an extent that 

the educational forces were becoming sensitive to the merits 

of school music as a cultural necessity."15 Public educa­

tion in the United States began during the first half of the 

nineteenth century and music was than finding its place and 

growing with American education. Leonhard discusses the 

13 Blrge, oj>. clt.. pp. 44-47. 

14 James L. Mursell, Human Values In Music Educa­
tion. Hew York, Sliver Burdstt, 1934, p. 1. 

IB Sunderman, oj>« clt., p. 39. 
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relationship of music and the American public school system 

during its inceptions 

(...) every child was to be educated; Jeffersonlan 
Ideals were to be realised. This was the time of 
Horace Mann and ths great expansion of the American 
public school system. Pros public education Itself 
had been long in coming, but as soon as these schools 
were established In principle and in fact, music 
quickly assumed its place In the curriculum. IS 

THE XMPLUBHC1 OF LOWELL MASOH 

The singing school was valuable because it was a 

popular means of instruction. It was comparable to the elec­

tive music olass of the modern high school because s small 

and a select group of people actually attended it. This 

selectivity brought about "a well indoctrinated belief that 

only a few possessed a musical ear."17 Because children 

did not generally sing it was presumed that they lacked the 

ability to sing and be taught to do so. Lowell Mason ex­

ploded this doctrine of the talented few by successfully 

proving that children could be taught to sing.18 Ths 

teaching activities of Lowell ^ason were centered in the 

Boston Academy of Music which was organised by a group of 

eltissns in 1838 to help Mason in his work. The Academy 

16 Leonhard, eg. oJLt., pp. 51-38. 

17 BIrge, oj>. olt.. p. 36. 

18 Ibid., p. 36. 
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of Music corresponded extensively with many educators 

throughout the United States in the Interest of music and 

became known as the national sponsor for music education. 

Credit is given the Academy for introducing music not only 

into the Boston schools but also for making music a live 

issue throughout the country.19 

The methods of teaching that Lowell Mason employed 

are credited to Pestalossi. In 1837, under the encourage­

ment of Horace Mann, Lowell Mason studied in Europe and 

observed methods of instruction in the Pestalosslan 

schools.80 Horace Mann also encouraged the engagement of 

Mason as s lecturer and demonstrator at teachers institutes 

and normal schools where his methods were assimilated Into 

the growing public school system.21 Mason's technique of 

teaching, imitated by his followers, was based upon the 

method incorporated in his Manual of the Boston Academy of 

**•*• IfHT. Xagtmftlon M Jta Msnynlft q,f Vocal,, ,):uslciiô „|hsi 

System of Pestalossi (Boston, Carter, Hendee and Company, 

ld34, seven editions to 1031). This book was a translation, 

largely, of a Oerman book by O.F. Enebler, Anleltung sum 

19 Ibid., p. 40. 

80 Clara Josephine MeCauley, A Professionalised 
Study of Public School Music. Khoxville, Avent, 1938, p. 9. 

81 Leonhard, og. clt.. p. 33. 
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Oeeang-anterrlchte in Schulen (Stuttgart, J.B. Metsler* 

Schen Buchandlung, 1883). Kuebier's textbook was not based 

upon Pestalosslan principles in method or In content. 

Britten states that "the most-to-be-regretted endeavor of 

the first teachers of music in our public schools was their 

uninformed attempt to Introduce Pestalosslan method."22 

Lowell Mason, as one of the most prominent early music 

education leadere, "promoted a teaching method ths principles 

of which he did not understand" and which was plagiarised 

from another eouree, a source which Britten calls 'imperti­

nent'.85 

MUSIC EDUCATION PRIOR TO THE CIVIL WAR 

Ths period following the introduction of music in 

the schools of Boston showed slow progress in the adoption 

of music as part cf the public school curriculum in the unit­

ed States. During this period of pioneering in music educa­

tion, the procedure utilised consisted largely of drill in 

mastering the rending of music. This procedure had been 

utilised in th* singing schools and was transferred to the 

public schools. The difference now was that all children 

88 Britton, gp.. cj*., p. 806. 

89 Ibid., p. 807. 
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were to be taught music instead of the talented ones who 

attended the singing schools. In the public school, know­

ledge meant book knowledge and this theory was applied to 

music. The elements of music were stressed along with the 

singing of songs. Birge states that "music was taught at 

least as well as the other subjeots, and In many eases, far 

better."24 

The procedures Inherited from the singing schools 

were taught in the public schools by singing school teach­

ers. Thess singing school teachers became the special music 

school teachers, and thus, music became a special subject.25 

The responsibility of the classroom teacher for teaching 

her own music to her own class gradually became a reality 

at a later date. The early classroom teachers were per­

mitted to teach singing but the special music teacher was 

responsible for the teaching of songs and of teaching the 

theory of music.80 

During the period prior to the Civil War many funda­

mental questions regarding American education were settled. 

The public schools were open to everyone, were tax supported, 

were not sponsored by a church group and were placed under 

84 Birge, 0£. clt.. p. 77. 

8 6 *b*d«» p. 73. 

86 Ibid., p. 74. 
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state control. Ths acceptance of music as a subject in the 

curriculum by the larger oitles gave music a prestige which 

helped the cause of music. However, music was Introduced 

mainly in areas where a number of schools were controlled 

by single school boards.87 

MUSIC H5UCATI0H DTJRX8G THE P03T-CXVXL WAR PERIOD 

Birge indicates that the real beginnings of public 

school music did not come until after the Civil War. The 

agitation for music in the schools was given additional 

impetus by "the marked advance in every direction of the 

general field of music."28 Progress was being made because 

of ths increased number of private music teachers who had 

risen to the level of a recognised profession. Choral acti­

vity is evidenced by the formation of musical societies, 

music festivals and musleal oonventions. Symphony orcheatras 

and concert bands toured many parts of the country, finally, 

the development of music in colleges and the establishment 

of Independent conservatories of music gave considerable 

stimulus for the growth of music in the schools.89 

87 Ibid., p. 86. 

88 Ibid., p. 87. 

89 Ibid., pp. 87-89. 
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Such schools as the Oberlin Conservatory of Music (1833) 

and the Hew England Conservatory of Music (1867) were pio­

neers and forerunners of institutions for training teachers 

of music for the schools and studios In the United States.30 

The teachers of music organised to control and stimulate 

their activities by forming the Music Teachers National 

Association in 1076.al 

The teaching of music in the public schools was 

chiefly confined to the grammar grades and to the high 

schools during the period before 1864. In that year, Luther 

whiting Mason (1888-1396) was invited to Boston to organize 

music instruction in the primary grades. The introduction 

of muslo at this level of instruction created a pressing 

nsed for music books progressively planned to proceed through 

all the grades. Luther Whiting Mason supplied the need in 

1870 by compiling the National Music Course which was pub­

lished by ths founder of Ginn and Company, Edwin Olnn. 

The use of thess books became virtually universal. Birge 

consldsrs Luther Whiting Mason the founder of school music 

methodology and states that "the national Music Course was 

not only the first completely planned course to receive 

30 Waldo Selden Pratt, editor, grove's Dictionary 
of Music and Musicians. Hew York, MacMlllan, 1939, Vol. 6, 

31 Leonhard, oj». clt.. p. 35. 
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national recognition - it was also the prototype of all the 

many methods which followed It."52 These books made it 

possible for elementary school teaohers to teach their own 

music to their classes. Mason based the beginning of music 

reading on the learning of many songs followed by instruction 

in musical notation. He applied the methods of language 

reading to music reading.33 

Ths period after the Civil War brought about two 

conceptions of music teaching in the schools. One view­

point, followed by the adherents of Luther Whiting Mason, 

was that of learning songs before learning to read music. 

The other viewpoint advocated teaching children how to read 

musie in order that they might learn to sing songs.54 This 

second viewpoint was set forth in the Hormal Music Course 

by John W. Tufts and Hoses Holt. This was a step-wise plan 

carried out with relentless logic so thoroughly that chil­

dren were compelled to become music readers.56 

Musis had been taught primarily by special teachers 

of music. Towards the end of the nineteenth century the 

special music teacher evolved into the supervisor of music 

38 Birge, ojg. clt., pp. 108-103. 

3* So1**., p. 104. 

94 ibid., p. u s . 

33 Ibid., p. 113. 
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who guided the music teaching of the classroom teacher. 

Birge succinctly states that "success in school music meant 

susoess in teaching music reading, and the best energy and 

thought of music teachers went Into a study of this prob­

lem."36 Music was becoming an Intellectual subject because 

it was stressing ths mastery of the printed musie score and 

ths acquisition of factual knowledge. The influence of 

Herbartian pedagogy had penetrated music education and the 

schools were applying techniques calculated to teach every 

child how to read musie.57 

The child-study movement influenced music education 

at ths end of the nineteenth century and brought about a 

roaliaation that a love and an appreciation for music was of 

primary importance.39 This new educational movement was 

responsible for combining the two dominant approaches to the 

teaching of school music during the nineteenth century. It 

showed that the ability to read music could be taught with­

out destroying ths lovs for singing and that the singing of 

songs could help the acquisition of music reading skills. 

*• Ibid., p. 143. 

38 Heal E. Glenn, Teaching Music in Our Schools, 
Dubuque, Wm. C. Brown, 1931, P. 77. 
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Ths aim of auslc education today, that every child appre­

ciate and develop a love for music, has its roots in the 

child-study movement.s9 

TWEMTHTH CHHTtlllX MUSIC ED'JGATIOB TftEHDS 

Ths new century brought with it a return to an em­

phasis upon song singing with teaching procedures built 

upon purely musical foundations, primarily, that of devel­

oping beauty of tone. The first quarter of this century 

witnesssd a development in the variety of muslsal offerings 

in ths schools. Instrumental music entered the elementary 

and high schools in the form of bands and orchestras. Pro­

cedures were developed for giving class instruction for a 

variety of musleal instruments. 

Glenn discusses "four outstanding trends" that 

emerged in music education. The first trend was the rise 

and development of creative music in ths child centered 

schools where the dominant aim in education had been cre­

ative self-expression. The second trend wae the growth of 

a comprehensive musio program in the elementary school. 

This program included such activities as folk dancing, 

singing games and rslated rhythmic experiences. Musie 

39 Birge, ojt* clt.. p. 165. 
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appreciation became more than a mere listening lesson with 

the entire program aimed at inculcating a love of beauty. 

A third trend was a desire to provide musical experiences 

for all students instead of to the talented few. Music was 

Intended for all school children.40 The president of the 

Music Supervisors national Conference. Osborne MeConathy, 

statsd In 1919 that "every child should be educated in music 

according to his natural capacities, at public expense, and 

his studies should function in the life of the community."41 

The desire today Is to secure equalisation of educational 

opportunity for all children in the nation. Educators feel 

that each child has a right to be educated with music func­

tioning as part of that education. Olenn considers the 

thinking about the child as being the true center of educa­

tion a most significant twentieth century educational trend. 

This fourth trend has been Influenced by John Dewey* s phi* 

losophy and the field of music has absorbed many of his 

sduoational thoughts.48 One twentieth oentury music 

educator, James Lockhart Hurssll* has been influenced by 

ths sduoational Ideas of John Dewsy, William Kilpatriek 

40 Olenn, ©£• cit.. p. 77. 

41 John W. Molnar, "Changing Aspects of American 
Culture as Reflected in the MBHC" in the Journal of Research 
in Music Education. Vol. 7, Ho. 8, Issue of Fan 1939, p. 176. 

48 Glenn, ojg. ©!£., p. 77. 



HISTORICAL BACKOhOUMD 17 

and the progressives.43 The prolific writings of James L. 

Mursell reveal an application of educational trends applied 

to the field of music education. 

BIOO-ftAPHlCAL SKETCH OF JAMES LOCJCHAET MtJKSELL 

James Lookhart Mursell was born in Derby, England, 

on June 1, 1893, the son of James Cuthbert and Jean Murray 

(Lockhart). He was educated at Edinburgh Academy in Scot­

land, Taunton School at Taunton, England, and at Kyre Col­

lege, Adelaide, South Australia. In 1913 he received his 

Bachelor of Arts degree and Honors in Philosophy at ths 

University of Queensland, Australia. During the years 

between 1913 and 1917 he was a Queensland Government Travel­

ing Fellow. He came to the united States in 1915 and did 

graduate work at the Union Theological Seminary and at Har­

vard University where he received his doctor of philosophy 

degree in 1913. Descartes' Theory of Space was the topic of 

his doctoral dissertation. On December 30, 1919, Dr. Mur­

sell married Alice Bthrel May who had been a student of 

Oberlln Conservatory of Music, Oberlin, Ohio. In 1919 and 

1980 he was ths director of the research and library depart­

ments of the Inter-Church World Movement. Prom 1981 to 1983 

43 James L. Mursell, PrlnolPleo of Education. Hew 
York, Horton, 1934, p. xli. 
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Mursell was professor of psychology and education at Lake 

Erie College, Painsville, Ohio. The years between 1983 and 

1933 brought him into national prominence. During these 

years he was professor of education at Lawrence College, 

Appleton, Wisconsin. In 1933 Mursell was invited to join 

ths faculty of Teachers College, Columbia University. He 

remained as an associate professor of education until 1939 

when he was named a full professor. At Columbia he was ac­

tively engaged not only in the field of education but also 

in the field of music education. James L. Mursell became 

the chairman of the department of education and chairman of 

the department of music education at Teachers College, Co­

lumbia University. He kept these positions until his re­

tirement in 1939. Dr. and Mrs. Mursell now live in Jackson, 

Hew Hampshire. 

M0BSELL AS A WHITER 

The educational, psychological, and musical ideas 

of Murssll are expounded in his many books and articles la 

various periodicals. The major portion of these works are 

in the field of music. He has been particularly Instrumen­

tal in developing the concept of a child centered curricu­

lum In music education. In 1931, with Mabelle Olenn. he 

produced The Psychology of School Music Teaching, the 

first important book in the field dealing with the child 
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as learner.44 He has written about the significance of 

music in the curriculum and treats, rather extensively, of 

music as an agency for growth. He is an advocate of music 

taught by the classroom teacher and discusses the resources 

available to the classroom tsacher. With his Psychology of 

Music (1937) he has made a contribution to the foundations 

af music education. The author has brought together and 

interpreted a vast amount of research material from both 

English and foreign language sources dealing with the psy­

chology of music. 

During the nineteenth century, music waa primarily 

subject centered In the curriculum. It was considered to 

be a skill subject with the emphasis placed upon music 

reading and sight singing. This concept in music education 

has persisted into the twentieth century. 

The beginning of the twentieth century brought with 

it the concept of the child centered curriculum. Music 

educators have only recently begun to Incorporate these 

concepts into their own field. Molnor states that "James 

L. Murssll has been particularly instrumental in developing" 

44 Marion Flagg, Musical Learning. Boston, Blr-
ehard, 1939, p. 3. 
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this concept of the child centered curriculum in the field 

of music education.45 James L. Mursell, the educational 

psychologist, educator and music educator, has grasped the 

significance of educational trends and has applied these 

trends to the field of school music teaching. 

43 Molnar, oj>. clt.. p. 177. 



CHAPTER TWO 

MURSELL'S VIEWS AS A DBVELOPMEHTALIST 

The sources of Mursell*s influence and stimulation 

are readily admitted in several of hla writings. That ths 

alma of education are ths institutions of society reveal 

his intsrast In the works of Profsssor Ross Finney. In the 

prefeoe of his book, Principles of Education (1934), Mur­

sell states that he has "adopted and sought to apply" the 

dictum of Profsssor Flnnsy and acknewlsdgss ths stimulation 

that he haa received from Flnnsy's Bociologisal Philosophy 

of Education.1 In the asms book Murssll admits that "the 

influence of Dswsy and Kilpatrick (...) la manifest through­

out.*8 Ths constant utilisation of such concepts aa (1) 

doctrine of experience, (8) the pro jest method, (3) adjust­

ment to life's problems, (4) mental growth, and (3) conti­

nuous growth identifies Mursell as a follower of the pro­

gressive movement in education. 

In a journal article Murssll analyses growth atagss 

and gives an account of sequence in musical development. 

1 Boss X*. Flnnsy, A Sociological Philosophy of 
Education. How York, Mae&illan, 1938. 

8 James L. Murssll, Principles of Eduoatlon. Hew 
fork, Morton, 1934, p. xli. 
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In this article ths influence of Arnold Oesell is inherent.5 

Ths subjects of mental growth and musical growth as topics 

expand from chapters in his earlier works into entire sub­

jects for his later books. The stature of Murssll in this 

fisid can be surmised from a recent article in an education­

al yearbook which concerns itself with the growth processes 

in music education.4 

Murssll frequently refers to and mentions ths psy-

ahologlst Raymond H. Whssler in his writings. A Osstalt 

theory of learning with a strong biological emphasis which 

attributed all behaviour to growth was developed by this 

psychologist.5 Leonhard atates that this theory "implied a 

principle which has been called stimulation-induced matura­

tion. ** Bllgard refers to this as a kind of maturation in 

addition to age maturation, "a supplementary growth process 

3 James L. Murssll. "Growth Gradient In Music" in 
Music Educators Journal. Vol. 34, Ho. 8, issue of Movember-
Deo ember 1847, p. 18. 

4 James L. Murssll, "Growth Processes in Music Edu­
cation" in Ths Fifty-Seventh Yearbook of the national Socie­
ty for the Study of Education. Part I. &aslc Concepts in 
Music Education, university of Chicago, 193S, pp. 140-168. 

3 Raymond H. Wheeler, Ths Science of Psychology, 
Hew York, Crowell, 1989. 

6 Charles Leonhard and Robert W. House, Foundations 
and Principles of Music Education. lew York, McOraw-Hill, 
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induced by the conditions of stimulation."7 According to 

Leonhard, this "type of maturation depends upon experience 

in a stimulating environment and may be called experiential 

maturation."8 The progressive thought in education advoca­

ted experiences. For John Dewey experience denoted th© in­

teraction of a living organism with its environment. His 

concept of experience is an affair of nature, an affair 

between live creatures and their environment and provides 

the only acoess and means to what can be known about nature. 

Man draws on a fund of past experiences of his own giving 

meaning to the present. Thayer calls Dewey's contribution, 

regarding experience, "a landmark in the history of thought." 

He furthur states that "experience is the necessary condi­

tion for knowing" and If anything is to be known it must 

reveal Itself in human experience.9 A result of John 

Dewey's educational philosophy was the direction of the 

attention of the educational world away from the subject 

to the child and from external methods and alms to self-

activity and growth as ends In themselves. Mursell, as a 

7 Ernest R. Hilgard, Theories of Learning, New 
York, Appleton-Century-Crofts, 1948, p. 218. 

8 Leonhard, o£. clt., p. 125. 

9 H.S. Thayer, The Logic of Pragmatism, Hew York, 
Humanities Press, 1952, p. 22. 
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follower of progressive thought, applied progressive think­

ing to the field of music education along with Oestalt theo­

ry and developmental psychology. 

According to Mursell there are four major viewpoints 

in present-day educational psychology. (1) One viewpoint 

in educational psychology is that of mental hygiene which 

aims at promoting the wholesome personality and plaoes a 

great emphasis upon the arousal of the will. (2) another 

viewpoint emphasises mental growth and development and is 

often called the developmental approach. In this viewpoint 

the arousal of the will is a condition of adjustment but a 

new idea is added - that the will of the child cannot be 

aroused to tackle any problem until he is mature enough. 

(3) Education can be approached from the standpoint of so­

cial psychology. This more recent approach concerns Itself 

with the behavior and mentality of humans as members of so­

cial groups and classes. It deals with adjustment and con­

nects the curriculum more closely with life as it is actual­

ly lived. (4) The longest established approach In education 

al psychology oenters on classroom learning and subject-

matter achievement. 

The mental hygienists, developmental psychologists, 

and social psychologists do not place th© curriculum first 

in their thinking and do not believe good classroom learn­

ing is their problem but place their emphasis upon 
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personality values. There seems to be a distinction be­

tween the curriculum as a body of learning and extra-cur­

ricular activities which affect character.10 Mursell con-

eludes that: 

(...) classroom learning and aubject-matter achieve­
ment cannot be shirked (...) but It Is necessary to 
understand the teaching of the curriculum in terms 
of the whole process of adjustment; we must not think 
in terms of learning alone, ignoring the arousal of 
the will.11 

According to Mursell, a psychologist will define 

education as the shaping of personality.18 For Mursell, 

personality "is the total pattern of his ways of dealing 

with the challenges and problems of life." l s The shaping 

of perconallty will depend upon two conditions. (1) The 

person must deal with a challenge which Is pertinent to his 

interests and (2) in meeting this challenge he must achieve 

a new mode of dealing with his environment. In other words, 

•the shaping of perconallty depends first on the arousal of 

will, and second, on the finding of a way."14 Learning, 

transfer, and growth are the mechanisms by which human 

10 James L. Mursell, PsvcholoKy for Modem 
Education. New York, Morton, 1952, pp. 22-27. 

11 Ibid., p. 30. 

12 Ibid., p. 3. 

13 Xbld.. p. 3. 

14 Ibid., p. 13. 
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personality la shaped and molded.1S The mechanisms of 

growth will bo deslt with since Mursell has utilised the 

concept of growth rather extensively in the field of music 

education. 

THE EVOLUTION OF MURSELL'S CONCEPT OP MKHTAL GROWTH 

In discussing growth processes Mursell occasionally 

uses the term "development". In his works the terms 

"growth" and "development" are utilised as synonyms. 

when Mursell's first book. Principles of iualoal 

Education, was published In 1927 he did not mention growth 

or development as a process of education. A mention was 

mads of psychological methods and a page was devoted to the 

payshology of music.16 In 1931, in his Psychology of School 

Music Teaching. Mursell quotes the definition of John Iewey 

that all education is the reconstruction of experience and 

relates this concept to music education. He distinguishes 

education from training. Only a few pages are devoted to 

this topic.17 The embryo of Mursell'a concept of growth 

15 Ibid., p. lx. 

16 James L 
Education, Hew York 

. Mursell, Principles of Musical 
, MacMlllan, 1987. 

17 James L. Mursell and -vabelle Olenn, The Psycho-
of School Music Teaching. Mew York, Silver Burdett, 
, pp. 357-360. 
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can be found in his 1934 book, Principles of Edwaat^n. K e 

reiterates what others have called education - th© shaping 

of life and that "a person's education consists of the to­

tal of those formative Influences which determine how he 

shall live." In this book ^uracil states that education 

has been endowed with a new meaning coming through the rise 

of the biological sciences. These sciences deal specifi­

cally with life and its conditions, and, glv« to education 

the 'biological approach". The biological sciences bring 

"to us an authentic account of the nature of life, which 

shows ua what is really Involved in any attempt to mould 

and determine It." Hursell furthur states that for bio­

logical science the characteristic that 1© essential of th© 

life prooesa is summed up in th© word adjustioent. The idea 

he explains is that "a living being is distinguished from 

a dead thing by its capacity for adjusting Itself to its 

environment."1Q Thus, the aim of education, as a process 

of adjustment, Is to produce fitness for she problems of 

life. In his Principles of Eduoation Mursell expounds the 

biological conception of education and discusses, rather 

18 James L. Mursell, Principles of education. 
i«ew York, Morton, 1934, pp. 4-6. 
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extensively, the relationship of education to mental growth. 

The influence of the social philosophy of Ross Finney and 

the biological oonoept of education are evident in the fol­

lowing statement by Mursells 

For mental growth, properly understood, means 
precisely growth in social Insight and outlook, and 
in power to deal flexibly and creatively with life's 
problems. It is, so to speak, the Inner aspect of 
social adjustment.19 

Mursell»s Principles of Education was published in 

1934. During the same year his Human Values In male Edu-

tlon appeared.30 The influence of the social eduoational 

philosophy of boss Finney Is again evident with Mursell In­

terpreting the values of music in terms of a social philo­

sophy of music. One of the tenets of progressive educational 

thought, that significant experience educates us, is ex­

pounded. The concept of growth as related to music is also 

expounded by Mursell and this relationship makes its Initial 

appearance in this book. Hursell's definition of mental 

growth is briefly stated in this booki 

Education is the guidance of growth (•..). Only 
those experiences which contribute towards mental and 
personal growth are educative.21 

19 Ibid.. p. 47. 

90 James L. Mursell, Human Values In Music Edu­
cation. Hew lork. Silver Burdett, 1934. 

21 Ibid., p. 100. 
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*n his Educational Psychology (1939) **ursell consi­

ders the topic of growth and development as one of the most 

important topics in educational psychology and he still da-

fines sduoatlon as a process of guided growth.82 Hut now, 

i&irsell calls mental growth "a dynamic process, through and 

through." For Mursell, understanding, skill, feeling, and 

patterns of Insight do not merely exist. They are to be re­

garded as ways the individual deals both with his environ­

ment and with himself, or, both together. Mursell states 

that this is their essential meaning and furthur contendsi 

Any segment of the growth process is always started 
off by a sense of need, a sense of a problem, a sense 
of inadequacy to deal with some current demand. Ul­
timately such needs and desires are biological in ori­
gin, for, (...) human heredity itself is dynamic and 
made up largely of action-tendencies (•••)• As mental 
life becomes more complex, needs and desires themselves 
extend furthur and increase in sophistication. We be­
come aware of a need for knowledge or for beauty or 
certain kinds of companionship, and interactive patterns 
emerge which make possible the satisfaction of such 
demands as well as conditions allow.S3 

The above statement outlines the idea of the essen­

tially dynamic character of mental growth. That mental 

growth Is not merely an evolution of skills or abilities 

in isolation from their use but rather of patterns of 

22 James L. Murssll, Educational Psychology. Hew 
York, Morton, 1939, p. 126. 

25 Ibid., pp. 150-161. 
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interaction la known to child psychologists and othera con­

cerned with the developing individual.24 

In discussing the importance of dynamic factors In 

relation to growth Mursell stresses the importance of drive 

and the will to learn, he considers motivation as being 

desirable in shaping the process of growth toward effective 

ends.25 Mental growth is now understood as a dynamic process 

of Interaction between the individual and M s environment, 

and lnvolvea the will and motivation. 

The controlling viewpoint of his 1949 book. Develop­

mental Teaching, was that "no body of content Is pedagogi-

eally well organised unless it is organised in terms of 

mental growth."26 For Mursell, good teaching did not mean 

pounding inert subject matter into unwilling heads, it 

meant "bringing subject matter to life as something Inspir­

ing and revealing - transforming it into spiritual nourish­

ment."87 Xn his 1948 book, Education for Musical Qrowth. 

Mursell organises an entire section of this book into 

24 Ibid., p. 131. 

23 Ibid.. p. 294. 

28 James L. Mursell, developmental Teaching. Hew 
Yorkm McGraw-Hill, 1949, p. v. 

87 Ibid., p. vli. 
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avenues of musical growth.28 He has utilised one topic, 

music, and shows how its various phases can be developed 

along developmental lines. His 1949 book, Developmental 

Tcaohinft, organises areas of subject matter Into avenues of 

mental growth. Mursell*s arguiaent seems to be "that any 

area of subject matter can be and should be organised as an 

area of growth" and only when this is done do we have a pat­

tern of good teaching.89 

By 1952 little la added to his concept of mental 

growth. Murssll describes the process in bis Psychology for 

Modern Education! 

(...) the process of adjustment, in and through 
which personality Is shaped, involves the arousal of 
the will and the finding of the way. Each specific 
learning experience reveals a few definite steps of 
the way, and (...) these steps must be taken or a 
person gets nowhere. But when the steps are taken, 
new horlsons and perspectives open up, and this we 
call the developmental effect of specific learning, 
or the process of mental growth.*0 

In his Psychology for Modern Education Mursell uses 

the term "growth gradient" which he has borrowed from Arnold 

Oesell and which describes certain specific lines of growth. 

Ths "growth gradient" is described as a developmental 

28 James L. Mursell, Education for Musical Qrowth, 
»ew York, Oinn, 1948, pp. 126-1091 

29 Mursell, Developmental Teaching, p. vl. 

30 Mursell, Psychology for Modern Education. New 
York, Norton, 1952, p. 329. 
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sequence within "a certain terrain of growth territory dis­

tinguishable enough to be considered as a separate topic.31 

Mursell first used the term "growth gradient" in a 1947 

journal article when he presented a tentative growth gra­

dient in music.38 Mursell described the concept of "growth 

gradients" as being basically simple. Although growth has a 

number of universal characteristics, one always deals with 

some specific type of growth. Lines or gradlanta of growth 

would be growth In sausioality, or reading ability, or some 

other specific type of growth. Any given growth gradient, 

or developmental line, "retains Its own distinctive charac­

ter throughout its entire course."55 Ocneral points in this 

sequence of development are outlined by Mursell1 

(...) (a) patterns of response become more and more 
definite; (b) precise and discriminating reactions evolve 
out of crude ones; (c) conscious or "mental" awareness 
becomes clearer} (d) awareness of the implications and 
relationships of what Is being done (...) steadily ex­
pands; (e) a technique for satisfying many basic needs 
is progressively discovered»s* 

31 Arnold Oesell and Frances L. Ilg, The Child 
from Five to Ten. Hew York, Harper, 1946, pp. 5-6. 

32 Mursell, "Orowth Gradient In auslc" in -luaio 
Educators Journal. Vol. 34, Ho. 2, issue of November-
December \&4f$ p. 18. 

33 Mursell, "Orowth Processes in Music Education" 
in the Fifty-Seventh Yearbook of the National Society for 
the Study of Education, Part I, Basic Conoepta in ifrtslc 
JSduc's'tl'on, unlv'ersTEy 'of Chicago, 1958, pp. 144-145. 

34 Mursell, Psychology for Modern Education, p. 331 
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What Mursell has done Is to consider the various 

developmental gradients simply as aspects of the general 

process of growth itself. The various sequences, or gra­

dients, of mental growth should be considered as not being 

separable from each other although they can be considered 

separately. In order to organise eduoatlon for the promo­

tion of mental growth, the characteristics and conditions 

of growth must be understood. 

CHARACTERISTICS W THE Q-KOWTH PftOCBS* 

In considering Mursell*s views regarding the charac­

teristics and conditions of the growth process only psycho­

logical, or mental growth, and not physical growth is con­

sidered. For Mursell, the use of the term "mental growth" 

la intended to mean the entire psychological aspect of 

growth and this includes the social and emotional process 

and also that of motor control. Mursell would prefer to use 

the expression "behavioral growth" but feels that the term 

Is clumsy. When he speaks of mental growth he Implies be­

havioral growth.*® 

In tracing the evolution of ̂ uracil's concepts of 

mental growth, both experience and maturation were found to 

35 Ibid., p. 351. 
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be necessary elements of mental growth. Both experience and 

maturation have their roles In mental growth. Experiences 

can be controlled but maturation cannot. Therefore, since 

experiences can be controlled and maturation cannot, Mursell 

felt that the "chief concern must be with the optimum plan­

ning of experience with a view to desirable behavior 

change."S3 ^he characteristics which Mursell stressed in 

his writings were the following! (1) growth involves the 

whole personality, (2) it is a continuity, and (3) it Is the 

emergence of pattern. 

The characteristics of growth which involve the en­

tire personality are twofold. In the first place, the spe­

cific amount of growing that occurs within a pereon will be 

determined by the individual's entire personal make-up at 

the time. The social and emotional prooessss, motor control 

and growth gradients are all considered in this first state­

ment. In the second place, "every specific bit of growing 

that a person doss has an affect on his entire personality." 

Mureell furthur contends that a person does not really learn 

anything without going through some total over-all change.37 

36 Mursell, "Orowth Processes in Music Education", 
p. 143. 

37 Murssll, Psychology for Modern Education, 
pp. 352-353. 
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Mursell furthur statss that: 

(...) to grow in any specific respect is to gain a 
new competence, a new control, a new power for dealing 
with life and the environment. So any and every spe­
cific bit of growing affects (...) one's behavior and 
personality.88 

In discussing the importance of continuity In 

growth processes, Mursell is emphatic in stating his views. 

He disagrees with those psychologists who believe that 

there are a series of separate atsges in the sequence of 

mental growth. Mursell believes that whatever the causa­

tion of development, the general character will always be 

the asms. Development, according to Mursell, cannot be bro­

ken down into self-contained stages but it moves as a con­

tinuous sequence. Development is the shaping up of a pur­

posive activity and "always Involves and affects every 

phase and aspect of personality and adjustment (...) and is 

a process in and through which meaning becomes explicit."39 

The essential character of the mental process doee not 

change as it develops end Mursell believes that this "men­

tal process is a continuity in which the same characteris­

tics and processes appear at all levels, though with varying 

38 Ibid., p. 333. 

59 Mursell, Developmental Teaching, p. 68. 
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efficiency.*40 He considers this idea aa being very Impor­

tant and calls continuity "a most striking single charac­

teristic of the process of growth."41 Sine© children, like 

adults, learn by insight, teaching should be organised to 

help everyone learn by this insight. Mursell illustrates 

his thinking with several examples: 

Children must be taught to understand arithmetic, 
to grasp some of the meaning of historical events, to 
respond to the expressive values of music and art and 
literature, to appreciate the reasonableness and 
suitability of right behavior.42 

The third characteristic that Mursell discusses is -

that growth is the emergenoe of pattern. As the mentality 

of a child developa, changes will take place. These changes 

must take place or growth would not occur since growth itself 

is change. As a child grows up his mentality, or his beha­

vior, "becomes more and more elaborately structuralised or 

organised."*5 Pattern emerges as mental growth proceeds. 

Mursell advocates that the aim of teaching. In order to 

promote growth, must be to organise situations that would, 

"over a period of time, favor the emergenoe of organisation, 

40 Mursell, Psychology for Modern Education, p. 355. 

41 ^uracil, "Orowth Processes In Music Education", 
p. 144. 

42 Mursell, Psychology for Modern Education, p. 355. 

43 Ibid., pp. 355-356. 
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or structurallaation, or pattern."44 Xn his JDevelopmental 

Teaching Mursell credits the concept of the fourfold classi­

fication of the emergence of pattern to ft.D. Commlns.45 

The aspects of development in the emergence of pattern In­

volving changes in mentality and behavior that Mursell 

recommends and which a teacher should recognise as desirable 

are the followings 

(1) The emergence of pattern Involves increasing 
differentiation or discrimination (...). (2) The 
emergence of pattern in mentality and behavior involves 
the evolution of precision out of crudeness (...)• 
(3) The emergence of pattern in mentality and behavior 
meens the increasing control of behavior by general 
principles and by abstract concepts and ideas (•••). 
(4) The emergence of pattern in mentality and behavior 
involves a continual widening of the child's range of 
responelveness and Interest.46 

Mursell very aptly summarises the process by saying 

"mental growth involves the whole personality, It is a 

continuity in the sense that It Is a process of expanding 

and deepening insight from the very first and its very 

essence is the emergence of a more (...) highly organised 

pattern."47 

4 4 Xbid.. P. 366. 

45 Mursell, Pevelopmental Teaching, p. 72. 

46 Ibid., pp. 356-360. 

47 Mursell, Psychology for Modern. Lducatjpn, 
p. 362. 
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In developing a sequence of the growth-plan, Mursell 

discusses some aspects of this phase and makes several con-

elusions. According to him, education does not shape the 

personality by avoiding difficulties or problems, or, even 

by eliminating specific subjects because they are difficult 

to learn or teach. Personality is shaped best by utilising 

all subjects so that they become tools for living. The ex­

perience of learning the subjects Is formative and strength­

ening. Mursell does not believe in forcing children to 

learn soaie skill or ability by direct pressure because it 

does not give the ohlld a definite grasp of the ability or 

skill that he is to learn. Forcing would become routine 

drill that is repetitive with very little insight connected 

with it and would not be an Inspiring or strengthening ex­

perience. He believes that the concept of readiness is 

useful and could be applied to subject-matter areas other 

than reading and arithmetic. However, he does not believe 

that there ehould be any fixed point when the formal aspects 

of any subject should be Introduced. Formal learning 

"ehould emerge gradually as horizons expand, insights become 

more abstract, and controls become more refined."48 

46 Ibid., pp. 362-372. 
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Finally, he contends that mental growth or development comes 

about partially by maturation and partially by experience. 

Maturation la beyond our direct control but produces more 

organised, patterned, and controlled behavior. He believes 

that maturation is a small factor in growth and that expe­

rience, or learning, is the Important factor.49 The envi­

ronment of the classroom should be organised so that mental 

growth and development will be promoted. 

MURSELL'S CONCEPT OF MUSICAL OliOWTH 

Mursell considers the basic idea of the develop­

mental approach, as applied to musie education, to be clear 

and staple. The difficulty is encountered when the approach 

is to be applied and organised in the educational program. 

Mursell recommends that "all musical activities, experiences, 

endeavora and learnings should be thought of and planned as 

episodes in a process of musical growth (...) and they 

should (...) center on the development of musical respon­

siveness."50 Mursell uses the terms 'musical responsive­

ness' and 'musical!ty» to indicate the same concept. The 

term 'musioallty' has been used by Mursell since 1951 when 

4 9 Ibid., p. 376. 

50 Mursell, Education for Musical Growth, p. 3. 
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he dlaoussed the Hungarian psycuologlst Cess hevecs and his 

eight point test of musical ability.5i 

In utilising the developmental viewpoint, a suojaet 

is not taught in the conventional manner, but, the growth 

gradient, or as Mursell call* it, the developmental line, 

is promoted, i'hi* developmental line will remain constant 

at the various levels of maturity aiW its character will be 

distinctive. According to Mursell, "the art of music de­

pends upon the existence in human nature of a mental func­

tion to which has been attached the convenient term 'mu-

sicallty',"62 He dlscussea this term in his Psychology 

of Musici 

We must not think of mualcallty aa a function, or 
an Instinct, or a special ability or trait marked off 
from all other mechanisms of the mind and operated in 
isolation. Everything we know about the mind and Its 
correlate, the central nervous system, indicates that 
it is not a congeries of separate faculties. On the 
oontrary, whenever It is performing any significant 
task, It operates as a unit.53 

Mursell distinguishes sauslcal talent from muslcali-

ty. "It Is not skill in and of Itself but the ability to 

perceive, to Image, to think, to respond emotionally to 

81 Mursell and Olenn, The Psychology of School 
'Male Teaching, p. 11. 

68 Mursell, "Growth Processes in Music Education", 
p. 146. 

53 Mursell, Psychology of Music, aew York, h^rton, 
1937, p. 321. 

http://Li.VK.L
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tonal and rhythmic design makes a person musical."54 

Thus muslcallty, or musleal responsiveness. Is the indica­

tion of whether a person Is musical* JAureell's position la 

that muslcallty Is "almost a universal natural endowment 

among school children."55 This mentallstlc approach to mu­

slcallty, that the whole is greater than the cum of the 

parte, Identifies Mursell as a follower of the Oestalt 

school of psychology. 

The function in all musie teaching from the devel­

opmental viewpoint is to bring forth the evolution of mu­

slcallty or musleal responsiveness. Since the basic nature 

of muslcallty remains the same at all levels of maturity, 

the purpose will always be the same - to furthur evolution 

of responsiveness to music. For Mursell this "Is the mean­

ing for music education of the concept of developmental 

continuity."56 Musical growth becomes growth in muslcallty 

and ths person involved falls into a prooesa of becoming 

muslsal. 

34 Mursell, Education for Musical Orowth. Hew 
York, Ginn, 1948, p. 6. 

58 n̂arsell and Glenn, The Psychology of School 
I4uslc Teaching. Mew York, Silver Burdett, 1931, p. 30. 

S3 Mursell, "Orowth Processes in Music Education", 
jg T{fo ff^rgr*0^ yearbook of the actional Society for 
the study of Education. Part I. Basic Concepts in ualc 
Education. University of Chicago, 1058, p. 146. 
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CMAMCTEMSTXCS *JF MUSICAL OTowTH 

In describing his concept of musical growth, Huraell 

outlines and discusses four general characteristics. burner-

ouo illustrations are utilised to clarify and substantiate 

what each characteristic of growth Implies for music educa­

tion. 

The first of these four charaoteristlos states that 

"musical growth, like all mental growth, is a process in 

which essential meanings are clarified, dmepttae^, and 

broadened."67 Re concludes that all activities, learnings 

and endeavors that are contained in the music program must 

be centered upon promoting musical responsiveness always 

with the emphasis upon projecting the emotional values that 

are inherent in music.5-5 

His second characteristic of growth states that 

"musical growth, like all mental growth, is continuous."59 

Mursell asserts that "new study should not come as a bolt 

from the blue" but should be presented Ilk* a revelation 

with the Individual more gradually realising it as some­

thing already apprehended. The Idea of a rtevelopjn*nt<*l 

57 Mursell, Education f»r "JualosI Orowth, p. 50. 

m £>*<*«« P* 55. 

8 9 *b*<*». P« 55. 
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continuity moans that every musical activity, learning and 

endeavor should be involved with the same kind of musical 

experience throughout the individuals entire range of matu­

rity. For Mursell there are "degrees of maturity, of cla­

rity, of profundity, of amplitude in the grasp of meanings" 

and musical growth "la the apprehension of the essential 

poetic values of the art of music." Thess values are cla­

rified and illuminated In every learning, activity and 

experience.®0 

The third characteristic states that "musical 

growth, like mental growth, Is a purposive process.°$* 

Doing things with music rather than learning about it as an 

end should be emphasised because this should open up vari­

ous kinds of challenges to learning, deceptive learning 

can be realised if music Is used for "the enjoyment, cre­

ation and projection of tonal beauty."62 The sequence of 

musie study in the schools will be vitalised by the utili­

sation of musical activities that are purposive and 

relevant.63 

6 0 Ibid*. PP» 56-57. 

6 1 lb***" P. 55. 

62 Ibid., pp. 56-67. 

63 Ibid., p. 68. 
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The last characteristic of musical growth "involves 

a shaping up, a reorganising, a reorientating of the entire 

peraonslity" which Mursell calls the "process of becoming a 

musical person." Be considers the organisation of percep­

tion, imagery* feeling, and standards and judgmenta of value 

as the Inner portion of this process. The opening up of an 

entire range of living such ss, "associations, contacts, 

frlenships, avocations, opportunities for service and for 

pleasure," is the external portion of the process of be­

coming musical. A musical person Is one who has music In 

his life and not in his head.64 

For Mursell, musical growth becomes a process that 

is continuous and in which the values of the tonal art are 

apprehended more subtly, broadly, deeper and purposefully. 

Xn this process the personality, through the opening up of 

avenues of fulfillment, reaches toward a new orientation. 

This entire process contains a new element, a recognisable 

rhythm to which the developmental teaching of tsueic should 

conform. Mursell considers this rhythm to be an organic 

rhythm of life and not an additive rhythm of construction. 

He uses the seed as an example of this unfolding of rhythm. 

The seed grows into a plant, the bud becomes *s flower &nd 

64 Ibid., p. 60. 
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the flower becomes a fruit. He contrasts this process with 

a construction rhythm in which meaningless parts arc assem­

bled, sequentially, forming an inanimate object.65 

?4ursell characterises this organic rhythm of musical 

growth as follows: 

It is a movement from crudeness toward precision, 
from the concrete toward the abstract, from the Im­
mediate toward the universal, from vagueness toward 
clarity, from hesitation toward certainty. It is a 
rhythm of synthesis, analysis and synthesis of reor­
ganisation and emergence.06 

Mursell'a first utilisation of the synthesis-ana­

lysis-synthesis concept took place in 1931 when he lllusta-

ted Its full moaning and practical value for music educa­

tion. He stated that "whenever a person learns anything 

we alwaya find that he begins with a crude and Imperfect 

synthesis, and passes by complex and fluctuating processes 

of analysis to a progressively and better synthesis."67 

In the same year he observed that although all learning eon-

forms to the general rhythm of synthesls-analysls-synthesls 

the process is not necessarily a conscious one for "a great 

deal of learning may be treated incidentally."68 

6 8 Xbld.. p. 73. 

6 6 *bld*. P* 73. 

67 Mursell and 01©nn, Psychola&y of School .-us jo 
Teaching, p . 49. 

60 I b i d . , p . 7 3 . 
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The conclusions that Mursell makes after applying 

the concept of syntheels-analysls-synthesis to the organic 

rhythm of musical growth is that It leads to one single idea 

and that la: musical growth is creative because "It is a 

process in which a person creates for himself a way of per­

ceiving, imagining, thinking, feeling, and acting.*®® This 

creative process is assisted, guided and fostered by devel­

opmental teaching which organizes conditions to help it 

along.70 

influences that bring about a reorganisation of 

purpose, interest, action and thought Mursell calls devel­

opmental experienoee. Hie program of music education 

"should consist of developmental experiences in music, de­

liberately designed to bring about musical growth."71 

Mursell's concept of a developmental experience has five 

characteristicst the experience is conscious, fulfilling, 

revealing, impelling, and arresting.72 He calls develop­

mental teaching "a aerlee of inviting and illuminating 

experlenees oapable of molding the characters of boys and 

69 Mursell, Education for Musical Orowth. p. 94. 

70 Ibid., p. 95. 

71 Ibid., p. 100. 

7» XM°.. P- 101. 
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girls, of intimately affecting their choices and actions, 

and of shaping their personal destinies."7® 

THE AVEfiUES OF tfUSICAL Ĝ OttTB 

In order to develop muslcallty, or musical respon­

siveness, Jmirsell proposed five broad avenues of musical 

growth. These avenues of musical growth are things which a 

person should become better able to do if he is to become 

a musically growing person. Th© developmental curriculum 

In music should stress "growth in musical awareness, In mu­

sical initiative, in musical discrimination. In musical In­

sight, and In musical skill."74 Mursell emphasised that 

each of these areas of growth should be promoted related to 

the othere and no one area should be neglected or the entire 

process of musical growth would be weakened. 

The first avenue of musical growth proposed by ̂ ur­

acil was musical awareness: 

This is the process in and through which the great 
world of music, in its Iwaense richness and its kalei­
doscopic appeal, is opened up as an Inheritance to be 
entered upon, explored, and enjoyed. In its broadest 
sense it is s process of becoming conscious of the 
place and manifestations of music in the affairs of 
man.76 

75 Mursell, Developmental Teaching,, p. b, 

74 -Jureell, Education for t.usloal Orawth, p. 125. 

76 Ibid., p. 187. 
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auraell presented an eleven-point schedule of spe­

cific areas which a musically developing person should be 

aware of. Briefly, these areas concern themselves with 

voesl music, instrumental music, styles of musie, musical 

personalities and composers, musical organisations, the 

musical aedea, the place of music in human affairs, in the 

community and school, and finally, music as a career.76 

Mursell concludes that because psychological investigations 

in other areas have shown the need for much extensive 

experience in order to footer growth and learning, music 

education must "involve extensive musical experience."77 

The second avenue of musleal development proposed 

by Mursell was growth in musical initiatives 

{•••) the desire and the power to make choices of 
one's own, to strike out for oneself in matters musleal, 
to think of things to do with ssusic, to want to do 
them, end to do them.73 

Musical Initiative Is considered by Mursell to be 

"a major consideration in any developmental scheme of music 

education."7* musical initiative can be brought about If 

a peraon will seek and enjoy musleal experiences, will 

7 6 Ibid.. PP. 12&-130. 

77 IMA" P. 160. 

78 Ibid., p. 152. 

7© -Ibid., p. 162. 
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become interested In musical activities and will show 

initiative in the study of music. A person may possess 

certain skills and certain knowledge but in Qrder to be a 

musical person he must be **a person who does things with 

and about music."^ 

Mursell'e third area involved growth in musical 

discrimination as an avenue of musical developments 

This means the development of a sensitivity to 
musical values In the performance of other people, 
in one's own performance, and in compositions 
themselves.B1 

This area of musical development Is concerned with 

the various degrees and kinds of excellence in musical 

manifestations. This development of musleal discrimination 

is brought about by extensive direct personal experience 

which ursell calls a neglected phase in most programs of 

music education.82 

Orowth In musical insight was ^uracil's fourth 

proposal as an avenue of musical developments 

Musical insight may be defined as the capacity 
to identify, understand, and deal with the elements 
of the tonal-rhythslo pattern in terms of their 
intrinsic logic and their expressive values.85 

3° Ibid«» P. 136. 

81 Ibid., p. 172. 

S8 Ibid., pp. 170-173. 

®3 XblO.. P. 182. 
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To have musloel insight, one must, in terms of 

direct aural experience, be able to identify and understand 

melodic patterns, sequences of harmony, shapes of rhythms, 

and relationehipe of tonalities. Musical insight, or 

aesthetic insight, Involves responsiveness to the logic of 

tone and also Involves responsiveness to the logic of tone 

as a medium of expression. It is considered to be "respon­

siveness to music in terms of its constitutive expressive 

detail." Orowth in musleal insight can only come about by 

many meaningful experiences and activities involving play­

ing, singing, listening, and composing. However, music 

ehould be studied for its aesthetic content and not for 

its technical problems.8* 

Orowth in musical skill was Mursell*a fifth avenue 

of musical development. Musical skill, or technique, is the 

development of an "ability to project an intended musical 

effect in a given medium."96 All technical practice should 

be connected with thought and the student should experiment 

rather than repeat. Aa he performs he should criticise, 

review, revise and make his actions more Intelligent with 

the final goal being musical expressiveness. A possessor 

6 4 Xbjd.. pp. l»g-10S. 

66 IbJUu, p. 280. 
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of a good technique will mean that he has a fine capacity 

for performing music that is refined and expressive.36 

Skill, in a given medium, Is dependent and baaed upon the 

possession of insight, discrimination, responsiveness and 

musical awareness. The specific type of developmental 

program for music education as reooesuended by Mursell 

should be planned and organised from the human viewpoint. 

The controlling consideration is that the planning and 

organisation is done "with reference to and for the sake 

of the actual musical growth of actual human beings."87 

In this developmental program skill, awareness, initiative, 

discrimination and insight are objectives to be developed 

and promoted in relationship to each other. Mursell calls 

these objectives "organically related aspects of musical 

growth" none of which can be slighted without weakening the 

others.ea 

« * — — — — — — — — n 

96 Ibid., pp. 835-240. 

67 Ibid., p. 251. 

80 Ibid., p, 863. 



CHAPTER THBEE 

MURSELL'S VIEWS AS AH EDUCATOR 

One of the prevailing concepts throughout the arti­

cles and books by Mursell is that education is the guidance 

of growth, and that which educates us la significant ex­

perience. Xn order that an experience be valuable for 

educative purposes Mursell recommends that it be many-

sided, active rather than passive, and be culturally sig­

nificant. I 

Another prevailing concept which Mursell stresses 

Is that the teaching of "any subject must be organised, 

through and through, for the achievement of human values 

(...) and educational procedures exist for one purpose 

only, - to bring subject matter to life."2 For Mursell, 

subjects are rife with the possibility of raising the level 

and enhancing the aignlficance of human behavior. The duty 

of the teacher, the school, and the pedagogical device Is 

to transform those possibilities into actualities. 

1 James L. Mursell, Human Values in tusio Educa­
tion. Sew Xork, Silver Burdett, 1934, pp. 31-32. 

8 Ibid., pp^ 6-7. 
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Education must be organised as a great and con­
scious act of the highest salesmanship. Always It 
must seek ways and means of revealing progressively 
to the learner the human values of what he learns.5 

Mursell outlined his music program for the devel­

opment of human values In his 1034 book. Human Values in 

Mualo Education. In this book Mursell stated that music 
www tmmmmmmmmmitmmmmmmmmmmmtmm 

can "discharge the grat and central mission of all educa­

tion, which is to raise the level of human quality."4 

THE AXUS )F MUSIC E1-JCATI0H 

Xn 1987 Mursell stated in his first book that: 

(...) the supreme aim of musical education must 
be musicianship.5 

(...) the supreme aim of all musical training 
is to perfect the skills culminating in proper 
hearing, in proper rhythmic response. In musical 
Intelligence, and In musical feeling.*5 

Be called muslcallty the sum-total of this auditory-

rhythmic experience and the two mental abilities - musical 

intelligence and musical feeling. In 1931, he discussed 

the alas of music education in the schools and summed up 

* Ibid., p. 7. 

4 Ibiq.. P* 2. 

5 James L. Mursell, Principles of Musical Educa­
tion. #ew York, Maotillian, 1987, p. 0. 

6 Ibid.. P. 9. 
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the educational values of music under four pointss 

&u*ic education is a progressive reconstruction 
of experience, Stuslo education M s value as dis­
cipline. Music education is an enterprise In fuller 
living. Music education has an essential place in 
creative democracy. And always, If such alms are to 
be achieved at all, work in the field of musie must 
be Inspired by appreciation and directed towards 
appreciation.7 

Musicianship, or muslcallty, was not mentioned 

but appreciation was the focal point to be striven for. 

The aim was ohanged, to a degree, in 1934s 

Our aim in our music programs must be, not pro­
fessionalism, but general educative values. This 
applies all along the line, from the songs of the 
kindergarten to the work of the senior high school 
orchestra. A culture based upon significant musical 
experience can be, and should be, as broad as human 
life itself.» 

Mursell»s thinking had now concentrated upon the 

phase of algnifleant experience as being the goal of school 

music teaching. In 1938, mirsell still considered experi­

ence with music to be the chief aim of music education in 

the schools but he now discussed several types of experi­

ence. Muslo should be an organised opportunity for aesthe­

tic experience and In an aesthetic experience a person 

7 James L. Mursell and Mabelle Olenn, The Psycho-

WL ° f Saa7°1 Mto*A° To*ohlng- *** Y o r k' S U w Burdeit, 

S Mursell, human Valuta In 'Aisle Education, p. 124. 
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enjoys music. Mursell recommended that school music "should 

provide for Increasing awareness, interest, and Insight re­

garding music.*0 His contention In 1936 was that if music 

"Is to yield its true educative values, it must be taught 

and learned with a primary emphasis upon its aesthetic 

aspects."1° He also emphatically believed? 

(...) that no apprehension of music can be adequate 
except in terms of an estotional background, and that 
the whole approach to musical beauty should be made In 
and through an awareness of its emotional values and 
appeal.11 

Among the other alias of the music program outlined 

by Mursell In 1936 was that music should be an organised 

opportunity for social experience because It was valuable 

for the social development and adjustment of children. 

Many of the various aspects of technique can be more readily 

aoqulred if they are learned as group situations. He also 

did not ignore the development of technical mastery and 

knowledge about music and considered them a necessary part 

of the music education program.*8 In 1936 he listed three 

9 Mursell, "?riaelplea of luaic Education", in The 
Thirty-Fifth Yearbook of the Rational Society for the Study 
of Education. Part II. giuslo Education. Blooiaington, Illi­
nois, Public School Publishing Company, 1936, p. 5. 

1° Ibid.. P» •• 

H I>Id»« P« •• 

I« !**«*.. pp. 8-10. 
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foundations upon which a school music program should be 

builtt 

Authentic experience with musical beauty, a se­
quence of growth In music which furnishes a fertile 
soil for the inculcation of all needed skills, and 
a strong bent of aslnd towards tsusic.IS 

During the intervening years between 1936 and 1943 

ursell added little to his concept of music education 

alms except that "the aims of education (•••) should be 

definitely and explicitly slanted in a democratic direc­

tion."^* He recommended thats 

(...) work of the school should be determined by 
explicit alias that embody and express the democratic 
conceptions of husnan life.I® 

.ursell*s concern with the embodiment of democratic 

ideals in the aims of education were heightened as a result 

of ^orld War Two. In his Education for American Democracy 

he compared the alms of democratic education with those of 

the fascist countries. Uursell's specific recommendations 

for the alms of raualc in 1943 wares 

Music in the schools should be planned and orga­
nized as a sequence of aesthetic and social experiences 

13 Mursell, "The Essentials of Elementary School 
nuslc", in Tha Yearbook of the Music Educators National 
Conference,' Chicago, the Conference, 1936, p. 73. 

14 Mursell, Education for American Democracy. Hew 
York, Norton, 1943, pTTwBT 

15 Ibid., p. IS0* 
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and technical learnings out of which may come refined 
and Idealised life attitudes, developing and continu­
ing musical Interests, the discipline of Intrinsically 
valued achievement, convincing experiences of the demo­
cratic process, recreational resources, and the discov­
ery and revelation of talent.10 

With Mursell's Interest in developmentalism during 

the 1940's his viewpoint regarding the alma of music educa­

tion Incorporated his concept of musical growth. He con­

sidered musical growth of the human to be the essential aim: 

(...) music education must be planned and organised 
from the human point of view. It must be planned and 
organised with reference to and for the sake of the 
actual musical growth of actual human beings. This, 
and nothing else, is always the controlling contri­
bution.17 

Xn 1950 Mursell advocated a one-point program for 

music education based upon five types of musical activity 

and experience - singing, playing* bodily-movement, creat­

ing and listening. Be would have these five human activi­

ties carried on for the purpose of promoting friendship with 

the art of music. Be oalled these five activities "five 

often-merging avenues which carry human beings to this 

goal" of friendship with music.18 

16 Mursell, Music in American Schools. Hew York, 
Silver Burdett, 1945, p. 32. 

17 Mursell, Education for Musical Growth, Hew 
York, Oinn, 1949, p. 851. 

18 mursell, "The Challenge to Music Education", In 
Music Educators Journal. Vol. 36, Ho. 5, issue of April-
May, 1956, p. 21. 
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Xn 1931 Mursell's program for the schools utilised 

the five activities in a program of musical experiences 

which was geared "directly and realistically to the actual 

human needs" of the children. He believed that a child's 

development of vital and substantial musicianship was pro­

vided by this program of varied and personally repaying 

musical actlvitiee.19 

Uursell's last book, Music Education Principles 

and Programs, oontaina the outcome of reflection on and the 

study of musie education extending throughout most of his 

professional oareer. ^uracil's "understanding of the issues 

of music education has grown clearer" and his convictions 

are better defined and offered by him.20 He believed that 

"the aims of the music program should take the form of spe­

cific statements of the tangible, practical effects that 

music can and should have on human nature, human living, 

and human growth." Five alma are presented and discussed 

which conform to the above principle. These five alms are, 

enjoyment, success, discipline, soolal development and 

widening cultural horisons.81 Mursell called these alms 

19 Mursell, Music and the Classroom Teacher. New 
York, Silver Burdett, 1951, p. 846. 

80 Mursell, Music Education Principles and Programs 
Hew York, Silver Burdett, 1936, p. vli. 

8 1 Ibid., pp. 37-65. 
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"influences that we wish to exert on the behavior and de­

velopment of human beings" and they indicate a program that 

is broad and comprehensive but at the same time sequen­

tial."^ 

Mursell*a first aim for music education- enjoymentt 

Through our music program we will try in every 
possible way to bring to children full, rich, varied 
experiences of musical enjoyment.85 

Mursell considered music to be one of our greatest 

pleasures and considered the promotion and fostering of mu­

sical enjoyment the most Important and a basic aim. In his 

discussion he stated that music "can be, and certainly 

should be - one of the very best possible forms of human 

enjoyment" and also one of the most innocent of all pleas­

ures. He made a strong argument for the values of music and 

strongly believed that everyone should receive from his 

education some innocent enjoyment throughout the years.24 

Success, the second aim for music educations 

We will endeavor to bring to all children experien­
ces of successful achievement in and through their 
dealings with music . ^ 

mmmmmmmmmmi mmmmmmmmmmmmmmmmmm* 

88 I b i d . , p . 68 . 

83 I b i d . , p . 37. 

2 4 X51d.. pp. 37-44 . 

25 I b i d . , p . 45 . 
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That the experience of successful achievement Is 

highly important in a person's living and in his adjust­

ment, and, that It la an important influence in personal 

development was stressed by Mursell. He called the expe­

rience of successful achievement "an important human value 

and a constructive developmental influence.w26 

Discipline, the third aim for music education: 

Wo will constantly seek to bring to children dis­
ciplinary experiences of devoting their full efforts 
and energies to attain goals that they desire and that 
seem significant to them.87 

Jsirsell considered the helping of children con­

sciously set up genuine musleal goals for themselves a very 

vital and helpful idea in the field of school music. Mur­

sell stated that he himself discovered this many years ago 

but did not realise Ite full significance.28 His recom­

mendation was to "bring to children the disciplinary expe­

rience of hard work for desired and meaningful goals" by 

helping and guiding children act up musical goals.29 The 

musical goals would be a growing realisation of what music 

consists of and a growing responsiveness to it. 

86 Ibid., p. 51. 

87 Ibid., p. 58. 

8s Ibid., p. 53. 

89 ISM** P* B9« 
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Social development, the fourth aim for music 

educationt 

Xn and through our music program we will aeek to 
promote the social development of children by means of 
constructive social relationships and experiences.3° 

Music is a social art and lends itself well to so­

cial situations more so than poetry and painting. These 

social situations are opportune for musical learning and 

are valuable as powerful influences In developing and 

adjusting children. 

Widening oultural horlsons, the fifth aim for 

music educations 

Xn and through our music program we will try In 
every possible way to widen the cultural horlsons 
of children and young people, and to lead them to a 
growing awareness of the vast range and variety of 
human experience.91 

Xn presenting this aim Mursell pointed out that 

children should always deal with music in its setting of 

human life and experience and in the setting from which 

Its whole significance is derived. In other words, 

children are not to deal only with muaic as a pattern of 

rhythm and tone. They should know more about the music 

through stories, discussions and anecdotes. For Mursell, 

the exploration and the discovery of musical backgrounds 

30 Ibid., p. 60. 

31 Ibid., p. 63. 
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"has an essential place in connection with all musical acti­

vities, including rehearsals and lessons in applied mu­

sic. "3a 

MORSBLL'S FhOUIiAM FOR MUSIC KDUCATIOM 

Mursell*s concept of a program for music education 

was a broad and comprehensive one with alms designed to in­

fluence the behavior and development of humans for the pre­

sent and for the future. He made a very definite stand 

when he stated that the music program should center on the 

promotion of musloal growth - a program which he called a 

developmental program." Bis program was based upon musi­

cal growth "because music can have lasting, life-long va­

lues only for people who are growing Musically.**4 Mursell 

preeented the implications of ratsleal growth upon a program 

of musical growth by means of seven propositionst 

(1) Xn s program planned to promote musical growth 
we will work always from the essential to the exter-

38 Ibid., p. 67. 

33 ifursell, Education for Musical Orowth. Hew 
York, Oinn, 1948, p. 19. 

34 Mursell, Music Eduoatlon Principles and 
Programs. Mew York, Silver Burdett, 1956, p. 138. 

35 Ibid., p. 74. 
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(8) (...) wo will think and work always in terms 
of unfolding or evolving, rather tnan adding or ac­
cumulating. 36 

(3) (...) we will work constantly toward a nov 
and more adequate and clear understanding of music.^7 

(4) (...) wo will work for technique as a raesms of 
creating desired musical effects and achieving musical 
satisfactions•$& 

(5) (...) must be planned and conducted to provide 
a sequenoe of development that is continuous through­
out its entire course, and coordinated in all its 
aspects.39 

(6) (...) we will work always for the arousal, 
unfolding, and defining of purpose.*® 

(7) (...) we must have In mind the influence that 
music can have, not only on the lives of children here 
and now, but also on their future living.41 

The kind of content that the music program must 

have in order to promote musical growth would consist of 

learning experiences of a wide and varied range. Mursell 

used the terra "learning experience" interchangeably with 

"developmental experience" and "growth-producing" experi­

ence.^ Bis program Is a prograta in which fundamentals 
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are to be acquired, understandings clarified and skills 

developed in a setting of experience and as an essential 

part of the growth process. The four characteristics of the 

learning experience which Mursell discussed are: 

(1) A good learning experience must have quality, 
vitality, significance.*3 

(8) The essential purpose of the learning expe­
riences we organise as the substance of our program 
is, first and foremost, to promote growth, rather 
than to bring about the immediate and complete mastery 
of any specific item.44 

(3) Learning experiences usust arise out of the 
decisions and choices of the learners.4& 

(4) Learning experiences <su©t be flexibly adapted 
to the maturity, interests, and needs of the learners.46 

The developmental music program that itSursell advo­

cated was a cooperative one In which the classroom teacher 

shares some of the responsibility with the music specialist. 

The classroom teacher who Is in direct contact with her 

etudents is primarily responsible for executing the program. 

Her guide, philosopher, and friend should be and can be the 

music specialist.47 

45 I b i d . , p . 113. 

44 I b i d . , p . 116. 

45 I b i d . , p . 120. 

4* !££&•• *• la&* 
47 lairs e l l , iluslc and the Classroom Teacher . 

p . 880 . 
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THE SPECIAL AfttAS W llff: SCHOOL tfUSIC PKOOhA'̂  

The five main components, or areas of the school 

music program that Mursell considered essential for the 

promotion of musical growth were: (1) music reading, 

(2) singing, (3) instruments, (4) rhythm, and (5) listening. 

Music Reading. One of the controversial Issues in 

siusio education has been the problem of note-reading or 

music reading. During most of the nineteenth century the 

alms of school auslc primarily consisted of developing a 

child's ability to read music. At the turn of the century, 

come music educators turned their attention to beauty of 

performance and appreciation as central alas. Many music 

educators and publishers of school song books stressed the 

intellectual phase of school music and the learning of songs 

through music reading. The dispute as to which phase should 

prevail has been an active one and one which still has not 

been completely dissolved. 

In 1987 Mursell stated that since music plays 

such s large part in our lives "on© is tempted to say that 

everyone ought to bo able to read auslc."*® He then be­

lieved that the schools could be helpful by teaching the 

43 atursell. Principles of ualoal Education. 
p. 188. 
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the music score since the power to read music would facili­

tate work in appreciation. &© sincerely believed this to be 

a eound pedagogical procedure froia every standpoint.49 The 

Importance that JiJureell attached to muaic reading is evi­

denced by the following statementss 

The first six years of musical training In achool 
should be organised about the technical achievement of 
sight-singing from the musical score. This should be 
the central aim. (...) The schools present an excel­
lent opportunity for a scientific treatment of the 
pedagogy of reading music.»° 

In his discussion of music reading a year later 

''ursell avolda taking sides in the controversy. Mursell 

believed that the whole problem of music reading was based 

upon the extent training and developing this ability con­

tributed to the musical-mental growth which was the only 

legitimate aim. He furthur believed that reading contri­

buted and had a beneficial effect on nrusiclanship when It 

was properly taught. Learning to read music was not the 

same as learning to do a stunt, it meant a development of 

musical mlndednesB and should bo taught In a spirit of 

appreclat ion.51 

49 I b i d . , p . 188. 

50 I b i d . , p . 109. 

51 Mursell, "Some Fundamental Principles of /us ica l 
Ins t ruc t ion" , In The Yearbook of the ualc Supervisors 
National Conference. 193b," pp. H2-JQ5. 
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In 1931 Mursell devoted snore space to the mastery 

of the score than he did In his previous writings. He dis­

cussed learning and regarded it as an "active creation of a 

living structure, a process of transformation and discov­

ery."88 *e applied the concept of synthesis-analysls-ayra-

thesis to several aspects of music education and consi­

dered this concept to be of practical value: 

Whenever a person learns anything we always find 
that he begins with a crude and imperfect synthesis, 
passes by complex and fluctuating processes of ana­
lysis to a progressively better and better synthesis•&$ 

In applying this synthetic approach to musie read­

ing the child would see the nusical score as a picture of 

significant and Interesting musical ideas. The pupil 

should perceive functional understandings and meanings from 

the beginning but the learning should begin "with the 

learner's recognition of the presence of a meaningful, inte­

resting problem."54 He believed that the mastery of music 

reading had an important place in school music because the 

musical score was both a musical tool and an Important 

agency for developing musical jalndedncas. In teaching the 

58 ^uracil and Olenn, The Psychology of School 
Music Teaching, p. 48. 

53 Ibid., p. 49. 

54 Ibid., p. 50. 
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reading of music the ability to deal with larger units 

should be mastered. Groups of notes should be seen rather 

than individual notes, lie recoct,ended that all "symbolisms 

for the key and time should be dealt with Incidentally and 

inductively rather than formally, directly, and de­

ductively. " s s 

A change in Mursell*s views took place in 1934. 

He criticised those teachers who placed the emphasis upon 

music reading and who considered this phase to be the prin­

cipal aim of school music. In 1954 Mursell stated that 

"the educative values of nuslc depend upon the music itself, 

not on the ability to read it."56 However, he still con­

sidered music reading to be important because "it le a 

visual medium giving precision to the auditory impression" 

which are the essentials of musie, and, the mastery of 

music reading "liberates the eftild for an advance to more 

complex and exacting musical undertakings."^7 In this book 

several discussions are concerned, for the first time, with 

the use of syllable names In connection with the reading of 

56 Ibid., pp. 227-228. 

55 Mursell, Human Values In foulo Education. 
P . 188. 

67 I b i d . , p . 133. 
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music. This system of "sol-fa" syllables advocated by 

John Curwen emphasised general tonal relationships. The 

many refercjnc*s to Curwon by Mursell In this and in other 

books reveals an interest of Curwen's vl#ws and an influence 

of Curwen upon Mursell. 

In 1936 &ursell discussed the place of music reading 

in the schools and dealt with the values and alas Involved 

in mastering notation, the learning processes involved, 

and, erroneous conceptions of music educators, the values 

that result from a reading mastery of the musical score 

are twofold, auxiliary and developmental. A competent 

reading ability is valuable for participating In various 

musical activities and experiences. It can add precision 

to musical experience and is significant because the learner 

acquires the "ability to see what he hears."$a 

Mursell'a aims that should control the teaching of 

musie reading were threefold. The pupil should be able to 

read music from the sixth grade on and should be able to 

derive pleasure from this activity and produce a musically 

intelligible result. The pupil ehould be able to follow 

Sa Mursell, "Heading :>uslc", in The Thirty-fifth 
Yearbook of the riatlonal Society for the Study of Education. 
Part IX. Music Education, faloomtngton, Illinois, Public 
School Publishing Company, 1936, p. 100, 
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a musleal score as he listens. The teacher should seek to 

Instill a desire in the pupil to notate original musical 

ideas.®9 

Mursell outlined so»m guiding principles involving 

the learning process in mastering music reading. (1) The 

goal of the teacher ehould be to develop the child's 

"ability to perceive the Integrated musical meanings that 

are Indicated."60 Attention should not be focused upon 

Isolated detaila. (8) Jlusie reading should only be intro­

duced after a child has had adequate and organised experience 

with music. (3) *4astcry of the score consists of having 

the pupils perceive with advancing precision and complete­

ness the ability to visually represent what he hears. (4) 

The advantages of using ths "sol-fa" syllables, or the 

movable "do" system are dlaoussed and to Mursell these ad­

vantages "are far from clear", however, he considered them 

to be valid devices.61 (5) Children should learn nuslc 

reading as a combined score-and words-reading rather than 

with "sol-fa" syllables and then with words. (6) The mu­

sical score should be associated with musical performance*, 

*» Ibid., P. 101. 

•* Jfim&»* »• 1 0 4 « 
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creativity and listening.68 

The change that took place in some of -lireell's 

thinking is evidenced by his several comments regarding 

errors that should be avoided in the teaching of music 

reading. (1) The central aim of a music program In the 

elementary school should not be the mastery of the score. 

(8) mtalo reading should not be Introduced too early In 

the grades - not until the children have had a variety of 

musical experlenoee. (3) s'usic reading should not be de­

layed until the sixth grade. (4) A routine of note-read­

ing should be avoided if we are attempting to teach a 

phrasewise apprehension.63 His views and concepts are 

clearly stated in The Thirty-Fifth Yearbook of the National 

Society for the Study of Education and reflect a deeper 

Insight into the problems of elementary school anisic 

reading. 

Except for an article in the Etude64 rfursell did not 

dlscues music reading until 1943 whan he devoted an entire 

chapter to the topic In his Mualo in American Schools.&s 

68 Ibid., p. 105. 

63 Ibid., pp. 106-107. 

04 Mursell, "Acquiring Skill in the •ceding of 
J^usle", in the Etude. Vol. 60, Ho. 5, isssue of ay 1942, 
p. 890. 

65 Mursell, foislc in American Schools, pp. 287-254. 
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Ue discussed reading in general and then applied what had 

been learned in that field to music education. In his dis­

cussion of the nature of the music reading process ursell 

concluded that the teacher must train the child to look for 

and see the Musical meanings In the score and "what is 

necessary above everything ©la© is that the score come to 

mean and indicate music - the way the music should sound 

and feel - in the mind of the reader.*66 

In discussing the legitimate place of music reading 

in the school music program Mursell presented five argu­

ments i 

(1) The development of power and capacity in the 
reading of musie is consistent with the basic purpose 
of promoting the use and enjoyment of anisic as widely 
as possible, which of course is an essential component 
In authentic musical development.67 

(8) Mastery of the score greatly favora partici­
pation in instrumental and vocal performance, precise 
insight into musleal structure, and some of the auaat 
interesting and repaying types of listening.64 

(3) Heading properly planned, properly organised, 
and properly taught need not and should not absorb a 
disproportionate amount of time. 

(4) (...) It is slrtply not true to say that the 
score is so eomplex that a great many children are 

6 6 Stole.. P* 230. 

6 7 !&&•» P- 0$4. 

68 Ibid., p. 236. 
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incapable of learning it. It Is Immeasurably less 
complex than any major language.59 

(5) Heading and the teaching of reading should 
most certainly be subordinated to musical interests 
and musical values.70 

What the baelo requirements and characteristics of 

a good music reading program should consist of are simply 

and definitely stated. He stressed type of material rather 

than method. The material should be copious, should be 

such that It would favor a rapid, progressive eye movement, 

and a oonfident grasp of large units of meaning, and final­

ly, it should be interesting and appealing.71 

Bis next consideration was the establishment of the 

ability to read sausic as an area of sequential growth 

through the years. He divided this sequence into three 

phasess 

(1) (...) growth of reading ability In the 
establishment of readiness.72 

(8) -(•••) Xa the specific training of eye 
and ear.7* 

69 Ibid., p. 836. 

70 Xbld.. p. 837. 

71 Xbld.. pp. 837-848. 

78 Xbld.. p. 843. 

75 Xbld.. p. 847. 
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(3) „(*..) 1B the establishment of Independent 
mastery."4 

Mursell's final discussion, In 1943, regarding 

the teaching of music reading considered specific devices 

and modes of approach. He mentioned the "violent contro­

versies which have arisen between proponents and opponents 

of the use of syllables, and between training Institutions 

which are supposed to 'stand for* this or that device are 

all quite uncalled for and absurd."75 He recommended that 

the music educator should "keep general principles in mind, 

and to select and use whatever specific approach one decides 

upon in the light of them."76 The recommended prlneiplea 

were* 

(1) Extensive rote experience is oosamon to all 
sound approaches.77 

(8) Any rigid rule about the introduction of the 
score ehould be suspected.73 

(3) The so-fa syllables are neither a fetish nor a 
bugbear. They ahould be used intelligently as a very 
helpful device for focusing specific attention, and for 
the specific training of eye and ear. (...) The syl­
lables are aomethlng more than working conveniences. 

74 Xbld.. p. 849. 

76 Xbld.. p. 850. 

76 Xbld.. p. 861. 

7 7 Xbld.. P. 851. 

73 Xbld., p. 851. 
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They are mental handles; and it is the mental effects 
- the tonal and mental insights - on which they 
enable the pupil to take hold that constitutes their 
chief value.7* 

(4) Music reading has been successfully taught 
in the schools without the use of syllables, though 
it does not see::: very easy to do so.&® 

(5) The approach to score reading by way of 
instrumental experience is coming to be recognised 
as a promising solution to many difficulties.91 

In discussing the last approach Mursell made a 

strong argument for the use of devices such as toy instru­

ments, rhythm instruments and b«lls during the early devel­

opmental phase because they can channel tonal and mistical 

awareness into directions that are promising. Xn closing 

his views regarding music reading Mursell pointed out that 

one should not cling to any specific approach and exclude 

others. All the approaches mentioned by him have values 

that could be combined with each other.82 

I&trsell's concept of music reading shows a deeper 

Insight in 1946. He stated that "skill in &u«slc reading 

must be developed on the basis of a development of musical 

insight." Music reading should be undertaken "for th© 

7» Xbld.. p. 258. 

00 Ibid., p. 853. 

81 Xbld.. p. 884. 

&2 Xbld.. p. 854. 
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shaping up of musical responsiveness through the visualisa­

tion of the expressive musical patterns."^** The meanings 

of the symbolism must be comprehended and this facility 

ehould be developed because efficient reading of music 

depends upon comprehension. Without this musical insight 

a person "cannot pick things out with his eyes, he cannot 

see them, beoause he does not even know they are there."34 

He referred to the topic of taueie reading as "the grand 

problem of reading which haunts all discussions of elemen­

tary music education.*80 

what we ought to be thinking of and working for is 
not reading as such, but misleal insight, for the pro­
motion of which the symbolism is a very valuable Instru­
mentality. In a direct sense it does not matter very 
much how many of the symbols children have learned by 
the time they get to the sixth grade. What does matter 
la what happens to these children's musical Insights.66 

His thought Is that music reading Is a skill and 

"skill must be projected on an adequate basis of responslve-

nees, discrimination, and insight} and when we deal with the 

reading skill this is superlatively manifest and neces­

sary."87 In his developmental sequence of music education 

83 feiursell, i&duoatlon for kualcal Orowth. p. 844. 

94 Xbld.. P. 844. 

35 Ibid.. P. 816. 

8* Xbld.. p. 816. 

O7 Xbld.. p. 246. 
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he does not specifically contemplate stressing reading 

skill. Children will get a better Idea of how music Is 

constructed, of its expressive qualities, and of what the 

symbols mean through rich and varied experiences. His con­

cept Is not to offer reading skill as the goal of elemen­

tary school music. He offers the high school "something 

far better, musleal comprehension which can be developed 

into effective skill in musical reading very readily 

indeed when the need arises."36 

The changes in Mursell*s thinking concerning music 

reading in the schools can be surmised from the following 

quotation written in 1951* 

Exceedingly few sixth-grade children in this coun­
try are In fact able to read music, in spite of the 
efforts made to teach them to do so. We have here one 
of the most abysmal and complete failures in American 
education.69 

His school music program advocated in 1931 does not 

Include musie reading as one of the basic phases of the 

program. Hie entire 1951 book advocated a general music 

program emphasising the great need for a program such as 

his. Be bluntly stated that: 

(...) it Is astonishing how badly and stupidly 
music la commonly taught to children (...)» There 

88 Ibid., p. 891. 

89 Mursell, Music and the Classroom Teacher, p. 6b. 
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is a fixation upon skill, technique, technical terms, 
technical symbols, and an Ignoring of musical reali-
tiea and musical values.90 

Mursell's recommendation was that music reading 

"must emerge out of many-sided, long continued, and above 

all personally satisfying and rewarding experiences with 

music."91 Hia program, which he called "the most hopeful 

procedure for developing music reading" was intended to: 

(...) develop In ths child an eagerness for music, 
an interest In it, and a growing understanding of it. 
And this eagerness, this interest, this understanding 
can be transformed into reading ability if and when 
the necessity arises.®8 

Xn 1956 ̂ uracil's concept of the place of music 

reading in the schools was changed againj 

The teaching of music reading has an essential 
place in a developmental program of music education 
(...) (and) the teaching of music reading is a 
"must" in k program planned to promote musical 
growth.99 

Mursell proposed a solution to the problem of music 

reading by stating "that the development of muslo-readlng 

ability should proceed as th© development of a fuller, 

clearer, better understanding of music." His belief was 

90 I b i d * , p . 865 . 

91 Xbld . . p . 869. 

9 2 Xbld . . p . 870. 

95 Murse l l , Music ..education P r i n c i p l e s anO Pro­
grams, p . 137. 
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that when a person la being taught to read music, he Is 

being taught to understand it. Conversely, when a person 

is being taught to understand music, he Is being taught mu­

sic reading. Mursell called this process applied musical 

understanding whloh has two aspects, the reading of music 

and the understanding of music.94 He furthur oontended 

that the key to teaching music reading is found in "the 

establishment of working conditions b#tween ear, aye, and 

und©rstending•n®s 

Xn his 1956 discussion of music reading in the 

school program and its alms Mursell concluded thats 

First, musie reading as a tool skill, can contri­
bute appreciably to the achievement of all our basic 
alma. Second, (...) the development of music reading 
ability can contribute to all of them because It is 
the development of musical understanding} and here 
its contribution Is indlspenslble. Third, the routine, 
mechanical teaching of musie reading can contribute 
to none of them, and in fact tends to make their 
attainment impossible.96 

Mursell considered it almost impossible to build 

a chart indicating the sequential development of music 

reading. However, Mursell did formulate several statements 

that are of practical valuet 

94 Xbld.. p. 140. 

95 Xbld.. p. 141. 

96 Xbld., p. 164. 
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(1) The development of reading ability Is a 
continuous process (•••). 

(8) The teaching of music reading starts such 
earlier than is ordinarily supposed (•••). 

(5) There is no sharp distinction from a non-
reading stage to a reading stage (...)• 

(4) There is no specific cioiaenk of "music 
reading readiness" (•••)• 

(5) Independent, rapid reading emerges from 
understanding, just as any complex skill emerges 
from understanding (...).$7 

Xn discussing the amount of emphasis to be placed 

upon music reading i%rsell simply stated that each musical 

activity contributes to the development of reading ability 

since every musical activity contributes to the development 

of musical understanding. iMursell emphasised that the 

clasaroom teacher could make a valuable contribution to the 

establishment of working conditions between ear, eye, and 

understanding t 

All that is required Is to make iauslefcl experiences 
and activities more significant and enjoyable by using 
visual means to indicate, fron time to time, what may 
be done with the music to bring out its possibilities 
more completely.^* 

Mursell mentioned a number of procedures that could 

be utilised for the development of music reading, but stated 

that other procedures may be possible. Any procedure which 

W Ibl&*» PP« 164-167. 

98 Ibid., p. 168. 
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"establishes a linkage between ear, eye, and understanding 

- which improves the learner's understanding of music - is 

a good procedure for the teaching of music"®9 Several of 

theae recommended procedures were mentioned In uracil's 

earlier writings: (1) seeing what one hears, (8) noticing 

muslesl highlights, (5) cooperative discovery, (4) inde­

pendent discovery, (6) intelligent study of the notation, 

(«) extensive reading and (7) writing what one creates.X°° 

-̂ ursell's last major music article was published in 

1958. Xn It he called the teaching of music reading one of 

the chief points of dispute in music education today. &e 

recommended that "the teaching of music reading can and 

certainly should be conducted in such s way as to lead to a 

better and more adequate response to music Itself."X01 0f 

interest in this article was the reference made again to 

the dispute regarding music reading which had not been 

resolved in 1958. 

Slnftlnft. The area of singing probably accounts 

for the major portion of the school music program and is 

99 Xbld.. p. 186. 

100 Xbld.. pp. 178-185. 

101 Mursell, "Orowth Processes in uslc Educa­
tion", In The Fifty-Seventh Yearbook of the national Socle-

m aiMB«MtpMMewM*m>eMMewMMeMMWMieifliM!a^^ 

tv for the Study of Education. Fart i. Basic Concepts in 
Music Education, university of Chicago, 195o, p. 147. 
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an area that la normally associated with all levels of 

school music 

Although uracil's first book, Principles of Mu­

sical Education (1987), attempted to present an account of 

what musical education ought to be the area of singing 

warranted only four entries in the index of the book. Bis 

meager observation was that the proper pedagogy of vocal 

freedom with little children was imitation.*^2 

Of more value is ^uracil*a Pavoholofty of School 

auslc Teaching (1931) in which an entire chapter was de­

voted to ainglng.XOS He etated that "singing must nearly 

always be the core of school music work" and that "song is 

the basis musical activity."104 The name of the musician 

and writer, Thomas Whitney Surette, is mentioned for the 

first time in Mursell's works and la later frequently 

quoted by Mursell. The influence of Surette la evident 

in the following statementi 

So our basic aim in school music is not singing 
for the sake of skill In singing, but singing for mu­
sical development, and for growing joy in musie.X05 

108 Mursell, Principles of Musical education. 
p. 166. 

103 Mursell and Olenn, Psychology of School iuaic 
Teaching, pp. 878-301. 

104 Ibid., p. 878. 

105 Ibid., p. 87S. 
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After a discussion of the application of science to 

the problems of vocal work in the schools Mursell concluded 

"that the general outcome of a scientific approach (...) la 

that singing must be motivated by appreciation, and that it 

is a primary means of deepening appreciation."106 

The type of voice that Mursell recommended for the 

school was a "musically intelligent singing voice, rather 

than a mechanically trained Instrument" and the development 

of such a voice imposed certain requirements as aims for the 

school song material. These aims were (1) s wealth of 

songs of high emotional and aesthetic value, (8) aongs 

where words and music were fused into an appealing unity, 

(5) singable songs, and (4) songs taught on a basis of 

suggestion and imagination with the emphasis on interpre­

tation and beauty lnetead of note accuracy. Mursell con­

sidered the foundation of vocal education to be the giving 

to the child of something to express vocally and then to 

help him express It.107 His concern with human values and 

personality are evidenced by the following* 

The singing "Instrument" is the entire persona­
lity, physical and mental. It is not the child's 
voice that sings. It is the child that sings. (...) 
Vocal training that is not In terras of hua.an values, 

1 0 € Xbld., p. 879. 

1 0 7 Xbld.. pp. 881-838. 
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meanings, and desires, is condemned without any fur­
thur trial. The childoust sing because he loves to 
sing, or not at all.100 

The association of singing with aesthetic experience 

was mentioned briefly, in 1936, when he stated that "the 

esthetic, rather than the technical, aapects of musical 

performance are the sources of its educative value - that 

Is to say, the experience of actually giving utterance to 

musical beauty with voice (...) is more Important than the 

sheer technique displayed."109 

In Education for Musical Orowth (1948) Hursell cri­

ticised the singing phase of the school music progrsm. He 

believed that "we have been altogether too uncritical in 

accepting it ae the paramount activity (...), in general, 

singing has been far too narrowly conceived, and far too 

monopolistically handled."X10 H e considered a program of 

muaic eduoation "more than a program of song singing with­

out any furthur qualifications, even though the songs 

seleeted may be good ones." Mursell suggested that the 

singing of songs "be integrated with genuine and vital 

108 Xbld.. p. 805. 

109 Murs«ll, "Principles of Huslo Education", in 
The Thirty-Fifth Yearbook of the national Society for the 
Study of Education. Fart II. Music Muc at ion. feloomlnEton. 
FUDiiG school i*ubii8hing Company, 1936, p. 6. 

110 Mursell, Education for musical Orowth, p. 272. 
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intereata and meaningful concerns (...) (and) (...) should 

bo a cultural and developmental experience, not simply a 

self-conteined music lesson."XXI ^ theQ snowed what devel­

opmental values can be accrued from singing experiences by 

promoting and fcatering musical awareness* discrimination* 

insight and skill. 

The approach Sntrsell presented in Music for the 

Olassroom Teaahar (1951) was aimed at helping the classroom 

teacher teach music, and, ho advised the teacher to do eve­

rything aha can to help and encourage children to slag.11* 

Ho presented three propositions and discussed them at 

lengths (1) singing la aa natural to children as is talk­

ing, (8) when singing, a person has a direct and Intimate 

contact with* sad the experience of the music Itself, and 

(3) singing is an activity which Involves the entire per­

sonality and is much mora than pure vocal activity.113 

Mursell's controlling viewpoint aa to how one should 

approach the problem of getting children to slag was simply 

to create situations that "favor free, enjoyable, natural, 

musically expressive aong.""4 

Ill Xbld.. p. 873. 

118 Mursell, Music and ths Classroom Teacher. 
p. 170. 

119 Xbld.. pp. 178-180. 

114 Xbld.. p. 184. 
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His most comprehensive discussion of singing in the 

schools is found la Music Education Principles aad froxrams 

(1956). Xa this book tfurseil formulated a principle re­

garding alnglagt 

Xa a program planned to promote musical growth, the 
unique values aad potentialities of singing will be 
clearly recognised, and they will be utilised to the 
fullest possible extent.XX5 

Bis principle does not mention singing as a baaia 

phase of muele la the clasaroom. What was once considered 

to be the aero of the program aad the baaia mualaal activity 

waa a«w seemingly relegated to a passible aeaondary position. 

Muraell Hated aad dlacuaaed the vmluaa and potantlalitlaa 

of elnglng: 

(1) Singing la universal, everybody slags, la this 
respect it la unique - different from every other kind 
of amnio making.1*5 

(t) Singing is a highly personal act. Xa this 
aenae, too* It la unique! for la this respect it con­
tracts wlta all typee of Instrumental performances.1^ 

(ft) Xa singing, words aad music coaleeee. Lan­
guage (...) can describe events and objects (•••)• 
tfaalo (M3±) conveys emotional meanlnga, or emotional 
valuee.118 

116 Murssll, Music Education Principles and 
Programs, p. 198. 

1 1 8 Ibid., p. 199. 

117 Xbld.. p. 800. 

118 Xbld.. p. 801. 
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(4) Xn and through singing we feel music as a 
continuous flow, to an extent and with a clarity that 
la hardly possible in and through any Instrumental 
medium.X19 

The various characteristics of singing are psycho­

logically different from tha instrumental medea. Mursell 

stated that the oharaeter of singing "justifies its place 

in our developmental program." He pointed out several im­

plications that bear on the uae and place of vocal musict 

(1) singing haa immediate values in the classroom} (8) 

establishing and developing an ability to sing is a means 

of Insuring use of musie throughout lifej and, (3) la vary 

valuable for those who plan to specialise in the instru­

mental field.180 Mursell considered and dlacuaaed tha 

application of these Implications. Mursell*a recommenda­

tions ware that tha teacher must ahooae proper aoaga, orga­

nise alagiag altuatieaa that are effective, aad offer help 

la eolvlng vocal problems.121 

Hie last article of major consequence did not dis­

cuss alagiag specifically. Ha used songs aa examples la 

his explanation of mualaal growth through differentiatloa 

aad integration, and, emphasised that children should 

lift Xbld.. p. 808. 

180 Xbld.. pp. 803-806. 

1 8 1 Xbld.. p. 808. 
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"catch what is the most essential thing of all* which Is 

the expressive beauty of the music."X88 

£B§Jtt£Bffiala> Xn Mursell's first book* Principles 

of Mualaal Education (1987)* he mentioned instruments but 

did not devote any appreciable amount of discussion to tola 

phase. Xn referring to Instrumental classes ^uracil be­

lieved "that the primary reason for instrumental work is 

not to teach the Instrument, but to teaeh music aad ma* 

aioality."188 Xa hie dlaeuasloa of the need for requiring 

music la tha seventh aad eighth gradea Mursell atatad that 

the child ehould "be definitely introduced to instrumental 

music, for with this there somes an immense broadening of 

the aesthetic horison."184 

The plaoe of instrumental music ia the school pro­

gram la mora fully outlined and discussed la his Psycho* 

of School Music fcaching (1931).18C Be recommended that 

tha pupil be taught to make music through his instrument 

ia aa instrumental program. The goal and motive of this 

188 Airsell, "Orowth Processes in Musis Education", 
la The Fifty-Seventh Yearbook of the actional Society for 
the Study of Bduoatlon. Part X. p. 149. 

18S Mursell, Principles of Musical Education. 
p. 195. 

1 8 4 Xhid.. p. 199* 

188 Mursell and Olenn, Psychology of School, Muala 
Teaching, pp. 308*319. 
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program should be penetrated with tha spirit of apprecia­

tion. Tha instrumental program correlated with vocal work 

and its many mualaal values should be acquired because It 

"gives tha pupil Ideal musical development la many ways, and 

faeilltatea and humanises his whole approach to the instru­

ment."18* Finally, a mention was made that the mechanics 

of instrumental music cannot be ignored and they should 

"be handled incidentally to tha actual experience of making 

musie.•-** 

Xa his Raman Values la Music Education (1934) Mur-

•all discussed tha technical aapecta of Instrumental music 

and made several observational 

There ia frequently no definite, well-planned 
carry-over from vocal experience, rhythmics, lis­
tening, aad creative muaic to instrumental music 
Our achool work tends to divide itself Into two 
departments of music, oaa of which dominates tha 
other according to the personalities of tha di­
rectors. .This is manifestly wrong and anti-edu­
cational. X88 

The reason for this situation is saused by tha 

problem of specialised techniques of instrumental work. 

Mursell propoaed to Integrate instrumental instruction with 

188 Ibid., p. 310. 

1 2 7 Ibid., p. 518. 

188 Mursell, Human Values In '.wile Education. 
p. 338. 
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the entire school auslc program and suggested the following: 

Our proposal la to approach instrumental technique 
ia terms of general musical experience, all varieties 
of which are relevant and valuably contributory. We 
evolve our Instrumental approach from rhythmic feeling 
and from the kind of directed listening and tonal 
Imaging characteristic of well-organised vocal 
experience.129 

A similar thought waa preeented a year later when 

he advocated building the band program on the vocal pro­

gram and stated that this waa not alwaya being done. Many 

educational valuea are lost because of this diajointment 

and lack of provision for a continuous sequence of musical 

growth, Mursell aonteadad that the elementary achool vocal 

program should provide "a free, flexible, natural musician­

ship and an Interest in music, rather than a sst of speci­

fic skills."1*0 

Ia his Music la American Schools (1943) Mursell 

lamented about the widening gap between the vocal and In­

strumental programs and the prominence sometimes given to 

the Instrumental segment of the school progrsm.191 Mursell 

-89 Xbld.. p. 368. 

130 Mursell* "The Educational Value of the School 
Band", in The Yearbook of the Music Educators national Con­
ference. The Conference, 1936, p. 845. 

151 Mursell, Mualo In American Schools, p. 856. 
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suggested two general measures of polioy to remedy tha 

situation! 

(1) The elementary school program should involve 
both instrumental and vocal experience and activity. 

(8) (...) the performing groups la tha high achool 
should grow out of the general program.158 

Mursell considered the second measure of conside­

rable Importance aad dlacuaaed a phase of coordinated 

planning! 

Selection for the high school performing groups 
ahould be a long-term process carried en la the light 
of the educational interests and emerging aptitudes 
of the puplla. This, surely, la by far the beat way 
to gat the beat talent when It will do the most 
good,-53 

Xa this same book Mttraell mentioned toy instruments 

which he aoaaidarad* with acme detail* la his later wri­

ting e.1*4 Xa 1951 he advooatad the uae of thaaa ceay-to-

play mueioal instruments ia the elementary school music 

program. Mia past diaauaaiona lavarlably Implied the use 

of the standard professional group of instruments which are 

used in bands and orcheatras. Ee advoeated the use of 

those instruments beoausei 

Such opportunltiea open up avenues of personal 
participation other than those afforded by singing 

138 Ibid., pp. 867-838. 

188 Xbld.. p. 839. 

-** Xbld.. p. 834. 



MOKSILL'S VIEWS AS AJi 1DUCATOK 98 

or expresslvs bodily movement and highlight various 
aspects of music which are not emphasised elsewhere. 
Mo progrsm of music for your children can be rounded 
aad complete unless it includes the experience of 
music making by instrumental meana.1*0 

The easy-to-play Instruments advocated by Mursell 

are thoaa by which music is made mechanically by percuaeive 

means* by frietloa aad by blowing. Tha values and benefita 

of these Instruments are dlacuaaed and he believed that 

their use "opens for your children a great many avenues 

for enjoyment, self-fulfillment, successful achievement, 

cooperative group action. Initiative* and leadership in 

connection with music."lsfl Be emphasised that thaaa easy-

to-play Instruments should not be regarded as a means for 

preparing or Introducing pupils to the regular instruments. 

Be considered them of value because children aaa learn a 

great deal and can gain much stimulation from them. Mur­

sell' s recommendation waa that "they should be considered 

aa contributing to a general, over-all* dynamic mualaal 

development.*x*7 

Mursell discussed easy-to-play instruments along 

with the standard instruments In his last book, Music 

133 Mursell, Music and the Olassroom Teacher. 
p. 804. 

-*• Xbld.. p. 818. 

157 Xbld.. p. 819. 
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gdaeatloa Principles and SVoairasm (1956). He explained why 

Instrumental axparlaaeea belong la a program for promoting 

•ualcal growth. The fellowlag atatementa reveal what Mur-

eell had la mind ia advocating tha instrumental programs 

Pereonally, if X could arrange a child'a music 
education to my liking, X would get him to using 
autoharp, malady belle, a marimba, a malady flute* 
drums* and marracas as well as his voice - aad alao 
to practice oa the beat coaaart grand piano aval* 
labia. X am quite aura ha would learn a great deal 
about music from each of thaaa medea, and that each 
medium would give him something that none of tha 
ethers could yield.1*8 

l&OsnV Xa his Prlaclules of Musics* Education 

(1987) Mursell devoted aa entire chapter to the rhythmic 

experience la muelc. Ma criticised tha music teaahar for 

streaalag tha auditory axparlenoa la their teaching aad far 

ignoring "the all-important aeaae of rhythm."159 Accord­

ing to Mureslli 

Rhythm (...) Is not an auditory experience at all; 
and our experience of rhythm depends, not on what we 
hoar* but en the foal of muscular play aad aotivlty 
in response to what we hear.X40 

Xa Mureell's discussion of how rhythm in music is 

actually felt he described the Takt, or beat, the phrase 

188 Mursell, Music Education Principles and Pro­
grams, p. 848. 

139 Mursell* Principles of Musical Bduostlon. 
p. 39. 

1 4 0 Xbld.. p. 59. 
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rhythm* aad taa ralations betwoan the Takt aad the phraaa 

rhythm. Tha Takt, or boat, la simply the underlying bar-

boat of muaic - tha regular recurrence of the boat. Tha 

phraaa rhythm waa described by Mursell aa followsi 

Kvery melody la always subdivided Into a number 
of component phrasesj aad each of these constitute 
a rhythmic unit. This larger or phraaa rhythm la 
far less regular and far more flexible than tha 
Takt, but ia just aa genuinely a rhythm (...).-al 

£e aoaaidarad the relations between tha Takt and the 

phraaa rhythms "one of tha most lntereetlag and important 

matters la taa whole payahelogy of musie."148 Taa latereat 

of muaic, rhythmically, la determined by tha complex aad 

changing relationships between tha Takt aad tha phrasing. 

The importance of this aoaaapt was polated oat by Mursell: 

(...) the melodic rhythm should never be arbitra­
rily palled round to fit into the Takt. The Takt ia 
tha baaia rhythm, aad about it the melody plays free­
ly*, now synchronising with it, now departing from 
It.143 

Taa ability to deal with rhythm dapeada upon mua-

eular coordination aad Muroell recommends tha Jaoquea-

Dalcrose system of lurhythmics aa "tha beat known scheme 

for isolating and training the aanse of rhythm."144 

1 4 1 j£h££., p» 47. 

148 Xbld.. p. 48. 

143 Xbld.. p. 49. 

144 jXbld;.. p. 63. 



«0RSKLL»3 VXBMS AS AM EDUCATOR 95 

Xa 1988 Maraell dlaauaaad tha teaching of rhythm 

aad outlined several baaia principles. Ma believed that 

rhythm ia learned and not inherited and the beat way to 

teach rhythm is "net to emphaelse mere regularity, but 

rather to concentrate an axpreaaloa aad musical mean­

ing."14* When tha expression has been eorrectly taught* 

the rhythm will be correct. Ma dleagreed with the view 

brought about by Dolorosa that tha rhythm dapeada upon tha 

heart-beat. Maraell aoataadad that it la "falaa and per­

nicious to think of musical rhythm in this way."146 He 

autliaed and dlaauaaad two aardinal polata for tha teach­

ing of rhythmi (1) tha aenae af rhythm depended oa motor 

eoordlnetlon, aad (8) wa aenae and grasp rhythm la terms 

of the waola body.147 What he tried to point out in tha 

1988 article ia apparent ia the fallowing atatementas 

(...) la tha motor view of rhythm we have tha 
means af bringing together the two opposite poles 
of musical education * •eahaalsm aad aesthetics. 
(...) Tha aesthetic and spiritual value of a 
plaaa af music dapeada oa its rhythm. Tula rhythm 
la turn depends oa musoulsr aad organic coordina­
tion. Aad it la Just thoaa vary musoular 

143 Mursell* "Some Principles in the Teaching 

national Conference. The Conference. 1989. p. 331. 

148 Xbld.. p. 531. 

1 4 7 Xbld.. pp. 538*333. 
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coordinations which form taa baaia of executant 
technique. Bhythm, than* is the comoaon,founda­
tion alike of technique aad expression.148 

Maraell highly recommended the Dolorosa eurhyth­

mies aad called tha aystem "tha most elaborate of all 

ayatema of teaching rhythm (...) (and) oompletest realisa­

tion ia terms of educational method of tha psychological 

prlaalplaa af rhythmic appreheneion."148 Mursell alae aug-

geeted that all school music teachers familiarise them-

aelvaa with taa wrltinga of Jaquea-Dalcrose. 

Xa Masla la American Schools (1943) Maraell die-

aaaaad the nature and psychology of rhythm aad aoaaidarad 

instructional devlaas aad procedures. Be made aa attempt 

to define rhythm but stated that "a clear-cut definition 

cannot be given."180 The following Is a discussion of 

rhythm by Maraell written la 18431 

Hhythm la a living part of the whole which oon-
etltutes music Me cannot sharply aeparate tonal 
and rhythmlo elements la actual experience, for both 
very latiamtely af feet each ether, let evea able la 
a eonstructive cue for teaching, for it Implies at 
oaaa that rhythm must be taught and learned in a 
musleal setting aad aa a factor in total musleal 
expresslveaeee and significance.1Si 

1 4 8 Ibid., p. 688. 

149 Maraell aad Olenn, Psychology of School 
auslc Teaching, p. 800. 

130 Maraell* Music in American Schools, p. 803. 

181 Xbld.. p. 803. 
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Xa a later source ha called rhythm "everything 

that la left when the tonal content is eliminated" and 

recommended that "anyone who hopes to deal with music ex-

pressivsly should pay tha aloaaat attention to Its rhyth­

mic component."158 

Xa his last book Mursell pointed out that there la 

a great need for developing rhythm and that there la a 

sarloaa leak of rhythm in aaheel muaic education. He tried 

to outline a program which amphaaited rhythm throughout tha 

musie program and la which "growth ia feeling and graap of 

rhythm* la developed.188 Mursell discussed five pelnte 

relating to the Importance and significance of rhythmi 

(1) Rhythm gives life* sparkle, reality, ex­
pressiveness to the performance of music 

(8) (...) A graap of aad feeling for rhythm 
adda immensely to the pleasure of listening. 

(3) (...) a sense af the rhythm of a passege 
aaa (...) carry one ever its technical hurdles. 

(4) (...) A live feeling for rhythm facili­
tates BUSla reading• (...) 

(5) Rhythm Is one of the best sad most natural 
starting points for musical creation.104 

138 Mursell, Education for Musical Orowth. p. 46. 

163 Maraell* Music Education Principles and 

fofsftm* 8- flB4» 
164 Xbld. . pp. 864-887. 
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Xa 1966 Mursell gave a aonciae and prealae defini­

tion of rhythm. He oalled it "an expressive pattern of 

accent, duration, and pause."166 Aleag with this defini­

tion Mursell oonaldered the development of rhythm and how 

children can develop a feeling for and grasp of rhythm. 

His first suggestion for developing rhythmic graap 

waa by way of bodily movement which "should be tied up 

closely to singing, playing, and listening."188 Mursell 

again recommended the use of Dalorose eurhythmies, a plan 

deaigned for realising rhythm In music through bodily move­

ment. He cossttanted that this system could solvs problems 

of rhythmic development and "offers something much more 

effeetlve aa a means of rhythmic development than folk 

dances, square dances, and play-party games.''187 

Another auggestion for developing rhythmic graap 

reooamanded by Mursell waa through tha use of rhythm instru­

ments. He considered Instruments such aa rhythm atieka, 

rhythm blooks, cymbala, tambourines aa being Important and 

valuable when they are ueed properly. Xn his discussion 

Murssll pointed out that: 

1 8 8 Xbld.. p. 838. 

136 Xbld.. p. 86S. 

1 8 7 Xbld.. p. 878. 
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First* every mualaal instrument is really a 
rhythm instrument when properly understood. (...) 
Xn the second place, rhythm instruments are not mere 
nolsemakera* aa the designation easily suggests. 
They are true musical instruments, and should always 
be treated as such.158 

Muraell'a third approach for developing rhythmic 

grasp was through rhythm symbols such as time signatures, 

measure bare* and length of musical notes. He concluded 

that "rhythm comes before time, and that the symbols which 

aeem to Indiaate nothing but time values should bs under* 

stood as really indicating rhythmic effects."169 

Listening. The importance attached to listening 

by Mursell in 1987 can be surmised from his discussion 

of the various functions in which musicianship issuaai 

Thaaa are llatenlng, performance, and composition. 
All three are expreeslons or activities of the mualaal 
mind, and unless an individual possesses trained musi­
cianship, ha eaanot hope to discharge any of them with 
satisfaction. (...) the primary aim in musical educa­
tion must be (...) mental training (...) and not the 
development of a technique for ita own sake.XSO 

Maraell called muslolanly llatenlng "the baaia of 

all musical culture" and "one of the great businesses of 

the musician."181 Ha ststed that In order to educate for 

138 Xbld.. p. 878. 

189 Xbld.. p. 877. 

160 Mursell, Principles of Musical Education. 
p. 119. 

161 Xbld.. p. 188. 
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effective listening we should teach the pupil what he 

should hsar and enjoy in a performance and an attitude of 

appreciation should be built up. He called the attitude 

of appreciation psychologically complex because it involved 

musical skills "in various orders, and with varying empha­

sis.*188 Three types of music listeners were discussed. 

Mursell eonoluded that music education should be directed 

toward skilled listening and should produce a balance 

between the "elements of intellect, motor response, and 

feeling, based on an understanding of tha constitution ef 

the musical mind."188 

Xn 1930 Mursell considered listening as a type of 

musical experience. He recommended quality rather than 

quantity and specifically recommended the quality of the 

attitude of the listener. 

Llatenlng to music should never be thought of 
aa "exposure" to music. The aim should be always 
so to instruct and adjust the listener that he geta 
from a musical experience all that the music has 
to give.184 

Mursell distinguished between listening and music 

appreciation} 

1 8 8 Xbld.. p. 186. 

183 Xbld.. p. 136. 

164 Mursell, "Some Fundamental Principles of 
Muslsal Instruction", in The Yearbook of the Music Super­
visors national Conference. The Conference, 1930, p. 100. 
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Music appreciation la not a special type or 
department of music work; it penetratea every de­
tail of musie education; specifically it means far 
more than just listening.188 

Ha called llatenlng to muaic "the most character­

istic medium of appreciation" and a mistake to consider 

appreciation "the same thing aa listening."166 

Xa a discussion of music as a social opportunity 

Mursell sailed llataning a aoelal art. Be considered that 

the "beat kind of listening la promoted la a situation 

where one enters into a genuine and rich commualon with 

one's fallow hearers, and also with the performer or per­

formers."167 Ha preferred aa informal gathering where 

opportunities would be available for informal talka rather 

than tha formality of the traditional concert. He summed 

up his eeacept of listening la 1934. Mursell stated that 

"the aim of our work ia llatenlng should be to develop aa 

Individually satisfying and socially functioning musical 

taste.»18a 

Xn 1943 Mursell still maintained that listening 

is "an lndlspenssble clamant without which any program of 

186 Maraell and Olenn* Psychology of School Music 

mfWm* ?• 107' 
166 Ibid., p. 108. 

167 Maraell* Human Values in uslc Education. 
p. 66. 

16S Xbld.. p. 95. 
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music education la bound to be gravely weakened."16* Hla 

reaommeadatloaa la 1943 for encouraging pupils to listen 

were i 

(1) First aad foremost, we should center upon 
listening for general enjoyment. (...) 

(8) We should consider listening aa an important 
agenay for general mualaal motivation. 

(8) (...) Listening, agala, Is aa Important means 
of musical exploration* and should be treated as such. 

(4) (...) Listening should be regarded aa an agen­
ay for the establishment of discriminating standards. 

(8) (...) Listening should be treated aa a still 
more direct motive for performing. 

(6) (...) Listening may very properly be asso­
ciated with tha score, and may be a definitely valua­
ble Influence in promoting a mastery of it. 

(7) (...) Listening (...) should be definitely 
planned aad employed aa a means of promoting tha uae 
and enjoyment of music out of school.175 

After etatlng hla recommendations for organising 

school listening experiences Mursell gave his views regard­

ing tha apeeiflc focus that listening should be centered 

upon. He believed that listening should be centered upon 

some oomponent la the musical structure or upoa an element 

aaaoelated with the composition. He pointed out and dla­

auaaad six different things to notice and focus attention 

189 Maraell, Music in American Schools, p. 149. 

1 7 0 Xbld.. pp» 149*134. 
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upon when listening t (1) a general emotional response* 

(8) certain emotional meanings, (5) elements of atyle* 

(4) elements of form and structure, (5) expressive treat­

ment given by tha performer* and (6) the human factor In 

performance •1<T1 

Xa his 1951 discussion of what school ahildren 

ehould listen for in music Mursell considered the mood ef 

the music aa the most important aspect. His secondary aug-

gestion waa that ahildren ehould be directed to listen far 

structural elementa. He listed aad dlaoussed Intensity* 

tempo* characteristic rhythm* style, and broad architecture 

aa units ef the structural elements.178 

Xa his Masia Education Principles and Programa 

(1936) Maraell aet up aevea elaaaea, or typea* ef llataalag 

and dlseueeed llataalag aa a many-sided program of musleal 

growth. Me stated that "it la aet a aegregated* special 

aativity* but an experience with many phaaes, many aapeata, 

many uses."178 Re formulated a principle in which he 

atated that listening Is a vital part of all contact with 

musical aatlvltieai 

171 Xbld*. pp. 153-160. 

178 Maraell* Musis and the Classroom Teacher. 
pp. 164*166• 

178 Maraell* male gdueatlon Principles and 
Programs, P* 800. 
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Xn a program planned to promote mualaal growth, 
listening will be cultivated in connection with all 
musical experiences and activities, as an essential 
factor in them.174 

He formulated a classification of his own in order 

to describe the many types of listening available because 

he was uaable to agree with the classifications recommended 

by writers en the psychology ef auslc and on music educa­

tion.1 8 Atreeli listed and discussed* normative, Inter­

pretive* analytic, inner, receptive, and remembered lis­

tening. 

Ha called his first type ef listening normative 

listening beoause any doctrine la normative whan it telle 

ua what should be denes 

Xt la the type of listening that shows us hew to 
slag a eeag* hew to play a pieee* hew to interpret, 
hew to Improve a performance * the type of listening 
that reveals to ua what we ought to do musically, in 
•may aad varied situations. (...) Its essential 
function la to set norms or standards to provide models, 
to establish and define goals.178 

Maraell called his second category of llatenlng 

Interpretive listening. "Music Is related to non-musical 

meanInge, conveyed by poetry* proae, dramatisation, bodily 

movement, pictures aad so forth." These non-musical 

174 Xbld.. p. 880. 

178 Ibid., p. 881. 

176 Xbld.. p. 888. 
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meanings serve as interpretationa of the music and the auslc 

Interprets them.1'7 

Mursell called hla third category of musical llaten­

lng exploratory listening. He considered the mala purpose 

ef listening by children and adults to be to help them 

"dissever the great world ef muaic, Its richness and 

variety."178 

The fourth type of listening outlined by Mursell 

waa analytic listening. This type ef music listening waa 

centered upon the content* atructure and form of the musical 

composition.179 

The fifth category was eonoemed with inner listen-

lag. Mursell envisioned the development of "the ability to 

think or image a musical affect, quite apart from and with­

out any outward sound."130 

Beeeptlve listenlag was Muraell's sixth llatenlng 

classification. Tela type of listening was an individual 

aattar beeauae the "individual recelvea for himself* in 

his own way* the message aad appeal ef music"181 

177 Xbld.. p. 888. 

178 Xbld.. p. 898. 

1 7 8 Ipld»» P« 884« 

X*® Xbld.. p. 893. 

181 Xbld.. p. 897. 
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Mursell'a last category was remembered llsteniag. 

His aim in this classification was to stake the listening 

experience a memorable one. He hesitated to Include this 

category beoauae it did not indicate what may be called a 

special type ef listening.188 Mursell eonoluded hla 1968 

discussion of his views regarding musical listening by 

statingt 

(...) It is most certainly true that vital, memo­
rable listening experiences are one of the ehlef in­
fluences making for musical growth, and one ef the 
ehlef means of making music a life-long source.183 

Murssll recommended s progrsm of music education 

aimed at promoting human valuea through musissl growth. His 

views aad eoaeepta regarding auslc reading* alagiag* instru­

ments, rhythm aad llsteniag were not always aonaisteat since 

1987, yet* he eoasidered these areae to be essential compo­

nents la hla program of music education. Each area had lta 

own procedures and Individual treatment* all related to 

each ether. Mursell recommended that they all be included 

la hla reeoamended program otherwise "tha program will not 

be complete, musical growth will be hampered* basic human 

alms will not bs fully achieved - and tha sufferers will 

be the children."184 

188 Xbld.. p. 899. 

183 Ibid., p. 301. 

1 8 4 Xbld.. p. 303. 



CHAPTER mm 

MURSBLL'S VIMS OK TEE COOriDIKAlXSO 
FACT0R3 OF THE MUSIC PROGRAM 

Mursell considered music reading, singing, playing, 

rhythm, and listening as areas that were all interrelated 

into an Integrated whole. The factors that coordinated the 

music program as advoeated by Mursell were integration, 

creation* and the administration of that program. 

X8T1ORATI0M 

In his last book* Muaic Education Principles and 

Programs (1966), Mursell outlined a principle involving 

the eoaeept ef integrationt 

The comprehensive purpose of a program planned 
to promote musleal growth ia to make musie an inte­
grating Influence In the present and future living 
of children.1 

Xn explaining this principle Mursell made three 

polnte. (1) Integration doea not concern Itself primarily 

with subject-matter but with people and their Uvea. Inte­

gration la concerned with the effect of music upon persona­

lity and the child.8 (8) "Any subject in the curriculum 

1 James L. Jgursell, Music Education Principles 
and Programs. New York, Silver Burdett, 1956, p. 367. 

8 Xbld.. p. 309. 
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should be (...) an integrating Influence, leading to in­

creased consistency in thinking, feeling and acting." The 

role of BUS la in the developmental program of Uracil's was 

to make it an integrating influence in the lives of many 

people.3 (3) The effect of music upon people Is important 

and if thla is to be produced, the music program should aim 

for thla result.4 

Although Mursell did not associate integration with 

the curriculum in 1966, hie earlier thinking Indicates that 

he did ao at one time. Xn 1934 he made a reference to musie 

integration la the curriculum: 

Another respect in which music properly taught 
exemplifies ths principles of the curriculum which 
modern educational thought has eavlaaged Ilea in the 
faet that It offers striking opportunities for tha 
integration ef the pupil'a learning.8 

Tha curriculum ea eavlaaged by Mureell waa not built 

upon subject-matter courses but had to be built out of units 

of activity, or centers of interest. This 1934 source is 

seemingly the first source by Mursell which mentions inte­

gration In relation to music An earlier journal article 

had concerned itself with the neurological aspects of 

5 Xbld.. p. 310. 

4 Xbid.. p. 511. 

5 Jamee L. Mursell* Human Valuea In Music 
Education. Mew York, Silver Burdett, 1934, p. 276. 
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integration la payohology but not in music8 Xn Mursell'a 

ether 1934 book* Principles of Education, he advocated an 

Integrated curriculum rather than a departmental one and 

suggested a socially Integrated curriculum.7 

Xa 1933 Maraell preeented three ideas for enriching 

school music through the concept of integration. (1) He 

did not consider auslc to be merely a achool aubjeot. 

(8) Music was eaaaatially a part of the social acene and a 

part ef human aulture, and (3) music was an essential part 

ef a balanced aesthetic ration.° 

Xa 1939 Maraell dlaoussed educational Integration 

and gave hie "true meaning" of integrations 

A curriculum organised herisontally and verti­
cally la terms of psychological principles, Instead 
ef administrative convenience, would be a continuous 
aad interrelated sequence of developing experience 
whose eaeential unity became more and more signifi­
cant aad apparent aa the student advanced.9 

6 Mureell, "The Principle of Integration in Objeo-

Vol. XXXV, Me. 1, issue of January 1984, pp. 1-15. 

7 Mursell, Principles of Education. Mew York, 
lorton, 1954* p. 396. 

8 Mursell, "Enrichment of Elementary School Music 
Integration", in The 

Matlonal Conference. Chicago, 
Through Integration", in The Yearbook of the Music Educators 

lago* The Conference, 1938* p. 357. 

9 HUTSell, Educational Psychology, Mew York, 
Morton, 1939* p. 868. 
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Xn another 1939 book Mursell dlacuaaed integration 

la relation to transfer. Mursell called integration an 

attempt "to secure richer and more extensive tranafar 

values, to help papila perceive broader relationahlpa, aad 

to do away with the artificial barriers sat up by a curricu­

lum organised into a large number ef narrow dlvleleaa."10 

He reeeaaeaded that "we need to integrate, net the subject* 

aatter, but tha mental processes of tha learner."11 

Xa 1948 Maraell referred to the "co-called integra­

ted aativity, or unit* or project involving auslc." He 

then atated that tha controlling principle would seem to 

be aa followsJ 

Prom the standpoint of the legitimate Interests of 
the Basle program* aa Integrated project la an asset If 
it earn be shown te fester mualaal growth* and particu­
larly growth in musical awareness. Xt offare a musical 
experience in a novel setting* and peritmpB ef a novel 
kind.18 

Xa hla Developmental Teaching (1949) Mursell dis­

cussed the concept ef development aa a process of Integra­

tion. Xn this process of developmental change meanings 

become acre and more explicit and "Integration aad 

10 Maraell, The Psychology of Secondary-School 
I, Mew York* Morton, 1939, p. 111. 

11 Xbld.. p. 118. 

18 Maraell* Education for Musical Orowth. Sew 
York, Oinn, 1948* p. 14Q. 
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differentiation go hand in hand." He also stated that "to 

be able to aotiee hitherto uaperoelved differences is to be 

able to combine them into new patterns."13 

Muraell made few references in his writings to the 

topis ef Integration and its relationship to music. The 

bulk of hla views regarding the concept of integratioa were 

Incorporated lata hla laat book. Music Education Principles 

aad Programs (1936)• Xn this book his viewpoint regarding 

the integrating effect ef music as "a real* vital, and 

lasting iafluence ia people's lives" and ita bearlag oa the 

aaheel music program were outlinedt 

(1) (...) we must build our program out of con­
vincing musical experiences. 

(8) (...) We must work for the most extensive 
pass ibis mf ef music in the olassroom, and through­
out the school. 

(3) (...) We must make wide use of socially and 
culturally significant materials. 

(4) (...) We must be willing to work cooperatively 
in connection with comprehensive units, and must learn 
how to do eo to good purpose. 

(8) (...) Xf we want to make music a powerful* con­
tinuing influence in children'a Uvea* one of the meet 
obvious things to do will be to help them to realise 
the plaee and importance of muaic la the modern world.14 

13 Maraell* Developmental Teaching. Hew York, 
McGraw-Hill, 1949, p . ^ m 

14 Muraell, Music Education Principles and 
Programs, pp. 311-319. 
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One of the important statements reiterated by Mur­

sell was that integration was not a particular type of cur­

riculum organisation or prooedure of teaching. Integration 

referred "to the effect produced by musie on human beings 

and human lives."16 

Mursell considered musical growth as the primary 

agency for integration and necessary if music was destined 

to exercise its integrating effect. Musical growth In­

volved I (1) An Increasing knowledge and understanding of 

the structure of musict (8) an increase la technical skill 

ia performance} (5) aa increasing capacity to read muslaf 

aad (4) an lnereealng acquaintance with composers, compo­

sitions, and the literature and traditions of music18 

Mursell believed that "a developmental program, in and of 

itself, points straight to the Integration of music with 

life."17 

The importance of music and its integrating effect 

in a developmental program was stated by Mursell as follows: 

Music has its own power, its own appeal, its own 
magic All we can do la to create the conditions un­
der which that power can operate, and that appeal be 
effectively felt, (...) Mualaal growth la tha only 

16 Ibid., p. 581. 

1 8 -bid., pp. 388-323. 

17 Xbld.. p. 383. 
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solution, the sufficient solution* and ita promotion 
ia the unavoidably indicated policy.la 

The type of program that ^uracil believed In "la 

planned end organised, fron the ground up, to achieve clear­

ly eavlaaged human valuea, and to make music a resource for 

better living, is a progrsm that achieves integration ia 

the only intelligent sense of the word."19 

ChiATIVE ACTIVITIES 

Aa area that la considered by music educators to bs 

a phase of musical aotivity in the elementary school is 

creativity. Usually the following five main components 

are included In the school music programi singing, playing 

Instruments, listening, rhythmic activities and creative 

activities. Muraell warned that this approach Is incorrect. 

He did not believe that creative response is a separate por­

tion of the muaic program nor that the activity was confined 

to the creation of songs. Mursell believed* in hie laat 

book* thati 

If our program is to be what it should, and accom-
pllah what it should, ereatlve reapoaae must go oa all 
tha time. Xt must permeate the whole program. For it 
indicates the kind and quality of dealings with muaic 
that are necessary for musleal growth.80 

18 Xbld.. pp. 383-384. 

19 Xbld.. p. 386. 

80 Xbld.. p. 588. 
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The evolution ef Mursell's thinking regarding crea­

tivity reveals a decided change through the years in hla 

approach to the topic. One of the earliest discussions of 

this subject Is found In his Psychology of School Music 

Teaching (1981)• Xa a chapter concerned with the mastery 

of the musical score Mursell called the ereatlve project 

"the beat peaalble way to approach the score" and described 

It aa "a highly lafonsal and spontaneoua procedure, with the 

central emphasis oa musical meaning and mualaal pleasure."21 

Xa the ereatlve project* the children formulate a abort poem 

aad than the poem to musie by using specific stops. Maraell 

believed that thla process had far-reaching and rich educa­

tional valuea because it "Involved an approach to the score 

entirely through music making.'* The musleal acare waa "a 

means ef clearing up and recording musical eeaoeptiena (...) 

handled incidentally to the musical project itself."28 

** *** gamaa Valuea In Musis Education (1934) Mar­

aell called the ereatlve project "the actual composing of 

•male by pupils.*88 But, he negated one of his 1931 re­

commends tloae by atatlag that "it ia a pervereion ef the 

81 Muraell, Psychology of School ualc Teaching. 
p. 813. 

88 Xbld.. p. 815. 

83 Mursell* Human Values In Music Education, p. 96. 
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true alma ef aaeh an aativity to aaka it chiefly a aeaaa ef 

developing a amatory ef the score." He considered the aati­

vity more than involving a lesson ia writing Busies 

The purpose ef the creative project in music edu­
cation must be to arouse s desire to express one's 
self musically to othere through the actual creation 
of musie. (...) Perhaps one point which is sometimes 
neglected (...) la handling the creative project la 
the relating of it to social occasions. (...) we 
should seek aad organise opportunities for the actual 
presentation ef worth/efforts la the way of compo­
sition by our pupils.84 

Xa 193a Mursell etill considered ereatlve music in 

the schools to be the actual composition of music by pupils. 

However* he advocated the learning of how great aomposere 

and ereatlve artists worked la their fields.26 

Xa iluslc ia American Schools (1943) Mursell stated 

that "no program of music education can be considered ade­

quate which does not give a large place to and lay a con­

sistent emphasis upoa ereatlve expression."88 He did net 

refer to this process ae the ereatlve project but now re­

ferred to thla aativity as ereatlve expression and the erea­

tlve processt 

By creative expression in music should be under­
stood personal musloal Initiative • the complete aad 
wholehearted identification of one*a whole self with 

84 Xbld.. pp. 96*97. 

83 Mursell, &usio In American Schools, p. 876. 

8 8 Xbld.. p. 875. 
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a mualaal aativity, ao that we ourselves can feel and 
ethers can recognise it as conveying our own indivi­
dual insights, purposes, end attitudes. Musical com­
position is the most striking and unmistakable In-
etanee ef ereatlve expression ao understood. The 
composer (...) ia the supreme example of personal 
musical initiative.87 

Bealdes BUSleal composition Mureell considered 

llatenlng to be a ereatlve experience and musical perfor­

mance a ereatlve aet. He dlacuaaed some of the implications 

involved la the concept of oreative expression: 

(1) (...) while music education must give an Im­
portant and consistent emphasis to oreative expression, 
thla means far mere than setting up a distinct end 
segregated type of activity. 

(8) (...) it seems quite evident that emphasie 
upon ereatlve expression cannot properly be confined 
to certain grades or age levels. 

(8) (...) It la a mistake to think that creative 
expression in auslc is the prerogative only ef thoaa 
who have epeclal talent. 

(4) (...) the teaching of oreative expression 
reduces Itself to and defines itself as the promotion 
of individual and personal Initiative.89 

Xa Education for Mualaal Growth (1948) Mureell cri­

ticised the conventional practicea in creative aiusle where 

a "crassly manufactured and aapleas piece of verblsge, mia-

oalled a poem, la set up."88 After tha poem was scanned, 

87 Xbld.. p. 875. 

8 8 Xbld.. pp. 877-880. 

88 *ur sell, Sducation for musical Orowth, p. 216. 
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the children decide upon a melody based upon "the filing-

systems ef their memories° and "the alleged poem, as the 

ghastly expreaalon haa it, is set to music"80 Mursell was 

bitter In his criticism of this method of composition which 

utilised notes but waa or was not real music He questioned 

the use ef this procedure and statedt 

To call such assembly-line proceedings "oreative 
muaic" or musical composition Is nothing but a mon­
strous travesty.51 

111 Music and the Classroom Teacher (1951) Mursell 

said that "the whole idea of areatlveness is very difficult 

to pin down and define" and the word creative "covers a 

great range of territory."58 Before formulating several 

atatementa elarifying the meaning of creative activity* Mur­

sell discussed a number of examples involving creativity. 

The following general atatementa epitomise Mursell*s mean­

ing of creativity: 

(1) Xn every ease where It is possible to feel 
that an authentic creative experience was involved, the 
children were being helped and eaeouraged to eajoy and 
uae freedom • freedom to choose, to decide, to respond 
ia their way* 

(8) (...) Xa all tha authentic Instanses the 
children responded in terms of feeling. 

30 Xbld.. pp. 806*807. 

81 Xbld.. p. 807. 

38 Mursell, Music and the Clasaroom Teacher. 
pp. 886*887. 
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(8) (...) Creative response, in all Ita forma 
and aspects, is an act of calf-expression, a reali­
sation or projection of something that cornea from 
within.88 

Mursell's final comment regarding the organisation 

and promotion of creative response was that "you are not 

setting up a self-bounded, limited lesson-wise activity 

(because) everything turns on helping children to be free 

to feel* free to express, free to be themselves."84 

Xn his early writings Mursell had considered orea­

tive activity to be the creation of compositions by children. 

During the intervening years prior to 1956 Mursell resllssd 

that areativlty involved other activities and experiences. 

His thinking was epitomised in his last book, Muaic Educa­

tion Principles and Programs (1936). His principle re­

garding areatien in his developmental music program wast 

Xa a program planned to promote muslcsl growth, 
our constant endeavor must be to encourage and help 
children to respond creatively la all their dealings 
with music.55 

Xa order to accomplish his aims Mursell stated that 

auah a program would require ereatlve teaohiag la order that 

all children respond creatively la their dealings with mu­

sic He did not consider creativity as a special or 

35 Xbld.. pp. 838*840. 

34 Xbld.. p. 846. 

33 Muraell* Music Education Principles and 
Programs, p. 888* 
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segregated area of tha sehool music program but he did con-

alder it to be a ooordinating factor enveloping not only the 

teacher but all areas of the school music program.88 

Muraall'a concept of what a creative response ia 

waa outlined ia six general statements: 

(1) A creative response Is one from which comes 
something new. (...) All oreative reaponse Is dis­
covery, and all discovery is creative response.87 

A clarification of what Maraell meant by calling 

creative reaponse "discovery" was discussed under three 

oatagoriea: the diacovery of an unsuspected ability in 

oneaelf la a creative experience} the discovery of a new 

and better level of achievement ia a creative experience; 

and tha diacovery of unrealised realms of experience is a 

ereatlve experience•8B 

(8) A ereatlve reaponse may come suddenly or gra­
dually. 

(3) (...) Creative response must cause from within. 

(4) (...) Creative response needs help and 
guidance. 

(5) (...) Oreative reaponse can be blocked and in­
hibited by meaningleas routines and Impositions. (...) 

(6) Creative reaponse is the essence of growth.89 

36 Xbld.. p. 589. 

87 Xbld.. PP. 389-330. 
8 8 Xbld.. pp. 330-331. 

39 Xbld.. pp. 331-337. 
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Mursell's views and Ideaa regarding creativity seem 

to Indicate that he waa concerned with creative thinking 

and the Inculcation into music education of an element of 

discovery permeating all learning. The process of creati­

vity itself does not seen to be a fixed one* but, creative 

learning leada to creative response and expression. 

Mursell believed that hla developmental program for 

mualaal growth must be permeated and pervaded by creative 

experience. The five areas of the school music program, 

auslc raadiag, singing, playing, rhythm, and listening were 

to be utilised in an atmosphere of oreative experiences and 

brought about through creative teaching. The composition 

of conga by children, considered by most music educators 

to be the main area of creativity, was relegated to a 

secondary position by Mursell. tie considered creative ex­

perience more extensive, wider, than the creation of musical 

compositions. Creative experience had to be found every­

where in the music program. Therefor* the creation of new 

conga could be valuable and repaying In a setting outlined 

aa hla developmental program saturated with oreative ex­

perience80 

40 X£ig.. p. 348. 
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ADMIMISTliATIOS OF TBS SCHOOL MUSIC PfiOORAM 

Integration and creativity dealt with the area of 

music Itself and ita effeot upon humane and human living. 

Administration ia oonoemed with the planning of good work-

lag relationships and the klnda of relationahlpa these 

should be. The music program is administered by the music 

specialist, or supervisor of music, and by the classroom 

teaaher. The entire program la normally administered by a 

director of muaic in the particular achool district or 

system. Murssll had expressed hla views in several of hla 

works regarding hla concept of who ehould do the teaching 

of music in the aehoole. 

Xn Psvohology of School Muaic Teaching (1951) Mur-

aell eavlaaged a teacher of music with a truly mualaal per­

sonality. He implied that the classroom teacher waa not 

always qualified to teach musie: 

There are some plana of muaic education before 
the publio whose deliberate intent seems to be to 
make it possible for musleal ignoremuees to give 
musical Instruction. (...) A oreative scheme of 
musie education cannot possibly be carried through 
except by musloal personalities.41 

The same source Indicated the type of person who 

ehould be qualified to teach music in the classroom: 

41 Mursell and Olenn, Psychology of School .*aa,lo 
Teaching, pp. 100-101. 
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So we insist that to obtain ereatlve results, the 
tescher and supervisor of school music must be musical 
personalities. They ehould stand aa repreaentatlves 
of what music osn and should mean in life, and this Is 
the heart of their power in the classroom.48 

Xa his Muman Valuea in Music Education (1934) Mur­

sell Intimated that a teacher* unprepared well In a subject, 

might be able to teach the subject well. He listed parti­

cipation, sincerity and leadership as ths essential charac­

teristics of the teachers contact with his pupils in order 

that human valuea might be achieved.45 Xn his discussion 

of tha ideal teaching contact requlrlag a mutuality of par­

ticipation between teacher aad student he stated1 

Xt ehould not be considered by the teacher ss 
a setting of something to be learned by the pupil. 
aether it le the creation of a situation la which 
both pupil aad teacher may share in a significant 
enterprise. Partnership, not domination and sub­
mission, Is what is wanted. This explains why it 
sometimes happens that a teacher whose preparation 
is somewhat meager may teach extraordinarily well, 
If he la eager to learn.44 

During the same year, 1934, in a discussion of tea­

cher training In music education Murssll statedt 

Our great aim must be not to train artisans, but 
to convey a wisdom, an insight, a practical philosophy, 
an understanding of the human mind and the conditions 

48 Xbld.. p. 108. 

45 Mursell, Human Values In '-u&lc Education, 
p. 878. 

4 4 Xbld.. p. 878. 
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of ita growth, and of tha possibilles and values 
of music as an agency of growth.48 

XA Muaic la American Schools (1943), Mursell did 

not disease the musie supervisor versus the classroom tea­

aher ef music, but* he did list what should be expected of 

a teaahar trained ia a teacher-training institution. Mur­

sell discuased four categories: 

(1) (...) It should offer training in the tech­
niques and attitudes necessary for successful work 
with people. 

(8) (...) As to specifically musical training, 
by all means the first and greatest necessity is to 
develop the widest possible command of materials. 

(3) (...) tha vary highest level of akill in 
performance can be an enormous asset if used In the 
right way. 

(4) (...) what the teacher of achool music -
and the musician in general - really needs Is Insight 
Into and power with the actual structural scheme of 
music48 

A definite change in Mursell*s thinking took place 

In Education for Musical Orowth (1948). The role of the 

clasaroom teacher in music education was describedJ 

Teachers outalde the field of music - grade tea-
ehera la the elementary-school, teachers of other 

48 Mursell, "The Place of Payohology la the Train-
lag of the Muaic Teacher", in The Yearbook of the uaic 
Educators Motional Conference, Chleaao, The Conference, 
1934* p. 110. 

46 Maraell* Music in American Schools, pp. B8-94. 
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subjects in the aeaondary school - ars a rich* po­
tential, human resource for the music program.47 

iuraell believed that the general teacher, ©spe­

cially at the elementary school level* had a whole range 

of possible musical activities available to him. He be* 

lleved that the prospective teacher could be shown isaay 

Interesting, repaying and fruitful thiaga to de with muaic 

The change in his viewpoint regarding the role ef the 

classroom teacher la vividly expressed in the following 

statement of Muraeli'st 

To ask that our teachers colleges equip all their 
proapeotlve teachers with enough musical skills te 
function virtually as eld-line music supervisors, al­
beit oa a low level ef efficiency, la to aeak the 
fantastically impossible.48 

Xa a 1961 Journal article Mursell advocated making 

auslc a vital and integral element in general education 

and presented an argument for the handling of musie by the 

general classroom teacher.49 Mia Music and the Classroom 

Teacher (1981) tried to show how the elaaeroem teacher 

could deal with Baaia adequately although little trained 

in tha field ef music Mureell*s concept of the role ef 

47 Mursell , Education for ifotalcal Growth, p . 304, 

48 Xbld. . p . 305. 

49 Mursell, "a&asie Education at the Crossroads", 
in Music Educators Journal. Vol. 37, Ho. 4, isau® of 
February-March 1931* pp. 83*84. 
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the classroom teacher in music education was clarified by 

the adoption of a particular point of vlewt 

Xf we regard music as a technical specialty, then 
the average clasaroom teaoher cannot do much with It. 
But if we aay that the technical aspects of music are 
far from Ita moat important aspects, (...) and that 
what children ought to have are varied musical ex-
perleaeee and actlvitiea involving no specialised dif­
ficulties or problems, then everything changes.50 

Although Muaic and the Classroom Teacher (1951) 

preaaated a program of muaic teaching for the average class­

room teaaher, Mursell believed that the elementary sehool 

music spealallat, the music supervisor, had a major role In 

the elementary achool muaic program as a guide, to stimu­

late, to coordinate, and to provide resources and Ideas. 

The relationships between the music specialist end the 

classroom teacher were dealt with by Mursell. He stated 

thatt 

(1) (...) no adequate program of music In an 
elementary sehool la even remotely possible If the 
muaic specialist does all or most of the teaching. 

(8) (...) no sdequate program of musie in the 
elementary school la possible if the oontent and 
procedures are to be dictated by the music specia­
list aad delegated* under specific instructions, to 
the classroom teacher.8* 

80 Maraell, yusic and the. Classroom teacher. 
p. v. 

51 Xbld.. p. 880. 
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The need for the music specialist in the elementary 

school program was felt not only by the musically hesi­

tating classroom teacher but also by the competent teacher. 

Mursell described the place of the music specialists 

Xn dealing with music even the competent class­
room teacher needs help and guidance, a knowledge 
of available materials and devices, and above all 
lota of good practical ideaa. All these are things 
the music specialist can supply. The musically he­
sitating olassroom teacher needs encouragement and 
advices here the music specialist can aet as a 
spark plug.58 

Mursell believed that the music specialist should 

share In aignificant projects, do some teaching, and work 

with teachers in the classroom. He stated that "the pri­

mary responsibility is always with the classroom teacher 

who is in actual oontact with the children." The music 

specialist, or music supervisor, "can and ehould serve as 

her guide* philosopher, and friend,"88 

Xa hla last book* Music Sducatlon Principles and 

Programs (1956), Mursell formulated a principles 

If the program la to be effective in achieving 
human valuea by means of musical growth, it must 
be administered as an adequate and coordinated 
aequence of learning axperlenaes, cooperatively 
carried on under positive leadership.54 

58 Xbld.. p. 879. 

8 8 Xbld.. p. 880. 

54 Mursell, Music Education Principles and 
Programs, p. 349. 
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Mursell believed* in 1936, that sehool music pro­

grams were "much bedeviled and seriously weakened by various 

pre-determlned administrative ideaa that are not suited to 

them (and} (...) tend to be applied indiscriminately and 

wholesale."88 He analysed two of these administrative 

ideaa* the aonaeptlon of the self-contained classroom* snd 

tha movement away from the special supervision of music 

Xa ths self-contained olassroom the music is vir­

tually in the heads of the olassroom teacher. Mursell 

considered the idea of one teacher responsible for a par­

ticular group of children to be a eound plan. However, he 

abated that an outsider oan aometlmes see a situation in 

another viewpoint. Although Mursell believed in the sound­

ness of tha self-contained classroom plan, he sounded a 

warning} 

The self-contained olassroom as a working device 
haa its usee. But like a long series of other edu­
cational devices* It also has its limitations, and is 
ao oure-all. Taken aa a wheleaale administrative 
practice for indiscriminate application* it la danger­
ous and destructive. Any conscientious educator who 
supports it as such must ask himself* (...) whether 
he is act accepting a nostrum at the expense of the 
welfare of the children.88 

Xn hla dlacuaalon of the movement away from special 

supervision Mursell questioned this trend because of the 

33 Ibid.. p. 330. 

36 Xbld.. p. 363. 
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special help many clasaroom teachers seemingly need ef a 

broadly trained* musically sensitive, and musically know­

ledgeable person. He stated that "while the specialist is 

necessary, he should not function aa a supervisor."87 

Xn Mursell*s stated principle regarding administra­

tion he meationed three oharaoteristics of his developmental 

program. He recommended that his developmental music pro­

gram for the elementary sehool be an adequate and coordi­

nated one, and that it consist ef sequential learning ax* 

perlenees. 

Mursell believed that for the effective promotion 

of musical growth "learning experiences must be adequate 

ia number and variety, and also in kind and quality."88 

The role of the classroom teacher in this area was essential 

and the music apecialist ahould not remain in tha background 

confining himself to the consultant's role. The specialist, 

according to Mursell, could reinforce the work of the class­

room teacher aad offer helpful suggestions.59 

Maraell's uae of the word "coordinated" meant that 

an enterprise "is consistent within itself* and well 

adjueted to its wider institutional setting."80 Mursell 

67 Ibid.. p. 354. 

38 Xbld.. p. 356. 

38 Ibid., p. 337. 
8 0 Xbld.. p. 359. 
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believed that there were several areas In which coordination 

was needed within the muaic staff itself. The conventional 

instrument for securing coordination, according to Mursell, 

wss the course of study which he believed was "open to the 

gravest objections." His solution was to "work for coordi­

nation through a common understanding of basic alma."81 

A second approach leading to coordination was "through a 

common understanding of desirable procedures." Mursell re­

commended enormous flexibility* a program various, diversi­

fied with teachera teaching In many different ways. Mursell 

admitted that "on tha surface the program will look almost 

un-eoordineted (...) but as one comes to realise what is 

actually being done, one will recognise a very vitsl and 

effective coordination.*88 

The third characteristic considered by Mursell as & 

feature of his developmental program was sequence. He be­

lieved that the learning experiences which constituted his 

music program had to be sequential for the promotion of 

musical growth. He discussed five points regarding sequence 

which were to be kept in mind when considering the adminis­

trative problems of managing a sequential program. Yursell 

used three of these points In earlier growth discussionst 

81 Xbld.. pp. 360-361. 

68 Ibid., p. 363. 
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(1) Xt is always necessary to think in terms ef 
s sequence of musical growth. (...) Musical growth 
la a process la which a child's response to music 
becomes more accurate and precise, more discrimina­
ting* wider* and deeper, and his musical understanding 
more generalised and specific. 

(8) (...) The sequence must be one of evolution 
rather than additive, want is at first vague, takes 
shape aad form. What is at first dimly felt and aeen, 
becomes more and more clearly understood. 

(3) (...) There Is no fixed or pre-determlned 
time at which any activity (...) must be introduced, 
or at which any concept (...) must be taught. 

(4) (...) The sequence will be cyclical. (...) 
All (...) ooaeepts will occur again and again ia many 
and varied musical settings. 

(5) (...) The sequence will be a continuity. 
Instead of a reading-readiness stage* the early be­
ginnings will occur almost from the very first.88 

Mursell»s concept of a cyclical sequence is more 

fully expounded in a later source in which he calls it a 

cyclical currlcular sequence. Xn this same article, he 

discussed its most noteworthy and striking advantages.94 

Mursell believed that the "key to the whole situa­

tion la to get teachers, Including classroom teachera, to 

uaderatand what a sequence of musical growth really is, aad 

what It requires In practice."88 His closing discussion 

63 Ibid., pp. 363*364. 

64 Mursell, "Orowth Processes In Music Education", 
JB The Flfta*|ovonth Yearbook of the national Soolety for 
The Study of Education. Part I. Basic Concepts la aue&e 
Education. University of Chicago, 1958, pp. 158*160, 

65 Mursell, Kuglc Kduoatlon Principles, p. 366. 
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regarding aequenoe oonoemed Itself with courses of study 

and his final views weres 

The conventional course of study seen a to Indicate 
just what children will learn about music In the ele­
mentary achool. But the catch is that they never 
really learn all or nearly all of it. So the course 
of study is a descriptive document, leaving things 
still In a state of vagueness. And we may be sure 
that a developmental sequence will get far furthur 
than an additive sequence.66 

The two remaining points recommended by Mursell 

as requirements in the administration of a developmental 

program were cooperation and leadership. Mursell simply 

ststed that his concept of a developmental program needs 

both the classroom teacher snd the music specialist with an 

"intelligent cooperation between and among these people." 

He believed that intelligent cooperation had to be initi­

ated, fostered and guided as the central and wkin respon­

sibility of tike music specialist.87 

The entire developmental program designed for musi­

cal growth and the fostering of human values had to have a 

strong, positive and unified leadership. Tills leadership 

should be headed by a person designated as a director of 

muaic whose supreme responsibility and privilege would be 

to develop an essentially united outlook influencing both 

68 Xbld.. p. 369. 

8 7 Xbld.. p. 369. 
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the teaehers and the adminlatrators. Xt is only through 

such an agency that the "rich benefita (can) be brought in 

full meaaure into the lives of boys snd girls."88 

em«aww»ws*"-»-»-w-wi ui'1"" •« mm—m—mm 

68 Xbld.. p. 577. 



CHAPTEB FIVE 

EVALUATION OF JAMES L. MURSELL 

James L. Mursell* admittedly, haa been influenced 

by ether payshologiata and educators. He has adopted and 

adapted the vlewa and eoaeepta of such sen as Raymond H. 

wheeler* Arnold Oesell, Hose Finney, William Kilpatrick, 

aad Joha Dewey. Xn the field of music several names have 

been frequently mentioned by Mursell. Some of Mursell*s 

muslo edueatlon vlewa and eoaeepta can be aasumed to have 

been Influenced by such writers about music as Charles 

Farnaworth* Emile Jaquea-Dalerose* Charles Dlserens and 

John Ourwen. 

MimsExxfft DOT&OPMESTALISM 

According to Hodden and Kyan "the developmental1st 

believed that education was tha result of a process of na­

tural growth, an unfolding of 'native powers' which Bight 

be directed to desirable ends by the proper use of psyche-

logy. "X one of the major concepts utilised by mursell was 

that of growth. Mursell admitted hie indabtedneca to Pits-

pat rick and Dewey for his concept of growth. ursell etated 

1 John D. Hodden and Francis A. flyen, A Catholic 
Philosophy of Education. Milwaukee, Bruce, 1956, p. 111. 
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that "the Iafluence of Dewey and Kilpatrick (...) la mani­

fest throughout" in his Principles of Education.8 That tha 

"schools should be organised on the principle of child 

growth are traceable to the evolutionary pronouncement of 

Charlea Darwin and his eolleaguee."8 John Dewey and others 

were influenced by the oentral principle of growth - "educa­

tion waa aeon in terms of growth - physical, intellectual, 

moral-all-round growth."4 The oeatury of the child envlaaged 

the development of the whole child and education increas­

ingly centered upoa the Individuality of the child. 3elf-

expreealea rather then learning ef subject matter eame to 

the fore and child activities and not laaacne were to be 

made the core of the ourriculum. Children were to learn by 

experience aad act by the acquisition of ready-made aubjeet 

matter.8 Bugg traced, briefly, the evolution of the growth 

proeeeat 

The nub of intellectual stimulation In the later 
nineteenth aentury (...) lay in Darwin'a evolutionary 
concepts. Xt la important for the student of educa­
tional reconstruction to recognise this, because from 
that theory eame the oentral doctrines of growth which 

8 Jamea L. &uraell, Principles of Mucatlon. Mew 
York* Morton, 1934, p. xii. 

8 Harold Rugg and Ann ahamaker. The Child-Centered 
School. Sew York* World Book Company* 1988, p. 36. 

4 Xbld.. p. 37. 

8 Xbld.. p. 37. 
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waa taken over by James and the empirical psycho­
logists. Xn the twentieth century, under the impetus 
of John Dewey, growth became the foundation concept 
of the philosophy of the aotive school.6 

Xa a discussion of concepta for a new education 

Kugg traced the development of three key concepts; growth, 

experience, and integration. He believed that the educa­

tional reconstruction must be based upon the following three 

new concepts for a new educationt 

(1) The concept of life and edueatlon as growth. 

(8) The concept of meaning through active response? 
growth aa the continuous reconstruction of experience. 

(5) The concept of the human being as an organism 
and of hla responses as Integrated.7 

Aa a follower of this educational reconstruction 

Mursell has seemingly adopted the three concepta and uti­

lised them in his writings. Significantly, Mursell applied 

theae eoncepta to the field of music education and he can 

be considered one of the pioneers in the application of 

theae concepts to this field. A time lag has existed be­

tween the ohangea in general educational practice and their 

effect upon muaic education. In a discussion of the child 

aa learner, Marion Flagg stated: 

6 Harold ftttgg. Culture and Education in America. 
New York* Haroourt, brace and Company, 1931, p. 101. 

7 Harold Eugg, American Life and the School 
Curriculum. Hew York* Oinn, 1936, p. 836. 
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The significant change in educational philosophy 
(...) is the swing from an authoritarian approach, 
with emphasis on bodies of subject matter logically 
arranged each within Itself, to a psychological ap­
proach, with aubject matter selected and taught for 
its value in bringing cltlsens-ln-growth into a full 
development of personal and aoelal effectiveness•& 

Xn the same book, Marion Flagg considered Mursell's 

Payshology of School Music Teaching (1931) to be "the first 

Important volume in the field dealing with the new latereat 

la the child aa learner."9 In thla and In aeveral succeed­

ing books Mursell laid the thesis of the child aa the center 

of eduoatlonal effort. 

Several muaic educators have atudied the development 

of singing and rhythmic responses in music, voice change at 

adoleseence, monotones and absolute pitch. Mursell remaina 

virtually unchallenged for his contributions concerning 

developmeatal gradients in music. The eoncept ef the growth 

gradient which Arnold Gesell had incorporated Into his 

thinking had been borrowed and Incorporated by Mursell into 

his writings. Oesell calls e growth gradient a develop­

mental sequence with "a terrain of growth territory distin­

guishable enough to be considered as a separate topic"XO 

8 Marlon Flagg, Musical Learning. Boston, 
Blrehard* 1949, p. 8. 

9 Xbld.. p. 3. 

10 Arnold Oesell and F.L. Xlg, The Child from Five 
to Ten. Mew York* Harper, 1946, pp. 5-6. 
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Oesell preeented and elaborated* in his more recent writings, 

growth gradients for creeping, walking, reeding and other 

acquisitive behaviors and functions. Maraell presented a 

tentative growth gradient ia music which he baaed upon all 

the English and German studies regarding muslcallty that he 

could find. Maraell Baintained that there la an optimum or 

"normal" aequenoe and that thla sequence must determine the 

optimum pattern of a musical education. Mursell*s contri­

bution to musie developmentalism is a tentatively determined 

gradient of musical growth In which there are ten steps t 

(1) Undifferentiated but significant emotional 
response to tone. 

(8) Beginnings of differential response to tonal 
patterns. 

(3) Beginnings of pattern-wise differentiation. 

(4) Beginnings of responsiveness to different 
tonal aedea. 

(5) Beginnings of responsiveness to different 
types of music 

(6) Beginnings of response to and interest in 
the rhythmic component. 

(7) Beginnings of contact with standard Instru­
ments aad their music 

(8) Beginnings of definitive achievement with 
the performing aedea, particularly the voice. 

(9) Oreative and compositional activities 
differentiate more explicitly. 



EVALUATION OF JASHE5 L . MtffiSEU. 138 

(10) True specialisation.11 

Xn this musical growth sequence "general musical 

experience and musical stimulation preeede gradual differ­

entiation and specialisation." According to Eendrickseat 

Responses to tone comes first; response to rhythm 
is relatively late. Tonal relationahlpa ("pattern") 
are responded to early in the sequence. The reading 
of musie does not appear* aince Mursell assumes that 
this skill is helpful to musical growth but not 
central.*8 

Mursell's contribution to the literature of music 

edueatlon in the United States with his stress on the devel­

opmeatal aapeets of musleal growth is noteworthy. He not 

only wee a pioneer in this field but also waa virtually 

alone for many years aa a proponent of musical growth. 

Recently, Paul Hathews, Marlon Flagg, Alfred Ellison, 

u. Eileen McMillan and others have written about the teach-

lag of music in the schools advocating the developmental 

approach aad musical growth. The influence of Mursell ia 

unmistakable beeauae music educators use him as a reference 

ead dedicate boeka to him. e&ireell's developmental aapects 

ef musleal growth are a significant contribution to the 

field ef musie education. 

11 Mursell, "Orowth Oradlant in Music", in Music 
Lducators Journal. Vol. 34, Mo. 8, Issue of Hovember-
December 1947* pp. 18-19. 

18 Gordon Hendrickson, "Music", in the Bnavelo* 
pedis of Educational Beaearoh. third edition, Sew York, 
MaeMlllan, 1960, p. 906. 
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A8 ED0CATOB AMD MUSIC EDUCATOR 

Aa a professor of education at Teachers College, 

Columbia tfniverelty, i*ursell was surrounded and Influenced 

by the teachings of Dewey and Kilpatrick. His books admit 

and reflect their influence and aa an educator Mursell fol­

lows Kilpatrick in line of descent. 

Throughout many of hla writings Muraell stressed 

that subjects should bs organised for the achievement of 

human valuea. He not only believed in the developmental 

growth of a child to his fullest capacity but alee empha­

sised the social meaning of muaic. Music could bring, to 

the growing and learning child, more meaningful centacta 

aad relationships with the world about him. 

The prevailing eoncept of music teaching in the 

aahoola carried into the twentieth century was that musical 

elements were to be learned la logical order through ma­

terial that was organised and conatructed for that approach. 

The point of view advocated by Murssll was that rich and 

meaningful musical experiences gave a child opportunities 

for oentasts with music which gradually expanded their 

growth ia musical understanding and ability. 

Mursell haa advocated musleal experiences because 

they can affect a child's personality by revealing the hu­

man valuea inherent in music Individuals can be changed 
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ao that they become richer personally and socially. Mur­

sell believed that tha phyaical properties of music can be 

perceived by humans so that music can be beneficial both 

personally and socially. Aooordlng to Flagg: 

Dr. Mursell helps us to know the integration 
between musical perception and feeling response. 
Be telle ua what haa been scientifically discovered 
about the nature of the perceptual response of the 
whole organism to the physical properties of musical 
relationships, and the peraonal and social conse­
quences when the musloal process has a chance to 
permeate that organism.15 

Mursell'a recommended alma for music education were 

not always oonalatent. His various alma ranged from tha 

perfeetion of akllla and the direotion towards appreciation 

to significant musical experiences and musical growth of 

humans. Mursell»s final conclusion was that tha aims ahould 

envelop what auslc can and ahould do to human nature, living 

and growth. He presented enjoyment, success, discipline, 

social development and widening cultural horlsons as mu­

sical alma that would Influence the behavior and develop­

ment of humans. 

Mursell'a program for muaic education was centered 

upon the promotion of musical growth in the Individual. 

The content of Murssll's music progrsm would consist of 

learning experiences in which fundamentals would be 

18 Flagg, go.. el|., p. 8. 
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acquired, understandings clarified and skills developed. 

These skills and experiences would contribute aesthetic 

richness to human living and increase the musical powers 

of the child either as a producer of studio or as a listener. 

The agencies through which the siusieal powers of 

s child would be developed would be promoted through music 

reading, singing, instruments, rhythm and listening. 

The iualc Educators Hatlanal Conference, a division 

of the National Education Association, outlined their re­

commendations of a program for music education. The original 

outline was formulated in 1940 and revised in 1951. This 

outline "is Intended to be a flexible guide to instruction 

which can be used with due consideration for the needs and 

capacities of children in small or large school systems•"•4 

The Ax sic Educators Actional Conference guide to music lists 

five areass singing, rhythm, listening, playing and oreative 

activities. The difference between the Muaic Educators 

National Conference and Mursell*e recommended program are 

evident, Mursell did not list creative activities as an 

area because he believed that creativity Is Inherent In all 

the other agencies. Th© Music Educators National Confer­

ence did not list music reading but Jlursell did list it as 

14 ftiusle Educators national Conference, Music, in 
Amor i c an Bduc at Ion. Source Book XI, ̂ ashln^ton, 'ihe confer­
ence, 1955, pp. 894*897. — -
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an agency. Both Mursell and the rflislo locators National 

Conference listed singing and rĥ this as areas. However, 

what Mursell called nInstruments" the Music Educators 

National Conference called "playing". 

Mursell*a aims for a program of music education 

provide for what music can and should do to human nature, 

living, and growth. The outline provided by the Music 

Educators National Conference is materialistic, utilitarian, 

and provldea for the physical elements of the art of music 

Mursell waa eonoerned with the human valuea of music In 

1960 the Muaic Educators national Conference, influenced by 

the Bill of Eights adopted by the Ocneral Assembly of the 

United nations, submitted some amplifications ef certain 

phases of the Hill ef ftlghta aa they would apply to music 

education in the schools. This Child's Bill of Lights in 

Music had Incorporated many of the views and concepts as 

advocated by Mursell since the third decode of the twentieth 

century. The Child*a Bill of Rights in &uslo would provide 

musloal experiences for all children so that the child 

would grow and develop not only musically but also aestheti­

cally and socially. Mursell not only recognised the need 

for teaching the physical properties of music but recognised 

the effects and Influences that music produces on human 

nature, living, and growth. 
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TABLE I. — 

The Child's Bill of Bights In Music 

Every child has the right to full and free 
opportunity to explore and develop his capacities 
in the field of music In such ways as may bring him 
happiness and a aense of well-being; stimulate his 
imagination and stir his oreative activities J and 
make him so responsive that he will cherish and 
seek to renew the fine feelings Induced by music 

II 

As his right, every child shall have the oppor­
tunity to experience music with other people so 
that his own enjoyment shall be heightened and he 
shall be led Into greater appreciation of the 
feelings and aspirations of others. 

Ill 

As his right* every child shall have the oppor­
tunity to make music through being guided and in­
structed in singing* in playing at least one instru­
ment both alone and with othere, and, so far as his 
powers and Interests permit, in composing music. 

From Music Educators National Conference, Music 
in American Education. Source Book XX* Washington, The 
Conference, 1955, p. 890. 
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TABUS I. -

The Child's Bill of Klghta in Music 

XV 

As his right, every child shall have oppor­
tunity to grow in musical appreciation* knowledge, 
and skill, through Instruction equal to that given 
in any other subject in all the free public edu­
cational programs that may be offered to children 
and youths. 

V 

As his right, every child shall be given the 
opportunity to have his Interest and power in 
muslo explored and developed to the end that un­
usual talent may be utilised for the enrichment 
of the Individual and society. 

VI 

Every child has the right to such teaching as 
will sensitise, refine, elevate, and enlarge not 
only his appreciation of music, but also his whole 
affective nature, to the end that the high part 
aueh developed feeling may play In raising the 
stature of mankind may be revealed to him. 
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Before indicating the part that Mursell has played 

in the development of public school music in the United 

Statea, It must be assumed that his views snd concepta were 

those of a psychologist, educator, and music educator. His 

music education vlewa were based upon psychological and 

educational principles because he was active in those fields 

aa a teacher, research worker, and writer* The vlewa and 

concepta advoeated by Mursell did not have an immediate 

response. They did not immediately shape the course of 

music education in the United States because auslc educators 

were trained primarily to be musicians. Principles that 

Muraell advocated sounded foreign to the art of the music 

educator and a natural reluctance and resistance were in­

herent in their attitude towards any complete acceptance. 

It haa been pointed out that the field of music education 

was affected by the major movements in the field of edu­

eatlon. But, the effect was not always Immediate. Music 

education lagged behind the general educational movements. 

The influence of Mursell is demonstrated by the interest 

of music educators in musicsl growth during the fifth decade 

of the twentieth oentury. Mursell's views and concepta were 

then being incorporated Into publications for the teacher 

of music In the elementary schools. 
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Xt eaa be concluded that Muraell'a viewe aad eoa­

eepta about music for the schools were baaed upoa sound 

psychological and edueetioaal principles. His influence is 

evident by the reference made to him la many publications 

about ansis education. James L. Maraell ia considered to 

be aa authority la the field. The Importance ef Mursell in 

musie educational thought la hla extensive contribution to 

the litereture of aaalc education ia the United States. 

Of importance end latereet la tha feat that Maraell waa 

vlrtaally aleae* for many years, la hla adveeaey of musleal 

growth aad progressive music educational eoaeepta. the 

Fregreeelve Sduoatlon Association went eat ef existence la 

1968 dariag the decade when music edaeetors begaa atilixiag 

what Maraell had written about aad advocated tea to twenty, 

or mere* yeara earlier. 



AuHMABX AMP COtfCLUSI ;NS 

Xt was the purpose of thla study to investigate 

what Maraell*a vlewe* concepts, and educational theory 

were about musio which he advoeated for the elementary 

school. Allied with thla purpose was tha latent to ascer­

tain what part* if any, Mursell haa played ia the develop* 

meat of school musio ia the United atates. 

Xa tha firet part of this study* the early begin­

nings of public achool musio were ascertained with a die* 

eaaaloa of the singing schools and tha iafluence ef Lowell 

Mason. Xt waa determined that the public aahoola received 

their firet music methods and Instructors from the singing 

schools. After the Civil War, two conceptions of music 

teaohlng were utilised. One group of teachera believed In 

teaehiag aoaga before the ohlldran learned te read music. 

The ether group advocated teaching children how te read 

muaic la order that they might learn to slag aoaga. Hear 

the ead of the alaeteenth century, the aeoond group became 

dominant and muaic became an Intellectual subject with ita 

stress upon the mastery of the printed page and tha aequl-

altlon of factual knowledge. At the beginning ef the 

twentieth century, the child-study movement influenced 

auslc aad brought about e realisation that a love end an 

appreciation for music were of primary importance. Thla 

movement waa responsible for combining the two dominant 
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approaches to the teaching ef school music et the end ef 

the nineteenth oeatury. Thla new movement shewed that the 

ability to read music could be taught without deatroylag the 

love for singing aad that tha alnglag ef eeaga could help 

the acquisition ef musie reading akllla. The child-study 

movement waa responsible for the aim ef musio edueatlon 

today that every child appreciate aad develop a love far 

musie. purlag the twentieth eeatary fear treade emerged la 

aaele education. One ef theae treade was laflueaeed by the 

phlleeephy ef John Dewey. Jemee I*. Mureell waa influenced 

by the educational ldaae ef the progressives aad applied 

theae Ideae aad ether educational trende te the field of 

musls education. Jamea L. Mursell wee bora in 1891 aad 

taught at Teaohera College, Columbia University, from 1886 

until hie retirement la 1969. Hie writings have been pre* 

llflc la the fields ef Basic eduoatlon, education, aad edu­

cational psychology. 

the eeeoad chapter diaeueeed the developmeatal aa* 

poets ef Jemee I*. Mursell. Mursell wee a follower ef the 

organiemle eehoel ef psychology and frequently mentioned 

Raymond H. wheeler la hie writings. Wheeler*a Oestalt 

theory ef learning with a strong biological emphasis which 

attributed all behavler to growth Influenced «urs«ll ae did 

John Dewey'a aims ef self-activity aad growth aa eade la 
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thameelvee. For Maraell the aim of education, as a proeess 

ef adjustment, waa to produce fitness for the problems of 

life and education was a proeess of guided growth. Mursell 

believed that the basic idea of the developmental approach, 

aa applied to music edueatlon* was clear and simple. The 

difficulty waa encountered when the epproaeh was to be 

applied and organised in the educational program. Muraell 

believed that the function ia all musie teaehiag from the 

developmeatal viewpoint wee to bring forth the evolution 

ef musleality, or musical responsiveness. Musical growth 

becomes growth la musleality and the person involved falls 

late a process of becoming mueleal. Xn order to develop 

musleality Muraell proposed musical awareness, musical 

development, musical discrimination, musical insight, and 

mualaal skill as five broad avenues of musical growth. 

Xa the third chapter, Muraell*a vlewa aa an educator 

were considered. Hla vlewa regarding the alma of musie 

education were traeed. He concluded that enjoyment* euceeae* 

discipline, eoeial development, and widening cultural he* 

rlsons were aims that would Influence the behavior and de­

velopment ef human beings. He reoommended that his music 

program ahould center oa the promotion of musical growth* 

a program that he called developmental. The five areas of 

the achool program that Mursell considered to be eeeeatlal 
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for the promotion of human values through musical growth 

were traced. Hla vlewa and concepts regarding music read-

lag, alagiag* Instruments, rhythm, and listening were found 

to be ineensletent since 1987. 

Xa the fourth chapter, the factors that Mursell 

believed would co-ordinate his music progrsm* integration, 

creation, and administration were studied. The evolution 

of his thinking regarding theae three factors were traced. 

Muraell believed that to achieve human values and to make 

auslc a resource for better living a musio program must 

achieve Integratioa. He alao believed that his eoncept of 

e developmental program for musical growth must be perme­

ated aad pervaded by ereatlve experience. The five areas 

of the school music program were to be utilised la an 

atmosphere ef ereatlve experiencee and brought about through 

ereatlve teaehiag. Integration and creativity dealt with 

tha area ef music itself and Its effect upoa humans and hu­

man living. The final portion of the chapter discussed 

Mursell*s views regarding the music supervisor, the class­

room teacher, and the director of music la a achool system. 

The final ehepter was an attempt to evaluate Mur­

aell aa a developmeatallst aad as an educator. It wee aeted 

that Mursell»s contribution to the literature of music 

edueatlon with its stress upon the developmental aspects of 
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musical growth waa noteworthy. Hie greateat contribution 

to musio developmental!SHI was his tentatively determined 

gradient ef mualcal growth originally conceived by Arnold 

Oesell but incorporated into music edueatlon by Muraell. 

Muraell waa alae an early proponent ef musleal growth aad 

was virtually a pioneer in this field for many years. As 

an educator, Mureell believed that rich and meaningful 

sualeal experiences gave a child epportuaitiee for contacts 

with aaele which expended their growth In musical understand­

ing and ability. Musical experiencee can affect a child's 

peraonality by reveellag the human valuea iaherent ia auelc 

The conclusion that can be drawn from thla atudy 

la that Maraell waa eae ef the pioneers ia the appileatioa 

of peyehelogieal and educational theory to music education. 

Maale educators were aet trained primarily te be psycholo­

gists or educators aad consequently the viewe aad concepts 

advocated by Maraell were not reedlly adopted. Muraell*e 

vlewa and eonoepts were misunderstood end not fully ap­

preciated. 

Xt la recommended that furthur studies be made 

regarding the psychological, educational, and musleal 

souross that influenced the thinking ef James X*. Mursell. 
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M0R9ELL«S VOKHS 

Mursell, James L., "Psychological Research in Music 
Education"* in Advanced School Digest. Vol. 6, Mo. 4, lasue 
of March 1940, p. 76-76. 

Presents the atatus of research in music education. 
Believes that the procedures used are largely derived 
from the general payohology of musie and educational 
payohology. Useful Carman and English bibliography. 

-_...—.. *Xhe Principle of Integration in Objective 
Payohology", in American Journal of Psychology, Vol. 35, 
Mo. 1, lasue of January 1984* p. 1*16. 

A critical review of opinions regarding neurologi­
cal associatloniam* reflexology, and mnemle causation. 
Adopts the orgaalsmic point of view and reeognisea 
anemic causation aa the principle of integratioa. 

......... *j. Progressive Education Through*"* in 
American Mercury. Vol. 60, Ho. 868, issue of June 1948* 
p. 706-718, also In Progressive Education. Vol. 85* issue 
of May 1946. p. 848-261. 

A plea for progressive education in the schools. 
A consideration of ita principles snd what people 
believe le wrong with the progreeslve movement. 

...-.—. "place of Music In the Liberal Arts Cur-
rlottltt|B, in^Asfo^lon of A^e|igan Colleges Bulletin^ 

A conalderation ef the valuea which give musio a 
valid claim to recognition in the liberal arts aurrieu* 
IUB. Olves principles of organisation to be observed 
If theae values are te be realised. 

..———«. "Education and Happiness", la The Atlantic 
Monthly. Vol. 168* lasue of January 1966* p. 84*89. 

A reply to Professor A.J. Frledrieh in defense of 
tha progressive school aad a plea for the support of 
progreeslve education. 

..„....„ "Miracle of Learning", In The Atlantic 
Monthly. Vol. 186, Issue of June 1956* p. 798*741. 

Maraell relates learning te neture end calls 
learning a fatefull process. Learning treated aa 
growth and change. 



BXBLX08KAFHY 166 

..-«.—• "Defeat of the Schools", in The Atlantic 
Monthly. Vol. 168* lasue of Maroh 1959, p. 565*561. 

A critical review of the conventional traditional 
atandarda of the achool and Its straes upon the mastery 
ef the ourriculum as an end In itself. 

........ "R«for» of the Schools", In The Atlantic 
Monthly, Vol, 164, issue of December 1939, p. 305*309. 

Advocates broad areas of knowledge for the general­
ly educated peraon and narrow subdivisions for the 
specialist. Cells the general education movement a 
solution to the problem of sehool reform. 

— ™ ™ "Acquisition of Skill", In Business Edu­
cation Syr**. vb~- **t *©• 5* laaue of Movembcr 1956* 
p.167*160. 

Freeenta several of the new eoneepta in tha payoho­
logy ef learning which have special relevance to the 
efficient acquisition ef aoto£- akllla. Developmental 
applieatlons to the learning of typewriting and steno­
graphic skill. 

— "Creation* not Routine, is the Secret of 
Learning", ia Business Education World. Vol. 81* Xo. 8, 
isaue ef April 1941* p. 665*666. 

Repetition is not the key to learning. The way to 
learn well is to take the shortest route to creating 
in oneaelf the action pattern of the expert. 

•••—•• "dive and Take in Learning and Teaching", 
in business Education World. Vol. 81* Mc 9* issue af 
May 1941, P. wCvvl* *"* 

A consideration ef a payohologloal principle in­
volving both the teacher and the learner. 

.—««.-... "Hew to Budget Practice Time", in Business 
Education World. Vol. 88* Ho. 7, issue of March 1948, 
p. 678-Wi. 

Advocates the distribution of practice time over a 
large member of abort periods. Concerned with typing 
and shorthand. 

•*•—.— "Problem of Speed", In Business Education 
World. Vol. 88* He. 9* Issue of May 1948, p. 755-756. 

A consideration ef epeed end accuracy ea results of 
control and that Iaatruotlonal procedures ahould alwaya 
be directed consciously at building control. 
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........ "Acquiring Consistency and Dependability0, 
ia Business Education World. Vol. 88, Ho. 1* issue ef 
September 1941* p. 1*4. 

A discussion ef why some students do better that 
others under teet conditions. Advocates the teaching 
of control and poise as an Integral part of the teach­
ing of aklll. 

•.—.... Th* Rhythm of Looming", in Business Edu­
cation World. Vol. 88, So. 8* issue of OatoberlBil* 

A consideration ef three points of view regarding 
learning. 

........ "Downing a Bogey"* in Business Education 
*erld. Vol. 88* Mo. 5, lasue of Meveaberl&il, P. iW-80c5. 

Believes that there la no truth to the claim that 
the study end practice of ahorthand writing weakena the 
learner in hla capacity to spell. 

— * * * — "Comments on the Ten Commandments for 

Ho. 8* laaue ef October 1945* p. 65-66. 
Dlaeaeaaa an article by Louis A. Lealia that 

appeared la the September 1945 issue of Business Edu­
cation Borl^. 

— . — — "The Lesson Flan aad its Psychological 
Development", ia Business Education World. Vol. 87, Mo. 5, 
issue of November 1946* p. 137-139. 

The third in a series of articles on lesson plan­
ning. Presents six ehlef characteristies ef the ef­
fective lesson plan from tha psychological viewpoint. 

- Developmental Teaching. Hew York, MeOraw-
•574 Hill* 1949, vii-574p 

An attempt to apply psychological knowledge to 
teaehiag. Controlling viewpoint la that no body ef 
content le pedagogloally well organised unless it is 
organised in terms of mental growth. 

- . — . — "A Balanced Curriculum la Muaic Education", 
l n Education. Vol. 66* Ho. 9, lasue of May 1956, p. 581-586. 

Freaente an emphasis upon those essentlala which 
are aeeeeeary te make elementary aahool music beneficial 
for all aahool children. 
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•*—«... "Intelligence and Musleality", la 
eatloa. Vol. 89* Ho. 9* issue of May 1969* p. 659*1 

Sums up and Interprets the evidence available 
concerning the relationship between Intelligence and 
muslcallty. Important. 

~ *. « ! T " ~ ™ E^gft?*0* for American Democracy. Sew 
York, Morton* 1945* 588 p. 

Aa Interpretation* on a background of history and 
of aoelal reality* of the controversial issues, the 
outstanding and characteristic practices, and the ehlef 
inatittttlonal petteme In American education. 

.....— Education for Musical Orowth. Boston* 
Qinn* 1948* vill-545 p. 

Dlseueees hla concept of a central aim for auslc 
sduoatlons that of developing musical responsiveness. 
The inter-relationships between the arts is stressed 
snd a developmental program for musical growth la 
preeented. 

....—.. "The Arte ia American Education", ia 
eatlenal Forum. Vol. 8* Ho. 8* issue of January 1944, 
p. 151*167, aleo la Education Digest. Vol. 9* Ho. 6* lesue 
of February 1944* p. 1*4. 

How the arts should be used as e aesns for making 
human beings responsive to aesthetic valuea and dis* 
peeed to seek and emphaaise them in their daily Uvea. 

———..» Educational Psychology. Hew York, Morton* 
1959* x*584 p. 

A presentation of a psychological position that 
mantel life must be understood aa a dynamic process 
of Interaction betweea the individual and his environ* 
sent. The concept of mental growth is emphasised 
throughout. 

—..—.- "Functional Analysis of School Administra­
tion"* ia The Hdueatienal Bevlew. Vol. 68* issue of December 
1984* p. 8e0-8eo. 

Coaslders learning as a type of big business in 
which the community la most vitally concerned. 

...... "Vitality in College Courses for Teaeh-
, in th< 

1926. 
ere", in The Hdueatienal Hovlcw. Vol. 78, issue of June 

1, p. 55*56. 
Suggestions for improving the output of college 

courses in education. 
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........ "Practical Ear Training"* In The Etude. 
Vol. 60, Ho. 4* issue of April 1948, p. 853. 

Advocates centering all music edueatlon upon 
hearing. 

t ........ "Acquiring Skill in the Heading of ususic 
l n The Etude. Vol. 60, Ho. 6, issue of May 1948, p. 80S. 

A discussion advocating tha use of much easy and 
interesting material for tha acquisition of skill in 
music raadiag. 

........ "How to Facilitate the Acquisition of 
Technique", in The Btudc Vol. 60, Ho. 7, Issue of July 
1948* p. 448. 

Outlines the essence of a psychologically sound 
approach to tha problem of technique through four 
propositions. 

........ "Practice with Your Brains"* in The Htudc 
Vol. 68* Ho. 8* lesue of August 1944* p. 456. 

Advises that practicing should be a serlea of 
thoughtful, analytic experiments, not juat a routine. 

— — — . "class Teaching in Applied ! uaio", in 
The Ktude. Vol. 65* He U , issue of Hovember 1946, p. 609. 

A discussion of the ways In which the social group 
of learners can be uaed to furthur and better the 
learning ef each ef them. 

........ "Servants of the Idealt Ten Oreat Edu­
cators", In The Ktude. Vol. 64* He. 4* laaue of April 1946, 
p. 195. 

Dlaoueeee the ten foremost educational influences 
la history. An expreaalon of pergonal opinion. 

... "Servants of the Muaeaf Ten Great Musleal 
Educators", ia The Etude. Vol. 84* Ho. 5* issue of May 
1946* p. 848. *•*"-""""** 

A well-presented snd useful discussion of the ten 
foremost mualaal edueetioaal influences. 

. . — . — "Getting Your Pupils to Practice t A Human 
Practice"* In The Studc. Vol. 70* Ho. 4* issue of April 
1968* p. 9. 

Written la conversational atyle discussing the 
importance of latereat oa the part ef parents when 
children praotice a mualaal Instrument. 
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........ "American Sehool Musics An Assessment", 
in The Btudc. Vol. 75* Ho. 1, Issue of January 1957, p. 85 

Believes that the determining purpose of American 
sehool muaic must be to make it an enduring and con­
structive Influence in the lives of American citizens. 
An important article. 

—•••»— "Music in the Making", In The Forum. 
Vol. 98* He, 6* lasue of June 1956* p. 561-564. 

A study of the creativity of eomposere. 

— « — • "Mental Taa tings A Protest", in Harpers. 
Vol. 180* Issue ef April 1940, p. 686*554. 

Criticises the testing movement beeauae it haa 
proceeded oa the assumption that clever and convenient 
devieee are eapable ef feata ef Insight, discrimina­
tion, and measurement for which they are incompetent. 

-...—. **\ Focus for Our Schools", in Harpers. 
Vol. 184* laaue of April 1948* p. 686*888. 

Dlseussee hew te educate people for democracy by 
citing hew it la being deae at three contrasting types 
ef schools. 

»* How to Make aad Break Habits. Hew York, 
Lipplaeott, 1955* 515 p. 

Describes how e person*s mental machinery can be 
kept ia working order and how one can correct anything 
that may go awry. 

........ Human Values la Music Education, Hew York, 
Silver Bardett* 1954, 588 p. 

A delving into what muaic can do for society and 
the Individual. An important contribution* 

.-..—. "Logic of Sublimation* A Grltlolem", la 

B! CBS.Vttu*hB? *r«*ft'*»'g> v'1' *' 
A consideration ef the eeneept of sublimation con­

cluding that it ia baaed on e logic that ia radically 
faulty. 

........ "Moaeuring feueical Ability and Achievements 
A Study ef the Cerrelationa ef Seeahore Test Scores and 
other variablea", in The Journal of Educational Research. 
Vol. 86, He. 8, ieaua of February IwiSVp. Ul*18e. ^ * * 

An Investigation showing that the tests do not 
measure whet they are claimed to measure. 
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~* Hasle and the Classroom Teacher. Hew York, 
Silver Burdett, l»6T* Vll-Sdl p. «•««**•» 

Provides an understanding of the elementary school 
aaele program for thoee teachers who are not specialists 
of music edueatlon. 

Brw&j*^^ **** Fyafir*a>f' Hew York* Silver 
Seta up thirteen principles ef what Mursell believes 

la the proper point of view oa a fundamental laaue in 
Baaia edueatlon. The last published book by the author* 

....-—. "Beyond Method", editorial in . 
cetera Journal. Vol. 81* Ho. 6* issue of larch 1955* p. 11. 

A dleeuaslea ef the development of music from a 
method of teaching musio te the participation ef eta* 
daate la musical activities, and* the dedication of 
musie teaehere to personal aad artistic growth. 

.-..-..- "Psychological Beaeeroh Bearing on Musie 
Education", ia Music Educators Journal. Vol. 88, He. 5* 
ieaua ef Hevember 1956* p. 84-86. 

Aa account of the psychological research bearing on 
music education that appeared dariag 1954 and the fIret 
half of 1956. Important annotated bibliography. 

».....— »fhe Mew Educational Payohology"* in ifuaic 
Educatore Jourael. Vol. 83, He. 1* issue ef September 1956, 
p. 88*85. 

Takes a number ef crucial Issues ia music education 
and contrasts them with reapeet to each of two vlewa* 
eld aad aew* mechanistic aad purposive, scientifically 
aad educationally Invalid and valid. 

•MMMMMM. "what About Maalc Testst", ia Musio idu* 
cetera Jeuraal. Vol. 84* He. 8* Issue of October-November 
1987* p. 16*18. 

A brief evaluation ef music teeting. Believes 
that existing music teets are open to criticism. 

— "Issues of the Test Discussion"* in 
Idueatore Jeuraal. Vol. 84* He. 6* issue of Mey 1958, 

A reply te three authors who discussed his views 
regarding music tests. Important article because it 
wwml* Mursell *e stead regarding music talent teat lag. 
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........ "Music and Morale", in Music Educators 
Jeuraal. Vol. 87* Ho. 6, Issue of May 1941, p. 10-n. 

A consideration of the role of music during war­
time end its eternal values and power. 

..—-... "Music and the Redefinition of Edueatlon 
In Postwar America"* In Music Educators Journal. Vol. 89, 
Ho. 5* laaue of April 1945* p. 18-15. 

A plea for Baking music a primary, universal, receg-
alsed* and honored concern in the American education 
of the future. Part X of an address given at 
Beatern Muaic Educators Wartime Xnatltutc March 80-85* 
1945. 

..—... "Musio and the Redefinition of Education 
in Poatwar America", la Music Kducatore Journal. Vol. 89, 
Bo. 6* Issue ef May*June 1945, p. 8*11. 

Fart XX of an address given at the Eastern Musie 
Educators Wartime Institute. March 80*85, 1945. 

........ "our Widening Horlsons", In Music Edu­
cators Jeuraal. Vol. 50, Ho. 5* issue of April 1944* 
p. 18*15. 

Proposes a formula for the promotion ef a univer­
sally diffused, popular, vital musical culture In the 
service of our nation. 

........ "Audio-Visual Tools a Challenge to Edu­
eetioaal Vielea", la Muelc Educators Jeuraal. Vol. 55* 
Ho. 4* laaue of February*Marah 1847* p. 81. 

A brief discussion recognising that the new tools 
can amke muaic study easier and more manageable both 
for students and teachera. 

.—.... "Qrowth Gradient in Music", in Music 
cators Journal. Vol. 54, Ho. 8, laaue of Hovember-reeember 
.{My* %. is*.*: 

Presents a tentative growth gradient in music baaed 
on all the data regarding muslcallty that the author 
la able te find. Significant contribution. 

........ "the Challenge to Musio Education"* ia 
Music Educators Journal. Vol. 56* Ho. 6* laaue of April-
May 1950, p. 80*88. 

Aa Interpretation of music as being rich in human 
valuea* full of benefit for individual lives, and full 
of aoelal significance translated into a practical 
challenge for musio education. The nature, meeting, 
and focus of the challenge Is treated. 
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........ "Musie Education at the Crossroads", la 
IP^n ^ a > o r g

i | j y ^ ' Vo1* **• ••• 4» la*ue of February-

Aa argument for making musio a vital and Integral 
element in general education. Also diseueaea the role 
of the eleaaroom teacher who teaches music Important. 

— — * — jfct al>, Music for Living. 6 volumes* Hew 
Yerk* Silver Burdef tT^wSeV " * 

A aariea of baaal music texts for grades one to six. 
........ Music la American Schools. Hew York* Silver 

Burdett, 1948* v-Hi p. ! S ™ S 

A consideration of the generel principles of music 
eduestloa which have application in both the elementary 
and secondary sehool levels. The meanings and impli­
cations ef aaele education for the teacher of music in 
the schools. 

........ "Evaluation of tha Seeahore Tests", In 

j^lie^^^a** *"amMlm V°1# l?* *°' ** iMU* 0f 
A report of the more salient results of a study 

whose aim waa te discover the value ef the Seeahore 
tests. Concludes that the teats fall to measure 
musical talent. 

—-.-.- egg n##<| Muaic*** la Music Supervisors 
Journal. Vol. 19* He. 8* laaue of Hovember 1958, p. 10*11, 

fereaee. The Conference. 1958. a. 15*80. 
Beta up the claim that the fundamental objective of 

auslc edueatlon ia to aapply man's need for music 
Heveala Marsell's beliefs la many musical areas. 

-.—..- "nuslc in the Junior High School"* in Music 

The Conference, 1989, p. 590*598. 
Presents principles which should guide the junior 

high aahool music program in the curriculum. 

"Seas Basle Principles in the Teaching of 
"Veam", InTho ffttfle supervisors Ha,tioi^ Cenference 
Journal of Proceedings. The Conference. 1989* p. 588*656. 

Considers how, In the motor view of rhythm* the two 
eppoelte poles of music education can be brought te* 
gether end how rhythm le the common foundation of tech­
nique end expreaalon. 
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........ "Seme Fundamental Principles of Musical 
Instruction", la the Music Supervisors national ^onforoaco 
Jeuraal of Proceedings. The Conference 1950. p. 89*106. 

A discussion, through four propositions, centered 
ea the Idea that the teacher'a main undertaking la to 
make the experience of the learner rich and meaningful. 

........ "Psychology and the Problem of the Scale", 
1 0 Maaleal Quarterly. Vol. 58* Ho. 4, lasue ef October 1946, 
p. o4«-673. 

Discusses occidental eealea and bellevea that the 
musical seale* like any other aesthetic phenomenon* la 
payehologieel. Any fundamental lawa that may determine 
it are not theae of physics or mathematics but of 
mental organisation. 

... T«*rin;s fefltt. W * m^m"8 TO1""" 
A aariea ef baaal auelc texta for gradea one to 

eight. 

—...-.. "Progressive Music Education", ia Ohio 
Schools. Vol. 19* Issue of Hovember 1958* p. 895*897. 

Disoussee the need for mueleal intelligence rather 
than knowledge about musio. Presents hla views aa to 
what music education can and ought to be. Important. 

-....—. wHow Music Lessons Have Changed", in 
Parents Magaslne. Vol. 11* He. 11* issue ef Hovember 1956* 
p. 80 aad 60-66. 

Considers hew private music teaehiag has changed 
by emphasising music's natural appeal and beauty 
Instead ef its technique. 

........ "Give Your Child Musie"* in Parents Mega* 
sine. Vol. 85* He. 6* ieaae ef Hoy 1948, p. 17. 

Dlsoussee the need ef e musical environment in the 
home aad the reason why a child ahould study a mueleal 
instrument. 

—..-.. "sublimation end the Ideal ef Education", 
in Pedagogical Seminary. Vol. 50* He. 1, issue of March 
1985* p. 84*80• 

A consideration ef formal education as essentially 
a prolonged aad elaborate process of sublimation. 
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; ̂ {y^gft ghilo-QPhy for Wartime. Hew 
York* Lipplacott, 

An inspirational book discussing victory in the face 
of trial end tribulation. Suggesta the organlaatien by 
men of their moral victory about the postulate that 
human personality itself Is the supreme value, the 
oentral aim and end. 

* An Analysis of the Concept of Meaning", 
ff*y»P».***. 

p. 856* 
In Philosophical Kevlew. Vol. 89* Ho. 5* Issue ef May 1980, 

A philosophical analysis of meaning concepta and 
terms. 

„ ~ J~T?T~ fyM^n PO^P***** Education* 
Hew York* Morten* 1966* vli-461 p. 

Preaente the doctrine of democratic education in 
the form ef e eet ef ten principles. 

...-..-. Principle a ef Musical ̂ Education. Hew York, 
MeeMillaa* 1987, xwi*500 p. 

Aa analysis of the payehologieel factors under* 
Attempts to present a syi 

able aad rounded account of what a musicsl edueatlon 
lying musical training. Attempts to present a system­
atic aad rounded account of what a musicsl edueatlon 
ought te be. A significant contribution. 

•MMMMM*. Principles of Education. Hew York, Norton, 
1954, xli-506 p. 

A comprehensive account of the process of education 
dealing with Ita foundations, outcomes* problems maA 
Instrumentalities. Befloots the influence of Dewey 
aad Kllpatrlok. 

........ "Ideal Music Lesson", la The Proceedings 
of the Music Teachers National Association. The Associ­
ation. 1989. p. li*8a. alee la School Music. Vol. 50, Issue 
of March i860* p. 5*7. 

A oonelderetlon of four characteristics ef the 
Ideal Baaia leeeen and how the muaic leaaon la the ex­
pert guidance ef the aativity of the child. 

mmmmimmm^ "Psychology of Piano Teaching"» in The Fre-

Assoeiatlea* 1954* p. 57-46. 
A dleeuaalea ef the Boblllsatlon of mental and 

phyaical resources of humane In accordance with the 
demeade ef the pienlstlc medium. 
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........ "fhe Psychology of the Sehool-ifnsle 
Teacher", la The Proceedings of the Workshop on ̂ uslc ldu­
cat Ion. Washington* datholle tyniversiiy* IwlU* 'pVTSWW:' 

A consideration of the human valuea in music and 
musical achievement. 

........ "Psychology ©f Muaic"* in Psychological 
Bulletin. Vol. 89* Me. 5* laaue of March 19Sl* p. Sfs-84l. 

A survey of research on tonal attributes, rhythm, 
consonance and Interval effect, melody, scale and key, 
mualaal emotions listening and appreciation, learning 
ia musie, singing* music tests, and the psychology of 
the musician. Significant bibliography. 

—*—*-• Psychologicftl Testing. Hew York, I,ongmana* 
Green, 1949* xvi-438 p. 

Aa account of the testing movement in payohology 
taking late consideration ite peat development, ita 
present status, and Its future prospects. 

« — * ™ The Psychology ef Music Hew York, Morton* 
1987* 889 p. 

A bringing together and an interpretation ef a vast 
amount ef research material from both English and 
foreign language sources dealing with the psychology 
ef music A contribution to the foundations of muale 
end musio edueatlon. 

rm**" w.rtyp^^iy fo* **odcrn Education^ Hew York, 
Sorton, 1958* x-610 p. 

The eoateat of educational psychology brought to a 
foeua oa the propoaltlon that the essential reality of 
education le the shaping of personality. Deals ex* 
teaeively with motivation and the dyaamie aspeeta of 
learning. 

. — — . - and Mabelle Olenn, The Psychology; of Sehool 
Music Teeehiag. Hew York* Silver Burdett, 1951* 5TB p. 

Gather together * for the classroom teacher* thoaa 
reeulte of psychological research that have a bearing 
on musio teaching. Ala waa to psychologlse auslc edu­
cation. 

MffWiCT*'^ Teaehiag. Hew York, Norton, 1959* xill*456 p. 
Coaaidera the relevant psychologies! material con* 

eemed with Instruction* guidance, standards, and the 
control of behavior. 
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-..—..- "of Course You can acquire Hew Skills", in 
Readers Digest. Vol. 89, He. 171, issue of July 1936, 
p. 15*18. 

A consideration of learning aa an art that can be 
acquired by Intelligent practice. A condensetlon from 
Streamline Your Mind. 

........ "streamline Your Imagination", In headers 
DlKCSt. Vol. 89, Ho. 178, issue of August 1956, p. 9*li. 

Discusses imaginative power and shows how it can 
be developed. An excerpt from Streamline Your Kind. 

. — jjt el.* "Orowth*1, in Headings In Edu­
cational Psychology. Hew York, Farrar & Kin©hart, 1957, 
p. 77-91. 

ConelderatIons of growth by Muraell and other 
writers. Source also contains brief articles by Mur­
sell on formal training, transfer of training and 
learning. 

— — — - "School Musio and the Community", in 
heorestIon. Vol. 57, Issue of October 1945, p. 405. 

Discusses music teaching in terms of the democratic 
ideal because it provides rich experiences snd associa­
tions. 

........ and Earle Conette, "jSueie", In Review of 
Educational Research. Vol. 7, Ho. 6, lasue of December 1957, 
p. 491-498. 

A survey of objective data and research materials 
concerned with elementary school music methods and 
psychology* 

........ and Thurber Madison, "*uaieM, in Bevlew 
of Educational Research, Vol. 8, Mo. 1, issue of February 
19*8* p. eS-o*. 

A review of experimental investigations dealing 
with muaic education at the secondary and college 
levels. 

........ "Musical Feeling", in Sehool Music 
Vol. 50, Ho. 146, issue of May 1929, p. 4-10. 

A reprint of the fifth chapter from Principles of 
Musical Education advocating the cultivation of musleal 
feeling as an expert skill. 

........ "Economy of Nfusloal Learning", in School 
ualc. Vol. 50, Ho. 147, lasue of flovenuer 1929, p. 5-8. 

A consideration of musical learning aa an affair of 
living growth and not th© addition of habits. 
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... »«rhe Uae of Tests in the Schools", in 
Sehool Mueie. Vol. 51, Ho. 156* issue of September 1951* 
p. 4*6. 

A report of the results of his 1951 questionalre 
dealing with the use of musie teste in the schools. 

.... . streamline Your find. Sew York, $orld 
Publishing Company, 1936, 864 p. 

Through the application of psychological principles 
Mursell shows how a person can learn more quickly, more 
easily, more efficiently, and how to capitalise oneself 
to the fullest. 

«.,, ,„::—I:: aW***?- 1 «̂*<*h&hfS» »«* York, MeGrew* 
Hlll* 1946, xil1*558 p. 

A consideration, through the utilization of six 
principles, of what any teacher must do If his pupils 
are to learn well. 

........ "The Application of Psychology to the Arts", 
in Teachers College Record. Vol. 57, Ho. 4, Issue of 
January 1856, p. 290-899. 

Indicates the general outlines of a program for 
applying payohology to the arte with a particular empha­
sis placed upon the significance of euch a program as a 
guide to research, and, as of value for the educator. 

-.——.- "The Educational Integration of the Arts", 
in Teachera College Record. Vol. 59, Ho. 2, Issue of 
November 1957* p. 181*131. 

A coneideration of aesthetic values. Conceives the 
educational integration of the arts as a program of co­
operative educational planning. Interesting article. 

........ "The Arts in American Education", in 
Teachers College Record. Vol. 46, Ho. 5, issue of February 
1945, p. 885*898, also in Education Digest. Vol. 10, Mo. 8, 
issue of April 1946, p. 50*58. 

Outllnoa a program of art education in which he 
proposes to bring about personal, emotional, and aes­
thetic growth by means of artistic creation, participa­
tion, and appreciation. 

........ Deing Your Mind iiffeotlvely. New York, 
McGraw-Hill, 1961, x-264 p. 

A consideration of a learnabl© technique of mental 
functioning and Its application to study problems. 
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. .... «fhe Flaoe of Psychology In the Training 
of the Mueie Teacher", in The Yearbook of the aauelc Kdu-
eators National Conference. The Conference. 1954. o. 110-115. 

A consideration of how psychology should contribute 
to the scheme of teacher training and how it may be 
built into the mental background of the prospective 
teacher. 

..—.-.. «3"ha Claims of Miusie In the School Cur­
riculum", In The Yearbook of the Kfosle Educators Hatloaal 
Conference. The Conference, 1956, p. 81-86. 

Coneidera the aignlficance of music in the life of 
an individual child, demonstrates the essence of its 
claim upon the school curriculum. 

........ "The Educational Value of the School Band", 
in The Yearbook of the Music Lducatora national Conference. 
The Conference, 1955, p. 845-847. 

The need for the school band is shown through a 
dlecusslon of the musical and social values to be found 
in its incorporation. 

........ "Psychological Foundations of the High 
School Music Program", in The Yearbook of the Music Edu­
cators Hatloaal Conference. The Conference. 1956, p. 108*107. 

A consideration of1 the musical powers children 
should acquire from their grade school training which 
can be uaed aa the psychological basis of the high 
school program. 

"The Essentials of Elementary School 
Music", in The Yearbook of the Musio Lducators National Con­
ference The Conference, 1956, p. 70-75. 

A consideration of the need for beauty, knowledge 
of the eequence of growth, and the importance of atti­
tude and interest. 

........ "The Place of Music in the Curriculum and 
in Life", in The Yearbook of the Music Eduoators factional 
Conference. The Conference, 1956, p. 59-48. 

A number of issues in musio education are con­
trasted with respect to each of two vlewa, old and new, 
Mechanistic and purposive, scientifically and edu­
cationally invalid and valid. 
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"The Educational Value of Creative Music'*, 

fho%onfSrcnoo* fSl^^^-str 1 1^ 9^ l**t^on*1 c^***"*** 
A consideration of oreative music as the composition 

of music by children. Advocates teaching children how 
great musicians and creative artists In other fields 
worked. 

Enrichment of 'Elementary School Music 
Through Integration", in The Yearbook of the, Music Educators, 
Hatlenal Conference. The Conference, 1958, p. 556-568. 

A discussion of three basic ideas behind integration: 
music aa a part of the aoelal scene, human culture, and 
as a part of a balanced aesthetic ration. 

........ "Possibilities and Pitfalls of Educational 
tesearch", in The Yearbook of the Music Educators National 
Conference. The Conference, 1953, p. 384-3816. 

A consideration of the futility of fact finding for 
its own sake in educational research. Researchers In 
music education could learn from workers in other 
fields. 

.-..—.- "Heading Music", in The Thirty-Fifth Year-
ik of the National Society for the Study of fcducatloa, 
»t II. MuBlc&ducatlon, Public School Publishing Company, 

.-..—.- "Heading Music", in Tftc Thirty-Fifth Year-

^ ; . „ 
1956, p. 99-107, 

A threefold approaohi values involved, learning 
processes involved, and a consideration of erroneous 
conceptions aften revealed In ths approach by music 
educators to music reading. 

Thirty-Fifth Yearbook of the national Society for thc"Wudy 
of Education. Part II. ijuslo Education. Public School 
Publishing Conpany, 1956, p. 5-16. 

A presentation of five controlling principles of 
music education and a discussion of the psychological, 
social, and economic principles of music education. 

........ "Measurement of Understanding In the Fine 
Arts", In The yorty-Plfth Yearbook of the National Society 
for the Study of Kduoatlon. Part I, The Meeaurottont of 
of gndersiandlng. University of Chicago, 1946, p. 201-812. 

A consideration of the objectives snd the criteria 
for measurement and evaluation. 
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........ "How Children Learn Aesthetic Responses", 
In The Forty-Hlnth Yearbook of the Hatloaal Society for the 
Study of Education. Part X. Learning and Instruction, 
tfniverelty of Chicago, p. 185-191. tV"-? 

formulates a number of meaningful propositions. 
Believes that pedagogical practice in the areas of 
xuslc end the visual arts is too superficial and 
mechanical. 

........ "Growth Froeessos in Music Education", in 
The yiftv-Seventh Yearbook of the Hatlonal Society for the 
Study of Education. Part I, Basic Concepts in Muaic Edu­
cation. University of Chicago, 196^, p. 140*168. 

A consideration of the chief pertinent eharaeter-
istics of the process of growth and its most important 
bearings upon musio education. A significant article. 

AUfHCRS CONSULTED 

Britten* Allen P.* "Music in Early American Public 
Educations A Historical Critique", in The Fifty-Seventh 
Yearbook of the Hatlonal Society for the Study of Education. 
Part I. Basic Concepts in S4ualo Education. University of 
Chicago, Iwow. p. 196-211. 

A consideration of music Instruction In America 
prior to its inclusion in public education, and, after 
its acceptance in the public school. 

Birge, Edward bailey* History of Public Sehool 
School Muala In the United States. Bryn Mawr. Dltson. 1988. 
revised edition 1959* 588 p. 

One of the main sources available concerned with 
the development of public sehool mueie in the United 
States. 

Coleman, Satis H., Ci-cative dua 1c for Children. 
New York, Putnam, 1988, xvl-880 p. 

An approach to the teaching ef music that waa novel 
for Ita time. An historic contribution to the field 
of music education in the United States. 

Chase, Ollbert, America*a Music from the Pilgrims 
to the Present. Mew York, ̂ cOraw-Hlli, ~lw66, 753~iu 

A wordy book tracing the development of many areas 
of American music 
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Fernsworth, Charles Hubert, Education Through 
Music New York, American Book Company, 1909, 808 p. 

An early book on music education referred to by 
Murssll. The teaching of music based upon the principle 
that there is a similarity between music and language. 

Fernsworth, Paul p.. The aoelal Psychology of Music. 
Sew York, Dryden, 1963, xlv-504 p. 

An attempt to present a picture of the phenomena of 
the field* its problems, and tha solutions. Aimed at 
both the psychologist and the j&usieien. 

Flagg, Marion, Musical Learning. Boston, Blrehard, 
1949, xi-195 p. 

A consideration of music education based upon the 
principle of growth. Pevelopmentallst influence. 

Finney, Ross L., A Sociological Philosophy of Edu­
cation. JSew York, Mac Lilian, 1988, xil-563 p. 

The central idea of the book is the telle function 
of eduoatlon. Kducation treated as the guiding factor 
in aoelal change and control of life as passing to the 
aelentlets, scholars, and educators. 

Oshrkens, Karl 1«, "Public Sehool Huaie", In The 
International Cyclopedia of Music and Muslclanc Dodd, 
lead, 1946, 4th ed., p. 1458*1460. 

A brief historical development of public school 
music by one of the more prominent music educators of 
the past. 

Dubuque, ins. c. crown, 1951* ill—159 p. 
An orientation to music education for the inex­

perienced musio or olassroom teacher. The material is 
based upon a study of the Instructional problems en­
countered by first year music teachers. 

Hsndrlckson, Cordon, "Musio", in The BBCYCIQIM 
of Educational Research. Hew York, MacMlllan, 1960, 3i 

.» ««* wv.. Encyclopedia 
"Jrt! ed., 

ii iJl MIS, ' "ilEV'Jl " i •• • • • '•• 

p< 
A review of research in the fields of music educa­

tion and the psychology of music Oood bibliography. 
Hubbard, George K., 'ftia.lc ̂ eaohlnp, in the Elementary 

Sehool, Hew York, American Book Company* 19347~ix-288 P. 
Stresse»3 experience before formal education. Child-

centered education discussed with it® ramifications in 
music education. 
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Hopkins, L. Thomas, Integrationi Its Meaning and 
Application. Hew York, Appleton-Century, 1957, xiil-516 p. 

Peele with the meanings, principles, and ideas of 
integration. Evaluates the practices under various 
types of curricula in relation to the underlying mean­
ings of integration. 

Jaques-Dalcrose, £mile, Bhythm. Music and Education. 
trans, from the French by Harold F. Bubinsteln* London, 
Chetto and Wlndus, 1981, 857 p. 

A consideration of a system of eurhythmies and how 
It can be applied in the teaching of music Several 
chapters discuss the reform of music teaching. 

Fltxpatriek* William Heard, Oroup Education for a 
Roaooroey. Hew *ork. Association Press, 1940, x-219 p. 

A consideration of the belief that learning goea 
on in all active experiencing. 

Kilpatrick* William H., editor* The Educational 
Frontier. Hew York, Appleton*Century, 1955* vlil-586 p. 

Several educators deal directly with the social-
economic situation of the era and of Its Interaction 
with education. 

kilpatrick, wllllam H., Remaking the Curriculum. 
Hew York, Hewsoa* 1956, 188 p. 

A consideration of the ourriculum as a proeess of 
living; activities are teacher-guided and pupil-
pursued; learning is a continual rebuilding of self. 

Kilpatrick, William H., Fhllosophv of Question. 
Hew York, Mac-lllan, 1951, x-465 p. 

A critical and constructive consideration of the 
main problems of general educational theory. A state­
ment of the author*a thinking. 

Leonhard, Charlea and Hobert W. House, Foundatlona 
and FrinclPlea of Music Education. Hew York, HeOrew*Hlil* 
1969, vli-576 p. 

A systematic treatment of the total music education 
program. Examines the historical, philosophical, and 
psychological foundations of music education. A con­
tribution to the field. 
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Leonard, Edith M., Lillian b. Miles and Catherine 
S. Van der Kar, The Child at Home and School. Hew York, 
American Book Company, 1944, ix-860 p. 

Based upon the premise that early childhood edu­
cation conceives the child as a whole and a unity 
functioning In response to environment and training. 
Section on music Inforaatlve. 

Linton, Stanley S., "Music for the Preservlce Class­
room Teacher", in Journal of Kesearcfa injuuslc Education. 
Vol. 8, Ho. 1, lasue of Spring 1964, p. 5-10. 

A consideration of a plan of approach to preservlce 
musical experiences. Useful. 

Lundln, Robert W,, An Objective Psychology of Music. 
Hew York, Ronald Press, 1965, lx-505 p. 

An attempt to analyse many kinds of human reactions 
to musical stimuli. Utilizes the Interbehaviorlstlc 
viewpoint. 

Holnar, John w., "Changing Aspects of American 
Culture as Fief lee ted in the M.E.H.C", in Journal of 
Research in Muaic Education. Vol. 7, J«o. 8, issue of Fall 
19o9, p. 174-164. * 

A consideration of some of the relationships that 
exist between the activities of the Muaic Educators 
Hatlonal Conference and the changes that have taken 
place in music education and education. Important 
contribution. 

Music Educators Hatlonal Conference, Music education 
Source Book, Chicago, The Conference, 1947, xv-268 p. 

A compendium of data, opinions, and recommendations. 
Informative source book. 

Music Educators National Conference, Music In 
American Education. Source Hook II. Washington, The Confer­
ence, 1956, xlv-565 p. 

A compendium of data, opinions, and recommendations. 
Pertinent information for the music educator. 

McCauley, Clara J., A Professionalised study of 
Public School Music. Knoxvllle, Avent, 1958, xii-795 p. 

A consideration of what professionalised subject-
matter should be included In the field of public 
school music 
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^ « *£**?. ̂ l*a aslle. The **»*• Curriculum toe 
Changing World. Hew York, Silver Hurdett, 1944, v-165 p. 

A discussion of the music curriculum regarding the 
function and contribution of male in the school. An 
important addition to the literature of music education. 

Pratt, Waldo Selden, editor, Prove's dictionary of 
Music and Musicians. Hew York, UaoMlllan* Vol. 6, 1920, 
rev. ed. 1959, 458 p. 

The American supplement of a highly regarded series. 
Volume is useful for information regarding music edu­
cation in the United States and Canada. 

Began, William B., Modern Elementary Curriculum. 
Hew York, Dryden, 1955, 670 p. 

A consideration that education is concerned with 
the improvement of living and that the program of the 
elementary school must be geared to the realities and 
ideals of the culture and needs of pupils. Section 
on elementary school music contains valuable infor­
mation. 

Redden, John D. and Francis A, Ryan, A Catholic 
Philosophy of Education. Milwaukee, Bruce, rev. ed. 1966, 
xlll-601 p. 

Indicates the basis, policies, and views of Catholic 
educators and Catholic education. 

Life and the School Ourrlcu-Rugg, Harold, American Lif 
lua. Hew York* Oinn, Iftgo,xll-*7l p. 

A treatment of the problems of American culture 
and education. An orientation of Hugg's theory, 
program, and educational strategy. 

Kugg, Harold and Ann Shumaker, The Child-Centered 
School. Hew York, World Hook Company, 1928, xlv-569 p. 

An appraisal of the child-centered schools utilising 
tolerant understanding and creative expression as aims 
for the criteria. 

Kugg* Harold, Culture and Kducation in America. 
J*ew York, Harcourt, Brace, 1951* xli-4H p. 

A consideration of the belief that education is the 
one sgeney with the potential power necessary for the 
task of a thorough-going social reconstruction In 
America. 
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Kuak, Robert ].., The Doctrines of the Great Edu­
cators. London, UaoMlllan, 1918, £n<3 ed. 1964, vli-311 p. 

The exposition of the views of a limited number 
of representative educators designed to give a general 
idea of their doctrines. 

Busk, Kobert K., The Philosophical bases of kdu* 
cation. Boaton, Houghton Mifflin, 192ft, 2nd ed. 1966, 
vili-176 p. 

A consideration of philosophers and philosophies 
concerned with the field of education. Helpful for 
teachers who may be striving for an adequate philosophy. 

Squire, hussel H., Introduction to Muaic Education. 
Sew York, Ronald Press, 1962, ix-185 p. 

An orientation for music educators giving a per­
spective on music education through an emphasis upon 
philosophical, psychological, and sociological consider­
ations. An Important addition to the literature. 

Sunderman, Lloyd Frederick, "The Era of Beginnings 
in American ^uslc Education (1850-1840)", in Journal of 
Research In Music Education. Vol. 4, Ho. 1, Issue of 
Spring 1956, p. 55*59. 

A study of a significant period in music education 
considered as a period of preparation. Useful 
references. 

Thayer, H.S., The fe>g*e ef Pragmatism, H©w York, 
Humanities Press, 1962, viil-222 p. 

A critical essay on John Dewey*e philosophy with a 
stress upon an examination of his logic 

ftheoler, Raymond K. and Francis T. Perkins, frlaei-
Ples of Rental Development, Mew York, Crowell, xxvl-529 p. 

Educational psychology based upon discoveries in 
biology, neurology, and psychology. Important because 
of its influence upon Mursell. 



APPENDIX 

ABiJThACT OF 

James L. .Muraell as Muaic Educator.1 

This study was an attempt to determine, from an 

analysis of his writings, th© views, concepts, and edu­

cational theory of Ja&es U Mursell. The procedure utilised 

in the appraisal was to trace the evolution of his views 

regarding mental growth, musical growth, aims of the music 

program, the areas of the music program, and the coordi­

nating factors of the music program. 

The historical background for the study was es­

tablished as a preliminary step. A brief account of the 

development of public school tauslo education in the United 

States, a short biography of James L. .turoell, and a brief 

discussion of his writings and place in music educational 

thought were presented. 

An analysis of Muraell^ writings with respect to 

him as a developmental1st revealed that he was a follower 

of organlsmic psychology. A strong biological emphasis 

which attributed all behavior to growth Influenced Mur­

sell' s concept of growth, both mental and musical. 

1 Ph.D. Thesis presented by Leonard J. Simutis, 
In 1961, to th© Faculty of the School of Psychology and 
Kdueation of the University of Ottawa, 175 pagea. 



APPEJJttlX 175 

A study of his educational views, with specific 

reference to elementary school music education, revealed 

his advocacy of what music can do and should do to human 

nature, living, and growth. The ©volution of his views 

regarding zsuaic reading, singing. Instruments, rhythm, and 

listening were traced. Those areas were found to have 

their own procedures and Individual treatments all related 

to each other. 

An analysis of his view® regarding the coordinating 

factors of the stusie program revealed that r-fursell believed 

Ins achieving human values and making music a resource for 

better living through an achievement of integration; musical 

growth permeated and pervaded by creativity? a program 

executed by a music specialist, the olassroom teacher, and 

a director of music. 

The contributions of Jaeiea h. Mursell were used as 

the criteria in formulating the evaluation, it was con­

cluded that music educators began utilizing his views and 

concepts many years after they had been formulated and 

advocated. His ideas were not readily understood and 

appreciated. 


