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INTHRODUCTION

The name of James L. iursell has often been men-
tioned in various periodicals and books concerned with the
field of school music teaching and the psyehology of musioc.
Eis writings on the subject of muslc education are prolific.
His literary contributions in the fields of educational
paychology and educstion are also Aimpreasive. Yet, this
investigator failed to find any single source which fully
deseridbed or evaliuated ilursell's 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, #Hursell's views, concepts, and
educational theories. Speciflc reference is made to what
ursell advocates for elementary school music education,

The first chapter gives a brief historical back-
ground of susic education in the United States since its
sdoption by the public school system in 1838. A blographi-~
oal sketch of James L. Hursell is presented in this chapter
in order to place him in muailc educational thought.

Chapter Two is an attempt to trace the evolution of
vursell's views and concepts regarding both mental and
misical growth. Me is treated from the paychological ss-

pects of his thinking and as a developuentallist.
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The third chapter is oconcerned with his views re-
garding educationsal theory. Hls visws and concepts of the
slementary school music proiram are presented and concern
those areas that are interrelated into an integrated whole.

The fourth chapter discusses the factors which co-
ordinate the music program as advocated by Hursell., %The
fifth chapter is an attempt to evaluate the developmental
and educsational aspects of ¥ursell with an emphasis upon
the musical phase of his writings.

A summary and the conclusions are finally presented
where the importance of iursell to the field of maslc edu=-
cation is indloated.



CHAPTEXR: ONE
HISTORICAL BACKGHOUND

Nusic was introdused into the curriculum of the
public sechools in Boston on August 28, 1838.1 The begin-
ning was modest but it has dsveloped into an imposing
system. usic, in soms form, is recognized asz a feature
of present day school sducation. Prior to 1838 an insti-
tution existed that gave school music its first methods and
all of its £irst instructors. This institution was known
as the singing sehool.?

THE SINGING SCHOOLS

Musio education in the United Btates 1s rocted in
the early attesmpts to improve singing in the church service.
The physical and social enviromment of Colonisl America
prevented any serlous sttention to music and only musie of
a religious nature was tolerated.d The esrly singing
schools appeared in the New England Colonles about 1780.
The operation of the singing sohool was usually a part-time

1 Edwaprd 5:1101 Slrg;;ngéigogz of Pub%&o 8chool
? p S ] Un gt » we, vexr aon,
» Po o

2 Mo. Pe 1.
S Ibéso. Pe 2.



HISTORICAL BACKOROUND 2

venture for the instructor who taught in the home, sohool,
or church for a small fee, The main concern of these sing-
ing school masters was to teach the reading of musio and
the interpretation of varicus choral works. The rudiments
of music and singing at sight were the basic subjects.$
These cleases would meet once, or twice, a week for several
monthas. The entire term would end with & concert known as
the "singing lecture™ because the minister of the local
cshurch would deliver a sermon appropriate for the oocasion.
The ainging school was an integral and omnipresent featurs
of 1ife in America during the early part of the eighteenth
century., Its influence continued for about one hundred and
£1rty yoars.® Squire states that at least two important
developments can be traced to the singing schools: (1) the
rise in popularity of the oratorio society; and (2) the rise
of public school music teaching. He furthur contends that
the singing achool is of historiecal significance because the
singing school esn be considered the real beginning of music

4 Charles Leonhard and Robert W, House, Foundatlionhs

i%d g;;gcigaag of Musio Edugation, Hew York, McGraw-Hil1,
» PPo =00

3 Allon P, Britton "Hnnia 1n Rarly American Public
Eduoationz Historical criﬁt
one

quo P tt =Jeventh
8o ‘ ) duecation




HISTORICAL BACKGROUED 3

education in the United States.®

Nany people joined the singing schools because 1t
was & plessant recreation to gather at certain times and
recesive instruction in singing and perform, as a group,
the musie that they had learned. fThese singing schools
thrived and became an important institution during the
first portion of the nineteenth century. Chese desoribes
the development of the ainging schoolt

The singing school (...) developed into two die

rections. In $the oities it prepsred the 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 musio
imported from Europe. In ths rural areas, mainly
in the South and Middle ¥West, it formed the foun-
dation for a homespun hymnody and for & commnal
Sype of minging that kept alive many of the old
New England tunes along with the later "revived
spirituals” and cempmeeting songs that yore a dis-
tinat product of the American frontier.

The directlon taken in the formation of choral
socleties was "but a step to the orgenization of mass
singing schools, or musie conventions" in Vermont in 1829,
Aaoording to Leonhard these conventions were in the nature

of festivals which would last three or four days and would

¢ Russel N. Sguire, trodust t sic |~
Lion, New York, Ronald Press, » Pe Do




HISTORICAL BACKGROUMND 4

deal with vocal problems, methods and materials, basic har-
mony and conducting. Thess feativals appealed to the A
mericans and the idea has been extended into the present-
day teachers institutes, conferences, festivals and summer
music camps.®

Leonhard states that "the kind of scciety which gave
rise to the musie convention was also ready for public school
musie."” The singing sehools, musical societies, and music
conventions had been educating the people and had convinced
many of them that music was important enough for the school
currdoulum.? Although music was the firat subject of the
non-academtoc type to be given public school status in 1838,
in Boston, there were instances of sohool music teaching re-
parted during the 1820's in the atates of New York, Ohioe,
Pennsylvania anéd Connectiout. These reports do not reveal
& universal aocceptance of the idea of public school music
but they deo indicate an interest in music and slaso indicate
1ts future growth and promise.lO

8 Leonhard, 2P ﬂ_ﬁ_ap pe 59,

@ M" p. Bl.

10 Lloyd Frederick Sunderman, "The Ers of Beginnings

in American Husic Education (1830«1840)%, in The Journal of
Kesearch in ic Education, Vol. 4, No. 1, issue of Spring

» Po .
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On August 88, 1638, the Boston sshool board voted
to hire a teacher of vooal music to teach music in several
of their schools. This action represents the beginning of
music education in the publie schools of the United States
and reveals the beginning of the breakdown of opposition,
in the public schools, to music, ©Om July 1, 1839, the Bos-
ton Acadeny of Music, in their anmial report, called the
action taken by the Buaton sehool board the "Magns Charts
of music education in this country.” Lowell KHason (1798~
1878) was hired in 1838 and placed in charge of vooal musiec
in the Boston schools along with four sssistants.ll EKarl
W. Gehrkens calls Lowsll Mason "the first supervisor of
publis school music.in the history of the world,"1%8

The early advocates for musisc in the schools were
fira in their yejection of the theory of talent selection
and preprofessional training. %Zhey preferred the inculoa-
tion of music as part of the common heritage of oulture,
Before music was adopted as a subject to be taught in the
ourriculun of the Boaton schools, the Boston Board of Edu-
eation, in 1837, submitted a report that oontained state-
ments which have mors than ordinary significance today.

11 ni"', ap. mo. Ppe B4-88.

12 Ksrl We Guhrkona. "pPublic School usic", in
: - ‘of Nunie and Municiana. Hew
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The fellowing statement from this report still constitutes
the philosophy underlying the teaching of music in the
publio sohool:

Through vocal musiec you set in motion a mighty
power which silently, but surely, in the end, will
humanize, refine, and slevate a whole community.ld

It 1s bescause of the lmsanising effect upon the people
rather than for the training of professional musicians that
music i3 taught to all children in the elementary schools.
Kusioc 1s not taught to e asmall number of elsmentary school
ehildren selected for their unusual musical abilities or
aptitudes. James L. Mursell, in his Human Values in kusie
Education, interprets ths present-day values of music in
terms of a social philosophy of education.l? Sundernsn
states that before 1640 "the idea of popular school music
education in America had germinated to sush an extent that
the educational forces were becoming sensitive to the merits
of school music as a cultural nocoauity.”15 Public educa-
tion in the United States began during the first half of the
nineteenth century and music was then finding its place and
growing with American education. Leonhard discusses the

13 Bw.. 9P git., PP 44«47,
14 James L. Hursell, W‘M—
tion, New York, Silver Burdett, » Pe 1,

18 Bunderman, op. ¢it., p. 39.
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relationship of music and the Ameriocan publie sehool systea
during ita incaption:

(evs) svary child was to be educated; Jeffersonian
ideals woere to be realized. %his was the time of
Horace Mann and the great expansion of ths American
publis achool system. Free publio education 1itself
bad been long in coming, but as soon as these achools

wers established in principle and in faot, muaic
quickly assumed £ts place the curriculum.lé

THE INPLUENHCE OF LOWELL MASON

The singing school was valuable because it was a
popular means of instruction. It was comparable to the elec-
tive music class of the modern high school because a small
and a selsct group of pecple actually attended it, This
seleotivity brought sbout "a well indoctrinated delief that
only a few possessed a musiosl ear."l? Because children
did not generally sing 1t was presumed that they lacked the
ability %o sing and be tanght o do so. Lowell Mason ex-
ploded this dootrine of the talented few Dy sucsessfully
proving thad children ecould be taught to sing.l® The
teaching sotivities of lLowell iason were centered in the
Boston Academy of Music which was organized by a group of
citisens in 1632 to help Mason in his work. The Acadeny

16 L‘Oﬂh"d, 8pe. !i&op PP. 5l-52.

17 Birge, gp. sit., p. 36.
18 Igld'p pe 36,
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of Musiec oorresponded extensively with many educators
throughout the United States in the interest of music ang
became known as the national sponsor for music education.
Credit is given the Acadeny for introducing music not only
into the Baston schools but also for making music a live
issue throughout the country,l®

The methods of teaching that Lowell iason employed
are oredited to Peatalozxsi. In 1837, under the encourage-
ment of Horace Mann, Lowell ¥ascn studied in Europe and
observed nethods of instruction in the Pestalozsian
schools.20 Horsoe Mann also encoursged the engegoment of

Hason as a lecturer and demonstretor at teachers institutes
and normal schools where his methods were sssimilated into
the growing public sehool system.®l iason's technique of
teaching, imitated by his followers, was based upon the

mothod ineorporated in his Manual gr the Boston Aaadggx of

System of Peatalossi (Bosten, Carter, Hendee and Company,
1834, seven editions to 186l). This book was a translation,

largely, of a German book by G.F. Euebler, elt

19 1Ibid., p. 40.

20 Clara Josephine Hccuulcz A Proreagignallzod
Study of Publie School Music, HInoxv ila. vent, » Pe Do

21 Leonhard, ap. Mo. pe 53,
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Gesang-Unterriohte in Schmlen (8tuttgart, J.B. Hetsler!
Sehen Buchandlung, 1826). Xuebler's textbook was not based

upon Pestalossisn prinoiples in method or in content.
Britton states shat "the moat-to-be-regretted endeavor of
the first teachers of music in ocur public schools was their
uninformed attowpt to introduce Pestalozsisn method."32
Lowell Mason, as one of the most prominent early music
education leaders, "promoted a teaching method the prineciples
of whiech hs did not understand"™ and whioh was plagiarised
from another source, & source whioh Britton calls ‘unperti.

naat'.aa
HUBIC BDUCATION PRIOR TO THE CIVIL WAR

The period following the introduction of musie in
the schools of Boston showed slow progress in the adoption
of musiec as part of the public school currioulum in the Unit-
od 3tates. During this period of plonesring in musiec educe-
tion, the procedure utilised consisted largely of drill in
mastering the reading of musis. 7This procedurs had been
utilised in the singing schools and was transferreéd to the
public sochools. The difference now was that all children

22 Briston, 9p. git., p. 206,
23 mﬁog Pe 207,
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wore to be taught musie inatead of the talented ones who
attended the ainging schools. In the public sshool, know-
ledge meant book knowledge and this theory was applied to
musio. The elements of music were stressed along with the
singing of songa. Birge states that "music was teaught at
least as well as the other subjeats, and in many cases, far
better,"24

The proocedures inherited from the singing schools
were taught in the public sehools by singing school teach-
ors. These singing achool teachers became the special music
sechool teaschers, and thus, music became a special aubjeot.35
The responsibility of the classroom teacher for teashing
her own musiec to her own olass gradually becams a reality
at a later date. The early classroom teschera werses per-
mitted S0 teash ainging but the special music teacher was
responsibles for the teaching of songs and of teaohing the
theory of msia,28

During the period prior to the Civil VWar many funda-
mental questions regarding Americaen education were settled.
The public schools were open to sveryone, were tax supported,

were not sponsored by a church group and were placed under

24 n‘r‘.. op. 2&&0. P T,

a5 Moy Pe 73,
g6 Ibid., p. 74.
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state control. %The acceptance of music as a subject in the
curriculum by the larger olties gave music a2 prestige which
helped the csuse of wmusic, However, music was introduced
mainly in areas where a number of schools were controlled
by single sohoel boards.S7

HUSIC EDUCATION DURING THE POST-CIVIL WAR PERIOD

Birge indicates that the real beginnings of publie
sahool music 4id not come until after the Civil War, The
agitation for musioc in the schools was given additional
impetus by "the marked advance in every direstion of the
general field of musio."28 Progreas was being made because
of the incoreased number of private music teachers who had
risen to the level of a recognised profession. Choral acti-
vity ia ovidsnoed by the formation of musioal socleties,
masis fostivals and musiocal conventions. Symphony orchsatras
and concert bands Soured many parts of the country. Finally,
the development of musioc in colleges and the establishment
of independent conservatories of music gave considerable
stimulus for the growth of musioc in the sehools.3?

27 Ibid., p. 86.
28 Ibld., p. 87.
%9 M" pp. 07-89,
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8uch schools as the Oberlin Conservatory of Wusie (1865)
and the NHew Englend Conservatory of Husic (1867) were pio-
neers and forerunners of institutlions for training teachers
of music for the sechools and studios in the United States.30
The tesachers of music organized to control and stimulate
their sctivities by forming the Husic Teachers National
Assosiation in 1876,31

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 (1828-1806) was invited to Boston to organize
music instruction in the primary grades. The introduction
of musio at this level of instruotion oreated a pressing
need for music books progressively planned to proceed through
all the grades. Luther Whiting Mason supplied the need in
1870 by compiling the Hational Music Course which was pub-

lizhed by the founder of Gimn and Company, Edwin Ginn,
The use of these books became virtually universal. Birge
considers Luther Whiting lason the founder of sohool music

methodology and states that "the National iusiec Course was
not only the first completely planned course to receive

50 Waldo Selden Pratt, editor, Grove's Digctionsar
of Musiec and Musiclans, Hew York, Mac¥11Tan, 1089, Vol. 6,
Pe .

51 Leonhard, op. git., p. 55.
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national recognition - it was also the prototype of all the
many methods which followed 1t."32 These books made 1t
possible for elementary school teachers to teach their own
masle to their classes. ikson based the beginning of music
reading on the learning of many songs followed by instruction
in musical notation. EHe applisd the methods of language
reading to music v'ndlns.as

The period after the Civil War brought about two
conssptions of musle teaching in the schools. One view-
point, followed by the adherents of Luther Whiting isaon,
was that of learning songs before learning to read musie.
The other viewpoint advoosted teaching children how to read
muisic in order that they might learn to sing songs.* This
sescnd viewpoint was set forth in the Normal iusic Course
by John ¥. Tufts and Hosea Holt. This was a step-wise plan
carried out with relentless logle so thoroughly that chile
dren were compelled to become music readers.3S

Music had beon taught primarily by spscial teachers
of music. Towards the end of the nineteenth century the

special musie Steacher evolved into the supservisor of musio

82 31"‘. 930 gul. p‘pc 108"1050

mﬂ.o’ Pe 104,
Mop Pe 118.
Ibide, pe 118.

b -
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who gulded the music teaching of the classroom teacher,
Birge sucoinstly states that "succeas in school musie meant
susoess in teashing music reading, and the beat energy and
thought of music teachers went into a study of this prob-
lem."3¢ Music was becoming an intellectual subject because
1t was stressing the mactery of the printed musiec score and
the acgquisition of fastual knowledge. The influence of
Herbarsian pedagogy had penetrated music education and the
sohools were applying techniques caloulated to teach every
ohild how to read music.>’

The child-atudy movement influenced music education
at the end of the nineteenth sentury and brought about a
realisation that & love and an appreciation for music was of
primary importanse.3® ohis new sducational movewent 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 eould be taught with-
out destroying ths love for ainging and that the singing of
songs oould help the asquisition of music reading skills.

30 M" Pe 143,
37 Mo. Pe l44.

38 Heal E. Glenn, zgggyégg sWusic in OJur Schools,
Dubuque, ¥u. C. Brown, 1981, D. .
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The aim of music educsation today, that svery child appre-
c¢late and develop & love for muslic, has its roots in the
ohild-study movement,>¥

TWENTIETH CENTURY MUSIC EDUCATION THEHDS

The new century brought with it a return to an em-
phasis upon song singing with teaching procedures bulls
upon purely musloeal foundations, primarily, that of devel-
oping beauty of tone. The first quarter of this century
witnessed a dovelopment in the variety of musical offerings
in the sechools. Instrumental music entered the elementary
and high schools in the form of bands and orchestras. Pro-
cedures were developed for giving class instruction for s
variety of musieal instruments.

Glenn disocusses “"four outstanding trends” that
emerged in music education. The firat trend was the rise
and development of oreative music in the child centered
schools where the dominant aim in education had been ore-
ative self-expresaion. The second trend was the growth of
a somprehensive music program in the elementary sehool.
This program included such activities az folk dancing,
singing games and related rhythmic experiences. ifusic

39 Birge, op. oit., p. 163.
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appreciation becams mors 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 wss
intended for all school children.%® mhe president of the

8 rvis atl Conference, Osborne McConathy,
stated 1in 1919 that "every child should be educated in music
ascording to his natural capacities, at publioc expense, and
his studies should funetion in the life of the community."$l
The desirs today is to seoure equalization of educational
opportunisy for all children in the nation. ZEducators feel
that each chiléd has a right to be educeted with musioc func-
tioning as part of that sducation. Glenn considers the
thinking about thes ohild as being the true center of educa~
tion a most algnificant 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
educational thoughts.4® One twentieth century musio
educator, James Loskhart Hursell, has been influenced by
the educational ideas of John Dewey, Willlam Rilpatrick

40 Glemn, ope m.. Pe e
4) John W. Holnar, "Changing Aspects of American

Culture as Reflected in the HMENC" in the %%gggal oé Rescnrgs
ip Musio Eduecatjon, Vol. 7, Ho. 8, issue ) s Do 176,
42 Glenn, op. &o. Pe 77,
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and the progressives.43 The prolific writings of James L.
Mursell reveal an application of educaticnal trenda applied
to the fileld of music education.

BIOGHAPHICAL BKETCE OF JAMES LOCKHART MUKSKLL

James Lookhart Mursell was born in Derby, England,
on June 1, 1893, the son of Jumes Cuthbert und Jean array
{(Loekhart). He was sducated at Edinburgh Acedemy in Boot-
land, Taunton School at Taunton, England, and at Xyre Col-
leges, Adelaide, South Australia. In 1915 he received his
Bachelor of Arts degrees and Honora in Fhilosophy at the
University of Quesnsland, Australia. During the years
between 1915 and 1017 he was & Queensland Government Travel-
ing Psllow. le came to the United 3tates in 1915 and did
graduste work at the Union Theclogical Seminary and at Hare
vard University where he received his doctor of philosophy
degres in 1018. Descartes' Theory of Space wes the topic of
his doctoral dissertation, On December 30, 1919, Dr. Mur-
sell married Allce Ethrel May who had been a student of
Oberlin Conservatory of iusic, Oberlin, Ohio. 1In 1919 and
1920 he was the director of the research and library depart-
ments of the Inter-Chursh World Movement. PFrom 1921 to 1983

43 Jumes L. Mursell, Principles of Education, ilew
York, Worton, 1934, p. xii.
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Mursell was professor of paychology and education at Lake
Erie College, Painsville, Ohio. The years between 1923 and
1935 brought him into national prominence. During these
Jears he was professor of education at lawrence College,
Appleton, Wisconasin. In 1935 Kursell was invited to join
the faculty of Teachers College, Columbia University. He
remained as an associste 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 educstion. dJames L. Xursell beocame
the chairman of tho department of education and chairman of
the department of music education at Teachers College, Co~
lumbia Universisy. He kept these positions until his re-
tirement in 1088. Dr. and Mrs. ursell now live in Jackson,
New Hampshire.

HURSELL AS A WRITER

The oducational, psyehologleal, and musical ldeas
of liurssll are expounded in his many books and articles in
various perilodisals. 7The major portion of these works are
in the fleld of music. He has been particularly instrumen-
tal in developing the concept of s child sentered curricu-
lum {n music education. In 19351, with dabelle Glenn, he

produced The Psychology of School H#usic Teaohing, the
first important book in the fisld dealing with the ehild
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as loarner.44 ie has written about the significance of
music in the ourrieulum and treats, rather extensively, of
musio as an agenoy for growth, He is an advocate of music
taught by the slassroom teacher and discusses the resources
available te the classroom teacher. With his Psychology of
dusie (1937) he has made a contribution So the foundations
af music education. The author has brought together and
interpreted a vast amount of research material from both
English and forelign language sources dealing with the psy-
sholoegy of music.

During the ninetesnth century, msic was primerily
subject centered in the curriculum. It was considered to
be a skill subjeoct with the emphasis placed upon musie
rending and asight singing. fThis conscept in musiec eduoation
has persisted into the twentieth century.

The beginning of the twentieth century brought with
it the concept of the child centered curriculum. Musie
educators have only recently begun to incorporate these
concepts into their own field. HMolnor states that "James
L. Mursell has been particularly instrumental in developing”

44 Marion Flegg, Husical Learning, Boston, Bir-
chard, 1939, p. 5.
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this concept of the child centered curriculum in the field
of music education.4d James L. hursell, the educationsl
psychologlst, educator and music educator, has yrasped the
significance of educational trends and has applied these
trends to the field of school music teaching.

45 dolnar, ODe m., pPe 177,
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NURSELL'S VIEWS A8 A DEVELOPMENTALIST

The aources of Wursell's influcnce and stimmlation
are readily admitted in several of his writings. That the
aims of education are the instistutions of sooliesy revesl
hias interest in the works of Professor Ross Finney. In the
preface of his book, Prineiples of kduoation (1934), iur-
sell states that he has "adopted and sought tc apply" the
dictum of Professor Pinney and acknowledges the stimulation
that he has received from Finney's 1 Fhileso
of Bducastion.l In the same book Mursell admits that “the
influensce of Dewey and Kilpatrick (...) is manifest through-
ous.”8 The constant utilisation of such soncepts as (1)
dooctrine of experience, (2) the projest method, (3) adjust-
ment to life's problems, (4) mental growth, and (8) econti-
nuous growth identifies ifursell as a follower of the pro-
gressive movement in education.

In a journal article Mursell analyses growth steages
and gives an account of sequence in musiecal development.

1 Ross L. Pinney, % m*%a;ical Philosophy of
Education, New York, ‘iac¥illan, 2.

2 James L, Mursell, Frinsiples of Education, Hew

York, Norton, 1934, p. xii.
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In this artiole the influence of Arnold Gessll $s inherent.d
The subjests of mental growth and musical growth as toples
expand from chapters in his earlier works into entire sub-
jests for his later books. The stature of Mursell in this
fisld ean be surmised from a recent artiole in an edusation-
al yearbook whish sconcerns itself with the growth processes
in music education.?

Kursell frequently refers to and mentions the pey-
echologist Raymond H. Wheeler in his writings. A Gestalt
theory of learning with a strong blological empbasis which
attributed all behaviour to growth was developed by thia
payohologist.® Leonhard states that this theory "implied a
prineiple which has been celled stimulation-induced matura-
tion."6 Hilgard refers to this as a kind of maturation in

addition to age maturation, "a supplementary growth process

3 James L. Eur-olli *Growth Gradiant in Musie" in

ggggg_ggg§%§gg!_gg§§!5;. Vol. 34, Ho. 2, issue of November-
scember » Pe 18,

¢ James L, iursell, "Growth FProcesses in iusic Edu-
oation” in 4 Fifty-3 7 . : Socie-

& Raymond H. Wheeler, The bcience of Psychology,

How York, Crowell, 1689.

¢ Charles Leonhard and Robert %, House, Foundations
elp of Husic Education, Hew York, &e&raw-%III,
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induced by the conditions of stimulation,"? According to
Leonhard, this "type of maturation depends upon experience
in a stimulating environment and may be called experiential
maturation."™® The progressive thought in educstion advocae-
ted experisnces. For John Dewey experience denoted the in-
terasction 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 access 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 1s to be kmown it must
reveal itself in human experience.? 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 aims to self-

activity and growth as ends in themselves. Rkursell, as a

7 Ernest F. Hilgard, Theories of Learning, New
York, Appleton-Century-Crofts, 1948, ps 213.

8 Leonhard’ OPe clt., po 125,

9 H.S5. Thayer, The Logic of Pragmatism, New York,

Humanities Press, 1952, p, 22.
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follower of progressive thought, applied progressive think-
ing to the fileld of music education along with Gestalt theo-
ry and developmental psychology.

Agocording to itursell there are four major viewpoints
in present-day educationsal paychology. (1) One viewpoint
in educational pasychology is that of mental hygiene which
alms at promoting the wholesome personality and places a
great emphasis upon the arousal of the will, (2) Another
viewpoint emphasizes mentsl growth and development and is
often called the developmental approach. In this viewpoint
the arousal of the will ia a condition of adjustment but a
new 1dea is added - that the will of the child cannot be
sroused to tackle sny problem until he is mature enough.

(3) Education can be spproached from the standpoint of so-
cial psychology. This more resent approach soncerns itself
with the behavior and mentality of humans asz members of aso-
cial groups and classes., It deals with adjustment and con-
nects the surriculum more closely with life as it is amctual-
1y 18ved. (4) The longest established approach in education-
al psychology ocenters on classroom learning and subject-
matter achievement.

The mental hygienists, developmental paychologlsts,
and social psychologists do not place the curriculum first
in their thinking and do not believe good clagsroom lesrn-
ing is their problem but place thelr emphasis upon
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personality values. There aeems to be a distinetion be-
tween the curriculum a&s a body of learning and extra-cur-
ricular activities which affect eharacter.lo Mursell cone-
cludes that:

(evs) classroom learning and subject-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 muast not think
in terms o{ learning elone, ignoring the erousal of
the '11101

Aceording to ursell, a psychologist will define

education as the shaping of personality.l® Por Mursell,
personality "is the totsl pattern of his ways of dealing
with the challenges and problems of life. 13 The shaping
of personality 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 achieave
& new mode of dealing with his environment. In other words,
"the shaping of personslity depends first on the arousal of

will, and second, on the finding of a 'ay.“14 Learning

tranafer, and growth are the mechanisms by which human

19 Jemes L. iursell, Psychology for Xodern
Education, New York, Norton, 1982, pp. SB-27.

11 Ibid., p. 30

12 ;bld.. Pe Je

13 !Eidt, Pe S
14 !bido’ Po 13.
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personality is shaped and molded.i® fThe mechanisms of
growth will be dealt with since ¥ursell has utilized the
eonoept of growth rather extensively in the field of wmusic

education,
THE EVOLUTION QP MURSELL'S GONCEPT QF NENTAL GROWTH

In discussing growth procesaes Xursell occasionally
uses the term "dovelopment". In his works the terms
"growth® and "development"” are utilized as synonyms.

¥hen lursell's first book, Prineiples of iusical
Eduoation, was published in 1927 he did not mention growth
or development as a process of education. A mention was
made of payechological methoda and a page was devoted to the
psyshology of music.18 1In 1931, in hils Peyohology of School
Music Teaching, Murasell quotes the definition of John lewey
that all education is the reconstruction of experience and
relates thias ooncept to music education. He distinguishes
education from training. Only a few pages are devoted to
this topie.lv The sembryo of Mursell's concept of growth

15 1Ibid., pe ix.

16 James L. Hursell, Prinoéglen of Juslcal
Education, Hew Yark, Masklllan, .

17 Jamon Le Muraall and abelle Olenn, The PFsyocho-
: shing, liew York, Silver Eurﬁatg.
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can be found in his 1034 book, Principles of Education. He

relteratos what others havs 6slled sducation ~ the shaping
of 1ife and that "a person's education conaists of the to-
tal of those formetive influences which determine how he
shall live." In this book Hursell ststes that education
has been endowed with a new meaning coning through the risge
of the biologlcoal sciences. These solences deal speoifi
cally with life and its conditions, and, give to sducation
the biologiesl approsch”. The biologlcal sclences bring
"to us an suthentic account of the nature of 1ife, whieh
shows us what is really involved in any atiespt to mould
and determine 1t." M“uraell furthur states that for bioe
logloal socience the characteristic that is essential of the
1life process s summed up in the word sdjustmwent. The idea
he explains is that "a living being is distinguished from
& dead thing by its capacity for adjusting itaelfl to ite
environment,”18 Thus, the sim of education, as a process
of sdjustment, 1s to produce fitness for the problams of
l1ife. In his Prinoiples of Education iursell expounds the

biological conception of education and discusses, rether

18 James L. tursell, Principles of nducation,
e Yﬂrk. Harwn’ 1954. Phe §=bEo
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extensively, the relationship of education to mental growth.
The influenoe of the soclal philosophy of Foss Finney and
the biologlcal concept of eduecation are evident in the fole
lowing statement by Mursell:
Por mental growth, properly understood, means
precisely growth in mocial insight and outlook, and
in power to deal flexidbly and creatively with life's
::::i;n:ajuitm:;;'!g to speak, the inner aspect of
Hursell's Principle ¥ducation was published in
1934. During the saze year hls Human Values in Musigc Edue
tion appeared.2?? fThe influence of the sceciml educetional
philosophy of -oas Finney is again evident with iursell in-
terpreting the values of musie in terms of a social philo-
sophy of musie. One of the tenets of progressive educational
thought, that sizgnifieant experience educates us, is ex-
pounded, The concept of growth as related to musle is alao
expounded by Mursell and this relationship mekes its initial
appearance in this book. MHursell's definition of wmental
growth i» briefly stated in this book!
Education is the guldence of growth (...). Only

those experiences which contribute towards meutal and
personal growth are educative,2l

18 Mo; Pe %7

20 James L. iursell, Human Values in Musie kdu-
m. Hew xo’k' 81lver Burdett, 1t .

21 m.; pe 100,
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In his Kducationsl Psychology (1939) s#ursell consi-

dera the Sopic of growth and development as one of the mosat
important topics in educational psychology and he still de-
fines education as a process of guided growth.22 But now,
dursell calls nental growth "a dynsmic process, through and
through.” For ¥ursell, understanding, sikill, feeling, and
patterns of insight do not merely exist. They are to Le re-
garded as ways the individual deals both with his environ-
rzent and with himself, or, both together. Mursell atates
thet this 1s their essential meaning and furthur ocontends:
Any segnment of the growth process is always started
off’ by a sense of need, 8 sense of 8 problem, a sense
of inadequacy to deal with some current demsnd. Ul-
timately such needs and desires are biologicel in ori-
gin, for, (...) hunan heredity i1tself is dynamic and
made up largely of action-tendencies (...). As mental
11ife becomes more complex, neads and deaires 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 patteruas
emerge which make possible the satisfaction of sueh
demands a8 well as conditions allow.23

The above statement outlines the idea of the esser~
tially dynamic character of mental growth. That mental
growth 1is not merely an evolution of skills or abilities

in isolation from their use but rather of patterna of

22 James L. Mursell, Educational Psychology, New
York, Norton, 1939, p. 126,

25 ;gido’ pp. 150-151.
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interaction 1s known to child psyohologists and others oon~-
cerned with the developing individusl,24

In discussing the iwmportance of dynamie factors in
relation to growth Mursell stresses the dmportance of drive
and the will to learn. Le conaiders motivation as being
desirable in shaping the procesa of growth toward effective
onds.?5 ental growth is now underatood as a dynsmic process
of interaction betwsen the individual and his environment,
and ianvolves the will and motivation.

The controlling viewpoint of his 1949 book, Pevelop~
pental Teasching, was that "no body of content 1s pedsgogi-
cally well organized unless it is organized in terms of
wental growth."®® Foy Mursell, good teaching d1d not mean
pounding inert subject matter into unwilling hesads, it
meant "bringing subject matter to life as something inapir-
ing and revealing - tranaforming it into spiritual nourishe
ment."27 In his 1948 book, Education for Musioal Growth,
Mursell organizses an entire section of this book into

2¢ Ibid., p. 181,

26 Ibid., p. 294.

26 James L, dursell, Levelopmental Teaching, New
Yorikm HoOraw-Hill, 19049, pe V.

” ;2&&:. Pe vii.
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&venues of musical growth.ea He has utilized one toplc,
musio, and showe how its various phaseg can be developed
along developmentel lines. Iiis 1949 booi, Developmental
feaching, organizes areas of subject matter into avenues of
mental growth. #ursell's argument seeus to be "that any
area of subject matter can be and should be organized as an
area of growth” and only when this 1s done do we have a pat-
tern of good teaching.3

By 1962 little is added to his soncept of mental
growth. sursell desoribes the process in his Psychology for

dodern Education:

(eee) the process of adjustment, in and through
which personality is shaped, involves the arousal of
the will ané the finding of the way. Each specific
learning experience reveals a few definite steps of
the way, and (...} these steps nust be taken or a
person gets nowhere. But when the steps are taken,
nev horisons and perspectives open up, and this we
eéall the developmental sffect of spoeirle learning,
or the process of mental growth.3

In hia Psyohology for ilodern Pducation fursell uses
the term "growth gradiant" which he has borrowed from Arnold
Gesell and which describes certain specific lines of growth.
The "growth grediant® is described as a developmental

28 James L. Mursell, Hducatlion for iusical Growth,
Hew York’ Ginn, 1948, PP 125219,

€9 Hursell, Developmental Teaching, p. vi.

30 Mursell, Psychology for Modern kducatlon, hew
York, Norton, 1958, p. %ﬁﬁ.
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sequence within "a certaln terrain of growth territory dis-
tinguishable enough to be considered as a separate topio, i1
#ursell first used the term "growth gradiant” in a 19047
Journal article when he presented a tentative growth gra-
diant in muslo.52 iursell described the concept of "zrowth
gradiants” as being basically simple. Although growth haz a
number of universal characteristica, one always cdeals with
séome specific type of growth. Lines or gradiants of growth
would be growth in musiocality, or reading ebllity, or some
other specific type of growth. Any given growth graediant,
or developmental line, "retains its own distinctive charace-
ter throughout its entire course."® Genersl points in this
sequence of development are outlined by iHursell:

{(eee) (a) patterns of response become more and more
definite; (b) precise and discriminating reactions evolve
out of crude ones; {¢) conseious or "mental” swareness
beccmes clearer; (d) awareness of the implications and
relationships of what 1s being done (...) steadily ex-

pands; (e) a technique for agzistylng many basic needs
is prouressively discovered.

31 Arnold Gesell and Frances L. Ilg, The Child
from Flve to Ten, New York, Harper, 1946, pp. 5-6,

s

32 Mursell, "Orowth Gradisnt in .usic" in fusie

Bducators J l, Vol., 24, Ko. 2, issue of November-
December iﬁ%%, ps 18.

33 iursell, "Growth Processes in usic Education™

in the Pifty-Seventh Yearbook of the National Sgciqcx for
the Stu of Eauestion, Part I, Basic Concepta in usie
Educetl uni 1t

on, univeraity of Chicago, 1955, DP. 144-145,

34 “ursell, Paycholopy for tadern bducstien, p. 331
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What <ursell has done is to consider the various
developmental gradiants siumply as aspects of the general
process of growth itself. The varicusz sequences, or gra-
diants, of mental growth should be considered as nct being
separable from each other although they can be conszidered
separately. In order to organizes education for the promo=-
tion of mental growth, the characteristics and e¢onditions

of growth must be understood.
CHARACTERKISZTICS NF THE GHOWTH PHICESS

In consldering kursell's views regarding the charace
teristics and cunditions of the growth process only paycho-
logical, or mental growth, and not physical growth is oeon-
sidered. PFor Yursell, the use of the term "mental growth”
is intended to mean the entire psychologicesl aspect of
growth and this includes the sveial eand emotlonal process
and also that of motor control, Hursell would prefer to use
the expreasion "behavioral growth® but feels that the term
is clumsy. W¥hen he speaks of mental growth he implies be-
havioral growth.35

In tracing the evuvlution of <ursell's concepts of

mental growth, both experience and maturution were found to

$6 Ibid., P. 551,
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be necessary elements of mental growth, Both experlisnce and
maturation have their roles in mental growth. Experiences
oan be controlled but maturation cannot. Therefore, since
experiences can be controlled and maturation cannot, Mursell
felt that the "chief soncern must be with the optimum plan-
ning of experience with a view to desirsble behavior
change."38 The characteristics which Mursell stressed in
his writings were the following: (1) growth involves the
whole personality, (2) it is a continuity, and (3) it 1s the
emergence of pattarn.

The characteristics of growth which involve the en-
tire personality are twofold. In the first place, the spe-
eific amount of growing that occurs within a person will be
determined by the individual'’s entire personal make-up at
the time. The social and emotional processes, motor control
and growth gradiants are all considered in this firat stats-
ment. In the second place, "every specific bit of growing
that a person does has an effect on his entire personality.”
Mursell furthur contends that a person does not really learn
anything without going through some total over-all ohango.37

36 Mursell, "Growth Processes in Music Education",
Pe 143.

37 Mursell, Paychology for lodern_ Education,
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Hursell furthur states that:

{(see) to grow in any specific respect is to gain a
new competence, a8 new control, a new power for dealing
with 1life and the enviromment. 80 any &nd every spe-
eific bit orsgro'ing affects {(...) one's bshavior and
perscnality.

In discusaing the importance of asontinulty in
growth processes, Mursell is emphatic in stating his viewa.
He dismgrees with those psychologlsts who believe that
there are a seriea of separate ateages in the sequencs of
mental growth. :iursell believes that whatever the causa-
tion of development, the general character will always be
the saxe. Ilevelopment, acocording to Mursell, sannot be bro-
ken down into self-contained stagea but it moves as a con-
timious sequence. [levelopment 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."S?
The essential character of the mental process does not
change &s 1t develops and #ursell believes that this "men-
tal proceas is a continuity in which the same characteris-

tics and processes appear at all levels, though with varying

38 M.. pe 363,
39 Mursell, Deveclopmental Teachlng, p. 68,
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officlency.”40 Me considers this 1dea es being very impor-
tant and calls continuity "a most striking single charac-
teristic of the process of growth,"4l Since ohildren, like
adults, learn by insight, teaching ashould be organized to
help everyone learn by this insight. ifursell 1llustrates
his thinking with aseverel) exemples:
Children must be taught to understand arithmetic,

to grasp some of the meaning of historical events, to

respond to the expresaive values of music and art ané

literature, to appreciate the rsaaonablenoas and

suitadility of right behavior.4¢

The third characteristic that iursell discusses is -

that growth is the emergence of pattern. As the mentality
of a ochild develops, changes will take place. These ehsnges
mizt take place or growth would not oocur since growth Ltgelf
is change. As a child grows up his mentality, or his beha-
vior, "becomes more and more elaborately structuralised or
organized.”4d Pattern emerges as mental growth proceeds.
Adursell advocates that the aim of teaching, in order to
promote growth, must be to organize situations that would,

"over a period of time, favor the smergence of organization,

40 JMurasell, Psychology for liodern Education, p. 365.

41 fursell, “CUrowth Processes in Music Education”,
Pe l44.

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

43 Ibld., pp. 355-366.
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or structurallzation, or pattern."44 In his Developmental
ieaobing iursell eredita the concept of the fourfold classi-
fication of the emergence of pattern to W.D. Commina.4d

The aspects of development in the emergence of pattern ine
volving shangee in mentality and behavior thet sursell
recommends and which & teacher should recognize as desirable
are the following:

(1) The emergence of pattern involves increasing
differentiation or discrimination (...). (2} The
exergenge of pattern in mentelity and behavior involves
the evolution of preolsion out of erudeness (eee)e.

(3) The emergence of pattern in mentality and behavior
means the increasing control of behavior by general
principles and by abstract concepts snd 1deas (...).
(4) The emergence of pattern in mentality and behavior
involves a continual widen of the child's reange of
responsiveness and interest.46

Hureell very aptly summariges the process by saying

"mental growth involves the whole personality, 1t is a
continuity in the sense that it 1s a process of expanding
and deepening insight from the very first and its very
sssence 1s the emergence of & more (...) highly organiszed

pattern."47

44 zbigo' p. 3b6.
45 ‘ursell, Developmental Teaching, p. 72.
46 Ibid.’ pDo 356"3600

47 ursell, Psyshology for -odern iducstion,
p. 362,
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In developing a sequence of the growtheplan, ursell
disousses some aspects of this phase and mekes several cone
clusions. Acoording to him, education does not shape the
personality by avoiding difficulties or problems, or, even
by eliminating speciflic subjects because they are difficult
to learn or teasch., Peraonality is shaped best by utilizing
all subjects so that they become tools for living. The ex~
perisnce of learning the subjects is formative and strength-
ening. Xuraell does not bellieve in forecing children to
learn some skill or ability by direct pressure because it
does not give the ohild a definite grasp of the abllity or
skill that he is t0 learn. Forcing would bescome routine
drill that is repetitive with very little insight connected
with it and would not be an inapiring or strengthening ex-
perience. lis bslieves that the concept of resdiness ia
useful and could be applied to subdject-matter areas other
than reading and uiithmatio. However, he dcea not believe
that there should be sny fixed point when the formal aspects
of any subject should be introduced. Formal learning
"should emerge graduslly as horizons expand, insights beeome

more abstract, and controls become more refined."48

48 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.
Haturetion is beyond our direct control but produces more
organized, patterned, and controlled behavior. EHe beliesves
that maturation is a small factor in growth and that expe-
rience, or learning, is the important factor.4? The envi-
ronment of the classrcomr should be orgunized so that mental
growth and development will be promoted.

MURSELL'S COBCEPT OF MUSICAL OHOWTH

#ursell considers the besic idea of the develop-
mental approach, as applisd to musle esducatlon, to be clear
end sinple. The difficulty i3 encountered when the approach
is tc be applied and organized in the educational programe.
fursell recommends that “all musical activities, experiences,
endeavors 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 jursell uses the terms 'musical responsive-
ness' end "musicality' to indlcate the same cuncept. The

term 'musicality' has been used by “ursell since 1931 when

49 Ibld., p. 376.
80 Mursell, Education for Xuslcal Urowth, p. 3.
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he discussed the Hungarian psycunologist eza hevece aud his
eight point test of musical ability.5l

in utilising tvhe develupumental viewpolnt, a suvject
is not saughi in the conveutlonal wanuer, but, the growta
gradiant, or as dursell culls 1iv, ihe developmental line,
1s promoted. inls developuwentul line will remaln cuastant
at the variocus levels of maturity anu its ciuaracier will be
distinotive., according to dursell, "the art of misic de~
pends upon the exiastence in human nature of a mental func-
tion to which has beon attached the convenient term '‘mu-
sicality'."52 lie discusses this term in his Psychology
9f busle:

%e must not think of musicality s a funetion, or
an instinet, 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 ita
correlate, the central nervous system, indicates that
1t is not a congeries of separate faculties. /n the
contrary, whenever it is performing any significant
task, it operates as a unit.bd

#ursell distinguishes muslcal talent from wusicall-
ty. "It 1= not skill in and of itself but the ability to
percelve, to image, to think, to respond emotionally to

81 Mursell and Glenn, The Paychology of School
‘usic Teaching, p. ll.

148 62 ‘iursell, "Growth Processes in Husic Edueation”,
Pe .

83 ‘ursell, Fsyeholoyy of wWusie, Hew York, horton,
1987, p. 321,
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tonal and rhythmic design makes a person musical,"54

Thus musicality, or musical responsivenesas, is the indica-
tion of whether a person is masical. Mursell's position 1a
that musicality is "almost a universal natural sndowment
among sochool children."®® Tnis mentalistic approach to mu-
sicality, that the whole is grester than the sum of the
parts, identifies Mursell as a follower of the Geastalt
school of paychology.

The funetion in all music teashing from the devel-
opmental viewpoint is to bring forth the evolution of mue
sicality or musical responsiveness. Since the basie nature
of musicality remains the same at all levels of maturity,
the purpose will always be the same -~ to furthur evolution
of responsiveness to music, For lursell this "is the mean-
ing for music education of the oconcept of developmental
econtinuity.?®6 iusical growth becomes growth in musicality
and the person involved falls into & process of becoming

musiocal.

54 Huraell, %dugatiog for Nusical Growth, New
York, Ginn, 1948, p. 6.

b6 IMursell and Glenn, Thg Pszc%glogx of 89%%9;
Husic Teaching, New York, S5ilver Burdett, 31, P °

_:6 nnrloll. "Growth Processes in Mualc &ducntion",
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CHARACIELISTICS OF SUSICAL GhowIN

In desoribing his conoept of musical growth, “uraell
outlines and discusses four genheral characteristics. jHumepr-
ous 1lluatrations are utilized to clerify and substantiste
what sach characteristic of growth implies for music educa-
tion.

The first of these four charscteristiocs states that
*musical growth, like all) mental growth, is a process in
which essential meanings are clarifled, despened, and
broadened.”57 He concludes that all activities, learnings
snd endeavors that sare contained in the music program must
be centered upon promoting musicsl responaivensss always
with the emphasis upon projecting the emotional values that
are inherent in mmsic.%®

Eis second characteristic of growth states thet
"susical growth, like all mental growth, 1s continuous,"5?
#ursell asserts that "new study should not come as a bolt
from the blue" it should be presented like a revelation
with the individusl more gradually realizing 1t asz some-

thing already apprehsnded. The 1dea of r developmental

67 fuprsell, I'ducntlon fopr usicel Growth, pe 50

53 !2’;(’0’ Pu 55.
59 Ibido. Pe 85,
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continuity moans that every musiocal activity, learning and
sndeavor should be involved with the same kind of musical
sxperience throughout the individuals entire ranuze of matuw
rity. PFor iursell there are "degrees of maturity, of cla=-
rity, of profundity, of ampiitude in the grasp of meanings”
and masical growth "is the apprehension of the essential
poetio values of the art of music." These values are cla-
rified and 1llliuminated 1in every leaming, activity and
o:porlcncc.°°

The third characteristic states that "musicael
growth, like mentsl growth, 1s a purposive process."bl
Doing things with music rather then learning about it as an
end should be smphanmized because this should open up vari-
ous kinds of challenges to lesrning. Leceptive learning
can be realiszed if music 1s used for “the enjoyment, cre-
ation and projection of tonal beauty."®2? The sequence of
music study 4in the sohools will be vitalized by the utille
sation of musical activitlies that are purposive and

rolavant.“a

60 Ibid., pp. 86-57.
61 1bid., p. 85.
62 Ibid., pp. 66-87,
63 Xbld., p. 68,
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The laast characteristic of musicel growth "involves
a shaping up, a reorganiesing, s reorientating of the entire
personality” which iursell calls the "process of becoming a
musical person.” He considers the organization of percep-
tion, lmagery, feeling, and standards and judgments of value
as the inner portion of this process. The opening up 3f an
entire range of living such as, Tassociations, contacts,
frienships, avocationa, opportunities for service and for
pleasure,” is the external portiocn of the process of be-
coming musical, A musical person is one who haas wusic in
his 1ife and not in his hesd.%4

Por Hursell, musical growth becomes & process that
ie continuous and in which the values of the tonal art are
apprehended more subtly, broadly, deeper and purposefully.
In this process the personality, through the opening up of
avenuss of fulfillment, reaches toward a new orientation,
This entire process contains a new slement, & reccgnizable
rhythm to which the dsvelopmental tesching of musie should
conform. Hurssll considers this rhytimm to be an organic
rhythm of 1life and not sn additive rhythm of conatruction.
He uses the seed as an example of this unfolding of rhythm,.
The see¢d grows into a plant, the bud becomes & flower and

64 Iﬁdo. Pe 69,
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the flower becomes & frult. Ie contrasts thils process with
8 econstruction rhytim in which meaninglezs parts are sssem-
bled, sequentislly, forming an inanimste object.85

“ursell characterizes thia orgenic rhythm of musicsl

growth as follows:

It 15 o movement from ocrudeness toward precision,
from the concrete townrd the abstrsct, from the im~
xediete toward the universal, frow vagusness toward
clarity, from hesitation toward certainty. It is a
rhytlm of synthesis, analzgla and synthesls of reor-
ganigation and emergence.

dursell's first utilization of the synthesis~ana-

lysis-aynthesis concept took piace in 1931 when he illusta-
ted 1ts full meaning and practical value for music educa-
tion. He stated that "whenever a person learns anything

we always find that he begina with & orude and imperfect
synthesis, and passes by complex and fluetuating processes
of analysis to & progressively and better synthesis."67

In the same year he observed that although all learning oone
forms to the general rhythm of synthesis~analysis-synthesis
the process 1z not neceasarily & conscious one for "a great

deal of lesrning may be treated incidentally."58

656 Ibid., pe. 73,

66 1Ibid., p. 73.

67 iursell and Glenn, Psjycholupy of Sehool .usic
leaching, p. 49.

&8 Zbiﬁo, Po 73,
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The conclusions thet Hursell makes after applying
the ooncept of synthesin-analysis~-synthesis to the organic
rhythe of musicel growth is that 1t leads to one single idea
and that 1s: musical growth 1g oreative becsuse "it is &
process in whieh a person creates for himself a way of per-
ceiving, imagining, thinking, feeling, end acting."S? This
oreative process 1s assisted, gulded and fostered by develw
opmental teaching which organizes conditionsz to help 1t
along.7°

Influences that bring about a reorganizstion of
purpose, interest, action and thought Hursell calls devel=
opmantal experiences. liis program of music education
"should consist of devslopmental experiences in music, de~
liberately designed to bring about musical growth."7}
Kursell's concept of a developmental experience has five
charecteristicst the experience is consciocus, fulfilling,
revesling, impelling, and erresting.’¢ He calls devselop-
nental teaching "a series of inviting snd {llumineting

experiences oapable of molding the cheractsers of boys and

69 tursell, Eduecstion for uslcal Growth, p. 94.

70 Ibid. + Po 99
71 Ibid., p. 100,
72 M-’ P 19).
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girls, of intimately affecting their cholices and actions,
and of shaping their peracnal destiniea."’®

THE AVERUFS OF GUSICAT, (rOwlE

In order to develop musicality, or misical respon-
siveness, iursell proposed five broad avenues of musical
growth, These avenues of musical growth are things which a
person should become better able to do 4f he 1s to become
& musically growing person. The developmental curriculum
in music should atress "growth in muslicsal awareness, in mu-
sical initiative, in musical disorimination, in musicel ine
sight, and in musical sk111,"74 jursell emphasised that
each of these areas of growth should be promoted relatsd to
the others 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 :ure
sell was muslical awareness:

This is the process in and through which the great

world of music, in its immense richness and ita kalei~
doscopic appeal, 1a opened up as an inheritance to be

entered upon, explored, and enjoyed. In 1its broadest
senses it 1a a process of becoming consclous of the

pl&o’ and manifestations of music in the affairs of
man. 6

75 ursell, Levelopmentsl Teaching, pe oo

74 idursell, Fducation for :usiosl Urowth, pe 125.
75 Ehiﬁop P 127.
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Hursell presented an eleven-point schedule of spe-
cific areas which a musically developing person should be
aware of, Briefly, thess areas concern themselves with
vocsl music, instrumental music, styles of music, musieal
personalities and oomposers, musical organizations, the
musical medea, the plase of music in human affalrs, in the
somounity and school, and finally, music as & career,’ o
Mursell ceonoludes that becauss psychological investigations
in other areas have shown the need for much extensive
experience in order to foster growth and learning, musiec
education must "invelve extensive musical experlence."’’

The sesond avenue of musical development proposed
by iursell was growth in musical initiative:

{ese) the desire and the powsr to make choices of
one's own, to strike out for onesslf in matters muslesal,
:gﬁ:?l:ﬁdoiotgﬁnﬁgozovgo with susic, to want to do

’ .

¥usical initistive is considered by Hursell to be
"a ma jor oconsideration in any developmental scheme of music
education.”’? iusical initlative can be brought about if

a person will sesk and enjoy musical experlences, will

76 Ibid., pp. 120-130.
77 1Ibid., p. 180,
78 1Ibid., p. 152,
79 1Ibid., Pe 152
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become interested in musical actlvitiea and will show
inltiative in the study of music. A person may possess
certain skills and certain knowledge but in order to be a
musicsl person he must be "8 person who does thinge with
and about mmsic,"80

Marsell's third area involved growth in musiesl

discrimination as an avenue of muslcal development:

This means the developmsnt of & sensitivity to
musical values in the performance of other people,
::ﬂ:::i:.::alparformanca. and in compositions

This area of musical development is concerned with

the various degreea and kinds of excellence in musical
nanifestations. This development of musiesl discrimination
is brought about by extensive direct personal experience
which !“ursell calls a negleoted phase 1n most programa of
music education.B®

Growth in musical insight was sursell'’s fourth

proposal as an avenue of musiecal developmenti

Musical insight may be defined am the capscity
to 1dentify, understand, end deal with the elements

of the tonalerhythmic pattern in terms of their
intrinsic logic and thelr expressive values.8d

30 Jbide, pe 185.
81 Ibid., p. 172,
82 Ibid., pp. 178=178.
83 Iblid., p. 192,



WUFBELL'S VIEWS AS A& DRVEL 'WaEWTALIST 50

To have musical insight, one muet, in terms of
direct aural experisnce, be able to ldentify and understand
melodic patterns, sequences of harmony, shapes of rhythms,
and relationships of tonalities. :uslcal inaight, or
sesthetic insight, involves reaponsiveness to the logic of
tone and alsc involves responsiveness to the logic of tone
as a medium of expression. It 1s considered to be "respon-
sivenesa to mualc in terms of Lte constitutive expressive
detail." Urowth in musical insight can only come about by
aany meaningful experiences and activities involving play-
ing, singing, listening, and composing. However, musie
should bs studied for its aesthetlisc content and not for
1ts technical problems.84

Growth in smusiosal skill was dursell's rifth avenue
of musical development. HMusilcal akill, or technique, is the
development of an "ability to project an intended musical
effect in a given medium,.’8? 11 technical practice should
be connected with thought and the student should experiment
rather than repsat. As he performs he shruld eriticize,
review, revise an¢ make his actions wmore intelligent with

the final goal being rmusical expressiveness. A possesaor

84 w.. Pps 1928«1986,
ad Ibiﬂ., Pe 230,
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of a good technique will mean that he has a fine cepacity
for performing music thet ia refined and exproaaivo.ﬁe
8kill, in a given medium, is dependent and based upon the
possession of insight, diserinination, responsiveness and
rmeical awareness. The apecific type of developmental
program for music education as recomuended by Mursell
should be planned and organized from the human viewpoint,.
The sontreolling consideration is that the planning and
organigation is done “with reference to snd for the eake
of the actual musicsal growth of actusl human beingu.“87

In this developmental program skill, swareness, initiative,
diserimination and insight are objectives to be developed
and promoted in reletionship to each other. Xursell ealls
thess objectives "organically related aspects of musical
growth" none of which can be slighted without weakening the

others.aa

88 1Ibid., pp. 833-240.
a7 sgido' Pe 281,
88 Ibid., p. 263.



CHAPTER THEEE
MURSELL'S VIEWS A3 AN EDUCATOR

One of the praevalling concepts throughout the arti-
cles and books by Mursell is that education 1s the guldance
of growth, and that which educates us 1z significant exe
perience. In order that an experience be valuable for
educative purposes urasell recommends that it be many-
sided, active rather than passive, and be culturally sig-
niffoant.}

Another prevalling eoncept which iursell streases
is that she teaching of "any subject must be organized,
through and through, for the achlevement of humsan velues
{ess) and sducational prooedurea exist for one purpose
only, - to bring subject matter to life."? For uursell,
subjects are rife with the possibllity of ralsing the level
and enhaneing the significance of human behavior. The duby
of the teacher, the school, and the pedagogical device 1s
to transform those possibilities into actualities.

2 Ibid., pp. 6-7.
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Bdaucation must be organiged as 8 great and con-
sclous aot of the highest salesmanship. Always it
must seek ways and means of revealing progrosszvalg
to the learnsr the human wvealues of what he learns.

Mursell outlined his music program for the devel-

opment of human values in his 1634 book, Human Values in

Yusle Educatione. In this book Hursell stated thet music

can "disoharge the grat and central mission of all educa-
tion, which s to raise the level of human quality.”$

THE AIds P MUBIC ELUCATION

In 1927 Mursell stated in his first bock that:

(ees) the suprexe aim of musical education must
be musicienship.

{¢ee) the supreme aim of all musical tralning
is to perfect the skills oulminating in proper
hearing, in proper rhythmic response, in musical
intelligence, and in musical feeling.®
He called musicality the sum-totsl of this auditory-
rhytimic experience and the two mental abilities - musical
intelligence and musical feeling. In 1931, he discussed

the ainms of music educetion iIn the achools and summed up

S LBLQQ. Pe 7
4 1Ibid., p. 2.

5 James L., #ursell, Principles of Huslesl Educa-
tion, Hew York, iMseiilllan, lﬂﬁﬁi Pe Do

6 Ibadcg Pe Do
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the educational values of music under four pointasg

$usic educatlon is a progressive reconstruction
of experience. Huslc educatlion has value ap dis~
elpline, ifuslo education is an enterpriss in fuller
living. %uslc education has en essential plece in
oreative democracy. And always, if auch alms are to
be achleved at all, work in the fleld of music must
be inspired by appreclation and directed towards
appreciation.

Huslicianahip, or musicelity, was not mentioned
but appreciation was the foeal point to be striven for.
The aim was ohanged, to a degree, in 1934:

Our aim in our music programs must be, not pro=-
Teasionalliam, but general educative walues. This
applies all along the line, from the songs of the
kindergarten to the work of the senior high school
orchestra. 4 oulture based upon significant musical
experionce oan be, and should be, as broad as human
1ife itaelf.

Hursell's thinking had now concentrated upon the
phase of significant experience as being the goal of school
musie teaching. In 19338, iursell still considered experi-
ence with music to be the chief aim of musie education in
the schools but he now disoussed several types of experi-
ence. !usic should be an organized opportunity for aesthe-

tio experience and in an aesthetic experience a person

k 4 Jamau L. Muruoll sand dabelle Glenn, The Payscho~
> Sgho pohing, Mew York, Silver Eﬁrde%t,

8 dursell, Human Valuss in ‘uale rducation, p. 124.
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enjoys music., Hursell recommended that sechool music "should
provide for increasing awareness, interest, and insight re-
garding music."® His contention in 1936 was that if music
is to yleld its true sducative values, it must be taught
ané¢ learned with a primary emphasls upon 1ts aesthetic
aspects."}? He also emphatically believed:

{eenj that no apprehension of music can be adequate

except in terms of an enmotional dbackground, and that

the whole approach to muslcal beauty should be made in
and through an awareness of 1ts emotional values and

appeal.ll
Among the other aims of the music program outlined

by dursell in 1936 was that muslc should be an organized
opportunity for soclal experience becsuse it was valuable
for the soclal development and adjustment of c¢hildren.

deny of the various aspecta of technique can be more readily
acquired 1f they are learned as group situations. ie alszo
did not ignore the development of technical maztery and
knowledge about music and considered them a necesasry psrt

of the music education progran.’? In 1938 he listed three

] Muraoll, ”ﬂrlnciplea of susic Lducution”, in The
y for tho.‘."it A

g £ t{on ‘lrt 7‘. Muaia ?»una% on, Bloomington,
nols, Publioc Sehool Publishing Company, 1938, p. 5.

10 Ib&do. Po B
11 ;bldo’ Pe B
12 Ibid., pp. 8=10.
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foundations upon which & school music program should be

[+ 1508 1
Authentic experlence with susical beauty, a nee
quence of growth in rusic whish furnieghesz a fertile
soll for the inculcatlion of all needed akills, snd
a strong bent of uind towards music.ld
During the ilntervening yeare between 1836 and 1943
‘ursell added little to his concept of muslec edusation
aims except that "the aims of education {...) should be
definitely and explicltly slanted in a demooratic direc-
tion."14 He recommended thats
{eee) work of the school should be determined by
explicit aims that eunbody gnd expross the demooratic
conceptions of human life.i®

~ursell!'s concern with the embodlment of democratie
ideals in the alsms of education were helghtened as s result
af Yorld War Twe. In his Education for Americen [emosracy
he compared the aims of demooratic education with those of
the fascilst countries. ursell's specific recommendations
for the alma of rusic in 1943 were:

susic in the achools should be plannec and orga-
nized as & sequence of aesthetic and soclal experiences

13 ursell, "The Essentisls of Llementary Sshool
vusie”, in Tgp Yearbook of the dusic kducators HKational
Conference, cago, onferance, s Do .

14 Huraell, Edugntiog for Amorican liemooracy, lew
York, Norton, 1943, Pe .

15 Ibld., P 187
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and technical learnings out of which may come refined
and idealized life attitudes, developing and continu-
ing musiocal interests, the discipline of intrinsically
valued achievement, convincing experiences of the demo-
oratic process, recreational {gsaurcoa. and the discov-
ory and revelation of talent.

With Nursell's interest in developmentalism during
the 1940's his viewpoint regarding the aims of music sduca-
tion incorporatsd his ooncept of musical growth, He con-
sldered musical growth of the human to be the essential aim:

(eos) 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
sotual musiocal growth of actual human beings. This,
and notk%ng elss, is always the controlling contri-
bution,

In 1950 Wursell advocated a one-point program for
music education based upon five types of musical activity
and expsrience - singing, playing, bodily-movement, orsat-
ing and listening. He would have these five human activi-
ties carried on for the purpose of promoting friendship with
the art of music. He called these five motivities "five
often~-merging avenues which carry human beings to this

goal” of friendship with musie.l8

16 itursell, Music in American Schools, Hew York,
S8ilver Burdett, 1943, p. »

17 Mursell, %ggggtiog for Musical Orowth, Hew
York, Ginn, 1948, Po 1.

18 Mursell, "The Challenge to Husic Educatlon”, in

Musiec Bducators Journal, Vol. 36, No. 5§, issue of April-
¥ 1900, p. .
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In 1961 Mursell's program for the schools utilized
the five sctivities in a program of musical experiences
which was geared "directly and realisticslly to the actusal
huzan needs”" of the shildren. He believed that a child's
development of vital and substantial musiocianship was pro-
vided by this program of varied and personslly repaying
musical sctivities.l?

Mursell's last book, Muslec Education Principles
and Programs, contains the outcome of reflection on and the
study of music education extending throughout most of his
professional career. ifursell's "understanding of the issues
of muslic education has grown clearer" and his convietions
are better defined and offered by him.20 Re beliecvea that
"the aims of the music program should take the form of ape-
eific statements of the tangible, practicsl effects that
music ean and should have on human nature, human living,
and human growth.” Five aiuns are presented and discussed
which oconform to the above principle. These five aims are,
enjoyment, success, discipline, social development and
widening cultural horizons.®l Hursell called these aims

19 Mursell, Music and the Classroom Teacher, New
York, Silver Burdett, 1961, p. £46.

20 Mursell, Music Educatlion Principles and Programs,
Hew York, Gilver Buﬁd?ff?"IﬁEB, Ps vili.

21 Ibid., pp. 37-85.
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"influences that we wish to exert on the behavior and de-
velopment of human beings™ and they indicste a program that
is brosd and somprehensive but at the same time sequen-
tial."82
Mursell'’s first ainm for music educstion- enjoyment:
Through our music program we will try in every
possible way to bring to ehildren full, rich, varied
experiences of musical enjoyment.33
#ursell considered music to be one of our greatest
pleasures and eonsidered the promotion and fostering of mu-
slcal enjoyment the most important end a basic sime In his
discusaion he stated that music "can be, and certainly
should be - ons of the very best possible forms of huwnan
enjoyment™ and elso one of the most imnocent of all pleas-
ures. BHe made a strong srgument for the values of musiec ané
strongly believed that everyone should receive Irom his
education some innooent enjoyment throughout the years.2?
Success, the second aim for muslc education:
ve will endeavor to bring to all children experien-

ces of successful achievement in and through their
dealings with muaic.2b
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That the experience of succesaful achlevement is
highly important in a personts living and in his adjust-
ment, and, thst it is an fmportant influence in personal
development was atressed by Hursell. He ¢slled the expe-
rience of sucocessful schievement "an important husan value
and & eonstructive developmental influence."28

Disoipline, the third aim for maslc educations

O e e
and energles to attain goals that they desire and that
seem significant to them.27

Mursell oconslidered the helping of children con-
sciocusly set up genuine musicsl goals for themaelves a very
vital and helpful idea in the field of school music. iure
sell stated that he himself discovered this many years ago
but did not realisze its full significance.®8 Kis recom-
mendation was to "bring to children the dlaciplinsry expe-
rience of hard work for desired and meaningful goals" by
helping and guiding children set up smusical goals.Z? %he
masical goals would be a growing realizsmtion of what music

consists of and a growing responsiveness to 1t.

26 M.. Pe Bl.
27 _Im.. pe. B8,

28 Mo. pe. 58,
29 Ibid., p. 59.
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Social development, the fourth aim for masie

education:

In and through our music program we will seek to
promote the soclal development of ohildren by unansoof
constructive soclal relationships and sxperiences.

Husic is a social srt 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

ad justing children.

Widening oultural horisons, the fifth aim for

music educations

In and through our music program we will try in
every possible way to widen the cultural horizons
of children and young people, and to lead them to a
growing awareness zf the vast range and variety of
busan experience .o

In presenting this aim Mursell pointed out that

children should always deal with music in ite 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 music 23 a pattern of
rhythm and tone. They should know more about the music
through stories, discussiona and anecdotes., For iursell,

the exploration and the discovery of musical backgrounds

30 Ibigo’ Pe 60,
31 Ibidop Pe 85,
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"has an easential place in connection with all musical acti-
vities, including rehearsals and lessons in spplied mu-
.100“32

HURSELL'S PuouiAM FOR #USIC EDUCATION

Mursell's conospt of a program for music education
was a broad and comprehensive one with aims designed to in-
fluence the bshavior and dsvelopment of humans for the pre-
sent and for the future. e made a very definite atand
when he stated that the music program should center on the
promotion of musical growth - a program which he oslled a
developmental program.3® His program was based upon musi-
eal growth "beoause music can have lasting, life-long va-
lues only for people who are growing musically."®® Mursell
presented the implications of misical growth upon a program
of musical growth by means of seven propositionst

(1) In a program planned to promote musicsal growth

we will work always from the essentlial to the exter-
nal,

32 Mo’ p. 87,

33 Hursell, %gggat;og for suslicel Growth, New
York, Ginn, 1948, p. 19,

34 itursell, iusic rducation Principles and
Programs, New York, 3ilver burdett, 1056, p. 132.

36 Ibid., p. T4.
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(2) (eee) we will think and work always in terms
of untoldingﬁor evolving, rather than adding or ace
eunulating.

(3) (ee.) wo will work constantly toward s more
and more adequate and clear understanding of music. >’

(4) {eee) we will work for technigue aa 8 means of
oreating desired musicnl effects and achieving musical
satiafactions.

(6) (se.) must be plunned and conducted to provide
2 aeguence of development that is contimicus through~
out its ggbire oourse, and coordinated in all its
aspects,

(6) (see) we will work always fos the arousal,
unfolding, and defining of purpose.t¢

(7) (eee) we must have in mind the influence that
music can have, not only on the lives of aglldron here
and now, but also on their future living.*

The kind of content that the music program must
have in order to promote musical growth would consist of
learning experiences of & wide and varied range. iursell
used the term "learning experience” interchangeably with
"developmental experionce™ and "growth-producing® experie-

once. 4% 1its progran is o progream in which fundamentals

3€ Iblde., p. 70
&7 Ibld., p. B3,
38 Ibid., p. 49.
30 ibid., p. B3,
40 JIbid., p. 28.
41 Ibid., p. 10Q.

42 Ibld., p. 109,
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are to be acquired, understandings clarified and akills
developed in a setting of experience and as en essential
part of the growth process. The four charscteristics of the
learning experience which /ursell discussed are:

(1} A good leerning experience ust have quality
vitality, aignlfionnce?ﬁs ’

(2) 1The essential purposs of the learning expe-
riences we orgeanize as the substance of our program
is, rirat and foremost, to promote growth, rather
than to bring about t%o Lmmedlate and complete mastery
of any specific item.4%

(3) Learning experiences must arise out of the
decisions and ohoices of the learners.%d

(4) Zearning experiences rust be flexibly adapted
to the maturity, interests, and needs of the learners.48

The developmental music program that sursell advo-~
sated was & cooperative cne in which the classroom teacher
shares soue of the responalbility with the music aspecialiat.
The e¢lassrcom teacher who 1s in direct contsct with her
students is primsrily responsible for executing the program.
Her guide, philosopher, ané friend should be and c¢an be the

music apocialiat.‘7

43 Ibid., p. 113.
44 _I_m.. Pe 1l6.

45 Ibid., p. 120.

46 ;b’.g.. Pe 126.
47 iHursell, ifusic and the Classrcom Tescher,

pe 280,
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THE SPRCIAL AHEAD F TIH0 SCH QL MUSIC PROGHAM

The five main components, or areas of the school
music program that “ursell considered essential for the
promotion of musical growth were: (1) music reading,

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

#usiec Reading. ©One of the sontroversial iassues in
mislie esduecation has been the problem of note-reading or
musie reading. During most of the ninsteenth ocentury the
2ins of school nusaic primerily consisted of developing s
child's ability to read music. At the turn of the century,
some music educators turned thelr attention to beauty of
performance andé appreciation as central aims. dany music
educators and publishers of school song books stressed the
intellectual phase of school music and the learning of songs
through music reading. 7The dispute as to which phase should
prevail has been an active one and one which still haa not
been aocmpletely dissolved.

In 1927 *ursell stated that since music piays
such & large part in our lives "one is tempted $o say that
everyone ought to be able to read music."48 He then be-
lieved that the schools oould be helpful by tesching the

43 iursell, Principles of .usical Lducatlion,

Pe 1R%2.
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the music score sincs the power to read musgic would facili.
tate work in apprecistion. He sincerely bellieved this to be
a sound pedagogienl procedure from every standpoint.®? The
importance that fursell attached¢ to music resding is evi-
cenced by the following statements:

The first six years of musical training in school
should be organiszed about the technical achievement of
aight-singing from the musical score. %This should be
the central sim. (...} The schools present an excel~
lent opportunity for s aoiggtlfio treatment of the
pedagogy of reading music.

In his discussaleon of muaic reading & year later
¥ursell) avolds taking sides in the controveray. Hursell
belleved that the whole problem of music reading was basecd
upon the extent training and developing this abllity cone
tributed to the musical-mental growth which was the only
legitimate aim., He furthur bellieved that reading contri-
buted and had & beneficisl effect on rmasicisnship when 4t
was properly taught. Learning to read wmusic was not the
same as learning to do a stunt, it meant s development of
musical mindedness and should be taught in & spirit of

Approciatlon.51

49 Ibid., p. 122,

50 Ib&éo’ Pe 189,

51 Mursell, "Some Fundsmentsl irineciples of ~usical

Instruction™, in The Yenrbook of the  usle Supervisora
National Conference, 1937, ppe. 17921723,
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In 1931 Hursell devoled mure spacs to the nastery
of the soore than he did 1in his previous writings. Ue dig-
cussed learning and regarded it ae an "sctive creation of a
living structure, a process of tranaformstion and discove
ery."52 ie applied the concept of aynthesis-anslysis-syn-
thesis to several aspects of muszic educstion and consi-
dered this aoncept to be of practicel value:

¥henever a person learns anything we always find

that he begins with a erude and imperfect synthesis,
passes by complex and fluctuating processes of ana-
lysis %0 a progressively better and better synthasia.55

In applying this synthetic approasch to music read-
ing the child would sce the rusical score as a& pleture of
aignificant and interesting musficsl ideas. The pupil
should percelve funectional understendings and meanings from
the beginning but the learning should begin "with the
lesrnerts recognition of the presence of & meaningful, inte-
resting problem."54 He believed that the mastery of muale
reading had an important place in achool smsic because the

musical score was both s musical tool and au important

agency for developing musical mindedness., In teschlng the

52 Mursell ané Wlenn, The Fsychology of tehool
#uslc Tesohing, pe. 46.

55 Ib&do. Pe 49,
54 Ibild., ps 50,
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reading of music the abllity to deal with larger units
should be mastered. Groups of notes should be ssen rather
than individual notes. le recommended that all "symbolisms
for the key and time should be dealt with incidentsally end
induetively rather than formally, directly, and de-
duotively,."”58

A change in liuraell's views took place in 1934,
He oriticised those teachers who placed the emphasis upon
music reeading and who considered this phase to be the prin-
cipal aim of school music. In 1934 »ursell stasted that
"the educative values of music depend upon the music itasself,
not on the ability to resd 1t."58 However, he still con-
sidered music reading to be important because it is a
visual medium gilving precision to the auditory impression”
which are the essentisls of musie, and, the mastary of
musie resding "liberates the cinild for an advance to more
somplex and exmcting musical undertakings.”®”? In this book
several discussions are concerned, for the first time, with

the use of asyllable names in connection with the reading of

143 lbido. PPe SET=200

56 Hursell, Human Values in <usic bducation,
Pe 182,

87 Ibid., p. 183.



HURSELL'S VIFW, AS Ail EDUCATOK 69

music. This system of “sol-fa" syllables mdvoceted by

John Curwen emphasiged general tonal relationships. The
many references to Curwen by iursell in thils and in other
books reveals an interest of Curwen's views and an influence
of Curwsn upon iiursell.

In 1936 Mursell discuased the place of music reading
in the schools and dealt with the values and ains involved
in mastering notation, the learning proceasses involved,
and, erronseous conceptions of musie educators. The values
thet result from a reading mastery of the musical score
are twofold, auxiliery and developmentsl. A competent
reading ability is valuable for participating in various
musical activities and experiences. It can add preclsion
to musieal experience and ia significant because the leasrner
acquires the "ability to see what he hears,."59

Mursell's aims that should control the tsaching 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 renult. The pupil should be sble to follow

83 Mursell, "lkeading usic', in The Thirty-¥ifth
(-] ) t Hationel Soclety for the Study of hducation,
art 11, Music rdusat.on, Bloominuton, Illinois, Publlc
School Publishing Company, 136, pe 100
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a musical score as he listens. The tescher should seek %o
inatill a desire in the pupil to notate originsl musical
1deas.5?

dursell outlined sone gulding prineiples involving
the learning process in mastering music reading. (i) %The
goal of the teacher should be $o develop the shild's
"ability to perceive the inte rsted musical msanings that
are indicated."6% Attention should not be focused upon
isalated detalls. (2) iusic resding should only be intro-
duced after a child has had adequate and organized experience
with music. (3) Mastery of the acore consizts of hsving
the pupilils perceive with edvancing preclaion and complete«
ness the ability to visually represent what he hesrs. (4)
The advantages of using the "sol-fa" syllsbdles, or the
movable "do" system are discussed and to ursell these ad-
vantages "ars far from olear", however, he consldered them
to be valid devices.®l (5) Children should learn music
reading as a combined score-and wordsereading rather than
with "sol-fa" syllables and then with words. (6) The mu-

sicel score should be essoclisted with musicrl perfomance,

&9 sb;do’ Pe 101,
60 wo. Pe 1’1,
8l ;b&d-' Pe 104,
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oreativity and listening.®2

The change that took place in some of ursell's
thinking is evidenced by his -everal coanents regarding
errors that ahould be avolded in the teaching of musie
reading. (1) The central aln of a music program in the
elementary school should not be the mastery of the score.
(2) Music reading should not bs introduced too eerly in
the grades - not until the children have had a veriety of
musical experiences. (3) ‘tusic reading should not be de-
layed until the sixth grade. (4} A routine of note-read-
ing shouldé be avolded Af we are attempting to tesch a
phrasewise apprehension.83 His views and concepte are

clearly stated in The Thirty~-Fifth Yearbook of the National

Soclety for the Study of Educstion end reflest & desper

insight into the problexs of elementary school musie
rending.
Except for an article in the Jtude®4 vursell did not

discuss musioc reading until 1943 when he devotad an entire

chapter to the tople in his iusic in Americsu Schools.5®

€8 égido. Po 108.

83 1Ibid., ppr. 106-177,

64 liursell, "Aequiriny 3kill in the . eading of
#usle™, in the Etude, Vol. 60, Ho. 5, lsaue of sy 1942,
Pe 293,

65 ursell, usic in Americsn sehools, pp. 237-254,
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e discussed reading in general and then applied what had
been learned in that fleld to suslc edusation. In hiz dige
cussion of the naturs of the music resding process -ursell
concluded that the teacher mast train the ehild to look for
and see the musical meaninge In the score and "what is
necesssary above sverything else is thet the score come %o
mean and indlcate music ~ the way the music should sound
and feel - in the mind of the reader,.%68
In discussing the leglitimete place of musie reading
in the school musie progran fursell presented five arguw
mentss
{1) The development of power and eapacity in the
reading of umusic iz conslistent with the basic purpose
of promoting the use snd enjoyment of music as widely
as possible, which of courae 1s aa essential cooponent
in authentlc musical development, 7
{2) iastery of the score greantly favora partici-
pation in instrumental and voosl performence, pretise
insight into rmusleal structure, and some of the most
intereating and repaying types of listening.
(3) heading properly planned, properly organized,
and properly taught need not and should not absord a
disproportionate amount of time,

(4) (vee) It is sinply not true to zay that the
score 1s 830 ¢omplex that & grest nany children are

&6 Mo s Pe 230
67 Ib&d ey Do P34,
&8 Ibigl. Pe ESb.
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incapable of learning it. It is immeasurably less
complex than any major language.t9

{(6) NReading and the teaching of reading should

most certainly be lggordinnted to musical interests
and musical values.

¥%hat the basic requirements and charsacteristies of
a good music reading program should consiat of are simply
and definitely stated. He stressed type of material rather
than method. The material ahould be coplous, should be
such that i%¢ would favor a rapid, progressive eye movement,
and a oconfident grasp of large units of meaning, and finasle
1y, it should be interesting and appealing.”’}

His next consideration was the establishment of the
ability to read music as en ares of sequentisl growth
through the years. ke divided this sequence into three
phases?

(1) (...) growth of reading ability is the
astablishment of readineas.’?

(2) é"') 3s the specific training of eye
and ear.7

69 Ibid., p. 256,
70 Ibid., p. 237.

71 XIbid., pp. 237-242.
78 1Ibid., P. 243.

75 Ibid., pe. 247.
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(3) 7‘...) is the esteblishment of independent
nastery.

hursell's final discussion, in 1843, regarding
the teaching of music reading considered specific devices
and modes of approach, He mentioned the "violent contro-
versios which have arisen between proponents sand opponents
of the use of syllables, and between training institucions
which are supposed to 'stand for' this or that device are
all quite uncalled for and absurd."”78 He reocommended that
the music educator should "ieep general principles in mind,
and to select and use whatever specific approach one deeides
upon in the light of them."76 The recommended principles
were?

(1) thentivg rote experience is common to all
sound approaches.”?

(2) Any rigid rule about the introduction of the
saore should be suspected,

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

74 Ibid., p. 249.

78 Ibid., p. 250,
76 Ibld., p. 251.
77 lbid., p. 251,
78 XIbid., p. 861.
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They are mental handlesj and it is the mental effects
« the tonal and mental insights - on which they
enable the pgsil to take hold that constitutes their
chief value,.

(4) Music reading has been succesnsfully tsught

in the schools without the use of syllables, though
1t does not seen. very easy to do so.B

(6) The approach to acore reading by wsy of

instrunmental experience is coming to be reeoﬁgizod
28 a promising solution to many difficulties.

In discusaing the last approach #ursell made s
strong argument for the use¢ of devices such as toy instru.-
ments, rhythm instruments and bells during the esrly devele
opmental phase because they can channel tonsl snd mualeal
awareness into directions that are promising. In eloaing
his views regarding music reading ursell pointed out that
one should not oling to any specific approach and exclude
othera. All the approsches mentioned by him have valuas
that could be combined with each other.82

Hursell's concept of music reading shows & deeper
insight in 1048, He stated that "skill in music resding
must be developed on the basis of a development of musical

insight.” Yusic reading ahould be undertaken "for the

79 Ibid., p. 252.
60 Ibid., p. 253.
81 Ibid., p. B4,
82 Ibld., p. 2b4.
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sheping up of musical responsiveness through the visualiza-
tion of the expressive musical patt»rna."dﬁ The meanings
of the symbolism must be comprehended and this faollity
should be developed because efficient reading of musle
depends upon comprehension., Without this musical insight
a person "eannot plck things out with his eyes, he cannot
ses them, because he does not even know they are there."84
He referred to the topic of musie reading as "the grand
problem of reading which haunts al)l discusslons of elemen=
tary music edusation,"8b
What we ought to be thinking of and working for 1i»
not reading as such, but musical insight, for the pro-
motion of which the symbolism 1s & very vsluable inatru-
mentelity. In a direct scnse it does not matter very
mich how many of the asymbols ohilldrsn have learned by
ths time they get to the sixth grade. What does mnttgg
is what happens to these children's musicsl insighta.
His thought is that music resding is a skill and
"skill must be projected on an adegquate basis of respenasive-
neas, discrimination, and insightj and when we deal with the
reading skill this is superlatively manifest and neces-

ttry.”87 In his developmental sequence of music education

83 dursell, Hducation for iusieal Urcwth, p. 244.
84 Ibid., p. 244.
85 Ibid., p. 21€.
86 Ibid., p. E16.
87 Ibic., p. 246.
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he does not speoifically contemplate stressing resding
8kill., Children will get a better idea of how music 1s
constructed, of its expressive qualities, and of what the
symbols mean through rich and varied experiencea., lis eon-
copt is not to offer reading skill ss the goal of elemen~
tary school music. He offers the high achool "something
far batter, musical ocomprehension which can be developed
into effective skill in musical reading very readily
indesd when the need arises."98

The ehanges in Mursell's thinking concerning muzic
reading in the schools can be surmised from the following
quotation written in 198513

Exceedingly few sixthegrade children in this coun-

try are in faect adble to read music, in spite of the
offorts made %o teach them to do so, ¥e have here one
of the most abyamal and eomplete fallures in American
sducation.B%

His school music program advocated in 1851 does not
inolude music reading as one of the basio phases of the
program. His entire 1981 book advocated a general music
progran emphasising the great need for a propgram such as
his. He bluntly stated that:

(eee) 4t 18 astonishing how badly end stupldly
music is commonly taught to children (...} There

88 Ib;ﬂ.. Poe 291,
89 Mursell, jusic and the Classroom Teacher, pe 6b.
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is a fixation upon skill, technique, technical terus,
technical symbols, and an ignoring of musical reali-
ties and muaical values.®V
jursell's rocommendation was that musio reading
"sust emsrge out of many-slded, long continued, 2nd above
all personally satlsfylng and rewarding experiences with
wusie."®l His progrem, which he called "the moat hopeful
prosedure for developing music reading” was intended to:
{(eee) develop in the ochild an eagerneas for msiae,
an interest in 1t, and a growing understanding of it.
And thils eagerness, thlsz interest, this understanding
can be transformed into reading ebillity if and when
the necessity arises.?2
In 1956 fursell's concept of the place of musie
resding in the schools was c¢hanged againg
The teaching of music resading has an essential
place in & developmental program of music education
{eseo) fand] the teaching of music reading is a
"sust” Iin & program planned to promcte musical
growth .95
Mursell proposed & soluilon to the problem of muslic
reading by stating "that the development of musio-reading
ability should proceed as the development of & fuller,

oclearer, better undserstanding of music.” His bellef was

90 Ibid., p. 265.
91 Ibid., P. 269.
98 Ib;dop Poe 270.

923 Mursell, “usic Nducation Principles and Pro-
grems, p. 137.
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that when a person is being taught to resd music, he is
being taught to understand it. Conversely, when & person
is being taught to understand musiec, he is being taught mu-
sic reesding. 3ursell eslled this proocess applied musical
understanding which has two aspects, the reading of nusle
and the understanding of musie.?® He furthur contended
that the key to teaching music reading 1s found in "the
eatablishment of working c¢onditions between ear, eye, and
understanding.”95

In his 1966 discussion of musie reoading in the

school program and its aims fursell concluded that:

Pirst, music reading as a tool skill, ¢an contri-
bute appreciably to the achievement of all ocur basic
aima. 8Second, (e..) the development of music reading
ability can contribute to all of them because 1t is
the development of musical understanding; and here
its contribution is indispensible. Third, the routins,
mechanical teaching of musiec reasding can contribute
to none of them, and in fecet tends to nake thelr
attaimment impossible,%8

Mursell eonslidered it almost impossible %o builéd

a chart indicating the sequential development of musio
reading. However, iursell did formulate gseveral statements

that are of prectioal value?

9¢ Ibid., p. 140,

85 Ib&éo, pe 141,
96 Ibid., p. 184,
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(1) The development of reading ebility is a
continuous process {eee).

{2) The teaching of muslc reading starts much
earlier than iz ordinarily supposed (ee.).

(3) There is no sharp dilstinction from s non-
reading stage to a reading stage {(eeo).

(4) There is no apecific moment of "musie
reading readiness” (...}

(6) Independent, rapid reading emerses from
understanding, Jjust as ang gomplex skill emergss
from understanding (...).

In discusaing the anmount of emphasis to be placed
upon music resding mraell sfuply stated that each musiocal
activity contributes to the developument of reading ability
since every musical activity contributes to the development
of musical understanding. ~ursell emphasigzed that the
classroom teacher could make a valuable contribution to the
establishment of working conditlions between ear, eye, and
understandingt

All that is required 1z to make musleal exXperiences

and activitiea wmore signiflicant and anja{mgle by using
visual means to indicate, from time to ¢ what may
be done with the nuuic to bring out 1its poasibilities
more sompletely,. %

Mursell mentioned a number of procedurses that could
be utilized for the development of musle reading, but astated

that other procedures may be possible. Any procsdure whieh

97 Ibid., PP. 164-187,
98 1Ibid., p. 168,
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"gstablishes & linkage bDetween ear, sye, and understanding
« which improves the learner!'s understanding of music - 1is
a good prosedurs for the teachling of misio."?? Several of
these recomended procedures were mentioned in rursell's
earliesr writings: (1) seeing what one hearas, (2) noticing
musioal highlights, (3) cooperative discovery, (4) inde-
pendent discovery, (B) intelligent study of the notation,
(8) extensive resding and (7) writing what one creates.l®”

Mursell's laat major runsic article was published in
1958. In it he called the teaching of music reading one of
the chief points of dispute in muaslc education today. ie
recommended that "the teaching of msic reading can and
certainly should be conducted in such a way as to lead to a
better and more adequats response to music itselfr."19l of
interest in this article was the reference made again to
the dispute regarding muslc reading which had not been
resolved in 1884,

Singing. The arsa of singing probably accounts

for the major portion of the sohool musilc progpram and 1is

99 Ibid., p. 186,
100 Mo' PP 178-186,

101 uarsell, "Growth Processez in usle Lduca-
tion", in The Firti-inventh Yearbook »f the Hatisnal BHocle-
- Part I, Easlc Concepts in
Of Chicago. 1980, De 1470
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an area that is normally assoclated with all levels of
sehool musioc.

Although ‘‘ursell's first book, Fringlples of ‘-
sical Education (1927), attempted %o present an aoccount of
what musioal education ought to be the area of singing
warranted only four eantries in the index of the book. iis
meager observation was that the proper pedagogy of voecal
freedam with 11ttle children was Lmitetion.192

Jf more wvalue is .ursell's Psyohology of School
Husic Teaehing (1931) in which an entire chapter was de-
voted %0 ainging.lY9® He stated that "singing must nearly
always be the cors of school music work" and that "song is
the basie musicel activity.”194 The name of the musieian
and writer, Thomas Whitney Surette, is mentioned for the
first time in Hursell's works and 1ia later freguently
quoted by iursell. The influence of 3urette is evident
in the following statement:

80 our basic aim in school musie 1a not singing

for the sake of skill in singing, but singing foiogu-
sical development, and for growing Joy in musiec.

102 dursell, Principles of ¥usical :zdusation,
p. 168,

1053 #ursell and (lenn, FPaychology of 3chool .usic
TC‘O&&&E. PPe 278-.301.,

104 Ibld., p. 278.
106 Ibid., p. 278,
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After & discussion of the application of acience to
the problems of voeal work in the schools Hursell conoluded
"that the general outcome of a scientific approsch {(...) 1s
that singing must bhe motivated by appreciation, and thet 1t
1s a primary meane of deepening appreciation,"106

The ¢ype of volce that Mursell recommended for the
sehool was & "musically intelligent singing voice, rather
than a mechanically trained instrument® and the development
of such a volee imposed certrin requirewents as alma for the
school song material. Theso aims were (1) a wealth of
songs of high emotional and aesthetic value, (2) songs
where words and musie were fused into an appealing unity,
(3) singable songs, snd (4) songs taught on a basis of
suggestion and imsgination with the emphasis on interpre~
tation and beauty instead of note sccuracy. ¥H¥ursell cone-
sidered the foundation of vocal eduestion to be the giving
to the child of something to express wvocally and then to
help him express 1,197 1His concern with human values and
personality are evidenced by the following:

Tho singing "instrument" 1las the entire persona-

1lity, physiosl and mental. It is not the child's

voice that sings. It 1s the child that sings. (e...)
Vocal training that 1s not 4in terms of huxan values,

108 Ibid., p. 279.
IW ;E‘dc' PPe %1-932.
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moanings, and desires, is condemned without any fure
thur trisl. The ohiissmuat sing because he loves to
sing, or not at all,

The assoclation of singing with aesthetic experience
was mentioned briefly, in 1936, when he stated that "the
esthetic, rather than the techniosl, sapects of musical
performance are the sources of its educative value - that
is to say, the sxperience of actually giving utterance to
msioa) beauty with voice (...) is more important than the
sheer Sechnique displayed."10?

In Edueation for susicel Growth (1948) Hursell ori-
ticized the singing phase of the school musie program. He
believed that "we have been altogethor t00 uncritical in
aceepting 1t as the paramount activity (...), in general,
singing haa been far too narrowly e¢onceived, and far too
monopoliatically handled."1}0 He considered a program of
musie education “more than a progran of song singing with-
out any furthur qualiflecations, even though the songs
selected may be good ones." ifursell sugiested that the

singing of songs "be integrated with genuine and vital

108 Mop Pe 2”5.

109 Murssll, "Principles of +usic Education", in
The Thirty-Fifth Yearbook of the Nationsl Soo;%§17for the
Study of l catlon, Part 11, Husic gguuutlag. oomington,
!ESIie Ecﬁgol Publ

ishing CGompany, l1%36, pe. O.

110 Murscll, E

catlon for duslcel Urowth, pe. 272.
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interests and meaningful eoncerns (...) [nné) (eee) should
be a cultural and deovelopmental experience, not simply a
self-contained music lesson."lll He then showsd what devel-
opmental values can be acerued from singing experiences by
promoting and fostering musical awarsness, diserimination,
insight and akill,.

The approach Mursell presented in Xusis for ths
Clasgroom Tescher (1951) was aimed at helping the elassroom
teacher teach munic, and, he advised the teacher to do eve-
rything she can $o0 help and encourage children to -1ns.119
He presented three propositions and discussed them at
length: (1) singing is as natural to children as is talk-
ing, (2) when singing, & person has a direct and intimate
contact with, and the experience of the music itself, and
(3) singing 1s an sctivity whioh involves the entire per-
sonalisy and is much more than pure vocal nshivity.115
Mursell's controlling viewpoint as to how one should
appreach the problem of getting children $o sing was simply
to create situations that “favor free, enjoyadble, natural,
musically expressive song."llé

111 Mo. p. 273.
112 Mursell, jusic snd the Classroom Teacher,

P 170.
113 m:. PPe 178-180,

114 M’o. Pe 184.
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His most comprehsnsive discussion of singing in the

schooles 48 found in Mualic
{(1086). In this book ifursell formulated a principle re-

garding singingt

In a prograas plannesd to premote musicel growth, the
unigue valuss and potentialities of singing will be
elearly recoguiszed, and iggy will be utilised to the

¢ possibles axtent.

Kis prineiple does nos mention singing as a basio
phase of music in the slassroam. What was once sonsidered
te bo the eore of the program and the basic musical activisy
was now seeningly relegated to a posaible secondary position.
Mursell listed and discussed the valuss and potsntialities
of singings

(1) 3inging is universal, everybody sings. In this

respect it is uni « different from every other kind
of musio making.l1i8

(8) Singing is a highly personal acst. In this

asnse, %00, it is unique; for in this respect it ocon-
traats with all Sypes of instrumental performances.ll?

(3) In singing, words and music coalesce. Lan-

° ...g can desoribe svents and objects (...).
itus eonveys smotional msanings, or ewotional
values tiié

118 Marsell, Music Education Principles and
Irogramg, p. 198.

116 mﬂ. s Po 199,
117 m; » Peo 200,
118 m- » Pe BO1,
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(4) In and shrough singing we feel music as a
continuous flow, to an extent and with a clarity thet
::dga::}lbpoali£1o in and through any instrumen

The various characteristiocs of singing are psyeho-

logioally different from the inatrumental medes. Hursell
stated that the oharacter of singing "Jjustifies its place
in our developmentsl program.” He pointed out several im-
plioations that dear on the use and place of vocal musies
(1) singing has immediate values in the classroom; (8)
establishing and developing an adility to sing is a means
of insuring use of musis throughout 1lifej and, (3) is very
valuable for those who plan to specislise in the instru.
mental £1¢1d.180 Mursell considered and dlscussed the
application of these implications. Hursell's recommends-
tions were that the teacher must shoose proper acngs, Orga-
nise singing situations that are effective, and offexr help
in solving voecal prohlans.lﬂl

His last article of major consequence did not dis-

cuss singing specifieally. lis used songs as examples in
his explanation of musical growth through differentiation

and integration, and, emphasgised that ohildren should

119 m.. p. 202,
180 Z!‘d.. PPe 208-206.

izl m.; pe 208,
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"sateh whas is the most essential thing of all, which 1is
She expressive beauty of the music."122

Zastrvmenta. In Wursell's first book, Prinsiples

of Musieal Education (1987), he msnticned instruments but
did nots devote any appresiable amoun$ of discussion to this

phase. In referring te instrumental classes Zursell be~-
lieved "thas the primary reascn for instrumental work is
not %0 teach the instrument, but to teach musi¢ and mi-
820a118y."23%3 In his discussion of the need for requiring
musio 4in the seventh and eighth grades ifursell statsd that
the child should "be definitely introduced to instrumental
music, for with this there comes an immense broadening of
the sesthetic horison,"l84

The pliace of instrumsntal music in the school pro-
gram is more fully outlined and discussed in his Psyoho-
of 3Sehool Musie Zeaching (1931) 188  Ng recommended that
the pupil be taught $0 make musie through his instrument
in an instrumental program. The gosl and motive of this

182 mun. "Gronh Meonu in n:-u Mnestian"
m : fo

183 Marsell, Prinsiples of lusical Education,

Pe 196,

194 m.p pe 199,

128 Mursell and Glenn, P olo 2f Behool Musio
Tesohing, pp. 308-319.
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program should be penetrated with the spirit of apprecia-
tion. The instrumental program correlated with voosl work
and its many musioal wvalues ashould be acquired beoause it
"gives the pupil ideal musical development in many ways, and
facilitates and humanizes his whole approsch to the instru-
ment 186 Pinally, a mention was made that the mechanics
of instrumental masie cannot be ignored and they should
*be handled incidentally to the actual experisnce of making
maie, 187
In his Bumsn Values in Wusic Educetion (1934) Mur-
sell discussed the teschniocsl aspects of instrumentsl musie
and made several observationass
There is frequently no definite, well-planned
oarry-over from vosal experience, rhythmios, lis-
ssning, and sreative music to instrumental musioe.
Our sehool work tends to divide itself into two
departments of musico, one of which doninates the
other sccording to the personalities of the di-
reotors. gail 1s menifestly wrong and anti-edu-
eational.l
The resson for this situation is saused by the
problea of spesialized Sechniques of instrumentel work.

Mursell proposed to integrate instrumental instruction with

188 mﬂo. pe. 318.
i Mo. pe 310,

128 ursell, Human Vealues in :usic Lducation,
Pe 368.
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the entire sohool music program and suggested the following:
Our proposal 1s to approach instrumentsl technique
in terms of general musical experience, all varieties
of which are relevant and valuablzr:ontrlbucory. We
evolve our instrumental approach m rhythmic feeling

and from the kind of directed listening and tonal
inmaging chniagtartstlo of well-organised vocal

experisnce.
A similar thought was presented a year later when

he advocated building the band program on the vocal pro-
gram and stated that this was not always being done. iany
eduoational values are lost bescauss of this dilajointment
and lack of provision for s continuous sequence of musiocal
growth, Nursell contended that the elementary school vocal
program should provide "a free, flexidle, natural musiciane
ship and an interest in music, rather than a set of speci-
fic skills,.”130

In his Music in American Schools (1943) Mursell
lamented about the widening gap between the vocal and in-
strumentsal programs and the prominence sometimes given to
the instrumentsl segment of the school progrmn.lal Hursell

129 ;bigo, Pe 352.

130 Marsell, "The Rducational Value of the School
Band®, in The Yearbook of ths Music Educators National Con-
ference, The Conlsrence, s Ds Z485.

131 Wursell, #uslo in American Schools, p. 256.
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sugzested two general measures of polioy o remedy the

situation:

(1) The elementary school prograa should involvs
both instrumental and vogal axperisnce and sotivity.

() (eee) the performing groups in_the high school
should grow cut of {;. general program,.ld8

Mursell oconsidered the second mesasure of conside~
rable importance and discussed a phass of coordinated
planning:

S8slection for the high school performing groups
should be a long-term process carried on in the light
of the sducational interests and smerging sptitudes
of the :::11:. This, surely, is far the best way
to ge best talent when it will do the most
good,

In this same book liursell mentionsd Soy instruments
whish he esonsidered, with some detall, in kis later wri-
tznga.ls‘ In 196)1 he advooated the uae of thsse eaay-to-
play musical instruments in the elsasntary wchool music
program. His pest discusalons invariably implied the use
of the standard professional group of instruments whiech are
used in bamds and orchestras. He advoeated the use of
these instruments beocauss:

Such opportunities open up avenues of personal
participation other than those arfforded by singing

132 Mo 2 PPe 2B 7-288,.
153 Mo » Do 200,
134 Mo s Pe 254,
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or sxpressive bodily movement and highlight various

aspeass of musie eh are not emphasised elsewhere,

Ho program of musisc for your children oan be rounded

and oomplets unless it inoludes the experience of

music making by instrumental mesns,l3d

The sasy-to-~play instruments advocated by sursell

are those bY which music is made mechanically by percussive
means, by friction and by blowing. The values and benefits
of these instruments are discussed and he believed that
their use "opens for your ochildren & great many avenues
for senjoyment, self-fulfiliment, suceessful achievement,
cooperative group action, initietive, and leadership in
connection with music."138 He emphasized that these essy-
to-play instruments should not be regarded ss a means for
preparing or introducing pupils to the regular inatruments.
Heo considered them of value because children can learn a
great deal and ecan gain much stimulation from them. MNur-
sell's recommendation was that "they should be considered

as sontributing to a general, over-all, dynamic musiocal

dovologncnt.’l’v

Mursell discussed sasy-to-play instruments along
with the standard inatruments in his last book, Musle

138 Mursell, Musis and the Classroom Tesacher,
pe. 204,

138 Mo. Pe 212,
137 Ibid., p. 219.
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Education Prineiples and Progrems (1956). He explained why

instrumental experiences belong in & program for promating

masiocal growsh. The following atatements reveal what ifur-

sell had in mind in advoeating the instrunental program:

Personally, if I eould arrange a child's misie

education o my Aiking, I would get hia to us
sutobarp, msledy bells, a marimba, a melody flute,
druns, and marracas as well as his velce - and also
%0 practice on the hest concert grand piano avaie
lable. I am quite sure he would learn a great deal
about musie from sach of theae medesa, and that eash

medium would give him something that none of the
ethers counld yield.

Bhytshn. In his Frineiples of Xusisal Edusation
(1987) Mursell devoted an entire chapter to the rhythmie
experience in musioc. He eriticised the masic teasher for
sSressing She auditory expsrience in their teaching and for
ignoring "the all-imporsant sense of rhythm."13? Aqsord-
ing S0 Harsell:

Maythm (...) is not an suditory experience at allj
and our sxperience of rhythm depends, not on what we
hear, but on the feel of mua play and activity
in responses %o what we hear.

In Mursell's dlscussion of how rhythm in musle is

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

138 Mursell, usie Education Principles and Pro-
grams, p. 242.

138 dursell, Principles of ¥usical Fducation,

Pe 9.
140 m.. pe 39,
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rhythm, and she wrelations betwosn the Takt and the phrase
rhythn, The Takt, or beat, is simply the underlying bar-
beat of music - the regular recurrance of the beas. 1he
phrase rhytha was dessribed by Mursell as follows:
Every mslody is always subdivided intec & number
of component phrasesj and each of these gonstitute
a ¢ unit. This larger or phrese rhythm is
far less regular and far more flexible than
Taks, but is Just as gonuinely a rhythm (...).141
He oonsidered the relations between the Tak$ and the
phrase rhytims "one of the wost inssresting and important
matters in the whole psychology of masis.”148 The interest
of muale, rhythmically, is determined by the complex and
changing relationships betwesn the Taks and the phrasing.
Ths importance of this conocept was pointed out by Mursell:
(ees) the melodic rhythm should never bs arbitre-
rily pulled round to fit into the Takt. 7The Takt s
the basis rhythm, and about it the melody plays free-
iz. 123' tmohminxng with it, now departing from
The abilisy %o desl with rhythm depends upon mus-
sulay coordination and Mursell recommends the Jacquese
Dalerone systenm of Surhythmics as "the best known scheus

for isolating and training the sense of rhythm."144

141 Ibid., p. 47.
142 Iblid., p. 48,
143 Jbid., p. 49.
144 Jbid., p. B5.
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In 1989 Mursell discusaed the tesching of rhythm
and outlined several basic princoiples. He Delieved that
rhythm is learned and not inherited and the bast way to
Seash rhythn is "net o emphasize mere regularity, but
rather So concentrate on expression ané musical mean-
ing."3¢ wWhen the expression has been sorrectly taught,
the rhythm will De correct. He disagresd with the view
brought about by Dalerose that the rhythm depends upon the
heart-beat. Mursell sontended thas it is "falase and per~
nicfous to think of musical rhythm in this way.”146 He
outlined and discussed two eardinal points for the teache
ing of rhytim: (1) the sense of rhythm depended on motor
soordination, and (2) we sense ané grasp rhythm in teras
of the whole body.}4” wWhet he tried to point out in the
1989 artiole is apparent in the following statementa:!

{ese) 4n the motor view of rhythm we have the

of masionl education - meabanism and aesthetios.
(ees) The assthetic and spiritusl value of a
plece of music depends on its rhythm. This rhytha

in surn depends on masoular and organie coordina-
tion. And it is Just these very muscular

148 Hnr'oll, "sone Prznoiploa 1n tha Teaching
of Rhwthnﬁ. Ihe Yearbook of the iusic Supervisg
Na Conferens ¥he Con orenno, %%f. Pe OO

148 m.. Pe 831,
147 Mo, PP. 558-833.




NURBELL'S VIEWS A3 AN EDUCATOR 96

coordinations which form the basis of exesutant

technique. s Sthen, is the common_ founda-

tion alike of Sechnique and expression.l48

Mursell highly recommended the Dalerose eurhyth-
mies and ocalled the system “the most elaborate of all
systems of Seaching rhytlm (...) (md) completest realisa-
Sion in Serms of educational method of the payshologieal
prineiples of rhythmis apprehension.”}4? jursell also sug-
geated thas all seheol masic teschers familiarisze them-
selves with ths writings of Jaques-Dalerose.
3 (1943) Mursell dis-
oussed the nature and payohology of rhytlm and considered
instruetional devices and procedures. He made an attempt
to define rhythm dut ssated that "a slesar-cut definition
cannos be given."250 mhe following is e discussion of
rhythm by darsell written in 1943s
Faytim is & living part of the shole which son-

stitutes music. We cannot sharply separate sonal

and rhytimic elements in actual sxperience, for both

very intimately affect each other. Yet even this is

a sonsirustive cus for teaching, for 1t implies at

onoce that rhythm must be taught and learned in a

musiocal setting and as a fastor *g sotal musical
expressiveness and signifiosnce,idl

148 ]Idid., p. B36.

149 Marsell and Glenn, Psyohology of Sehool
#asie Teaching, p. 200,

150 Mursell, Musie in American Schogls, p. 203,
181 Ibid., p. 203.
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In a later source he called rhythm “everything
that 1s left when the tonal content is eliminated" and
recommended that "anyons who hopes to deal with musiec ex-
preasively should pay the closest attention to its rhythe
mie ecmponent.*158

In his last book Huraell pointed out that there is
a great need for developing rhythm and that there is a
serious lack of rhythm in sehool music education. Me tried
to cutline a program which emplhiasised rhythm throughout the
masie program and in which “growth in feeling and grasp of
rhythn” is developsd.l5® iursell discussed five poinss
relating to she importance and significance of rhythms

(1) Mhythm gives 1ife, sparkle, reality, ex-
pressivencas to performance of musie.

() (.uc) A p of and feel for rhythm
adds &unnly to the pleasure of listening.

8) (e..) u sense of the rhythm of a passege
can (+..+) Oarry one over its teohnlcsl en.

(¢) (ece) A Live feeling for rhytim facili-
tates music reading. (...)

(3) Ehythm is one of the best nnf zo-t natural
starting points for musical oreation,ib

182 itawrsell, Education for Nusioal Growth, p. 46,

1563 Mursell, cat neiples an
Frograms, p. 884,

184 Mo. pp. 2064-287,
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In 1966 Nursell gave a concise and precise defini-
tion of rhythm. He ocalled it “an expressive pattern of
sccent, duration, and pause."158 Along with this defini-
tion Mursell considered the development of rhythm and how
children can develop & feeling for and grasp of rhythm.

His first suggestion for developing rhythmie graap
was by way of bodily movement which "should be tied up
elosely to singing, playing, and listening."156 wursell
again recommended the use of Daloroze eurhythmies, a plan
designed for realising rhytim in musis through bodily move~
ment. He commented that this system could solve problems
of rhythmic development end "offers something mueh more
offective as a means of rhythmic development than folk
dances, square dances, and play-party gsmes."157

Another suggestion for developing rhythmic grasp
recommended by Murssl) was through the use of rhythm instru-
ments, He csonsidered instruments such as rhythm sticks,
rhythm blooks, cymbals, tambourines as being important and
valuable when they are used properly. In his discussion
ursell pointed out that:

T

\./‘\\,,l:!ldv \\
166 Ibid., p. BEBE. ; _..p—;é_i‘:)THECAﬁ*\;
166 Lh-&—d-" p. 268, L\'\\\ Cliav RS

o -
s a2

187 Ibid., p. 27R.
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Pirst, every musical instrument is roally a
rhythm instrument when properly understood. {...)
In the second place, » instrunents are not mere
noiasmakers, as the designation easlly suggeats.
They are true unuiotgainatrumonts. and should always
be treated as sueh.

Marsell's third approach for developing rhythmic
grasp was through rhyths symbola such as time signatures,
nsasure bars, and length of musical notes. He concluded
that "rhythm oomes bDefore time, and that the aymbols whiech
seem to indicate nothing but time values should be under-
stood as really indicating rhytimic effects."l59

Listening. The importance attached to listening
by Mursell in 1987 can be surmised Lrom his discussion
of the various functions in whioh musiclanship Lssuesy

These avre listening, performance, and composition.

All three are expressions or setivities of the musical
mind, and unless an individusl possesses trained musi-~
clanship, he cannot hope to discharge any of them with
satisfeaction. (...) the primary aim in musical educa-~
tion must be ...z‘:::tul training (...} and ng} the
development of a ique for its own sake.l6

Mirsell oalled musicianly listening "the basis of
all musical eulture” and "one of the great busineases of

the musioctan.”18] He stated that in order to educate for

188 Ikﬁﬂ" pP. 7R,
159 ;Bigo. pe 877

160 ‘ursell, Principles of “usical lducation,
Po 110.

iel l!&ﬂ'o p. 188,
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sffective listening we should teach the pupil what he
should hear and enjoy in a performance and an attitude of
appreciation should be built up. He called the attitude
of appreciation psychologically complex bscsuse it involved
musical skills "in various orders, and with varying empha-
813.7162 Three types of music listeners were discussed.
Mursell ooncludsd that music education should be directed
toward skilled listening and should producs a balance
between the “elements of intellect, motor response, and
feoling, based on an understanding of the conatitution of
the musical mind,"163
In 1930 iursell considered listening as a type of
musical experience. le recommended quality rather than
quantity and specificelly recommsnded the quality of the
attitude of the liatener,
Liatonin§ to mmsic should never be thought of
:: t:xgg:::;ett:n:nzgga-tg:a..iz;:2g2§dtg:t.§:‘::ts
{:o:l:'f§zioa1 experience all that the misic has
dursell distinguished between liatening eanéd musie

appreciation:

162 Mo. Pe 126.

163 Ibid., p. 136.

164 iursell, "Some Fundamental Prznoiplaa of
#usiocal Instruction”, in The Yearhook of the Mu Super-

visors National Goggagagee. The Conference, 1950, Ps 170,
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Muslc appreciation is not a special type or
Sail'of misie edueation; ypgoifically 1t means far
more than just listening.

Eo oalled 1listening to music "the most charscter-
istic medium of appreciation” and a mistake to consider
apprecistion "the same thing as listening."166

In a discussion of music as & social opportunity
ursell salled listening & sccisl art. He conaldered that
the "best kind of listening is promoted in a situation
where one enters into a genmuine and rich communion with
one's fellow hearers, and also with the performer or per-
formers."167 He preferred an informal gathering whers
opportunities would be avallable for informal talks rather
than the formality of the traditional oconcert., Ke summed
up his concept of listening in 1834, Hursell stated that
"the aim of ocur work in listening should be to develcp an
individually satisfying and socially funetioning musical
taste, "168

In 1943 Mursell still maintained that listening

is “an indispensable elenment without which any program ef

166 Narsell and Glenn, Payohology of Sehool Musle
Zeaching, p. 107.

166 Lk&!-. pe 108,
167 Mursell, Human Values in ‘usic Education,

163 !Eﬁdo' Pe 95,

Pe és.
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muslic edusation is bound to be gravely weakened."l69 His
recommendations in 1943 for encoursging pupils to listen
wore!

(1) Pirst and foremoast, we should center upon
listening for general enjoyment. (...)

(2) ¥e should consider listening as an important
agengy for general musical motivation,

{(3) (...) Listening, sgain, is an imporiant means
of musical exploration, and should be treated as such.

(4) (...) Listening should be regarded as an agen-
¢y for the establishment of discriminating standards.

(8) (ess) ILimtening should be treated as & ssill
more direoct motive for performing.

(8) (eeo.) Listening may very properly be asso-
eolated with the sscore, and may dbe a d&tlnilolr valua~
ble influence in promoting a mastery of 1it.

(7) (oo o) Liastening o) should be d@fiﬂi“l,
planned and employed as & means of prgngtzng the use
and enjoyament of music out of school.l?

After stating his recommendations for organiszing
school listening experiences Hursell gave his views regard.
ing the specific focus that listening should be centered
uponn. He bellieved that listening should be centered upon
some oomponent in the musical siruveture or upon an element
assoclated with the ecomposition. He pointed out and dise

cussed six different things to notice and foecus attention

169 lursell, iusic in American Schools, p. 149.
170 Mo' PP 149-1564,
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upon when listening: (1) a genoral emotional response,
(8) certain emotional meanings, (3) elements of style,
(¢) elementas of form and structure, (5) sxpressive treat-
ment given by the performer, and (6) the human fasctor in
p.rrommc.ln

In his 1951 discussion of what school ehildren
should listen for in music Hursell sonsidered the mood of
the music as the most important aspect. His secondary sug-
gestion was that children should be directed $o listen for
struetural elements. He listed and discussed intensity,
tempo, echaracoteristic rhythm, atyle, and broad architesture
as units of the structural elements.l7®

(1956) Marsell set up seven classes, or types, of listening
and diseusssd listening as a many~gided progran of musical
growth. He stated sthat "it is not a segregated, special
astivity, but an experience with many phasesn, many aspects,
nany uses."17® He formulated a principle in which he

stated that listening is a vital part of all contact with

misioal setivities:

172 Ibid., pp. 155-160.

178 Mursell, Musie and the Classroom Teacher,
pp. 164-188,

178 Mursell, Music Education Principles snd
Programs, p. 500.
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In a program planned to promote musiecal growth,
listening will be cultivated in comnsction with all
wsusical axa.riaggaa and activities, as an essential
fector in thom,374¢

He formulated a classification of his own in order
to desaribe the many types of listoening avallable because
he was unable to agree with the classifications recommended
by writers on the psychology of masic and on music edusa~
tion.17% ursell 1isted and discussed: normative, inter
pretive, analytic, inner, receptive, and remembered lise
t.ﬂm .

He called his first type of listening normative
listening becauss any doctrine is normative when it tells
us what should be dones

It 1s the type of listening that shows us how to
sing a song, how %o play a plece, how to Linterpret,
how to improve a performance « the type of listening
that reveals %0 us what we % to do musically, in
many and varied situations. ese} Its essential
function is to set norms or otgggurd- to provide models,
to establish and define goals.

Mursell ealled his second oategory of listening

interpretive listening. "susic is related to non-musiocal
neanings, eonveyesd by poetry, prose, dramatization, bodily

movement, piotures and so forth." These non-musiocsl

174 m. s Pe 880,
178 m. » Do 881,
178 Mo s Po 282,
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meanings serve as interpretations of the music and the musiec
t{nterprets them,l7”

Mursell oalled his third sategory of musioal 1listen-
ing exploratory listening. He considered the mmin purpose
of lissening by children and adults %o be to help them
"discover the great world of music, its richness and
variety."178

The fourth type of listening outlined by Mursell
was snslytie lissening. This typs of music listening was
esntered upen the content, struoture and fora of the misiocal
oonpollticn.lvg

The fifth eategory was concerned with inner listen-
ing. Mursell envisioned the development of "the ability to
think or image a musical effect, quite apart from and with-
out any outward sound."}80

Reeeptive listening was Mursell's sixth listening
classification. 7This typs of listening was an individual
matter becsuse the “"individual receives for himself, in

his own way, the message and appeal of musie,"181

A77  Xbid., p. 288,
178 1Ibid., p. 398,
179 Ibjd., p. 894.
180 Ibid., p. 2398,
181 1bid., p. 297,
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Mursell's last category was rsmembered listoning.
His aim in this classification was to make the listening
experience a menorable one. He hesiteted to include this
category beosuse it did not indicate what may be called a
spscial type of listening.l9% iupsell soncluded his 1956
dlscussion of his visws regarding musisal listening by
stating:

(ees) 1t 18 most gertalnly true that vital, memo-
FIbiaLieLomiag mperimeng oy cas of the ALl ia-
chisf means of making music a life~long soures.

¥ursell recommended s program of music education

aimed at promoting human values through masical growth. His
views and econcepts regarding music reading, singing, instru-
ments, rhythm and listening were not slways consistent since
1087, yet, he considered these areas to de essential compo-
nents in his program of music ecducation. XEach area had its
own procedures and individusl treatment, all related to
each other. Mursell recomaended that they all be included
in his recommended program otherwise "ths program will not
be complets, musical growth will be hampered, basic human
aims will not be fully achieved - and the suffarers will

be the shildren."184

182 mgo s Do 299,
183 Mo s Pe 301,
184 m. » Po 303.



CHAFTER FOUR

HURSFLL'S VIE®S OH THE COORDIHATY IRG
FACTNKS OF THE MUSIC PHOOHAM
Mursell considered music reading, singing, playing,
rhythm, and listening as areas that were sll interrelated
into an integrated whole. The factors that coordinated the
musie progranm as advooated by /ursell were integration,

creation, and the administration of that program.

INTEGRATION

In his lest book, Music tducation Prineiples and
Programs (1966), Mursell outlined a prineciple involving
the eonocept of integration:

The comprshensive purpose of a program planned

to promote misical growth is to make musie an inte-
grating influence in the present and future living
of ehildren.

In explaining this prineiple Jursell made three
points. (1) Integration does not oconcern itself primarily
with subject-mattor but with people and their lives. Inte-
gration is eoncerned with the effect of musle upon persona-

11ty and the child.? (2) ™Any aubject in tho curriculum

1 James L. dursell, i
and Prouramp, New York, Silver

2 Ibid., p. 309.
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should be (...) an integrating influence, lesding to ine
ereased acnsistency in thinking, feeling and soting.” The
role of muelo in the developmental program of iursell's was
to make it an integrating influence in the lives of many
people.® (3) The effect of music upon people is important
and if this 12 to be produced, the music program should aim
for this result.t

Although Mursell did not asasociate integration with
the currioulum in 1966, his earlier thinking indlcates that
he did so at one time. In 1934 he made a refsrence to music
integration in the curriculum:

oxeaplifies the prinoiples of the eurrioulun whieh
modern educational thought has envisaged lies in the
faot that Lt offers striking ties for the
integration of the pupil's learning.

The surriculum as envisaged by Mursell weas not built
upon subjectematter courses but had to be built ocut of unita
of activity, or centers of interest. This 1934 source is
seeningly the first source by Mursell which mentions inte-
gration in relation to music. An earlier Jjournal article

had ooncerned 1tself with the neurological aspects of

5 mﬂop Po 510.

4 m_d_.. Pe 311,
8 James L. Mursell, Human Values in <uslo
Pe

Educstion, kew York, 34lver Farcett, 1054, 276+
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integration in psychology but not in musie.® In sursell's
other 1934 book, Frinoiples of Education, he advocated an
integrated ocurriculum rather than a departmental cne and
suggested a socislly integrated ocurriculum.?

In 1938 Nurasell presented three ideas for enriching
sebool music through the concept of integration. (1) He
did not consider music to be merely a school subject.

(2) daasic was essentially a part of the sccial scene and a
part of human sulture, and (3) music was sn eszsential part
of & balangced sesthetic ration.’

In 1939 Hursell disoussed educational integration
and gave his “"true meaning” of integration:

eally fn berms of peyonoiogleal principles, instesd
of ixiniainiure Sorventunae, winld bt 3 foxtinuses

whose essential unity became more and more asignifi.
eant and apparent as uhn student advanced.?

é nuraall. "Ths Prinelvlo of Intogratian in abjne-
tive Psychology”, 'he As Journal Paychole
Vol. XXXV, Ho. 1, lssua Q. anuary 1924, pp.

7 Mursell, Principles of HKdusation, Wew York,

Norton, 19034, p. 895.

8 Murasll, "Fnrichment of Elemantary School Music
Through Integration®, in Yearbook the iusic Educators

Mational Conference, Chlcago, erence, » Do
9 lrsell, Edwoational Psyshology, New York,

Horton, 1930, p. 262,
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In another 1839 book Mursell discussed integration
in relation to transfer. iursell ealled integration sn
attenpt "S0 sscure richer and more extensive transfor
values, to help pupils perseive broader relationships, snd
$0 do away with the artifieial barriers set up by a curricu-
lum organiszed into a lerge number of narrow divisions,"10
He resommended that "we need to intsgrate, not the sudject-
matter, but the mental processes of the learner."il

In 1948 Mursell referred to the “seo-called integra-
Sed astivity, or unit, or project involving muaic.” He
shen stated that the controlling prineciple would seen to
be as follows!

From the standpoint of the legitimate interests of

the muslo program, an integrated projeet is an asset if
larly growth In misioal avereness.” It offers o misisal

c:pnr{;noc in a novel setting, and perhaps of a novel
kind.

In his Developmental Tesshing (1949) Sursell dis-

cussed ths concept of development as & process of integra-
tion. In this process of developmental change meanings
beoome more and mers eoxplleit and "integration and

10 itarasell, ng ?gxﬁh@lﬁﬁg of Sevondery-Schoel
Isaching, New York, Norton, s Po .
11 Mo s Do 118,

12 Mursell, %%gcgt;ag for kusicsl Growth, Hew
York, Ginn, 19048, p. 148,
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differentiation go hand in hand." Hle also atated that "to
be able to motice hitherto unperceived differences is to be
able to combine them into new patterns.”>d

dursell made few references in his writings to the
tople of intesration and its relationship to music., ‘the
bulk of his views regarding the sonsept of integration were
incorporated into his last book, Music Edusation Prineiples
and Programs (1986). In this book his viewpoint regarding
the integrating effesct of musio as "a real, vital, and
lasting influence in people's livea" and its bearing on the
school music program wers outlined:

() €Cese) wo mast builld our program out of con-
vincing muslocal experisesnces,.

() {(+s+.) We must work for the most extensive
poasible use of mislic in the oclessroom, and throughe-
out the school.

(8) (eoe) We must make wide use of socially and
sulturally signifiecant materials.

(4) (ese) Wo must be willing to work cooperatively
in eonnection with comprehensive units, and must learn
how to do so to good purposs.

(8) (ees) If we want 0 make musio a powerful, con-
siouing influence in children's lives, one of the most
obvious things o do will be to help them to realise
the plase and importance of muasic in the modern world, 14

13 Murasll, Da%olopmngtal Teaching, New York,
“G“’."Hlll. 1949’ Pe .

14 Hursell, ie Bducation Prineiples and
Programs, pp. 311-319.
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One of the important statements relterated by Mur-
sell was shat integration was not a particular type of cur-
risulun organization or procsdure of tesching. Integration
referred "to the effect produced by music on human beings
and human 1ives."1%

Mursell conslidered musiesal) growih as the primary
agency for intezration and necessaery 1f music was destined
to exerolse ita integrating effect. Husical growth ine
volved: (1) An increasing knowledge and understanding of
the strusture of musio} (2) an ineresse in technical skill
in performance; (3) an increasing capscity %o read musiej
and (4) an ineressing ssquaintance with composers, compo-
sitions, and the literature and traditions of music.l®
Mursell bellieved that "a developmuental program, in anéd of
1tself, points straight to the integration of music with
11¢e."27

The importance of music and its integrating effect
in a developmental program was stated by lursell as follows:

et e e e To e ebeeee e Somairions e

der which that power eoan operate, and that appeal be
offectively felt, (...) Musical growth is the only

16 Ibid., p. 321.
16 Mo. PP. 320-323.
17 !!‘.do, Pe 323,
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solutsion, the suffliolient sclution, and its promotion
is the unavoildably indlcated policy.l8
The type of program that iturssll believed in "is
planned and organized, from the ground up, to achieve clear-
1y envisaged human values, and to make =music s resource for
better living, is & program that achieves integration in
the only intelligent sense of the word.*1®

CREATIVE ACTIVITIKS

An area that is considered by mmusic educators o be
a phase of musicel sotivity in the elementary achool 1is
crsativity. Usually the following five main gomponents
are included in the school music progrem: singing, playing
instruments, listening, rhythmic aotivities and creative
astivities. Mursell warned that this approach 1s incorrect.
He di4 not believe that creative response is a separate pore
tion of the music program ner that the activity was eonfined
to the coreation of songs. Ihursell belleved, in his last
book, that:
If our program is to be what it should, and accom-
plish what it should, orestive response must go on all
the time. It must permeats the whole program. For it

indieates the kind and quallt{ of doalinsn with musie
that are necessary for musleal growth.®2

18 Mo. PP IRZ-384.
19 MQ. Pe 386,

20 M.. pe 328,
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The evolution of Hursell's thinking regarding crsa-
tivisy reveals a decided ochange through the years in his
approach %0 the Sople. One of the sarliest discussions of
this subject is found in his Payohology of School Musie
Teaching (1981). In a chapter soncerned with the mastery
of the musical score dursell salled the sreative project
"the best possible way to approach the score” and deseribed
it as "a highly informal and spontaneocus procedurs, with the
central emphasis on musical meaning snd musical pleasure.”%l
In the oreative project, the children formulate a short poem
and then the posm to musio by using specific steps. iursell
bellisved that this process had farereaching and rich educa-
tionsl values beeause it "involved an approach to the score
entirely Shrough music making.” The susical score was "a
means of elearing up and recording musiosl conoeptions (...)
handled incidentally to the musical project itself,"2%

n (1934} ibare
sell ealled the oreative project "ths astual ecomposing of
masic by pupils.”®3 But, he negated one of his 1931 re-
commendations by stating that "it is & porversion of the

91 Mursell, Psychology of School usiec Teaching,
P. 213,

22 Mc' pe. 8215,
83 Mursell, Human Values in Musig Fducation, p. 96.
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true aime of swoh an astivisy to make it chiefly & means of
developing a mastery of the score.” He considered the asti-
vity more than involving a lesson in writing musie:

Tha purpose of the crsative projest in music edu-

cation must be to arouss a desire to axpress one's
seolf musieally to others through the astual ereation
of masic. {(...) Perhaps one point which is sometimes
neglected (...) in handling the sreative project is
the relating of it to socias)l oceasions. {(...) Wo
should seek and organizs opportunitiss for the actual
presentation of wo efforts in the way of compo-
sision by our pupils,

In 1930 Hurasell s$ill considered oreative music in
the sehools %o be the actusl somposition of musio by pupils.
However, he advocated the learning of how great composers
and creative artists worked in their fields.®

In ¥usio in Amerioan Schools (1943) Mursell stated
that "no program of music oduoation can be considered ade-
quate whioch does not give & large place to and lay a con-
sistens emphasis upon ereasive axpression.”®® He a1d not
refsr to this process as the oreative project but now re-
ferred to this activity as oreative expression and the crea-
tive process:

By ereative expression in susic should be under-

stood personal misioal initiative « the somplets and
wholehearted identification of onets whole self with

84 M" PP 06-97.

256 lMursell, iusic in Amerioan Sehools, p. 275.
“ m.. P. 2’75.
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a musical notivitz, 80 that we ourselves can fesl and
others oan recognise it as conveying our own indivi-
dual insights, purposes, and atstitudes. Musisal com-
position the most striking and un=mistakable in-
stance of orsative expression so understood. The
sompose?r (...) is the suproms example of personal
masical initiative.27

Besides musical composition dursell sonsidered
listening to be a orsative experience and musiocal perfor-
mance a oreative aot. Hs discussed some of the implications
involved in the concept of oreative expression:

(1) (oo} while music education muat give an im-
portant and oconsistent emphasis to oreative expresssion,
Shis means far more than setting up a distinet and
segregated type of activity.

(8) (e..) 1%t seems quite evident that emphasis
upon oreative sxpression cannot properly bs confined
S0 cortain grades or age levels,

(3) (ee.) 1t iz 2 mistake to think that oreative
expression in musiec is the prearogative only of those
w0 have speclal talent.

(4) (ees) the tomching of creative expression

reduces 1tself to and defines 1%aelf uzatha promotion
of individual and perscnal initiative.

In Education for iusigal drowth (1948) ursell ori~
ticised the conventional practices in oreative musie where
a "erassly manufaotured and sapless plece of verblage, min-

called a posm, 1is set up.”%9 Arter the poen was soanned,

39 Mo. pe 876,
28 Mo. Pp. R77-2841.

29 dursell, Education for ¥usiosl Orowth, p. 276,
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the children decide upon & melody based upon "the filing-
systems of Sheir memories” and “the alleged posm, as the
ghastly expression has 1%, 1s set to musie.”d’ puraell was
bitter in his oriticism of this method of composition whish
utilized notes but was or was not resl music. He questioned
the use of this procedure and stated:

To call such asaumblzalinn proceedings "ecreative
maais” or musi eomposition is nething but a mone-
strous travesty.

and the C om Teue (1951) Hursell
sald that "the whole 1des of oreativensss is very difficuls
to pin down and define” and the word sreative "covers s
great rangs of territory."92 BDefors formuleting several
statenents olarifying the meaning of areative sctivity, iur-
sell dlscussed a number of examples involving ecreativity.
The following genersal atatements epitomize Mursell's mean-
ing of oreativisy:

(1) In svery case whore it is possible to feel
that an authsntic orestive expericnce wes involved, the
children were being helped and encouraged to smjoy and
use freodom - freedom to chooae, to decide, to respond
in thely way.

(8) (eee) In all the suthentisc instanses the
shildren responded in terms of fesling.

80 M" PPe 208-207,
81 Mo. | 207.

38 ‘sursell, iusic the Classroon Teacher
PP, 826297, ’ == ’
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(3) (e..) Crestive respenss, in all its forms
and aspects, is an act of self-expression, s reall-
sation og projection of something that comes from
within,d
Hursell's final corment regarding the organisation
and promotion of oreative response was that "you are not
setting up a self-bounded, limited lesson-wise activity
(b.emo) sverything turns on helping children to be free
to feel, Iree to express, froe to be thenselves," 34
In his carly writings “ursell had eonsidered crea-
tive activity to be the creation of compositions by children.
During the intervening years prior to 19068 Hursell realized

that sreativity involved other activities and experiences.

His thinking was epitomlixed in his last book, Music Educs-
Sion Principles end Programs (1956), His principle re-

garding ereation in his developmental music program wase
In a program planned to promote musieal growth,
our gonstant sndeavor must be to enccurage and help
children boaguupond csreativaely in all thelr dealings
with music.
In order to acoomplish his aims “ursell stated that
such a program would regquire oreative teaching in order that
all ochilédren respond orsatively in their dealings with mu-~

sic. lie did not consider creativity as a special or

33 Mo; PPs 838=-2410,
34 M" Pe 24E,

38 iursell, Music Hkduoation Prineiples and
Prograums, p. 328.
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segregated area of the aschool muasic program but he did con-
sider it to be & ocoordinating factor enveloping not only the
toacher but all areaa of the aschool music program.’s

Murasell's concept of what a creative response 1is

was outlined in aix general statements!

(1) A ereative response is one from which comes
something new. (...) All oreative response is sin-
covery, and all discovery is creative response.d

A elarification of what iiurasell meant by calling

ereative response "discovery" was discussed under three
catsgories: the discovery of an unsuspected ability in
oneseslf is a creative experience; the dlscovery of s new
and better level of achievement is a crestive experience;
and the discovery of unrealized realms of experience iz a
ereative experience.,®

{(8) A orentive response may come suddenly or gra-
du.ll’.

(3) {...) Creative response must come from within.

() (...) CUreative response needs help and
guidance.

(6) (..¢} COreative response can be blocked and in-
hibited by meaningless routines and lmpositions. (...)

(6) Creative response is the essence of growth,5®

3 Ibid., p. 329.

37 Ibid., pp. 328-330.
38 Ibid., pp. 330-331.
30 Ibld., pp. 331-337.
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Mursell's views and ideas regarding creativity seem
to indicate that he was concerned with creative thinking
and the ineulecation into musiec education of an slement of
discovery permesting all learning. 7The process of oreati-
vity itself does not ssen to be a fixed one, but, creative
learning leads to oreative response and expression.

Mursell bellieved that his developmental program for
muslcal growth must be permeated and pervaded by oreative
experience. The five areas of the school music program,
misic reading, singing, playing, rhytha, and listening were
to be utilized in an atmosphere of creative experiences and
brought about through creative teaching. The eomposition
of songs by children, consldered by most music educators
t0 be the main aresa of creativity, was relegated to s
sscondary position by lursell. lie considered creative ex-
perience more sxtensive, widey, than the craation of muglcal
compositions. Creative sxperience had to be found every~
where in the musio program. Therefor, the creation of new
songs oould be valuable and repaying in a setting ocutlined
as his developmental program saturated with creative ex-

porionoo.‘“

40 m@_o. Pe 342,
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ADHIBISTIATIOR OF THE S8CH)0OL MUSIC PiYIRAY

Integration and oreativity dealt with the area of
music itself and its effect upon hurans and human living.
Administration is ooncerned with the planning of good work-
ing relationships and the kinds of relationships these
should be. 7%The music program is sdministered by the musie
specialist, or supervisor of musie, and by the classroom
teasher, The entirs progran ias norually sdministered by a
director of wusic in the partiocular school distriect or
system. Hursell had exprossed his views in several of his
works regarding his soncept of who should do the teaching
of music in the achools.

In Psyshology of Behool Wusle Tesohing (1931) Hur-
sell envisaged a teacher of musiec with a truly musfeal per-
sonality, He implied that the olassroom teacher was not
always gualified %o tesch musia:

There are some plans of music education before

the public whose deliberate intent geems to be to
make it possible for musical ignoremuses to give
misioal instruotions (...) A oreative schome of
misie education cannot possibly 2! earrisd through
except by musiocal personalities.

The same source indicated the type of person who

should be qualified to teach music in the classroom:

41 ‘iursell and Glenn, Payechology of School .‘usic
Iesching, pp. 130-101.
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80 we insiast that to obtain creative results, the
teacher and supervigor of school wusic must be musical
personalisies. They should stand as representatives
of what musle can and should wmean in life, and this is
the heart of their power in the classroom,42

In his Human Values in Music Kdueatlon (1934) ur-
sell intimated that a Seacher, unprepared well im a subject,

might be able to teach the subject well, iie listed parti~
cipation, sincerity and leadership ss the esaentisl charac-
toristics of the teachers contact with his pupils in order
that mman values might be achieved.$3 In his discussion
of the ideal teaohing conteaot requiring s mutuality of par-
ticipation between teacher and student he stated:

It should not be considered by the tesacher as
a setting of something to be learned by the pupil.
“ather 1t is the ereation of a situation in wnich
both pupil snd tescher may share in s significant
enterprise. Partnership, not domination and sub-
nission, 1s what is wanted. %This explaina why it
sometimes happens that a teacher whoss preparation
is somewhat mesger may teach extracrdinerily well,
1f he is cager to learn.$4

During the sexe year, 1934, in a discussion of tea-
cher training in music education ifursell stated:
Our great aim must be not to train artisens, but

to convey a wisdom, an insight, a practical philosophy,
an understanding of the human mind snd the conditions

42 MQ. ps 108%.

43 ldursell, Human Values in éusic idusation,
p. 278,

44 Ibid., p. e78.
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of its growth, and of the pauuib%kios and values
of music as an agency of growth.

In Music in American Sehools (1943), Hursell did

not disouss the musis supervisor versus the vlassroom tea-
cher of misio, but, he d4id list what should be expected of
& teascher trained in a teacher-training institution., Hure
sell discussed four ocategories:

(1) (eee) it should offer training in the tech-
nigues and attitudes necessary for succesaful work
with peoples.

(B8) (e0e) As %0 specifioally musical training,
by all means the first and greatest nececzsity 1is to
develop the widest possible command of materials.

(3) (...) the very highest level of skill in
performance can be an enormous asset if used in the

right WaY e

(4) (eeo) what the teachsr of school music -
and the musician in general - really needs i3 Lnsight
tnt: .23 powsr with the actusl siructural scheme of
n|music.

A definite change in ursell's thinking took place
in Bdusation for Musical Urowth (1948). The role of the
classroom teacher in music education was described:?

Teachers cutside the fleld of wmusic - grade tea-
sheys in the elementary-school, teachers of other

48 Xursell, "The Place of Psychology im the Traine-
ing of the Husic Teacher”, in T%r Yaggbom% oé the usle
Eﬂ§%g§orn iiasienal Conference, CREO, e Conference,

s P .

46 Mursell, Music 1n Americsn Sohools, pp. HB-84.
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:z:é;::n tgm:§‘ s600NAAYY School - &Pe & rlnh,‘go—
. resoures for the musiec program.

Hursel) belleved that the general toacher, espe~
oially at the elamentary sehool level, had a whole range
of possibls muslcal activities avalladble to him. Me¢ be-
lieved that the prospective taschar sould be shown many
interesting, repaying and frultful things to de with music.
The shange in his viewpoint regarding the role eof the
¢lasaroom teacher is vividly expressed in the following
statensnt of huraell's?

To ask that our teachers colleges equip all thelir
Puncoion virteally as o1d-line misie supervisors al-
Tantestically Lmposaible db o0+ 18 10 seek the

In a 1861 journal article Lursell advocated making
music a vital snd integral element in general sdusation
and presented an argument for the handling of music by the
general slassroom teacher.4® iila Nusic and the Clessroom
Tescher (1981) tried to show how the classroonm teacher
could deal with musisc adequately although 1little trained

in the field of musle. Xursell's concept of the role of

47 ursell, lduoation for :uslcal Growth, p. 304,

48 MO, Pe 308,

49 unraoll. "#usie Edusation at the Crossroada",
B to Journal, vVol. 37, Ho. 4, izsue of
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the classroom teacher in musie education was clarified by
the adoption of & partisular point of view:

If we regard music as a teohniocal speolalty, then
the average classroom teacher cannot do much with it.
But Af we say that the technical aspocts of music are
far from its most important aspects, (...} and that
what children ought to have are varied musicsl ex-

periences and activities involving no specialized 41if-
ficulties or problems, then everything shanges.5®

Although Music and the Classroom Teacher (1951)
presented a program of music teaching for the average class-
room teacheyr, Hursell belleved that the elementary school
maslc specialist, the music superviscr, had s major role in
the slementary school mualic program as a guide, to stimu-
late, to ccordinate, and to provide rescurces and ideas.
The relationships between the music specialiat and the
classroom teashsr were dealt with by Hursell. He stated
that:

(1) {(ec.) no adequate program of wusic in an

slonentary school is even remotely possible 1f the
music specialist does all or most of the teachlng.

{2 (...) nO adeguate irogrnm of musie in the

elementary school is possible Af the content and

{rootduvoo are to be dictated by the music spesia-
is% and delegated, nndia specific instruotions, to
the elassroom tescher.b

50 Marsell, iusic and the Clmssruum Yeagher,

Pe Ve
81 Mo' Pe 880,
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The need for the musio specislist in the elementary
school program was felt not only by the musioally hesi-
tating classroom tescher but also by the eompetent teacher.
Maraell desoribed the place of the music speelalist:

In dealing with music even the competent class-

room teachsr needs help and guidance, a knowledge
of avallable materials and devices, and above all
lots of good practical ideas. All these are things
the music specialist can supply. The musically he-

sitating classroom teacher needs encouragement and
advice; hsrgzthn music specialist can act as a

spark plug.

Hursell believed that the music specialist should
share in significant projects, do some teaching, and work
with teachers in the classroom. He stated that "the pri-
mary responsibility is always with the classrcom teacher
who is in actual contaot with the ochildren.” The music
spesialist, or musioc supervisor, "ean and should serve as
her guide, philosopher, and friend."53

In his last book, Musio Educetlon Prineiples and
Progrems (1956), Mursell formulated a principle:

I the program is to be effective in achieving

Be aduinistered as an adequato and scordinated

sequence of learning experiences, ooogzrut&voly
oarried on under positive leadership.

52 mgop pe 279,
83 m&-. pe 260,

54 Mursell, !fusic Education Principles and
Programs, p. 349.
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Hurasell believed, in 19058, thet achool musie pro-
grams were "mach bedeviled and seriously wenkened by various
pre-determined administrative Lfdeas that are not sulted to
them (,nd) (ave) tend to be applied indiscriminatsly and
wholesales."5% iHe mnalysed two of these administrative
1deas, the conception of the self-gontained classroom, and
the movement away from the special supervision of wmuaio.

in the self-contalned olassrcom the music is vir-
Sually in the hands of the ¢lassroom tescher. duraell
oonsidered the idea of one teacher responsible for a papr-
ticular group of children to be & sound plan. However, he
stated that an outsider can sometimes see a situation in
another viewpoint., Although Mursell belleved in the sound-
ness of the self-gontained classroom plan, he sounded a
warningt

has 105 usens  Bub 1ike s long sories of Other edie
sational devices, it also has its limitations, and l»

no ocure-all. Taken as a wholesale administrative
practice for indiscriminate application, it is danger-
ous and destruotive. Any conscientious educator who
supports it as such must ask himsself, (...) whether
he 1is not sccept a nosarun at the expense of the
wolfare of the children.

In his discusalon of the movement away from special

supervision tursell gquestioned this trend because of the

58 M" Pe 380,
56 Ibid., p. 363.



FACTORS OF THE HUBIC PROGHAM 128

speotial help many classroom teachers seemingly need of a
broadly trained, masically sensitive, and musically know-
ledgeadle person. He stated that "while the specialist is
necessary, he should not funotion as s supervisor."57

In Mursell's stated principle regarding administra-
tion he mentioned three characteristics of his developmental
program, He recommsnded that his developmental music pro-
gram for the elemsntary school be an adequate and coordi-
nated one, and that it oonsist of sequential learning ex-
periences.

Hursell believed that for the effective promotion
of masical growth "learning experiences must be adeguate
in nusber and varisty, end also in kind and quelity."58
The role of the classroom teacher in this area was essential
and the music specialist should not remain in the background
sonfining himself to the oonsultant's role. The specislist,
secording to Hursell, oould reinforece the work of the elass-
room teacher and offer helpful suggesbions.5?

Mursell's use of the word "coordinated” meant that
an entorprise "is consistent within itself, and well
adjusted to 1ts wider institutional setting."®? iursell

57 Ibid., p. 354,

58 m.. Pe 356,
5 Ibig.. p. 387.
60 Sb&dc; Pe 309,
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believed that there wers several areas in which ccordination
was needed within the music astaff 1tself. The conventional
instrument for securing coordination, according to Hursell,
was the ocourse of atudy which he bellieved was "open to the
gravest objections." His solutlion was to "work for coordi~
nation through s common underatanding of basic ains. "6
A second approach leading to coordination was "through =
common understanding of desirable procedures.” Hursell re-
commended enormous flaxibility, a program varicus, diversi-
fied with teachers teaching in many different ways. iursell
admitted that "on ths surface the progrem will look almoat
un-coordinated (...) but ap one comes to realize what is
sctually being done, one will recognize a very vital and
effective coordination."6s

The third characteristic considered by Mursell as =2
feature of his devslopmental progrem wes sequence, He be-
lleved that the lsarning experisnces which conetituted his
musiec program had to be sequential for the promotion of
maslical growth. He discussed L£ive polntas regarding sequence
which were to be kept in mind when oconsidering the adminis-
trative problems of managing a sequentlial program. “ursell
used three of these points in earlier growth discusaionst

81 Mo' PP 580361,
82 M” Pe 383,
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(1) It is always necessary to think in terms of
& ssquence of musical growth. (...) Musical growth
is a process in which a child's response to music
bescomes more accurate and precise, more discrimina-
ting, wider, and deeper, and his musioal understanding
more gensralised and apeoific.

(8) (.es) The sequence must be one of evolution
rather than additive, VWhat is at first vague, takes
shaps and forn. What is at first 4dimly felt and seen,
besomes more and more alearly understood.

(3) {.es) There ia no fixed or pre-deterained
time at which any actlivity (...} must be introduced,
or at which any consept (...) must be taught.

(4) (...) The sequence will be oycliesl. {...)
All (...) concepts will cocur agein and sgain in many
and varied musical settings.

(8) (...) The seguence will be a continuity.
Instead of a reading-readiness stage, the early gl~
ginnings will ocour almost from the very firat.®

Hursell's oconcept of a cyclical sequence is more

fully axpounded in & later scurce in which he oarlls 1t a
eyolical curricular sequence., In this semse articls, he
discussed iis most noteworthy and striking sdvantages,®4
dursell believed that the "key to the whole situs-
tion is to get teachers, insluding clussroom teachers, %o
underatand what a sequense of musioal growth really 1s, and

what 1t requires in practice."6® His closing discussion

.+ Ib&_d_.. PP 388-364.

84 Marsell, "Growth Processes in iduslc Hducatien”,
in The Fifty-Seventh Yearbook of the Hational Soclety for
The Study of hdueation, rart I, Pasic Concepts .in .iisle
Eduoation, University of Chicago, 1989, pp. 1568«163,

65 Mursell, Jusic Education Principles, p. 365,
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regarding sequence concerned itaelf with courses of study
and his final views were:
The conventional course of study seena to indleate
Just what children will learn avout =music in the ele~
nentary school. But the catch iz that they naever
really learn all or nearly all of it. 5o the course
of study 4s a descriptive doocument, leaving things
8t1ll in a state of vagueness. And we may be sulre
that a developmental uoquegco will get far furthur
than an additive seguencs. 6
The two remaining points recomusended by lurasell
as requiremonts in the administration of a developmental
program were cooperation and leadership. Hursell simply
stated that his convept of & developmental program needs
both the clasaroom teacher and the musisc specialist with an
"intelligent cooperation between and among these people.”
fle boslieved that intelligent cooperation had to be initi-
ated, fostered and guided as the central and main respon-
aibility of the musie :paaiuliat.67
The entire developmental program designed for musi-
eal growth and the fostering of human values had to have a
strong, positive and unified leadership. This leadership
should be hesded by a person designated as a director of
musie whose supreme responsibility and privilege would be

to develop an essentlially united outlook influencing both

66 lbid., p. 369.
67 Mo’ pe. 368,
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the teachers and the adminiastrators. It is only through
such an agency that the "rich benefits (mm) be brought in
full measure into the liveas of boys and girls."88

68 Mo. pe 3.



CHAPYER PIVE
EVALUATION OF JAMES L. HURSELL

James L. Hursell, adaittedly, has bdeen influenced
by other psychologlats and educators. He has adopted and
adapted the views and concepts of such men s&s Haymond H,
Wheeler, Arnold Gesell, Hoas Plnney, Willism Xilpatrick,
and John Dewey. In the fleld of music several names have
been frequently mentioned by Hursell. Some of Hursell's
msioc education views and conoepts can be assumed to have
been influenced by such writers about music as Charles
Farnsworth, HFaile Jagques~Daleroze, Charles Diserens and
John Curwen.

HMURSELL'S DEVELOPHENTALISH

Ascording to ledden and Kyan "the developmentaliat
believed that education was the result of & process of na-
tural growsh, an unfolding of 'native powers' which might
be directed to desirable ends by the proper use of paycho-
logy."l One of the major concepts utiliszed by #ursell was
that of growth. jiursell admitted his indebtedness to Pitz-

patrick and Dewey for his concept of growth. lursell stated

1 John L. liedden and Francis A, Nyan, A c;g%plxa
Philosophy of Education, Hilwaukee, Bruce, 1956, p. lll.
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that "the influence of Dewsy and Kilpatrick (...) is mani-
fest throughout” in his Prineiples of Educstion.? That the
"schools should be organiged on the principle of ehild
growth are traceable to the evolutionsry pronouncement of
Charles Darwin and his colleagues."® Jobn Dewey and others
wers influenced by the central principle of growth - "educa-
tion was seen in teorma of growih - physieal, intellectual,
moraleall-round grouth."‘ Yhe century of the child envisaged
the development of the whole ohild and education Lfincreas-
ingly ocentered upon the individuality of the ehild, 3elf-
expression rather than learning of subjeot matter came to
the fore and shild activities and not lessons were to be
made the ecore of the curriculum. Children were to learn by
experience and nct by the acquisition of ready-made subjeot
matter.® Rugg traced, briefly, the evolution of the growth
processs
The nub of inteliectusl atimulation in the later
nineteenth gentury (...) lay in Darwin's evolutionary
eoncepta. It ia lmportant for the student of educa-

tional reconstruction to recognise this, bscause from
that theory came the central doatrines of growth whieh

8 James L. Mursell, Prineiples of kduocation, Hew
York, Norton, 1934, p. xii.

3 BEBarold and Ann Shumaker, §§g cgé%d-ccnggged
Sehool, ¥ew York, World Book Company, 1988, D. .

4 Mo. pe 87.

& 1Ibid., p. 7.
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was $Saken over by James and the empirical psychoe
logista. 1In the twentleth century, under the impetus
of John Dewey, growth became the toundngzon eoncept
of the phllosophy of the active sehool.

In a dlecussion of concepts for a new education
fugg traced the development of three key concepts; growth,
experiencs, and integration. He believed that the educs~
tional reconstruction must be based upon the following three
new concepta for a new education:

(1) The concept of life and education as growth,

(2) The econcept of meaning through active responass;
growth as the continuous reconstruction of expesrience.

(3) The soncept of the human being as an organisa
and of his responses as integrated.”

As a follower of this educational reconstruction
arsell has seemingly adopted the threes concepts and uti-
l1ised them in his writings. 3ignificantly, sursell applied
these concepts to the field of music education and he can
be considered one of the ploneers in the application of
these concepts to this field. 4 time lag has existed de-
tween the changes 1in general educational practice and their
effect upon music education. In a discussion of the child

as learner, larion Flagg stated:

¢ BHarold g, Culture and Education in America,
Kew York, Barcourt, Brace and Company, s Do 131,

7 BRarcld Fugsg, Amaz%cgg Life and the School
Curriculum, New York, Ginn, s Do .
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The significant change in educational philosasphy
{eee) in the swing from an suthoritarian spproach,
with emphasis on bodies of subject matter logleally
arranged each within 1tself, to a psychological ap-
proach, with subject matter selected and tsught for
its value in bringing citizens-in-growth inte a full
developuent of personal and social effectiveness.B

In the same book, Harion Plegg considered Mursell's
Psyshology of Sohool Music Teaehing (1931) to be "the first
important volume in the f1eld dealing with the new interest

in the child ss learner."? 1In this end in several succeed-
ing books Nursell laid the Shesils of the ochild as the center
of educational effors,

Several music educators have studied the development
of singing and rhythmic responses in musioc, volos change at
adolescence, monotones and sbsolute pitoh. Hursell remains
virtually unchallenged for his contributions concerning
developaental gredisnts in misfic. The ¢concept of the growth
gradiant which Arnold Gesell had incorporated into his
thinking had been borrowed and incorporated by Mursell into
his writings. Gesell calls a growth gradiant s develop-
mental sequence with "a terrsin of growth territory distin-
guishable enocugh to be conslidered ss & seperate topic."1?

8 Harion Flagg, Hdusiocml learning, Boaton,
Birchard, 1949, p. 5.

9 ;b&do’ P b

10 Arnold Gesell and F.L. Ilg, The Child from Five
3o _Ten, Hew York, Harper, 1946, pp. £-6.
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Gesell preaented and elaborated, in his more recent writings,
growth gradiants for creeping, walking, reading and other
acquisitive behaviors and funotions. iursell presented a
tentative growth gradiant in music which he based upon all
the English and German atudies regarding musicality that he
ocould find., Maraell maintained that there is an optimum or
"normal® sequence and that this sequence must determine the
optimun pattern of a musiocal education. iursell's contri-
bution to music developmentalism is a tentatively determined
gradiant of musiocal growth in which there are ten stepst

(1) Undifferentisted but significant emotional
response to tone.

(2) Beginnings of differential response to tonal
patterns.

(3) Beginnings of pattern-wise differentiation.

(4) Beginnings of responsiveness to different
tonal medea.

(8) Begimnings of responsivaness to different
types of music.

(6) Beginnings of response to and interest in
she rhythmie component.

(7) Beginnings of contact with standard instru-
ments and their music.

(8) Beginnings of definitive achlevement with
the poerforming medea, partiocularly the voigse.

(9) Oreative and compositional activities
differentiate more explioitly.
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(10) True apooialiantion.ll

In this musioal growth sequence "general musiocal
experience and musical atimmlation precede gradual differ-
entiation and specialization.” According to Hendrickson:

Responses to tone comes first; response to rhythm

is relatively late. Tonsl reletionships ("pattern”)
are responded to early in the sequence. The reading
Shis ski}} is Relpfal to misiosl growth bt mot
central.

Mursell's contribution %o the literature of musie
eduoation in the United States with his atress on the devel-
opmental aspects of musical growth is noteworthy. He not
only was a picneer in this fleld but slso was virtually
alone for many years as a proponent of musical growth,
Regently, Paul Mathews, Marion Flagg, Alfred Elllson,

Lo Elleen Molillen and others have written about the teach-
ing of music in the schools advooating the developmsntal
approach and musical growth. The influence of Hursell is
umistakable because music educstors use him as s refersnce
snd dedicate books %0 him., iursell's developmental aspects
of musical growth ars a significant ocontribdution to the

field of musis education.

b § uur-oll. “growth Gradiant in susie®, in

rducato 0 Vol. 34, No. 2, 1ssue of Kovwnber-
ecembar » pp. 18«19,

18 Gordon Hendrickson, "iasic”, in the -
W s y . 3 » th’.!‘d .ditiﬂn’ Na‘ or »

A
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AB BDUCATOR AND MUBIC YDUGATOR

As & professor of education at Teachera College,
Columbia University, iursell was surrounded and influenced
by the teachings of Dewey and Kilpatriok. Hisz books admit
and reflect their influence and as an educator #ursell fol-
lows Kilpatrick in line of descens.

Throughout many of his writings ursell stressed
that subjeacts should be organiszed for the achievement of
humsn values. He not only bPelioved in the developmental
growth of & child to his fullest capasity but also empha-
sised the soelal meaning of music. iusic could bring, to
the growing and learning child, more meaningful contacts
end relationships with the world about him,

The prevalling concept of music teaching in the
sshools carried inte the twentieth century was that musiocal
slements were to be leurned in logioal order through ma-
terial that was orzgenized and constructed for that approsch.
The point of view advocmrted by Hursell was that rich and
meaningful musical experiences gave a ohild epportunities
for contacts with musie which grsdually expanded their
growth in musical understanding and ability.

Hursell has ndvoocted musical expericunces becauss
they cen affect a child's personality by revesling the hu-
nan values inherent in muaic. JIndividuals can be ohanged
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80 that they become richer personally and socially. XNur-
sell believed that the phyaical properties of music can be
peroeived by humans so that miasic can be beneficlal both
personally and soocially. According to Plagg:
Dr. iursell helps us to know the integration
between musical perception and feeling response.
He tells us what has been scientifically discovered
about the nature of the perceptual response of the
whole organism to the physioal properties of musical
relationahips, and ths personal and social conse-~
quences when the musical process has a chance to
permeate that organism.l13
Mursell's recommended aims for music edusation were
not always consistent. His various aims ranged from the
perfection of skills and the direction towardsa appreciation
to significant musioanl experiences and musical growth of
humans. Mursell's final conolusion was that the aims should
envelop what music can and should do to human nature, living
and growth., He presented enjoyment, success, discipline,
scoial development and widening cultural horisgons as mu-
sical aims that would influence the behavior and develop-
ment of humans,
Mursell’'s program for music education was centered
upon the promotion of rmusioal growth in the individual.
The content of Mursell's music program would consist of

learning experiences in which fundamentals would be

183 Flegg, op. git., p. 8.



BVALUATI NN ¥ JALES L. SJESELL 141

scquired, understandings clarified and skills developed.
These akills and experiences would contribute sesthetic
riohness to human living and increase the musical powers
of the child either as & producer of suzic s as a listensr,

The agencles through which the musical powers of
& child would be developed would be promoted through musiec
reading, singing, instruments, rhythm and listening.

The :usic Lducators iational Conference, a division
of the Hational Kducatlon Association, outlined their re-
commendations of a program for music education. The original
outline was formmlated in 1940 and revised 1n 1961. This
outliine "is intended to be a flexible guide to instruction
which can be used with due conailderstion for the needas and
capscities of children in small or large achool systens,” 14
The Music Educators Hatlonal (onferesnce guide to music liste
five areas: singing, rhythm, listening, playing and oreative
activities. The difference between the usic Hduocators
Natlonal Conference and lMursell's recommended program &re

evident. Hursell did not list creative activities as an
area hocause he believed that oreativity is inherent in all

the other agencies. The !usic hducators lational Confere

ence did not list muslc reading but :urssll did 1list it as

14 imsic kducators sational Jonference, duslc in
‘he confer-

égor&cag Education, 3ouree Hook 1i, ‘ashington,
ence, s PPe 4'@7 .
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an agency. DBoth Yursell and the Husic hdugators ketlionsl

Conference listed singing and rhythn as areas. However,

what ¥ursell called "inatruments" the iusic kducators

Kational Conference ealled "playing".

#¥ursell's alms for a program of music education

provide for what music can and should do to Inmman nature,
living, and growth. The outline provided by the 3usle
Educators Natlonal Conference is materialistic, utilitarian,

and provides for the physical elements of the art of music.
lursell was ooncerned with the human vslues of musie., In
1950 the Musioc Educators aational Conference, influenced by
the EBEill of Fights adopted by the (General Assembly of the
United Hations, submitted some amplifications of certailn
phases of the Bill of Fkights as they would apply to music
education in the schools. 7This Child's Bill of hights in

susic had incorporated many of the views and concepts as

advooated by Hursell since the third decade of the twentieth

ecentury. The Child's Bill of Rights in Music would provide
musioal experiences for all children so that the child

would grow and develop not only musically but also asstheti-
ocally and socially. Mursell not only recognized the need
for teaching the physical properties of musle but recognized
the effects and influencss that music producesa on nuaan

nature, living, and growth.
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TAB&E I- -
The Child's Bill of Rights in 4usiec.

et

I

BEvery child has the right to full and free
opportunity to explore and develop his oapacitics
in the field of masic in such ways as may bring him
happineas and a sense of well~belng; stimulate hia
imagination and stir his orestive sctivities; and
make him 20 responslive that he will cherish and
seek to rencw the fine feelinygs induced by musiec.

II

As his right, every child shall have the oppor-
tunity to experience music with other people so
that his own enjoyment ahall be heightened and he
shall be led into grester appreciation of the
feelings and aspirations of others.

X1

As his right, every child shall have the oppor-
tunity to make musie through being gulded and ine
structed in singing, in playing at least one instru-
ment both alone and with others, and, so far as his
powers and interests permit, in composing musiec.

From fusic Eduoastors Natlonal Conference, ius

in American kducation, Source Book I1, %ashington, )
Conference, 8B, Pe. 209,
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‘I‘Aﬁmﬂ I . -
The Child'a B1ll of Nights in usic

v

As his right, every child shall have oppore
tunity to grow in musical agpraclatiau, knowledge,
and skill, through inastruction equal to that given
in any other subject in all the free public edu-
cational programs that may be offered to ohildren
and youths.

v

Ag his right, every child shall be given the
opportunity to have his interest and power in
musioc lored and developed to the end that un-
usual talent may be utilized for the enrichmsnt
of the individual and society.

Vi

Every child has the rlght to such teaoching as
will sensitisze, refine, elevate, and enlarge not
only his appreciation of muasic, but also his whole
affective nature, to the end that the high part
such developed feellng may play in ralsing the
stature of mankind may be revealed to him,
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Before indlcating the part that Hursell has played
in the development of publiec school music in the United
States, it must be spsumed that his views and oconcepts were
those of a psychologlat, educstor, and music educator. His
musio education views were dased upon psychological and
educational principles because he was sctive in those flelds
as & teacher, research worker, and writer., The views and
ooncepts advooated by Mursell did not have an immediate
response. They did not immediately shape the sourse of
music education in the United States because music educators
were trained primarily to be musicians. Principles that
Mursell advocated sounded foreign to the art of the musie
educator and a nmatural reluctance and reaistance were in-
herent in their attitude towards any complete acceptance.

It has been pointed cut that the field of music education
was affected by the major movements in the fleld of edu-
cation. But, ths effect waa not always immediate. Musle
education lagged behind the general educational movements.
The influence of Hursell is demonatrated by the interest

of music educatora in musical growth during the fifth decade
of the twentieth sentury. ¥urnell'a viewas and concepts were
then being incorporated into publlicetions for the teacher
of music in the elementary schools.
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It oan be concluded that Xursell's visws and con~-
septs adbout music for the schools wore based upon sound
psychological and educational principles. His influence is
evident by the reference made to him in wany publications
about musie sducation. James L. iursell is considered %o
be an authority in the field. Ths importance of jHursell in
music educational thought is his extensive contridution to
the litersture of masic educatiocn in the United States.

Of importanee and intereat is the faot that iursell was
virtually alone, for many years, in his advoeacy of musical
growth and progressive muaic educational aonospts. The
Progressive Bducayion Assosistlion went out of existense in
1988 during ths decade when music educators began utilizing
what Mursell had written abous and advocated ten to twenty,

oF more, Years sariier.



BUMMARY AKD CORCLUSIONS

It was the purpose of this study to investigate
what Mursell's views, oonoepts, and educational theory
wore about music whioh he advosated for the elementary
sohool. Allied with this purpose was the intent to ascer-
tain what part, if any, #ursell has played in the develop~
ment of school musio in the United 3tates.

In the first part of this study, the early begin-
aings of public school music were ascertained with a dis-
esussion of the singing sohools and the influence of ILowell
dason. It was determined that the public schools received
Sheir first music methods and instructors from the singing
sshools. After the Civil ¥War, two conceptions of musie
Seaching were utilized. One group of teachers bellieved in
Seashing songs before the ohildren lesarned to read musise.
The other group advocated teaching ohildrsn how to read
masic in order that they might learn to sing songs. Near
the end of the nineteenth century, the second group beosme
dominant and music became an intellectual subject with its
stress upon the mastery of the printed page and the acqui-
sitsion of faotual knowledge., At the beginning of the
Swenitieth century, the childestudy movemsnt influensed
musie and brought about a realization that a love and an
appreciation for music were of primary importancs. 7his
novoment was responsible for combining the two dominant
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approaches to the Seaching of school music at the end of
the ninetsenth century. 7This new movement showed that the
ability to read music sould be taught without destroying the
love for singing and that the singing of seongs eould help
the acguisition of susie reading skilla. 7ZThe ehild-study
movement was responsidle for the aim of music education
today that svery ehild appreciate and develop a love for
mislic., During the twentieth century four trends emerged in
musie education. One of thess trends was influenced by the
phiilosophy of John Dewey. James L, iursell was influsnsed
by the edusatsional idesas of the progresaives and applied
these ideas and other educational trends to the field of
masis education., James L. Nursell was born in 1863 and
taught at Teschers College, Columbia University, from 16386
until his retirement in 1958, His writings have been pro-
14f1i06 in the fields of music education, educatien, and edu~
cational psyshelogye.

fhe second chapter disoussed the developmental as-
peets of James L. iursell, Mursell was a follewer of the
organismie school of psycholaogy and frequently mentioned
Raymond H. Whesler in his writings. Whseler's Gestals
Sheory of learning with a strong biologieal smphasis which
attriduted all behavior $o0 growth influenced Mursell as aid
John Dewey's aims of self-activity and growsh as ends in
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thenselves, Por Mursell the aim of education, as a process
of adjustment, was to produce fitness for the problems of
15fe and education was a prooess of guided growth. MNursell
believed that the basic 1dea of the developmental approash,
as applied to music edueation, was clear and simple. The
difrioulty was encountered when the approach was to be
appiied and organized in the educational program. Hursell
believed that the funsotion in all musio teaching from the
developmental viewpoint was to bring forth the evolution
of musieality, or musical responsivensss. Mausical growth
begomes growth in musicality and the person involved falls
into a procsss of beconing musieal. In order teo develop
misicality Mursell proposed musical swarcness, musical
development, masical discriminstion, musical insight, and
musical skill as five bdroad avenues of musical growth.

In the third chapter, Mursell's views asm an sducator
were eonsidered. His views regarding the afuns of musie
eduoation were traced. He concluded that enjoyment, success,
discipline, sccial development, and widening sultural ho-
risons were aims that would influensce the behavior and de-
velopment of human beings. He recommended that his musie
program should senter on the promotion of musical growth,

& program that he called developmental. The five areas of
the sohool) program thet Mursell sconsidersd to be essential
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for the premstion of human values through smusieal growth
were Sraced. His views and concepts regarding music read-
ing, singing, instruments, rhythm, and listening were found
to be insonsistent since 1987,

In the fourth chapter, the factors that Mursell
believed would co-ordinate his music progrsm, integmetion,
ereation, and administration were studied. The evolution
of his thinking regarding these three factors were traced.
Mursell believed that to achieve human values and to make
misie a resource for botteyr living a nusio program muast
ashieve integration. He also helieved that his soncept of
a developmental program for musicel growth must de perme-
ated and pervaded by oroative experience. The five areas
of the sehool music program were %o be utilized in an
atuosphere of oreative experiences and brought about through
sreative teashing. Integration snd oreativity dealt with
the area of musiec itsell and its effect upon humsns and -
man living. The final portion of the chapter discussed
Mursell's views ragarding the music supervisor, the elazse
room teacher, and the director of music in a school system,

The final chapter was an attempt to evaluate itur-
sell as a developmentalist and as an educator. 1t was noted
that Mursell's contribution to the literature of music
education with 1ts stress upon the developmental aspects of
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masioal growth was noteworthy. His greatest contribution
to music developmentallam was his tentatively determined
gradiant of muslcal growth originally oconceived by Arnold
Gesell but incorporated into music education by Sursell.
Mirsell was also an sarly proponent of musical growth and
was virtually a pioneer in this £leld for many years. As
an sducator, idurasll believed that rieh and meaningful
musical experienses gave a child opportunities for contacts
with masic which expanded their growth in musical understand-
ing and ability. ilusical sxperiences can affect a childta
personalisy by revealing the human values inherent in music.

The oonclusion that can be drawn from this study
is sthat Mursell was one of the pioneers in the application
of psychologiaal and eduoastional theory to musis education.
Musie educators were not trained primarily to bs psycholo-
gists or educators and eonsesquently the views and sonsepts
advocated by Hursell were not resdily adopted. Mursell's
views and soncepts were misunderstood and not fully ap-
preeiated.

IS is recommended that furthnr studies be made
regarding the psyshological, educational, and musiocal
sources that influenced the shinking of James L. Mursell.
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How Iorfh
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ABBTHACT OF
Jemes L. itursell as susic Lducator.!

This study was an attemspt to deteruine, from an
analysis of his writings, the vliewa, concepts, and edu-
eational theory of James L. ¥ursell. The procedure utilized
in the appralaal was to trace the evolution of hls views
regarding mental growth, musical growth, ablms of the muale
program, the arees of the nusic program, and the coordl-
nating factors of the nmusie program.

The historical background for the study was es-
tablished as a preliminery step. A brilef account of the
development of public school music education in the United
8tates, a short blography of James L. {Hursell, and a brief
discussion of his writings and place in muslc educstional
thought wsre presented.

An analyeis of jJursell's writings with respect to
him as a developmentalist revealed thet he wes & follower
of orgenismic psychology. A strong blologlcal emphasis
which sttributed all behavior to growth influsnced Mure

sell's concept of growth, both mentsl and nusiecal.

1 Ph.ls Thesls presented by eonard J., Simutis,
in 1961, to the Faculty of the School of Psychology and
kéducation of $the University of Ottawa, 1705 pages.
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A study of his educational views, with specific
reference to elementery school music edusation, revealed
his advocacy of what mnusic can do and should do to human
nature, living, and growth. The evolution of his views
regarding music reading, sinping, insiruments, rhythm, and
listenling were traced. Those areas were found to have
their own proceduresz and individusl treatments all related
to each other.

An analysis of his views reparding the coordinating
factors of the music proxran revealed that :ursell believed
int achieving human values and making music a resource for
better living through an achievement of integration; musical
growth permeated and pervaded by creativity; a progran
executed by m music specialiast, the classrcoom tescher, and
a director of mualc.

The contribations of James L. sursell were used as
the criteria in formulating the evaluation, It was cone
cluded that music educstors began utilizing his viewz and
concepts many years after they had been formulated and
advocated. lils idens were not readlly understood and

appreciated.



