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PREFACE

One of the duties of elementary music specialists has

been, and will probably continue to be, that of presenting

students in public performances. It may be an operetta, a

choral concert, a talent or variety show, or a holiday as-

sembly, as the occasions for these presentations are numerous.

Preparing a student production is a monumental task for the

experienced teacher; but for one new to the profession, it

can be both a monumental and frustrating ordeal.

There appeared to be a need for a single source con-

taining information related to the major areas involved in

preparing elementary students for a public presentation.

Suggestions and possible solutions for problem areas were

also needed.

It. is hoped that the findings in this report will bene-

fit both the inexperienced and experienced teacher. To the

inexperienced teacher, it will present useful information

collected from numerous sources and the wealth of information

collected by successful music specialists over a period of

years. To the experienced teacher, it will offer additional

resources, advanced and new ideas, and suggestions from fel-

low co-workers in music education.
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CHAPTER I

STATEMENT OF THE PROBLEM

The Problem

The purpose of this study was to examine the justifi-

cations for and production problems of presenting elementary

children in public performances.

Sub-Problems

Analysis of the problem statement led to subordinate

questions, which may be stated as follows:

What goals in the education of children and in com-

munity relations are fulfilled through public performances?

What types of performances may be used for presenting

children publicly?

What costuming methods may be used at the elementary

level?

What make-up procedures may be used effectively?

What scenery, staging, and lighting effects may be

utilized?

What published music and operettas may be used with

children's performances?

What production details may the director be concerned

with in elementary school public performances?

1
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Definition of Terms

The phrase "justification for" refers to the educa-

tionally sound reasons for presenting performances at the

elementary level.

The phrase "production problems" refers to all the

various areas involved in presenting children in public

performances.

The phrase "elementary school children" refers to pub-

lic school students in grades one through six.

The phrase "public performances" refers to any musical

production that is to be presented to parents and/or stu-

dents for paid admission or free.

The phrase "types of performance" refers to operettas,

talent-variety shows, spring festivals, holiday assemblies,

or choir concerts which may be used for presenting children

in public performance.

The phrase "goals in education" refers to the objec-

tives that are sought by encouraging school children to

perform publicly.

The phrase "goals in community relations" refers to the

preferred ways that school-community relations may be af-

fected by performances presented to the public.

The term "costumes" refers to the garments and para-

phernalia worn by students who are doing characterizations

in public performances. The term also pertains to basic

apparel design, patterns, color selection, fabric selection,

and special effects.
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The term "make-up" refers to the necessary materials

and techniques for preparing skin surfaces of children

who appear in stage performances.

The term "scenery" refers to sets, flats, and the other

physical properties necessary for acquiring the proper set-

ting for a performance. The term also refers to scene

design, painting effects, and effective and simple backdrops.

The term "staging" refers to the acting area, stage

action directions, properties, .and sound effects that are

used for public performance.

The term "lighting" refers to the electrical fixtures

and illuminating devices that are used or may be used effec-

tively for performances.

The term "music" refers to choral arrangements, show

tunes, popular music, adopted texts, and any other printed

literature suitable for children's performances.

The phrase "published materials" refers to children's

operettas and plays. These will include materials from

publishing firms and may or may not have royalty fees.

The phrase "production details" refers to all the extra

duties that are incurred in giving elementary public perfor-

mances. These tasks are directing procedures, casting,

rehearsals, stage crew selection, choral auditions, choral

rehearsal schedules and procedures, and selection of music.
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Delimitations

Elementary authorities residing outside Texas were not

contacted by interview or questionnaire for their solutions

to the research problems. The resources were restricted (a)

to evidence gathered through a state-wide survey and (b) to

printed and published materials found in libraries.

The information pertaining to costuming does not give

complete details of historical dress, the cutting of costume

patterns from basic dress patterns, methods of sewing, or

costuming accessories. The discussion is confined to the

principles of costuming, the practices of design, fabric

and color selection, and the use of special effects.

Make-up procedures given exclude complicated devices

used to acquire make-up effects which are used mostly in

legitimate theatres and therefore are not useful with

student productions.

The construction details of scene set pieces are not

included in this report. The facts pertaining to scenery

are confined to the purposes and design of scenery.

Two lighting theories have been excluded from this re-

port. They are 1) the theory of electricity and its relation

to artificial lighting and 2) the theory of electricity and

its relation to lighting equipment. The data related to

lighting is restricted to the purposes, the functions, and

the equipment directly involved in the production of

performances.
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The published materials listed herein are not all in-

clusive. They are limited to those that have been used in

performance and are given as examples of what can be uti-

lized with elementary vocal students.

.Basic Hypothesis

The basic hypothesis of this report is that public

performances are beneficial to elementary school children;

therefore, the factors concerning problem production should

be systematically investigated and reported.

Basic Assumptions

A basic assumption of this study was that a survey of

Texas authorities only would provide valid information con-

cerning current practices.

Another basic assumption is that there exists no single

adequate source treating the subject of this report.

Background for the Study

Public performance has been an important facet of the

music education program since its earliest inception. The

singing school, a forerunner to music in public schools, was

founded as a direct result of a need expressed by people who

wanted to learn to sing correctly. Their main desire was to

be able to perform better in church and community choirs,

church congregational singing, and at home.1

'Edward Bailey Birge, History of Public School Music
(Washington, 1928), p. 1. 5e-Naso~NeIs~5n~ff.~~enR6y,
Basic Concept s .in Music Education (Chicago, 1958), p. 204.
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There has always been an interest by children to dis-

play abilities before others especially their peers, whether

it be a formal concert or impromptu gathering. Students who

were taught music by Lowell Mason in the experimental year

in Boston congregated in the halls during the lunch hour to

sing from the sheer .joy of musical expression.
2

Since 1838, when public school music was first intro-

duced, a large portion of our education history has been

made. In the space of ninety years the educational system

has advanced from the district school with the 3R's and a

little singing for diversion to a highly complex school

system with music functioning in many activites, with high

school orchestras playing symphonies, and choruses singing

great oratorios and other choral works of magnitude.3

As an artist displays his competence on canvas, musical

organizations exhibit their musical competence through

public .performance. This should not begin at the junior

high or senior high school level, but at the elementary

level where the foundation for all future performance may

be established and where many students, due to the large

sizes of junior and senior high schools, will not have an

opportunity to participate in a public, performance after

their years in the elementary grades.

2 Ibid., p. 51. 3 Ibid., p. 1.
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Historical Views

The very early music education public performances

were designed to promote the school music education program

to school officials and parents, to demonstrate the advan-

tages and skills derived from new techniques being utilized

in the music program, and to culminate musical activities

thus showing parents the achievements made by children

during a course of study.

There is little recorded historical data giving in-

sight to the scope and content of the public performances

given under the direction of the early music educators.

Charles L. Gary selected and compiled several historical

articles into one source. These articles, taken from the

Music Educators Journal, reveal some of the early practices

related to performance. The following article originally

appeared on page one of the Cincinnati Daily Gazette,

June 27, 1856.

June twenty-sixth was an unusually hot day
for Cincinnati in the early summer of 1856. . . .
The crowd might have been due to normal parental
pride or to an interest in the new music teacher,
Luther Whiting Mason.

As if to cool off their listeners the chil-
dren opened the program with a song in two parts
called "The Sleigh." It was a familiar tune (sung
today as "Lightly Row"), but the new words by
W. J. Hurlbutt and the children's singing made a
big hit with the audience. The round "Come,
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Follow Me" was also well received. After a duet by
two of the older girls, all the children sang "Don't
Kill the Birds," and "Brightly Beams the Sparkling
Ray." Professor Mason then said a few words about
his theory of teaching music which involves the use
of rote songs as a means of building a foundation
for future instruction. Then the pupils sang a
number of other songs including "O'er the Waters
Gliding" set to a Mozart minuet, and "Star of Hope"
to music from Bellini's opera, Norma.4

Another of the articles reveals the content of an

early public performance directed by Walter H. Aiken.

During the winter of 1881 the Twenty-sixth
District School in the City of Cincinnati put on
an entertainment for its friends. The hit of the
evening proved to be seven boys about twelve years
old who had been trained in a song by Walter Aiken,
the music teacher. The boys sidled onto the impro-
vised stage so that no one in the room could see
what was on the large cards hanging on their backs.
Mr. Aiken struck a chord on the piano and the first
boy began to sing,

You may talk about your groves where you
wander with your loves,

You may talk about your moonlit waves that
fall and flow

Something fairer far than these, I can show
you if you please,

'Tis the charming little cupboard where the
jam pots grow.

He was joined by the others to sing,
Where the jam pots grow, where the jam

pots grow,
Where the jelly, jolly, jelly, jolly jam

pots grow,.
'Tis the dearest spot to me on the land

or on the sea,
'Tis the charming little cupboard where the
jam pots grow.

4 Charles L. Gary, ed., Vignettes of Music Education
(Washington, 1964), p. 8.
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The crowd enjoyed it so much that there was a
smattering of applause as a second boy commenced
another verse,

There the golden peaches shine in their syrup
clear and fine

And the raspberries are blushing with a dusty
glow,

And the cherries and the plums seem to beckon
me to come

To the charming little cupboard where the jam
pots grow.

As the boys sang the chorus this time they de-
lighted the audience by rubbing their stomachs and
rolling their eyes. Then a freckle-faced lad took
a step forward and pointed his finger at Mr. Aiken
in imitation of an action he must have seen in a
minstrel. He sang in a clear, soprano voice,

There the sprightly pickles stand with the
catsup close at hand

And the marmalades and jellies in a goodly
row,

And the quinces ruddy fire would an anchorite
inspire

To seek the little cupboard where the jam
pots grow

As he sang the others licked their lips and wiped
them with the backs of their hands just before they
entered on the chorus. The biggest of the boys sang
the fourth and final stanza,

Never tell me of your bowers that are full of
bugs and flowers,

Never tell me of your meadows where the breezes
blow,

But sing me if you will of that house beneath
the hill

And the dainty little cupboard where the jam
pots grow.

The voices boomed out the final chorus. . . . Just as
they finished singing the boys put their hands on their
knees and in one hop turned Around to present their
backs to the audience. The crowd, in their enjoyment
of the song, had forgotten all about the cards and were
completely surprised and delighted to see them spelling
out JAM POTS.

The following score will show the simple melody:
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Jam Pot Song

1-+7777i

r oll_ .......

~ __E-3

_AN~

The following is an account of the Final Session of

the Music Department at the 42nd annual meeting of the

National Education Association which was held at the New

England Conservatory in Boston on July 9, 1903. The main

objective of this session was to observe a demonstration

of sight reading. The participants were thirty ninth graders

under the direction of Sterrie A. Weaver.

As the children filed in and took their
seats on the stage, P. C. Hayden of Keokuk, Iowa,
distributed to the audience sheets of paper which con-
tained sixty exercises, each eight measures in length.
. . . He explained that the exercises had been written
by Ralph Baldwin, Leo R. Lewis, T. L. Roberts, Harry
C. Eldridge, Leonard B. Marshall, and George W.
Chadwick.

SIbid., pp. 16-17. Gary's"Source Song' found in a note-
book of Walter H. Aiken in a collection of his effects at
the College of Music of Cincinnati.
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"Thirty of the sixty items have been
selected by Mr. Weaver and Miss Langdon, teacher

of the class, and will now be distributed to the
children."

Each child was then given a slip with the music
face down. Mr. Weaver then gave a command, "Study
your exercise." The boys and girls studied the music
intently for approximately a minute and then, at the
words "that will do," turned them down again.

At a nod from Mr. Weaver, the first two girls
stood. Hazel Andrews announced the number of her
exercise to the audience and gave them time to locate
it on their sheet. Then she turned over her slip and
sang through the eight measures with assurance. As
she sat down a third girl arose and the second girl,
Carrie Austin, said "Number one." She then sang with
syllables:

When she had done the first four measures with-

out a mistake, Mr. Weaver stopped her and nodded to
Pauline Bray who announced "Exercise nine."

They continued in this manner until all thirty

had recited with only six of the children experiencing
any difficulty with the test material. . . . As a
final demonstration of their ability the class sang
a four part song at sight with the words. All four
parts were distinctly heard and Mr. Weaver, obviously
proud of the group, remarked that they had not known
that they would be asked to sing with the word and
that the class never drilled on this activity.

At the same meeting in 1903, Samuel W. Cole, supervisor

of music in Brookline, Massachusetts and a professor at the

6 Ibid., pp. 28-30. Gary's Sources Journal of Proceed-

ings_ and Addresses of the Forty-Second AnnuT~Meifing,
National Education Association 1903, pp. 683-685. School
Music Monthly, Vol.~i~V,No. 16 (September-October, 190
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New England Conservatory, spoke on the subject of the real

purpose of teaching music in the public schools. He began

by stating that he felt that teaching children to read by

*sight should not be considered the object of -first impor-.

tance. He suggested these as the purposes of music in

public schools: 1) the creation of a musical atmosphere

in America, 2) the establishment of a musical environment

in every home, and 3) the development of a national type of

music. In his opinion the real purpose was to lay the foun-.

dation for all the future accomplishments to be made musi-

cally in our country. Cole suggested that this accomplish-

ment could be made by music specialists if they would make

it their first business to get all the children singing and

give them the joy of participating in a performance. They

would as adults support the interests of music with their

influence, money and votes. 7

In 1918, the following statement was made by Cora

Conway in an article:

To my mind, a performance of any kind by the
children of the greades means an unusual interest
taken by all people. It has its own peculiar at-
traction, no matter if the work presented is not
quite so artistic as that given by pupils of Junior
High Schools or Senior High School. . . . If it gives
one little spark of nspiration to anyone, I shall
indeed be gratified.

7 Ibid., pp. 26-27.

8 Cora Conway, "Music in the Grades," Music Supervisor's
Journal, V, No. 1 (September, 1918), p. 26.~
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Another authority of 1918, Frances Clark, felt the musi-

cal development of the individual to be the epitome of the

history of the race and that each child should be taken

step-by-step from rhythmic activities to melody, harmony

with combination, and story-telling. Music performance,

functioning through history, geography, physical culture,

and literature, can awaken the powers of attention, interest,

concentration, selection, contrasting judgment, and imagi-

nation. Clark reinforced the statement made by Cole by.

saying that only a few will ever become producers of music

but many can become intelligent enthusiastic consumers. 9

Current Views

Many of the theories and practices of modern mus-ic

education are but extensions of the early ideas and prac-

tices; however, advances, renovations, and new emphases

arebeing placed upon some of these ideas, particularly in

the performance area at the elementary level. The content

of performance is more interesting, the scope is greater,

and the printed materials available, ranging from choral

arrangements to operettas, are almost limitless.

The Yale Seminar made a study in 1964 to investigate

the reasons for the lack of communication between the realms

of music education and professional activity.1 0  The panel

9 Frances E. Clark, "Music-in Education," Music Super-
visor's Journal, V, No. 1 (September, 1918), pT6~.

1 0 Claude V. Palisca, ed., Music In Our Schools,
(Washington, 1964), p. 1. - -~~~~
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agreed that perhaps the reasons for this lack of communi-

cation can be attributed to the following: 1) composers

lookeddown on writing for schools' performances, leaving

this to composers whowere incapable of composing good music,

2) performers have had little time for cultivating good

relationships with the schools, and 3) until recently, musi-

cologists remained aloof and uninterested in educational

questions. Other problems stem from the unfortunate fact

that many music graduates find.that the public schools offer

them little challenge. A curriculum revision such as the

one that has been negotiated in the biological and physical

sciences and mathematics fields must be extended to the

arts.11

One step in the right direction was the very successful

Contemporary Music Project, sponsored by the Ford Founda-

tion, which placed young composers in schools over the

United States. Composers had a chance to hear their music

performed and students got a good close look at a real com-

poser.12 Another advancement being made are the concert

series played by local symphony orchestras for young

audiences.

The development of musicality is the primary aim of

music education from kindergarten through grade twelve.

_I _., pp. 2-4.

1 2 "The Contemporary Music Project," Music Educators.

Journal, LIV No. 7 (March, 1968), p. 45.
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Musicality is a rather illusive term but essentially it is

the capacity to express a musical idea accurately through

pitch and time. Ultimately, it is the capacity to grasp

in its completeness and detail a musical statement heard.

A basic musicality should be taught before the teaching of

reading, notation, composing or analysis is attempted be-

cause these skills become meaningless without it.13

The next consideration then would logically be the pro-

cess of acquiring musicality. The Music Educators National

Conference recommends that children learn musicality through

1) bodily movement and dramatization--essential for develop-

ment of the imagination in expressing ideas and emotions as

well as aiding in physical and social growth, 2) listening--

essential for gaining insight into the realm of music and

the development of an awareness of the structural elements

in music, 3) singing--essential to provide the experience

and joy.of using the voice, a child's personal instrument,

4) playing instruments- -essential for providing musical

experiences to all students but especially the non-musical

child, and 5) creative music activities--essential as a

means of creative expression.

The recommendations made by the Yale Seminar for ac-

quiring musicality differ in emphasis from those made by

1 3 Palisca, p. cit., p. 6.

1 4 Hazel N. Morgan, Music in American Education
(Washington, 1955), pp. 61-63.
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the Music Educators National Conference. Performance is

considered to be the most important element with rhythmic

training, vocal and instrumental creation, listening, and

ear training given as the other elements of the simultaneous

process (see Figure 1). Through these learning processes,

the student must be able 1) to understand and evaluate all

kinds of music in his own terms, 2) to recognize the dif-

ferent functions of music--symphonic, background, stage,

chamber, folk, dance--and the way the function interacts

with the style and form, and 3) to think music in the way

the finest musicians do within the limitations of his

skills.15

The following observations were made by the Yale Sem-

inar Panel in regards to criteria that one should keep in

mind in considering the various performing species now

available.

1) Types of groups most worthy of support as part
of the music education program are those possessing an
authentic, wide ranging repertory of the highest musi-
cal quality.

2) Since groups of apparently inferior musical
potential often lead students to activities of a higher
musical level, none should be discouraged. Rather,
interests and excitement generated by such groups
should, when possible, be channeled and diverted to
more fruitful fields.

3) The school program should be as balanced as
possible among orchestral and choral, and large and
small groups.

4) Local traditions and customs that emphasize
certain groups in special localities should be
respected.

15
Palisca, op. cit., p. 6-11.
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5) The same activities should be pursued insofar
as possible at the junior and senior high schools, not
only for their intrinsic value but also to assure
continuity. Where schools are too small to support
individual organizations, interschool and even inter-
community groups should be established: youth
orchestras, regional choruses, and the like.

6) Through concerts and other public appearances,
the school should satisfy the curiosity of the commu-
nity about its program. It is not the duty of the
school, however, to satisfy the community's demand for,
or taste in, entertainment; its function is to teach
music. The disruption of schedules for the sake of
frequent appearances before non-school audiences is
deplorable.

7) Overdependence on frequent participation in
contests and exhibitions should be avoided.

8) Combinations of -two or more groups, such as
orchestra and chorus, in single projects should be
encouraged. Theatrical productions, while often of
educational as well as entertainment value, should be
managed so that the time and energy they require are
not in excess of the intellectual and musical rewards.

9) Constant care must be taken to maintain and
increase musical values of activities that contain
strong admixtures of social and entertainment values.

10) Insofar as possible, the music performed
should be really studied by the particj ants through
the use of full scores, analysis, etc.

All of these criteria are in direct support of per-

formance as an effective musical teaching tool. The act of

doing or participating creates a much more lasting impres-

sion for students that will help them as adults to later

exercise their social responsibility in making wise personal

and group decisions about the arts.17

The Rockefeller Panel report is intended as a challenge

to the public on the state of the performing arts in the

United States. This Panel was made up of influential patrons

16Ibid., pp. 26-27.
17 Karl D. Ernst and Charles L. Gary, ed., Music in

General Education (Washington, 1965), p. 2.
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of the performing arts from all sections of the country and

they regard the artistic development in students as a nec-

essary factor if the future of America's performing arts is

to be stabilized. The panelists also feel that an, educated

public will more freely support the performance of profes-

sionals.18 This is an extension of the idea advanced by

Samuel W. Cole in his speech to the National Education

Association in 1903, though progress has been made in the

method of acquiring this desired goal.

Historians have not been silent in their views con-

cerning the place the arts occupy in our country's heritage.

Eric Larabee has noted:

In the eighteenth century, the question that pre-
occupied thoughtful people in the United States was the
achieving of political democracy--and in the main we
answered it. In the nineteenth century, the question
was one of achieving economic democracy--and we an-
swered that, too, at least in theory and potentiality.
In the twentieth century, the main challenge to the
United States is the achieving of cultural democracy--
but that still remains very far indeed from being
answered.19

As a result of changing conditions, emphasis has been

placed on material acquisition and passive enjoyment. There

now is a growing realization that 1) materialism cannot per-

manently satisfy a society, 2) political and economic

progress alone are not enough to satisfy spiritual hunger,

and 3) that forms of entertainment which demand nothing of

1 8 John D. Rockefeller, III, et al., The Performing Arts:
Problems and Prospects (New York,1965) , p. 186.

19Ibid., p. 2.
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the mind or body offer neither a permanent enrichment of the

spirit nor a full measure of delight. As a direct result

of these realizations, the role of the arts in society has

been re-evaluated and they are being recognized as the cul-

mination of other achievements, the attainment that in the

end gives society its hope for a lasting place in history

and its people the chance for the fullest freedom and

happiness.20

President John F. Kennedy made the following statement

about the arts:

I see little of more importance to the future of
our country and our civilization than full recognition
of the place of the artist. If art is to nourish the
roots of our culture, society must set the artist free
to follow his vision wherever it takes him . . . art is
not a form of propaganda, it is a form of truth . . .
art establishes the basic human truths which must serve
as the touchstones of our judgment.21

President Kennedy supported his views not only by inviting

young performers to the White House but by personally at-

tending these concerts as often as he possibly could.

There are millions of Americans who have never seen a

live performance and even more who have never had the ex-

perience of participation in one. The Rockefeller Panel

contended that the arts are not for a privileged few but for

the many and they are not just a form of recreation but are

vital to the well-being and happiness of individuals.2 2

They advocate that the local governments be directly

2 0 Ibid., pp. 2-4. 2 1 Ibid., p. 4. 2 2 Ibid., p. 11.
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responsible for the study, appreciation and training in the

arts as an accepted part for the curriculum of the school

systems. The state government should see to the development

of the cultural programs within educational institutions.23

Since the creation of a favorable environment for the

arts is dependent primarily upon the education of a people,

the schools play an important role. The citizenry must love

and depend upon them, and they must be able to recognize

quality. The habit of attendance, based on need, must be

learned early in life. It is at the age of six when boys

are learning how to play baseball that music, dancing, and

play acting come naturally. The pleasure of performances

in school can later be translated into the pleasures of

seeing and hearing others perform. 2 4

Though many school musical and dramatic groups achieve

a high level of technical proficiency, the objective some-

times seems to be lost. Instructional programs have been

"hindered by the self-contained classroom teachers who feel

a lack of confidence" to correctly teach the arts. Measures

should be taken to remedy these situations.2 5

The artistic maturity of children varies with the

teachers that 'are in charge of the musical organizations

and teacherswho have the backing of the community and admin-

istration insist on high artistic standards.2 6 As a

23 Ibid., pp. 120-124. 24Ibid., p. 185.

25 Ibid., pp. 186-187. 2 6 Palisca, . cit., p. .



22

correlative to group and solo performance activities, schools

should offer as much free instruction as possible.2 7

William James observed:

. . . the strength of any society is best R dged
by the creativeness it induces in its citizens.

Others have noted that:

. . . while the arts do not make society or its
individual members more energetic or efficient, they
do tend to make both wiser and happier--inwardly
healthier, outwardly more alive. The arts are a source
of simple enjoyment and delight, hence, for refreshment
and renewal. They are also educating and civilizing,
can provide a sense of the grace, power, enchantment,
and beauty of which the creative impulse is capable.
And, as the arts are exalting, with some of religion's
moral and mystical power.2 9

The performing organizations "offer young people a

way of finding themselves in a world that is often baffling."

The arts have served as an effective tool for reaching those

who are deeply troubled. Through music, acting, and dance,

a way has been found to help children who are troubled to

raise their sights and take steps toward realizing socially

useful lives.30

Many social and political forces have combined both to

compel interest in the arts and to justify that interest in

practical terms. The intersection of these forces provides

an unparalleled opportunity for the arts and the nation.

With wise application all the factors involved can lead to

2 7 Ibid., p. 28. 2 8 Rockefeller, op. cit., p. 7.

29Ibid., pp. 6-7. 301bid., p. 8.
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an environment more conducive to distinguished performance,

to a larger and more appreciative audience, and to a higher

level of artistic accomplishment.31

On the basis of the information submitted, the fol-

lowing conclusions were drawn: 1) performance was and is a

necessary element in the development of musicality in chil-

dren; 2) in order for the performing arts to survive, people

must be educated in music and the other arts so that they

can become intelligent audiences; 3) public schools should

be agents of artistic development through well devised in-

structional programs; and 4) therefore, public performances

in the elementary school are not only justified but should

be a requirement of the music program.

Methodology

The data for this report were collected from the fol-

lowing sources: 1) books on the subjects of performance with

children, play direction, music in the education of children,

costuming, make-up, scene design, lighting equipment, and

published plays and operettas; 2) periodical articles on

music educational values of performance, choral procedures,

choral music, elementary choral music, and elementary school

performance groups; 3) music text book series, and 4) a

questionnaire.

31 Ibid., pp. 8-9.
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The books, periodicals, and music texts were carefully

studied in order to obtain selected information related to

the various subject areas of this study. A survey was con-

ducted in order to determine current attitudes and practices.

One hundred questionnaires were sent to school systems over

the state of Texas. Forty-one of the schools (see Appendix

A) completed and returned the questionnaires thus providing

a forty-one percent return. The questionnaire (see Appendix

B) was devised so that data could be collected on 'various

aspects of performance: 1) general information, 2) organi-

zation of music teaching, 3) types of programs, 4) goals in

education, 5) community relations, 6) financial plans, 7)

costuming and make-up, 8) lighting, 9) stages or performance

areas, 10) scenery, 11) music and published materials, and

12) production details. A letter of transmittal (see

Appendix C) was sent with each questionnaire and follow'up

cards (see Appendix D) were sent to encourage late responses.

The findings of the survey are shown as reported by

five classifications of schools based on city population.

They were grouped as follows:

Group City Population Number of
Responses

A 7,800 to 14,000 5
B 41,000 to 72,000 10
C 84,000 to 106,000 11
D 125,000 to 200,000 5
E 395,000 to 840,000 10
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The results of the survey provided insights which are re-

ported as current practices of music specialists.

Plan of This Report

The following chapters are designed to present infor-

mation concerning all the related aspects of public per-

formance in the elementary school.

Chapter II presents arguments for justifications of

public performance with children by discussing the educa-

tional values gained by children through their participation

in musical productions. The ideas advanced by music

specialists are listed.

The operetta, choral concert, and variety or talent

show are discussed in Chapter III. Included in the dis-

cussion of these types of performance is a definition and

explanation of the teaching-educational values incorporated

in each. The occasions for these presentations are also

given consideration. Current practices of educators are

reported. An increased knowledge of these facts can serve

to provide more educational experiences for children who

are presented publicly. Current practices of music

specialists are discussed.

The details of costuming are presented in Chapter IV.

Though details of historical dress are not given, illustra-

tions are included to show the major changes. The chapter

is primarily concerned with the purposes of costuming,

basic costume designs, patterns, color and fabric selection,
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and special effects. Survey results of questions in cos-

tuming practices are included in this chapter.

Chapter V presents information concerning make-up.

The materials of make-up are explained from the standpoint

of usefulness and practicality in the elementary situation.

The purposes of using make-up are discussed and instructions

are given on the application of "straight" and "character"

make-up. Special effects obtained with the use of make-up

are noted as are the current practices of music specialists.

Information about scenery, staging, and lighting is

presented in Chapter VI. Due to the broad areas of these

terms, it was felt that a division of the chapter into three

parts was advisable; therefore, each topic and its related

areas is given separate treatment. The areas presented in

scenery are scene design, composition, painting, and set

pieces. Staging is approached from the standpoint of

utilizing the acting area to its fullest capacity. The

areas discussed under this topic are performance areas or

stages, stage movement, properties, and sound effects.

Lighting is approached from the standpoint of its usefulness

to the performance area and the audience reaction created

by good lighting techniques. Special attention is given to

light sources and lighting equipment. Survey results of

equipment used in public schools are shown.

Choral arrangements and published operettas are dis-

cussed in Chapter VII. The criteria used in selecting



27

performance materials are explored. Music, arranged for

soprano-alto and first soprano-second soprano-alto voices,

and operettas suitable for use at the elementary level are

listed. Survey results on the use of published materials

indicate the current practices in this area.

Chapter VIII discloses information about production

details related to the preparation and performance of

operettas and choral concerts. These details encompass

stage direction, casting, stage crew selection, choral

auditions, choral rehearsal schedule and procedures, and

music selection. The chapter is concluded with current

practices as shown through survey results.

The final chapter, Chapter IX, contains summations

and conclusions drawn from information reported in the pre-

ceding chapters. Emphasis is placed on the aesthetic and

creative development of students through their participation

in public performances. Recommendations are made to music

specialists, school administrators, college music education

instructors, publishers, and researchers in order to improve

the standards of performance so that students may fully

benefit.



CHAPTER II

AIMS AND OBJECTIVES

There is no longer a need to justify the arts as cul-

tural subjects. That music offers pleasure, entertainment,

beauty, and inspiration is recognized by all educators.

Consequently it should be an integral part of every school

day for all children. 1

While the love of music for its own sake must be con-

sidered the basic reason for the place that music holds in

American schools, a place quite unique among educational

systems of the world, extra-musical values have been ad-

vanced in support of music education for the benefit of

those for whom beauty is not enough.2  There are at least

three other reasons. Music merits an important place in our

educational system because 1) it represents one of the

most significant human achievements; 2) it is a unique sym-

bolic system which appeals to the life of feeling and of the

1 Orville B. Aftreth, "The Principal's Role in theMusic Program," Music Educators Journal, XLVI (January,
1960), p. 41.

2Allen P. Britton, "Music Education: An American
Speciality," Music Educators Journal, XLVIII (June-July,
1962), p. 27.

28
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mind; and 3) musical competence contributes aesthetic

richness to the quality of living.3

Aesthetic Values

There are three broad activities which improve aesthe-

tic perceptivity: 1) performance, 2) analysis, and 3) the

gathering of factual knowledge.4

Performance includes all activities that involve the

actual making of art, ranging from pencil drawing to oil

painting, from classroom singing to the singing of a sophis-

ticated, complete dramatic production. In public schools,

performance is the most widely employed method of all in

every field of aesthetic education. While it is most in-

structive, there can also be restrictive values of perfor-

mance. When it is conceived as an end itself rather than

used as a means of heightening aesthetic perception, it

becomes a terminal activity having little or no effect on

lifetime appreciation.5

Factual knowledge and analysis of the material to be

performed heighten the quality of the performance and the

educational value derived from it 'as well. Music can present

3 Charles Leonhard, "The Place of Music in Our Elemen-
tary Schools," National Educators Journal, LII (April, 1963),
p. 40.

4 Bennett Reimer, "The Development of Aesthetic Sensi-
tivity," Music Educators Journal, LI (January, 1965), p. 35.

5Ibid., p. 35.
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a carefully balanced program of studies that makes a strong

contribution toward other important educational objectives.6

Educational Values

There are several educationally sound reasons for pre-

senting children publicly

1. Rightly conceived, performance is one of the best

methods of developingmusical insight because it is important

that the performer understand what is being performed.

Music without performance is like science without a labo-

ratory.7 The interest generated in music is not as great

unless performance is the final objective. 8

2. The music department has in the performance area an

ideal means of bringing to students the most gratifying re-

ward of their musical learning, "the giving of their skill

and talent to others."9  When an individual takes part in

the performance of music, he has' a direct and personal ex-

perience in making something beautiful.10

6 Forest J. Baird, "Let's Sell Our Music Program," The
School Musician, XXXV (August-September, 1963), p. 57.

7 Karl D. Ernst, "Music in the Schools," Music Educators
Journal, XLVIII (January, 1962), p. 48.

8R. L. Bloch, "Performance: Our Stepping Stone to
Musical Understanding," Music Educators Journal, XLIV
(November-December, 1962), p. 90.

9Malcolm E. Bessom, "Make Performance Worthwhile," The
School Musician, XXXV (November, 1963), p. 64.

1 0 Edna Marie Jones., "Discovering Values of Music Through
Creative Experiences," Music Educators Journal, XLIX
(February-March, 19631), p. 71.
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3. Performance can serve to engender, restore, or

maintain a group's faith in itself. It can also act as a

motivating force. If students know that at a given time

they will perform the music they are working on they have a

concrete goal. Some students may be motivated by simply

making music, but there are others who need something "real"

toward which to work.1 1

4. Any musical organization is an example of democracy

at work. Each individual holds within himself the power to

disrupt the efforts of those working with him. Self control

must be exercised by all.. Values come from working with

others to accomplish a common task and valued goal.12

5. The performer must decide what the composer in-

tended and in turn relate it to his own experiences and

backgroun'd.1 3  Some arts do not need a third person, the

interpreter. Music and drama do.14

6.. Public performance can serve to satisfy and fulfill

the basic needs of exceptional children.' 5  For the child

with speech limitations, music provides an unparalleled

llBessom, op. cit., p. 64.

12Baird, p. cit., p. 57. See also Kowall, Bonnie C.,
ed., Perspectives in Music Education, Source Book III)
(Washington, 1966), p771).

13Jones, 2. cit.., p. 71.

14 Stanley Chapple, "Some Fundamental Values in Music,"
Music Educators Journal, XLVIII (February-March, 1962), p. 71.

'5 Alice R. Doolittle, "Marley's Ghost," National Edu-
cator's Journal, LII (December, 1963), p. 45.
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opportunity to express feelings and thoughts through an ac-

ceptable channel that does not necessarily depend upon

fluency of words--an area in which the speech handicapped

child so frequently feels frustrated. These. children, in

spite of their limitations may sing in a selected choir or

chorus, or accompany the group on a song flute or auto

harp.16

Performance should be the outgrowth of musical acti-

vities and classroom experiences rather than the ultimate

goal of music; therefore, specialists should exercise

caution concerning the manner in which they arrive at per-

formance.17 Children should be allowed, when possible, to

have a part in deciding upon something they would like to

dramatize. Though it may not be possible to allow them com-

plete freedom in writing the script by themselves, they

should be made to feel that the project is theirs as op-

posed to the teacher's.

There are critics of music education who feel that too

much emphasis has been placed on public performance and that

through this medium students learn little or no real music.

It is regrettable that in some situations public performance

is regarded as the ultimate aim of music education in a

1 6Verna Breinholt, "Music Experiences for the Child
With Speech Limitations," Music Educators Journal, XLVII
(September-October, 1960), p. 45.

17 Charlotte Shoemaker, "Rich Experiences from a Poor
Situation," Music Educators Journal, XLVII (April-May,
1961), p. 64.



33

school. Although it is an important part, teachers must

give careful consideration of its place in the overall

structure. They should endeavor never to exploit the stu-

dent for benefit of the school, the community, or the career

development of the music teacher.1 8

Educators generally lack an understanding of the arts

as character builders, particularly in the early years.

The appeal, the stimulation of interest, the requirement of

personal application, and the refinement of choice in regard

to the arts are fundamental aspects of the educational pro-

cess as children come in contact with creative teaching.1 9

Gert Weber, a UNESCO observer to the ISME International

Conference in Copenhagen the summer of 1958, said

In a world living under the threatening impact
of technology, tending more and more toward mater-
ialism and rationalism, the fostering not only of
the spiritual, emotional and creative capacities of
the individual becomes an essential task in school.2 0

A child's development can be helped through stimulation

of his need for expression, through his need for experimen-

tation with tools of expression, and through improvement of

this power of application. In these ways, creative activity

contributes toward his development as a person and

18 Kenneth Neidig, "An Opera That Just Happened," Music
Educators Journal, XLIX (November-December, 1962), p. 49.

1 9 Susan T. Canfield, "Creativity in Music Education,"
Music Educators Journal, XLVIII (November-December, 1961),
p. 51.

20Erns t, ~p. cit., p. 46.
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discourages misapplication of energy to less useful aims.

Good habits which have been learned through creative acti-

vities can later be utilized in other areas of learning.2 1

Art, music, and drama are not reserved in school for

the unusually talented or gifted. A purpose of school music

is to help educate children, to free their creativity and

imagination. It is not to produce concert artists or per-

fect performers. Creativity is for everyone; perfection,

for the very few. 2 2

The road from the song stories of the nursery to the

cantata of the high school senior is long, yet it should

be continuous. The process will be as varied as the per-

sonalities and interests of both children and teachers or

as unlike as their creative urges, their talents and abili-

ties. 2 3 Activities involving listening and musical form

should be stressed, but performance is the necessary "icing

on the cake." 2 4

School-Community Relations

The production of creative projects offers both personal

and community growth. All types of endeavors make their

21Canfield, 0p. cit., p. 51. See, also Kowoll, pp cit.,
p. 41.

2 2 N. V. Scarfe, "Creative Dimensions in Education,"

Music Educators Journal, XLIX (September-October, 1962), p.27.

2 3 Canfield, 0P. cit., p. 54.

24Neidig, 2p. cit., p. 50.
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indelible contributions. In the musical play, children

develop through the power of imaginary penetration of other

personalities and so move into a world of larger social

sympathy and understanding. This feat is accomplished

through release of musical, dramatic, and the inner creative

energies.25

The centers of musical excellence are the music edu-

cation departments. Schools and communities are proud of

their musical organizations, and the students are proud of-

the groups in which they participate. People of the com-

munity, the administrators, and other teachers are aware of

the community relations and morale-building aspects of a

school program. 2 6

It is unfortunate that many people have a misconception

of students' music activities in schools because they come

before the public only at performance time.2 7 It would help

the status of teachers and their positions as educators if

some effort could be made to clarify aims, define objectives

and then strive to keep schools and communities informed of

those objectives. 2 8

25Canfield, _L. cit., p. 56.

26 Baird, 2_. cit., p. 57.

2 7Frank E. Flora, "Successful Administrative Relation-
ships Make Successful Music Programs," Music Educators
Journal, XLVII (April-May, 1961), p. 66.

28 Baird, op. cit., p. 57.
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There are goals that are necessary in order that good

school-community relationships can be reached and main-

tained. Some of these objectives have been identified as

follows:

1. Community relations should strive to enrich the

musical understanding of the community. The largest and

most influential group whose influence upon music education

will be considerable is made up of the parents of the chil-

dren in school.2 9 The most vital means of communication

with parents is through the children in music classes. It

is wise to remember that parents will support musical acti-

vities as long as their children are benefiting.30

2. A good rapport between private teachers and the

public school musicians should be upheld. It is to no one's

advantage for these two groups to work against each other

or constantly disagree on issues. Differences of opinion

between the two become a confused and distasteful issue for

the student. 3 1

3. "Make haste slowly" would be a good thing to keep

in mind in selecting music for a public performance. It is

not a good idea to try to change the musical taste of a

community overnight. There should be something on the

program that everyone can enjoy along with something new and

2 9 Leonard Van Camp, "Public Relations and the Secondary
School Music Educator," Music Educators Journal, XLVIII
(November-December, 1961T,~p~ 81.

3 0 Ibid., p. 85. ~ 3 1Ibid., p. 82.
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challenging to the listener. 3 2 Materials should be of' high

standard in order to produce a program that will be an oc-

casion which will not only promote interest in music on

the part of the school and community but aid in bringing to

the public a better understanding of the school's music edu-

cation department.3 3 Program notes can help inform an

audience and can be used with advantage in building an in-

erested, enthusiastic community, and help promote under-

standing of the work. The notes should be on. the level of

the audience and should give periods of music and a short

statement of the composer's intentions. They should be

brief and to the point. One might also take advantage of

the opportunity to state why a particular composition of

unusual characteristics is being performed. A statement

might be included concerning the aims and achievements of

the school music department.34

Inter-School Relations

A sincere desire to understand the interests and pro-

blems of the teachers of other subjects in the school cannot

be too heartily recommended. Rehearsals should be planned

so that there is little conflict with students' other classes

and interests. By asking them to leave another class, a

music specialist is implying that her activity takes

32Ibid., p. 89. 33Bessom, 92. cit., p. 64.

34Morrette Rider, "Program Notes," The School Musician,
XXXIII (January, 1962), pp. 30-31.
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precedence over other class work. One must always be sure

such a move is essential--not merely convenient. Usually a

talk with the various teachers will prevent a misunder-

standing. Being well informed of the music teacher's plans

and intentions will allow them to plan their activities to

the fullest advantages. This can also apply to the before-

and-after school sports activities. If the students know

that there is a cooperative attitude between the athletic

instructor and music teacher, they are more likely to parti-

cipate in both when time permits. 3 5

Current Practices

In an effort to determine the opinions and practices

of elementary music specialists, questions were asked con-

cerning the educational aspects of performance. The first

questions were concerned with the desirability of public

performance at the elementary level. These responses are

shown in Table I.

35Van Camp, 22. cit., p. 86.
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TABLE I

DESIRABILITY OF PUBLIC PERFORMANCES BY ELEMENTARY
CHILDREN AS INDICATED BY TEXAS MUSIC
SPECIALISTS TEACHING IN CITIES WITH
POPULATIONS OF 7,800 TO 8401,000

Approval of Children Special
Performance at are Needs Are

Group Elementary Benefited Fulfilled
LevelB

Yes No NR* Yes No NR* Yes No NR*

A**s80 20 - 100 - - 60 .20 20

B**100 - 100 - - -1 90 10 -f

C** 100 100 -- - 100 -

D** 100 -- -0 100 - - - 100 -0- -

E** 100 -0 - - 90 -- 10 80 10 10

Compos ite

Response 98 2 98 - 2 88 7 5

iNlndicates no response.%-**

**Population of Groups:***

A - 7,800 to 14,000 (5 responses),
B - 41,000 to 72,000 (10 responses),
C - 84,000 to 106,000 (11 responses),
D -125,000 to 200,000 (5 responses),
E -395,000 to 840,000 (10 responses).

***The informationherein will not be repeated in this
Chapter.

There was only a two per cent disapproval of public

performances. The objection came from a teacher in a school

of small city population. Further, it was unanimously felt

that children benefit from performance activities. The fol-

lowing statements by teachers were made supporting the over-

whelming positive response: 1) "children learn to be at
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ease in front of an audience," 2) "experiences are broadened,"

3) "Chidren work harder," 4) "confidence and poise are

developed," and 5) "low achievers can 'shine'."

Educators also indicated that they used performance as

a means of fulfilling special needs of students and in most

cases have observed students who have been helped. Some

children, due to home environment, personality development,

or physical limitations, have need of an accepted mode through

which to win the approval of their peers. "Special needs"

refers to the additional requirements that are necessary for

these children to develop as well adjusted individuals.

Consideration was given to the possibility that all

children might not benefit favorably as a result of ap-

pearing in a school production. Specialists' opinions per-

taining t6 this aspect are shown in Table II.

TABLE II

THE EFFECTS OF PUBLIC PERFORMANCE ON CHILDRENS'
PERSONALITY OR BEHAVIORAL PATTERNS AS INDICATED
BY TEXAS MUSIC SPECIALISTS TEACHING IN CITIES

WITH POPULATIONS OF 7,800 TO 840,000

Performance Occasionally
Creates Personality Performance Adversely

Group or Behavioral Patterns Effects all Children
Yes NO NR Yes No Isolated NR

% % % % % Cases % %
A 20 60 20 20 20 60 -
B 30 70- 80 10 10
C 10 90 18 9 73 -e
D -- 100 20 60 20
E 60 40 30 50 20

Composite
Response 27 71 7 43 40 10
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There were more educators who felt that no problems

were caused by performance and slightly fewer who felt that

any problems which did result were in isolated cases as op-

posed to a general overall effect. Only a small percentage

placed the full blame on performance.

Much can be said of the good educational values derived

from correlated subjects. The -same is true of music perfor-

mance and other subject areas. The object of any teaching

situation is to provide the best possible means of teaching

subject matter. Indications are that music specialists

favor correlated performance materials (see Table III).

TABLE III

THE CORRELATION OF MUSIC AND OTHER SUBJECT AREAS
FOR THE CONTENT OF PUBLIC PERFORMANCE AS

INDICATED BY TEXAS MUSIC SPECIALISTS
TEACHING IN CITIES WITH POPULATIONS

OF 7,800 TO 840,000

GroupI

A

B

C

D

E

Composite
Response

Yes No NR
o% %

60 20 20
90 10

100
100 .. 0..

90 10

90 7 3

It is evident that there are few who do not find correlation

an effective means of furthering musicality while involving
students in learning processes related to other subject areas.

-T
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There were survey questions pertaining to the influence

performance can have on school-community relations. The

survey responses are reflected by Table IV.

TABLE IV

THE DESIRABILITY OF PUBLIC PERFORMANCE AS AN INFLUENCING
FACTOR IN MAINTAINING GOOD SCHOOL-COMMUNITY RELATIONS AS

INDICATED BY TEXAS MUSIC SPECIALISTS TEACHING IN
CITIES WITH POPULATIONS OF 7,800 TO 840,000

Performance Performance Community
is May Be Used Appreciates

To Promote Performance
Group Necessary Other Interests Efforts

Yes No NR Yes No NR Yes No NR
% % % % % % % % %

A 100 ' 09 60 40 -.- 100 -w -o
B 100 -- - 60 30 10 100 -0 .o
C 100 -- -- 73 18 9 100 -*
D 100 -- -- 40 40 20 100 - .
E 90 -- 10 20 60 20 90 10 ..

Composite
Response 98 2 51 37 12 98 2

It is apparent that music specialists not only regard

performance as an effective force for maintaining school-

community relations but use it to some degree for promoting

other school interests among parents. The latter is espe-

cially true of the smaller school systems. With the excep-

tion of an extremely small minority, music specialists are

made aware that their efforts are appreciated by the com-

munity.

In direct correlation with the above, music specialists

were asked to indicate the number of performances given per
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year for maintaining good relationships between the school

and the community (see Table V).

TABLE V

THE FREQUENCY OF PUBLIC PERFORMANCES GIVEN EACH YEAR
FOR THE PURPOSE OF MAINTAINING GOOD SCHOOL-
COMMUNITY RELATIONS AS INDICATED BY TEXAS
MUSIC SPECIALISTS TEACHING IN CITIES
WITH POPULATIONS OF 7,800 TO 840,000

0 1 2 3 More Than
Group33Grup% % % %3

%

A ..- 20 80 --

B 30 50 10 10
C -- 18 36 18 28
D 80 20
E 40 30 30

Composite

Response -- 15 51 15 19

The number of performances given for maintaining school-

community relations average between two and four. The fol-

lowing statements were given as added support: 1) "perfor-

mance shows the community and parents what the school is

doing" and 2) "performance is one of the best public rela-

tions contacts a school has because many parents who will

not -come to school any other time will come to see children

perform.

The consideration of possible adverse effects resulting

from public performance was presented to music specialists.

Their opinions, based on experience, are reflected in Table

VI.
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TABLE VI

THE ADVERSE INFLUENCES OF PUBLIC PERFORMANCES ONSCHOOL-PARENT AND SCHOOL-COMMUNITY RELATIONSHIPS
AS INDICATED BY TEXAS MUSIC SPECIALISTS TEACHINGIN CITIES WITH POPULATIONS OF 7,800 TO 840,000

Creation of Too Much
Contact Between School Creation of School-

Group and Parents Community Problems
Yes No NR Yes No NR

A 100 100
B 100 20 80
C 100 9 82 9D 100 100 --
E 90 10 60 40

Composite
Response 98 2 22 76 2

There were no educators who felt that public perfor-

mance acted as a means of causing parents to interfer through

too much contact with the school. There was, however, some
feeling in the larger cities that problems which otherwise

would not have existed were created by using children in

performances.

There was an inconsistency regarding the problems en-

countered in relation to city population (see Table VII).

Although there was a majority of those who felt that an
admission fee presented no problem, there were quite a few who
took the opposite view. It is also interesting to-note that
the greatest number who felt that required costuming pre-

sented a financial burden ranged from the very small city to
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the extremely large with intermediate city participants

generally voicing the opposite view. Here again the major-

ity in this case is not as great as in the other areas.

TABLE VII

THE EFFECTS OF ADMISSION FEES AND REQUIRED COSTUMING
IN RELATION TO SCHOOL-COMMUNITY RELATIONS AS

INDICATED BY TEXAS MUSIC SPECIALISTS
TEACHING IN CITIES WITH POPULATION

OF 7,800 TO 840,000

Admission Fees Required Costumes
Create Poor School- Create Poor School-

Group Community Relations Community Relations
Yes No NR Yes No NR

A 40 60 -- 100 .
B 20 60 20 20 80
C 9 82 9 36 64
D 60 40 80 20
E 30 70 90 10

Composite
Response 22 70 8 17 78 5

Summary

The aims and objectives of performance as reported

herein are supported by both Texas Music Specialists and

published authorities. These aims and objectives fall into

four categories: 1) aesthetic values, 2) educational values,

3) school-community relations, and 4) inter-school relations.

Students gain aesthetic values through performance,

thereby adding the quality of artistic richness to their

lives. Aesthetic values are experienced by students because
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the music for performance must be thoroughly understood.. In

order to arrive at this broad understanding, there must be

a process of musical analysis and a gathering of factual

knowledge, thus leading to a greater understanding of

musical qualities.

The educational values of performance are non-existent

if the production is not an extension of classroom activities.

With the proper objectives, performance can 1) increase

musical insight, 2) provide a gratifying reward for students'

musical learning, 3) engender, restore, or maintain a group's

confidence, 4) help students to accomplish a common task

through democratic efforts, 5) help students relate the

interpretation of music to their own experiences, and 6)

fulfill the needs of exceptional children. Added benefits

come from the student's development as a person through

creative activity.

Performance groups serve as a school-community rela-

tions force because the school, community, and students

share pride in the musical accomplishments of performance

groups. The objectives of maintaining a good relationship

between the school and community are as follows: 1) edu-

cators should keep the community informed of objectives,

2) musical understanding of the community should be en-

riched, 3) a good rapport should exist between the private

music teachers and music education specialists, and 4) ef-

forts to change the musical tastes of the community should

be gradual.
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It is also important that a good relationship exists

among faculty members of a school. The music specialists

will do well to remember that a cooperative attitude with

other teachers will gain support and assistance for the

music program.

Texas music specialists voiced their opinions con-

cerning elementary performances through responses to a

survey. They not only indicated an approval of performance

at the elementary level, but they felt that children receive

educational benefits through participation. Any adverse ef-

fects on childrens' personalities or behavior were felt to

be in isolated cases. Learning situations were improved

through the correlation of music and other subjects for

performance content.

Specialists also indicated that between two and three

performances were given yearly as a means of maintaining

good school-community relations. Few problems resulted

from using students in performances though an admission fee

and required costuming created discord in some cities.

From the evidence presented, the following can be said:

the students, the community, and the school are benefitted

by elementary school public performances that maintain high

standards of achievement.



CHAPTER III

TYPES OF PERFORMANCES

The occasions which offer opportunities for children to

be presented musically in public performances are many and

diverse. The school calendar year is a source of many of

these opportunities. The holiday seasons probably rank first

in usage, with Parent-Teacher Association and Public Educa-

tion Weeks second and third. The challenge confronting the

educator is to present performances that contain educational

elements as well as the usual entertaining ones.

Of the holiday seasons, Christmas is a favorite because

there is a vast abundance of good music, operettas, cantatas,

and other teaching materials available to the music educator.

The performances given at Thanksgiving and Easter are not as

prevalent as those given at Christmas. They are usually on

a much smaller scale and given for an assembly of children

before being dismissed for the holidays. This by no means

minimizes their importance. Regardless of the size of a

performance, there should always be a selection of quality

materials through which children can develop a better sense

of discrimination and taste. Mediocrity too often dominates

the television and movie media which forms the recreational

diet of our children. The very experience of participation

48
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"arouses powers of observation and imagination which de-

velop a critical facility for appreciating movies, plays,

music, and television." 1

The performances given for the Parent-Teacher-

Association and Public Education Weeks vary with school

systems. Some systems require a performance at all Parent-

Teacher-Association meetings as a source of drawing power.

Students are presented during public education weeks much in

the same manner. These events offer an excellent

opportunity to display new teaching techniques in the field

of music education.

The three broad categories under which all elementary

public performances may be classified are the operetta, the

choral concert, and the talent or variety show. These terms

are defined as follows: 1) the "operetta" is dialogue

integrated with music, through singing, dancing, and accom-

paniment; it requires a story with a progressive plot,

demanding cohesiveness in its construction and presentation;

the music and dancing are necessarily conjunctive with the

story development; 2) the "choral concert" is a presentation

of songs which may or may not be related to one another;

they may be sung in parts, unison, or both, depending en-

tirely upon the degree of proficiency, age, and grade level

of the children involved; and 3) the "talent" or "variety

lJack Simos, Social Growth Through Play Production
(New York, 1957), p. 140.
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show" is a collection of varied materials or acts; it does

not have to be of a literary nature but must have a clever

theme and include in its technical construction a beginning,

a middle, and an end.2

The Operetta

The impulse to play-act, to act out, is unlimited. It

is unversal. Drama, in one form or another, has played a

vital and enriching role in society since the beginning of

civilization. Children in play imitate train whistles,

horses, boats, or anything else that strikes their fancy.3

In primary grades children are encouraged to "act out" what

the music tells them to do. The Magic of Music Series4

includes a section called "Dance a Story" in the books

designed for grades one through three. This type of acti-

vity encourages children to develop creativity through the

use of their imaginative abilities. Creative imagination

is "the spark and flare of independent thinking"5 and must

be developed in childhood, not adult life.6  People who work

2 Howard Bailey, The ABC'S of Play Producing (New York
1955), pp. 178-179. - ~ - ~

3 Winifred Ward, Playmaking With Children (New York,1957), p. 28.

4Lorrain E. Watters, et al, The Magic of Music (Boston,1966), 165-214.

5 Geraldine B. Siks, Creative Dramatics (New York,
1958), p. 56.

6Ward, op. cit., p. 7.
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in fields of human relations have found that drama helps

people to grow. It enables them to develop greater sensiti-

vity to themselves and to their fellow human beings, to

become more spontaneous and outgoing, and to discard old

fears and insecurities. 7

Though the operetta has always been given careful consi-

deration at the elementary level, music specialists now give

even more emphasis to this type of performance. Until re-

cently there has been a shortage of operettas. which contained

both an interesting plot and well-written music. A few pub-

lishing companies have realized the need in this area and

are supplying teachers with quality materials.

Since the operettas convey a plot with music as an

added complement, it should be considered a dramatic endea-

vor. There are many intrinsic values from which children may

benefit through participation in this type of performance.

The dramatic influence of an operetta provides an excel-.

lent medium for the release of emotions, and closely related

to the release of emotion is the release of fantasy. The

expression of fantasy, through the controlled medium of dra-

matic art, distinguishes it from reality thus establishing

a clear line of demarcation between one and the other.8

7Jack Simos, Social Growth Through Ply Production(New York, 1957), pp. ~-1.~~~ee also Ward, op. cit., p. 7
and Constance D. MacKay, How to Produce Children'sPlays
(New York, 1915), p. 31.

8Simos, op. cit., pp. 135-139. See also Ward, 2p.P cit.,
p. 3.



A unique aspect of any dramatic production is its focus
on human behavior. A great deal can be learned about the

animal, man, his actions and reactions.9 In learning to

portray a character realistically, a participant stands to

gain from his study of the character a deeper understanding

of the world and people. This is true only when the char-

acter is a true representation of life.10 Children should

be selected according to their suitability for a part. They

should never be assigned to parts of characters unlike them-

selves in order to correct faults of personality. The

playing of many varied parts may broaden the sympathies of
a child, enrich his imagination and enable him to understand

all human nature a little better; however, it is not the

educator's function to correct or mold character through

casting.1 1 Children must be encouraged to form their own

characterizations of roles with suggestions being given by

the teacher which will help them draw from their own exper-

iences. It is much easier to instruct a student in the

manner a part should be acted out but this will not stimu-

late the imagination of the child and consequently will

inhibit creativity.12

9Simos, op. cit., p. 142.

10 Ibid., p. 18. See also Ward,.a-. c it., p. 62.

Ilbid., p. 54.
1 2John Dolman, The Art of Play Production (New York,1946), pp. 175-176.

52
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Participation in a dramatic endeavor can have curative

and therapeutic effects. These are broughtabout by the ego

building received from the experience.1 3 Through a creative

approach, not only the ego building positives in an indi-

vidual's make up are found, but liabilities can sometimes

be turned into assets.14

Contact with good dramatic material introduces children

to places and people different from themselves, yet it con-

tains the elements in which we all can find identification.

Constant probing into ideas and themes begins to develop in

the participants a philosophy of life. A value system be-

gins to be implanted because interest and social responsi-

bility broadens and expands.15

Young people have a desire for challenge and excitement.

An operetta with its back-stage tensions and anticipation,

the thrill of waiting to come on stage at precisely the

right moment, watching the cues, seeing one's self in make-

up--all these help to fulfill this need. Other outlets for

this spirit of adventure are solving problems in production,

lighting, signaling, scenery, and cueing. The creation of

a character is in itself exciting.'1 6

13Simos, op. cit.., p. 19.

14Ibid.,p. 133. See also Loren E. Taylor, An Intro-
duction to Dramatics for Children (Minneapolis, Min.~
1965),7p.737-38.

15 Richard Crosscup, Children and Dramatics (New York,
1966), p. 13. See also Siios, op. cit., p. 140.

16Ibid., p. 148.
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The participation in an operetta can lead to interest

in other subjects. The period and place of action inspire

intensive work in social studies. When feasible, the

scenery and stage sets should be delegated to the art de-

partment. The costume design and planning of the produc-

tion are creative experiences for everyone.1 7

Acting is not an individual work. It is the teamwork

that counts most in accomplishing the purpose of the pro-

duction.18 Friendships are cemented and enhanced through

teamwork and it is possible for individuals to build new

respect among peers. 1 9

The number of participants in an operetta is somewhat

dependent upon the performance area. From a survey made of

existing facilities in the elementary schools over the

state, the performance area is one of the major problems

confronting the music educator in making preparations for

public performances. If the performance area is small, the

number of participants must be reduced or stage arrangements

must be well planned. Risers provide an excellent means of

placing large groups of children on the stage in an operetta.

1 7Helen Plinkiewisch and Vernon Westmoreland, "Opera in
the Sixth Grade?", Music Educators Journal, XLVII (September-
October, 1960), pp.~i97.See ~~e~ sbWard,2 op. cit., p. 11.

isSiks, op. cit., p. 27. See also Dolman, 2p. cit.,
p. 177.

1 9 Simos, op. cit., p. 134. See also Ward, op. cit.,
p. 8 and Siks, op. cit., p. 3.
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The Choral Concert

The choral public performance is used extensively to

advantage by elementary music specialists for presenting

children with training. Many feel that the educational

benefits derived from this type of participation far out-

weigh those received from other types of performance,

especially from the standpoint of musicality. The choral

concert is to be regarded as the culminating activity of a

select choir. It is not to be confused with culminating

activities which incorporate the utilization of great

numbers of students ranging from an entire school to the

combined efforts of several schools.

Participation in a well-organized choir offers a great

deal of satisfaction to students and to the life of the

school. Apart from the individual gain, the select choir

can help to enrich the total music program and to set stan-

dards of singing in the school. It can also serve as a

nucleus for school assemblies and as a public relations

force within the community.2 0

The choral concert performance has educational merit

in that "it provides an enriched music curriculum for the

talented and interested students. Musically talented

students have little interest in a choir that admits out-

2 0 The Selected Choir in the Elementary School.
(Oakland,1964), p. 1.

21 Ibid.
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of-tune or mediocre singers to its membership; therefore

voice testing is necessary. This assures pupils that they

have been purposely selected and this confidence is needed

if the choir is to succeed as.a performance group.22

Choral performances provide a more artistic and varied

repertoire of songs than is ordinarily performed in the

classroom. The range and scope of the program music is

limited only by the age and advancement of the children.

Musicianship and aesthetic appreciation can be developed

through the artistic performance of choral literature and

students gain skill in reading the musical score.2 3

There are three variables that constitute the success

or failure of the choral organization. They are the direc-

tor, the principal, and the parents. Ineffectiveness or

failure to cooperate on the part of any one of these gives

rise to obstacles that are difficult to overcome.

The choral director should remember that he is a

teacher during rehearsals and that he is responsible for

executing certain duties or functions if the students are

to enjoy the maximum benefits that can be derived from

participation in a choral organization. First, his instruc-

tion should include a thorough analysis of the musical

language, thus conveying an understanding of the composer's

intentions to the students. Second, he should have a know-

ledge of and conveyance of vocal techniques suitable for use

2 2 Ibid., p. 4. 2 3 Ibid., p. 1.
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at the elementary level. Third, he should have the ability

to inspire the students so that they breathe life into the

intellectual and skillful manipulation of the materials of

the musical art and in the intangible communication of the

human spirit. The director should ilso possess the ability

to force his performers to listen, not only to themselves,

but to everything that is happening. 24

The principal must be perceptive and interested enough

in the choral organization to help the entire teaching staff

realize the values inherent through choral activities in the

development of boys and girls. The director and the choir

must have the support of him and his staff so that the

organization can function effectively and efficiently.2 5

One of the main responsibilities of-cooperation lies

in the home. The encouragement that parents give their

children to participate in the choir is most important.

This cooperation often requires much on the part of parents

because rehearsal times at the elementary level are not

generally scheduled during the regular class hours but

before or after school hours. In order for their children

to be at rehearsal, the daily home routine is sometimes

disrupted. Parents need to be convinced of the worth of

2 4 Stanley Chapple, "The Study of Music Through Perfor-
mance," Music Educator's Journal, XLIX (November-December,
1962), pp. 43-44.

25 The Selected Choir, p. 2.



the choral program; they must be favorably impressed with

the program's merits.

There are two more activities that must be classified

as choral activities. These are the spring festival and

the choral festival. As previously stated, the spring

festival is a culminating activity for large numbers of

elementary students. These differ from the regular choral

program in that they are not selective groups. Participa-

tion in performances of this type can be beneficial to

students in the following ways: 1) a higher standard of

performance can be set through observing the performances

of others, 2) teachers and students are able to regard their
own strength and weaknesses in their performance, 3) school

and community support for the music program can be increased,
and 4) students gain from the social and cultural relations

involved. 26

The problems in this type of performance center around

excessive concern over the competitive aspects, with minor

considerations being given to the educational values derived

from the experience. As a result, there are sometimes ill

feelings between groups in participating schools. Fre-

quently too much time is spent in the preparation of these

festivals. The results must be worth the time spent in

preparing students for a performance. 2 7

26 Bessom, p. cit., p. 65. 27Ibid.
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Secondary school choir directors are recognizing the

fact that the intermediate choral programs are of great

importance in promoting future interest at the secondary

level, however group musical participation does not have to

be restricted to the choir, band, or orchestra to benefit

students later in their school music activities. One school

organized a 100-member all-city ukulele group. The organi-

zation proved valuable in reaching children who were not

interested in participating in other musical.organizations.

It eventually led to interest in other types of musical

experiences. 28

In choral situations, the number of students partici-

pating will depend upon the talented and interested singers

in the school. A fine sounding choir may consist of forty

to sixty singers. The members of a select chorus should

experience a sense of accomplishment in having been selected

to be a member of the group. If there are disciplinary

problems, it is best to begin with a smaller choir of thirty

to thirty-five and gradually add to it from the waiting list

as the group develops self-discipline.2 9

28Margaret Ramage, "The Ukulele's Back--as a Highly
Effective Teaching Tool," The Texas Outlook, XLVIII
(November, 1964), p. 24.

2 9 The Selected Choir, op. cit., p. 2.
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The Talent or Variety Show

The talent or variety show is one of the most versatile

types of performance that can be used at the elementary

level. The basic advantage of the talent show is that it

permits the music specialist to utilize the complete range

of children's talents. Once the "acts" have been selected,

an overall theme can be selected and dialogue supplied if

desired. It can be as simple or complicated as one desires.

The educational values of the talent show are an inte-

gration of those given for the choral and/or operetta since

it is generally a combination of musical and dramatic acts.

Students' musical creative abilities, which may be otherwise

unknown to the teacher, are frequently brought to the fore-

ground.

Current Practices

The survey conducted among Texas music specialists

included questions pertaining to types of performances used

with elementary children. Music specialists were first

asked to indicate the type of performance most frequently

given. The outcome of their responses was 1) the choral

concert, 2) holiday programs, 3) general assemblies and

festivals, and 4) the operetta.

Secondly, music specialists were queried as to whether

or not their schools have organized youth choirs (see Table

VIII).
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TABLE VIII

THE ORGANIZATION OF YOUTH CHOIRS AT THE ELEMENTARY
LEVEL AS INDICATED BY TEXAS MUSIC SPECIALISTS

TEACHING IN CITIES WITH POPULATIONS
OF 7,800 TO 840,000

Yes No NR*
Group % % %

A** 80 20
B** 30 70
C** 91 9
D** 100

E** 80 20
Composite
Response 88 12

*NR indicates no response*

**Population of Groups:***
A - 7,800 to 14,000 (5 responses)
B - 41,000 to 72,000 (10 responses)
C - 84,000 to 106,000 (11 responses)
D - 125,000 to 200,000 (5 responses)
E - 395,000 to 840,000 (10 responses)

***The information herein will not be repeated in this
chapter.

Third, specialists were asked to indicate the group

size utilized in performance. Approximately one-half (44%)

of those responding preferred to use a medium-sized group of

50 to 125 whereas one-fifth (20%) preferred large group of

125 or more. Slightly less thanone-tenth (9%) preferred

small groups of less than 50 as compared with approximately

three-tenths (27%) who based their decision on the type of

performance and the occasion for the presentation.
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Most elementary music specialists are asked to prepare

performances for the Parent-Teacher Association meetings.

Therefore, the fourth consideration was the frequency of

these performances which is shown in Table IX.

TABLE IX

THE FREQUENCY OF PERFORMANCES GIVEN FOR THE
PARENT-TEACHER ASSOCIATION AS INDICATED BY

TEXAS MUSIC SPECIALISTS TEACHING IN
CITIES WITH POPULATIONS OF

7,800 TO 840,000

More
Never 1 2 3 4 5 6 7 Than

Group% % % % % % % % 7 S

A 20 40 20 -- 20 -- - so

B -- 20 40 20 20 -- - - -
C 9 36 18 - 9 9 - 19
D - 20 60 -- -- 20 -- -- -

E 10 30 20 30 10 -- 0*0- -- s-
Composite
Response 2 20 37 19 5 10 2 5

There was a variance in each situation with two perfor-

mances given in numerous situations and a relatively even

distribution of those that gave only one or as many as three

per year. There were a few situations where more than three

performances were required and those were in the smaller

school systems.

Fifth, specialists were asked to indicate if perfor-

mances were given using composite groups from all schools

in the city (see Table X).
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TABLE X

THE PRACTICE OF CITY-WIDE PARTICIPATION IN
ELEMENTARY SCHOOL PUBLIC PERFORMANCE AS

INDICATED BY TEXAS MUSIC SPECIALISTS
TEACHING IN CITIES WITH POPULATIONS

OF 7,800 TO 840,000

Group Yes No NR

A 20 80
B 30 70
C 73 27
D 100
E 90 10

Composite
Response 61 39

There was a prevalence among the specialists of larger

systems to organize student performances on a city-wide

basis. Perhaps the reason smaller systems did not find this

a useful practice is the fact that there are generally fewer

elementary schools in these systems.

Summary

There are many possible occasions, such as the holidays,

Parent-Teacher Association meetings, and public school weeks,
which are used for presenting students in public perfor-

mances. Specialists must be certain of the educational

values embodied in each performance.

There are three basic types of performance. These are:

1) the operetta, 2) the choral concert, and 3) the talent

or variety show.
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The dramatic influence of the operetta offers several

educational values: 1) there is a focus on human behavior,

2) there is an ego-building factor, 3) there is an intro-

duction to new places and peoples, 4) there is an outlet

for the desire for challenge and excitement, 5) there is a

motivation of interest to other areas. The natural incli-

nation to play act that is possessed by all children can

be a useful tool for developing the creative imagination

necessary for independent thinking.

The students in choirs receive further benefits from

building a repertoire from songs that are not included in

classroom activities. It is important that the choir

director fulfill his duties in helping the students to grow

musically and that the principal and parents give them

support.

The talent-variety show is exactly what the title im-

plies--a variety of acts based on available talent; there-

fore, it is a type of performance that offers the combined

educational aspects of both the operetta and choral concert.

Texas music specialists who responded to the survey

indicated a preference for the choral concert as the type

of performance most frequently used. There were few schools

that did not have organized youth choirs. The preferred size

of performing groups was either medium (50 to 125) or deter-

mined by the type of performance to be given. An average

of two performances per year were given for the Parent-
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Teacher Association meetings and music teachers in large

systems utilized performances with city-wide participation

of schools.

Students and teachers often become bored with doing the

same types of performances all the time. Usually a careful

selection of materials and music will alleviate this prob-

lem. Two operettas may be presented the same year if there

is enough variance in the story, costuming, and stage set-

tings. Since choral activities are more seasonal at the

elementary level, it is less difficult to select music for

two performances maintaining both interest and high stan-

dards. When it is practical, the presentation of an

operetta or a talent showbesides the choral concert con-

stitutes a good balance.

It is the responsibility of music educators to acquaint

children with the different kinds of music performances.

The experience of participating in these public performances

will form a much more pleasant and lasting impression than

can be accomplished through mere reading and class dis-

cuss ions .



CHAPTER IV

COSTUMING THE PRODUCTION

Children love to dress up. This is especially true

of elementary students who are appearing in a school pro-

duction. The costume does not have to be elaborate for

them to appreciate it but should depart from the clothes

worn every day.1

Words such as "artist," "senator," or "farmer" can

create mental images in the mind of the reader and can go

into details without drawing on imagination for a literary

touch. Costuming is a picture of clothes.2

A realistic attitude must be maintained in deciding

upon costuming for students. Though authenticity of era is

desired, it is well to remember that parents will be respon-

sible f'or the acquisition of materials and the making of

these garments. They do not appreciate a requirement of

expensive, difficult-to-make costuming knowing that the same

effect can be acquired through simpler, less costly methods.

First consideration must be given to the purpose of

costuming. The costume should serve as a complimentary

1 Kenneth Nuttall, Play Production for Young People
(London, 1963), p. 90. See also Mary Louise Miller,
Pointers on Producing The School Play (Boston, 1960), p. 53.

2 Agnes Brooks Young, Stage Costuming (New York, 1927),
p. 148.
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factor to the plot and should never distract the viewer from

the action on stage. While helping the actor to create an

,3illusion, to "feel the part,'' costumes create for the

spectator the illusion of accuracy.4

Costume selection may be basedcon the representation of

a character, a type, a social chaste, a race, a country, or

a period of history and may be stylistic, expressionistic,

symbolic, or merely decorative.5 The costume is capable of

enhancing the actor, creating the character, setting the

style, tying the individual into the scheme of characters,

and showing the progress of the plot. 6

Some guidelines which serve as a basis for costume

selection are the following:

1) The costume style should adhere to the period and

depict the spirit of the play.

2) The age of the character should be complemented by

his costume. The dress of an older lady or gentleman will

be a little old fashioned and the color selection will range

from the greys, blacks, browns, or pastel shades. The

brighter colors should be worn by younger characters. 7

3Nuttall, 21. cit., p. 90. See also Miller, op. cit.,
p. 52.

4 Mary Fernald and Eileen Shenton, Costume Design and
Making (New York, 1948), p. 13.

5 Dolman, op. cit., p. 375.

6Geor e R. Kernodle, Invitation to the Theatre (New
York, 1967T, p. 431.

7Nuttall, p_. cit., p. 91. See also Kernodle, p_.
cit., p. 437.
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3) The trade or profession of a character should be

reflected through his costume.8 The costume must be

aligned to the habits of the wearer and take into account

whether his social position is of the poor or rich belonging

either to the active work-a-day life, or to the ornamental

classes .9

4) If foreign countries are represented, the costume

should be correct for the nationality of the character.1 0

5) The costumes should give evidence to the person-

ality and character of the person being portrayed.

Cinderella's step-sisters would be costumed so that the

audience could have insight to their mean, unglamorous per-

sonalities. A king who is comical in character would not

be costumed in the same manner as a king who is- regal and

self-assured.1

There is even a relation to the type of costume and

'the way an actor moves. A girl wearing blue jeans would

tend to move in a tomboyish manner and a girl wearing a

ballgown would glide. A man in a military uniform would not

have the same physical bearing or gait as one costumed to

8Ibid.

9Young, op. cit., p. 10. See also Kernodle, op. cit.,
p. 434.

in1Nuttall, op. cit., p. 91-92. See also Kernodle,
op. cit., p. 434.

l1Ibid.
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play the part of a tramp.12 It is necessary to be very

familiar with the play and be aware of the function of the

costume for each player. The actor must be able to move and

feel at home in his costume.1 3 If costuming of a character

necessitates mannerisms which depart from those of every

day life, the articles should be worn in rehearsal as early

as possible so they will feel and look natural by perfor-

mance date. 14

Historical Styles of Costume

There are constant elements of the historical dress .of

people which are peculiar to a nation or era which an

audience recognizes when viewed. These elements can be

used to advantage by simplifying and exaggerating them in

order to create an illusion of dress that "belongs".15

There are many excellent books containing historical

data pertaining to period dress. It is recommended that

these be consulted for exact details of costuming. A list

of some of these books is given in Appendix E.

1 2 Jerome Rockwood, The Craftsmen of Dionysus (GlenviewIll., 1966), p. 92.

13 Norah Lambourne, Dressing The Play (New York, 1953),p. 9-10. See also Rockwood, op. cit., p. 93.

14 Nuttall, p. cit., p. 96.
15 Edith Dabney and C. M. Wise, A Book of Dramatic

Costume (New York, 1930), p. 4-5.
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When costuming a stage production it is of utmost

importance that the costume silhoutte of the period be

recreated.1 6 For illustrations showing the major changes

in the historical styles of dress and subsequent silhouette

changes, refer to Appendix F.

Basic Designs

When considering the design of any costume it is wise

to consider the overall effect desired. The design must be

large and bold with very little detail,17 as the minute de-

tails of authentic costuming are lost to the audience -due

to the viewing distance of the audience to the stage. 1 8

Line, form, and color are the most important features.

Special effects, used for costuming details, look more

authentic from the stage than the real thing.19 Effective

stylization or intelligible symbolism is considered the

best way to handle fanciful or poetic costuming because

the projection of an idea or overall theme is more impor-

tant than strict authenticity of style. 2 0

1 6 Katherine A. Ommanney, The Stage and the School, 3rd
ed., (New York, 1960), p. 355. See also Elizabeth Mont-
gomery, Sophie Devine and Margaret Harris, Designing and
Making Stage Costumes (New York, 1964), p. 98.

17Young, op. cit., p. 73.

18Dabney, . cit., p. 4.

1 9 Nuttall, 2p. cit., p. 92.

2 0Dolman, 2p. cit., p. 376.
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Simplicity is the initial importance in children's

costuming, both in design and construction. An idea may

be put across to the audience by giving emphasis to certain

parts of the garment such as the chin ruff of an Eliza-

bethan dress or the white collar and cuffs of a Puritan

dress.21

There are some basic designs of costuming which are

significant as they can be used for more than one period of

style.2 2 The first of these items, which is easily made,

is the long, fitted hip-length bodice which is usable in

costuming of the fourteenth through the seventeenth

centuries.

Fig. 2 -- Basic pattern for the short fitted bodice 2 3

Various types of sleeves may be added to this bodice to give

extra emphasis to the period or it may be worn with a shirt.

Boys can wear it with tights or breeches or girls can wear

it with circular skirts.24

2 lDabney, op. cit. , p. 4.
22Harold Melvill, Historic Costume for the Amateur

Theatre (Philadelphia, 1T964), p. 20.

2 3 Lambourne, op. cit., pp. 29-30. 2 4 Ibid.
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a) and b)
c) and d)

Fourteenth and Fifteenth Century
Sixteenth and Seventeenth Century 2 5

Fig. 3--Uses of the long fitted bodice

The second basic design is the short fitted bodice,

worn by both men and women of the Elizabethan period and

by women of the Restoration and 1830 's

25Ibid.
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a) and b) Elizabethan period
c) and d) Restoration and 1830 periods 2 6

Fig. 4--The short fitted bodice and its uses

This garment should be made with a lining and stiffening

to insure its shape, with boning added to give support to

the points at the waist. 2 7

The third basic design is sleeves which play a great

role in the costuming of historical eras, being many times

the main decorative feature of the garment, colorful and

26 Ibid., p. 31.

S

27Ibid.
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ornate. Correct usage of sleeve innovations can improve

costume styles to be used on the stage.
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a), b), and c) Fourteenth and Fifteenth Centuries
d), e), and f) Tudor Styles 2 8

Fig. 5--Sleeve styles

The fourth basic design is the T-shaped tunic, one of

the simplest and most versatile costume garments. It may

be used in numerous ways and few size problems are created

in that it is cut full and unfitted. 29

28Ib id. , pp. 31- 32. 2 Ibdp29
291bide p. 29.
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Fig. 6--The T-shape tunic 3 0

The fifth design is the skirt. There are two styles,
the gathered and the semi-circular or gored skirts. The

gathered skirt is full with the material gathered on a waist
band. If made correctly, it may be used several different

ways.

3 0 Nuttall, o2. cit., p. 95.
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Fig. 7--The gathered skirt and its various uses incostuming.31

The semi-circular or gored skirt fits smoothly at the waist
with no gathers. It may be cut with two pieces or in a four
gored pattern, depending upon the width of the material. It
also may serve several purposes if properly made.

31 Ibid, pp. 25-27.
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Fig. 8--The semi-circular or gored skirt and its
various uses in costuming. 3 2

Petticoats, hoops, and hip-rolls are used to help give

skirts the .proper shape. Hip-rolls, associated with the

Elizabethan Age, are made of cotton or nylon stockings

32 Ibid.
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stuffed with rags. Petticoats may be made of unbleached

calico or old sheets gathered onto a waistband and stiffly

starched. Hip-pads are two bags which have been stuffed

and are held in place by bias-tape. Hooped petticoats of

the Georgian and Victorian periods are made of bands of bone

or wire, inserted at intervals of six to eight inches.

a) Hip-pads
b) Hip-roll
c) Hooped petticoat 3 3

Fig. 9--Undergarments

Breeches, trunks, and tights, used extensively in var-

ious colors, are the sixth basic design. Knee breeches,

though not used as frequently, may be used for adapting as

part of Shakespearian, Jacobean, and Georgian periods.

Loose trousers are endlessly useful and can be easily made. 3 4

3 3 Ibid., p. 34. See also Montgomery, op. cit., p. 102.

34Ibid p. 28.
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4LA)

a) Knee breeches
b) Loose trousers 3 5

Fig. 10--Styles of Breeches

Cloaks were fashionable during many of the historical

periods of dress and are either semicircular or rectangular,

depending upon the style. The semicircular cloak is cut

like the semicircular skirt and hangs better if lined. The

large rectangular cloak should be approximately 5' wide and

10? to 12' in length. It can be adapted and decorated to

fit the costume and period.36

Patterns

One of the most difficult aspects of historical cos-

tuming is finding a pattern that can be used. There are

very few costume patterns on the market and most of these

35Ibid. 3 6 Ibid., p. 33.
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are very limited in usefulness. Those which are available

are as follows:

Butterick--

Animals 3193
Clown 3169
Santa, Coolie, Mexican 3352
Bodice Dress 9584
Skater, Majorette 3239
Angel, Queen, Witch 3238
Gay Nineties, Bo Peep 3273
Pilgrim, Colonial, Peasant 3318
Ringmaster, Uncle Sam, Colonial 3319
Penguin, Devil, Spaceman 3274
Dance Combination 316837

McCalls--

Witch, Bride, Fairy, Angel 6514
Clown, Bullfighter, Devil, Bandit 7912
Cat, Bunny, Spaceman 6991
Raggedy Ann, Raggedy Andy, 7223
Ladies Centennial Dress

Style 1 2403
Style 2 2329
Style 3 2176
Style 4 984238

Simplicity- -

Dog, Rabbit, Mouse, Cat 6199
Happy Bubble, Bobo and Jingles

the Clowns 6198
Witch, Fairy, Angel, Goddess 6201
Colonial Lady, Puritan Girl, Fron-

tier Gal, Southern Belle 6205
Ladies Centennial Dress

Style 1 6832
Style 2 329439

3 7 Butterick Pattern Book (New York, September 1968),
pp. 877-883.

3 8McCalls Pattern Book (New York, September 1968),
pp. 1193-1197.

3 9 Simplicity Pattern Book (New York, August 1968),
pp. 1474-1477.
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There are two ways to solve costuming pattern problems.

One is to cut a newspaper pattern and make the dress out of

cheap fabric, making alterations where needed. The other

solution is to take a modern basic pattern and adapt it

for use in making a period dress.40 Patterns which are

useful in this respect are pajama patterns (both men and

women), bodice dress, woman's blouse (shirtwaist type, with-

out yoke), woman's blouse (peasant with low round neck and

puffed sleeves), woman's jacket (plain fitted), woman's.

vest, woman's bolero, woman's gored skirt, woman's cir-

cular skirt, child's sleeping garment, woman's cape, robe,

nightgown, choir robe, and bridal gowns. Bridal gowns are

especially suited for "periodless" gowns of queens and court

ladies.41

Following are some illustrations showing how a basic

pattern may be adapted for costume, use.

40Joyce M. Conyngham Green, Period Costumes and
Settings for the Small Stages (Londion,1936), pp.~171-12.

4 1 Daty Healy, A Basic Costume Book (Evanston, Ill,
1948), p. 2.~
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wais tline+

Fig. 11--An ordinary vest used as a basic pattern42

The Gypsy bolero is worn by both men and women.'

shoulder seams of the original vest pattern should be

narrowed and the armholes enlarged.43

The

original
pattern lines

----- alterations
,-'necessary for

type or period

waistline+ +wais tline

Fig. 12--Gypsy bolero

The Elizabethan doublet can be made from a vest pattern

with the following alterations: 1) make a zipped back

opening, 2) make a high neck line by extending the center

4 2 1bid., p. 22. 43 1bid.

+wais tline
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Fig. 13--The Elizabethan doublet

front line to the base of the throat, 3) enlarge the armhole

a little, 4) shape the waistline to a slight point in

center, 5) cut a peplum to flair slightly over full, slashed

breeches, 6) add a straight collar band to which the ruff

may be added, and 7) attach sleeves to the doublet or if

desired, the sleeves may be part of the undergarment. 44

The Georgian vest requires few alterations to the

ordinary vest pattern. The back is normal with a front

that is longer and has points which are exaggerated both

in length and their slant toward the side.45

44 1bid.

45 Ibid., p. 23.
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Fig. 14--The Georgian vest

The double-breasted vest with revers is made by 1)

cutting exaggerated revers as shown in relation to the

widened front and 2) fastening at the place where buttons

are shown,.46

0
Waist+* ,,. ...... -Waist

Fig. 15- -Double-breasted vest with revers

46Ibid.
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A woman's blouse pattern can also be adapted for use

in making costumes. Figure 16 illustrates the way to cut

a woman's Chinese costume using this basic pattern.

blouse

pattern

---cutting

lines for

Chinese

gown

A AI X = center

front

,..j. of each
---- section

Right Left Back

Fig. 16--Chinese woman's costume--cutting instructions.

The collar of this garment, approximately one and one-.

half inches deep, should be lined with crinoline or heavy

mus lin so that it will stand up. The side seams should be

left open from the point indicated by letter A to the bottom

of the garment.47 Figure 17 shows the finished costume.

471bid., p. 14.



86

'4 
4

gIV o

Fig. 17--The completed woman's Chinese costume 4 8

The useful tunic, when compared with other costume

styles, is easily made (see Figure 18). The several vari-

ations of this garment are indicated by letters. Version

A, the basis for all styles, is straight, sleeveless, and

long or short. The different versions are created by the

addition of sleeves (B has small, short sleeves; C has deep,

short sleeves; D has deep, long sleeves; E has long, narrow

sleeves) and gores for fullness. Gussets (F) may be used

to ease the arm strain or the garment may be left open under

the arm (1-2). Also illustrated are the two neck styles of

this garment.49

48Ibid. 4 9 Ibid., p. 8.
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Fig. 18--Directions for making the various styles
and lengths of the T-shaped tunic.i 0

Several costume books giving cutting instructions are

listed in Appendix F. They include illustrations showing

how basic patterns may be used to cut costumes.

Color Selection for Costuming

After careful consideration .has been given to studying

the script and selecting costume styles, color selection

will be made. One authority defines color as

the varying tones of pure colors--pale blue,
medium blue, deep blue, navy blue for instance.
Differences of textures and the effects obtained

50 Ibid.
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by applying one tone and colour to another surfacepattern, bands, fringes, stencils and so on areresponsible for the interest and beauty. 5 1

The rules governing color selection are as follows:

1. Every color means something and has a psychological

effect on people. This can be used to an advantage in

underlining the parts. 5 2 An audience reacts to color and is
aware of its effect to a varying degree. Color can be used

symbolically.5 3 Hot colors in the red, orange and yellow

range are positive colors because they attract the eye

easily and force themselves on one's attention. Cold colors

in the blue and green range are unobtrusive and can be used
to relieve the effect produced by the hot colors. Other

colors useful in this respect are the fawns, browns, greys,

and near blacks. Colors may be said to have weight. The
dark brilliant shades are heavy while the paler hues are

light.54

2. Certain color combinations are agreeable; others

are not. Following are four color wheels which help in

color selection. The colors of the first wheel are said

to be adjacent or analogous to each other because as the

5 1 Lambourne, op. cit., p. 11.

5 2 Dabney, p. cit., pp. 9-10.
5 3 Lambourne, op. cit., p. 11.
5 4Alexander Dean, Fundamentals of Play Directing (NewYork, 1965), p. 158. See ~~asoeYtongung p.Ncit.,p 22-123and Fernold, p. c it.sY p. 12. ougop_ IPP.
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wheel is observed in either direction, each of the colors

contains a mixture of the color to either side of it.

yellow
yellow yellow
orange green

orang rgree

red eutr ---- bree
orange ga re

I I

red netrablue

orange ra gee

red-nbblue

viole violet
violet

Fig. 19--A wheel showing adjacent colors55

The second wheel is designed to locate complementary

color combinations. As the pointer is moved to various

colors around the wheel, the color combinations which blend

and complement each other are indicated, for example blue-

green and red-orange form a good color combination for use

in costumes (see Figure 20).

5 5Dabney, op. cit., p. 14.
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yellow

yellow yellow

orang green

orange 
green

red blue
orange green

red blue

red blue
violet violet

violet

Fig. 20--A wh I showing a method of locating com-
plementary colors.

Tri-color combinations are sometimes desired in plan-

ning costuming. The third wheel discloses a method of

locating triads of colors which will blend with each other.

Between the points of the triangle in any of the positions

is located a pleasing combination of colors (see Figure 21).

56Ibid, p. 16.
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yellow

yellow
orange green

orange

,red blue

orange green

blue
red

blue
red vio e

violet
violet

Fig. 21--A wheel howing a method of locating com-
plementary tri-colors. 7

The split complementary color combinations also involve

the use of three colors. The difference in this wheel, the

fourth, and the tri-color wheel is the uneven distribution

of colors divided by the pointer (see Figure 22).

3. The color selections of costumes must be made with

consideration being given to groupings in order to gain

57 Ibid., p. 17.
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yellow
yellow yellow

orange reen

orange green

red *blue
red green

orange

blue
red

red blue
violet viole

violet

Fig. 22--A wheel showing a method of locating split
complementary colors.

unity and harmony.9 Chorus members must be dressed with

care. They can be costumed colorfully but the leading

characters should be costumed in contrasting colors.60 One

color can be used as the key color for one or two important

58Ibid., p. 18.

5 9Dean, op. cit., p. 166. See also Dabney,- op. cit.,
pp. 9-18.

60 John E. Dietrich, Play Direction (Englewood Cliffs,
N.. J., 1953), p. 341.
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characters and.a small amount of it can be used in varying

degrees as trim or decoration in other costumes in the set.

This acts as a linking device.61

4. The position of accents in the grouping must be

considered in color selection. The characters who occupy

the center of interest must be costumed in strong color

accents, with subordinate characters dressed in colors that

will not distract from the main characters.62

5. The colors of the scene-set must be considered

in relation to the selection of costume colors.6 3

6. Colored lights effect the color of fabrics.

Following is a chart showing the effect of colored lighting

on the colors of fabrics.

Under a Blue Light
Red becomes Purplish
Yellow becomes Brownish
Green becomes Blackish
Purple becomes Bluish

Under a Red Light
Yellow becomes Reddish
Green becomes Blackish
Blue becomes Blackish
Purple becomes Red

Under a'Yellow Light
Red becomes Yellowish
Green becomes Yellowish
Blue becomes Greenish
Purple becomes Brownish

6 1Lambourne, op. cit., p. 13.

6 2 Kernodle, op. cit., p. 440.

6 3 Ibid. See also Mackay, op. cit., p. 91.
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Under a Green Light

Red

Yellow
Blue
Purple

Under a Purple Light
Red

Yellow
Green
Blue

Under an Amber Light
Red

Yellow
Green

Blue
Purple

becomes

becomes
becomes
becomes

becomes

becomes
becomes
becomes

becomes

becomes
becomes

Some lighting combinations result in little

fabric colors. This will be discussed in a

tinged with
Green
Greener
Blackish
Brownish

Brighter and
tinged with Red
Pinkish
Blackish
Richer and
tinged with Red

is hardly
changed
is intensified
tinged with,
Yellow
Blackish
Red 6 4

or no change in

later chapter.

Fabric Selection and Special Effects

Fabric Selection

The correct selection of fabric will greatly determine

the overall effect of the costume; however, due to expense,

it is generally impractical to make costumes out of the

sheers, satins, velvets, or other fabrics which were used

in the clothes of the period. It is necessary to use fab-

rics that can be made to look as authentic as possible. 6 5

64Young, op. cit., pp. 142-143.

6 5 Mackay, 2p. cit. , pp.. 91-92.
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Fabrics are classified according to their qualities of

usefulness in costuming. One weave may serve many purposes

while another may be limited to only one or two uses. The

overall characteristics of the costume will determine the

types of fabric that should be used.

The fabrics that drape and hang are cheesecloth (a

thin white cotton fabric that is soft and easily dyed),

cotton crepe or cotton viole (transparent in texture, useful

for veils), pongee (a soft, unbleached silk texture), cotton

flannel, and white or unbleached toweling material.6 6

Fabrics that have a silky, shiny surface are sateen

(a glossy cotton), satinet (a fabric that most closely

resembles silk until washed; if unironed and made wrong side

out, it looks like wool), rayon, satin,- silk, moir6 (watered

silk), and taffeta (a glossy, silky fabric).67

Heavy flannelette is an excellent fabric when a heavy

draped effect is desired. If properly prepared it gives

an appearance of velvet which for stage purposes is better

than the real thing.6 8 Another very good substitute for

velveteen is duvetyn. It can be obtained in a large variety

of colors, has an excellent appearance from the stage, and

is relatively inexpensive.6 9

6 6Melvill, 2p.. cit., p. 27. 67Ibid.
68Ibid.

69 Lucy Barton, Historic Costume for the Stage (Boston,
1935), p. 573.



Other useful fabrics are burlap (a coarse canvas that
is easily dyed), rateen (a thick quilted or woolen stuff),

terry cloth (a cotton velvet-pile cloth with uncut loops),

corduroy, velveteen, rayon damasks, furnishing velvets.,
curtain brocades, and cretonnes. 70

Fabrics which are both stiff and light weight are
tarleton (a fine, transparent muslin), percale (closely-

woven cotton cambric), gingham (a kind of cotton fabric

usually in stripes or checks), dimity (a strong cotton

fabric, also in stripes), cambric paper weight cambric

(very fine linen material), and glazed chintz.7 1

Fabrics which are stiff but heavier in weight are

crinoline, buckram, canvas, sailcloth, felt, oilcloth,

curtain net, and suede cloth. 72

Costume trimming can be collected from numerous places.

Some items that make good trimming are beaded panels and/or

.relics of old evening dresses, dime store jewels, Christmas

tree chord, sequins, gum drops, painted bottle tops, old

pieces of fur, feathers, buttons, braid, lace, bedspreads,

and glass beads.73 One is often surprised by the ingenious

items for trim brought to school by children if they know

what is needed and the budget is greatly relieved by the

contributions.

70 Melvill, p. cit. , p. 28. 71 Ibid.
72 Healy, op. cit., p. 3.
7 3 Barbara Berk, The First Book of StagQCg5- i andMake-Up (New York, 1954), pp. 8-9. See also Walkup, cit.,pp. 1P6 -168, and Nattall, op. cit., pp. 94-96.

96



Ostrich feathers are frequently needed to complete the
hat of a costume or to furnish other trim. If none are
available except by purchase, they may be made with crepe
paper in the following way

. . . cut several layers of crepe paper in a quillfeather shape, with the grain of the paper unUinstraight across the feather. Place the layers to-gether and stitch a stiff wire down the center fora midrib. Fringe the edge nearly to the midrib withthe grain and curl the fringe with a bone paper-knife. 74

Dazian's, Inc., located at 2014 Commerce St., Dallas,
Texas is an excellent source for all types of costuming
fabrics. They also stock. patterns, costume trimming, and
accessories.

Special Effects

Special effects for costuming decoration can be used
to great advantage because this is what often gives a cos-
tume its authentic look. There are three types of decor-
ation used: 1) dyeing, 2) painting and printing, and 3)
applique, including stitched decoration of all kinds.75

Dyed Effects.--Dye can be applied to fabric in a
variety of ways, each one having a different type of re-
sults. An evenness of color can be obtained by brushing
or spraying the dye on the fabric. An uneven, broken ef-
fect can be obtained by bunching up or twisting the fabric

7 4 Green, op. cit., p. 13.
-7r7SLambourne, OT. cit., p. 38.
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into a loose ball and plunging it into the dye bath. A

simple unconventional pattern can be obtained by tying and

knotting the fabric. To acquire a striped effect, the

fabric is rolled into a long strip, tied at regular or

varying intervals where the lines are desired, and then it

is dipped into the dye bath. 7 6

Painted or Printed Effects.--Some costume periods call

for rich brocaded fabrics. These fabrics, if one can find

authentic patterns, are very expensive; so painted. or printed

designs are added to plain fabric to simulate the brocaded

effect. The procedure for this is to first use a stencil

and lightly mark in the design on the fabric with charcoal

on a light background of white chalk on a dark background.

The design is then painted on the fabric free hand or with

the aid of a stencil. This may be done with either oil

stencil or water paste color. Water paste color comes in

powder or paste form and is less expensive than the oil

stencil color. The paste form is not as inclined to rub

off as the mixed powder. A stiff brush is used for appli-

cation.7 7 After the design has been painted on, an im-

pression of depth, richness, and age can be added to the

effect by lightly spraying a pale dye over the design it-

self or on the surrounding area only. 7 8

76 Melvill, 2p. cit., pp. 30-31. See also Lambourne,
. cit., p. 39.

7 7 Lambourne, op. cit., p. 40.
7 8Melvill, 2p. _cit., p. 31.



Apjpique.--After designs have been painted on the fab-
ric, an added richness can be obtained by outlining the
design with cord or heavy wool yarn. Knots and tufts of
wool, fringes, and loops help give the impression of sur-
face texture. Appliques must be used in a bold manner and
the element of distance should be considered from the very
beginning in creating the desired effect. Sequins can be
used to add glitter when called for.79

Accessories, hair styles, and footgear should be cor-
rect for the style of costume selected for a character. The
same basic reasons of costume selection would be used in'
making decisions concerning these items. The details of
these items are very exacting therefore it is recommended

that anyone wishing this information consult a costume book
such as those listed in Appendix F.

Current Practices

The questions pertaining to costuming were devised in
order to determine the manner in which costuming details

are executed by specialists. There were related factors

which were felt to be of importance and thus they too were

investigated.

A nucleus of costumes which form a costume wardrobe can
solve many of the costuming problems experienced by music
specialists. The number of schools which- maintain a costume
wardrobe was revealed through the survey results.

7 9 Lambourne, op. cit., pp. 42-44.
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TABLE XI

THE NUMBER OF ELEMENTARY SCHOOLS THAT OWN A COSTUME
WARDROBE AS INDICATED BY TEXAS MUSIC SPECIALISTS

TEACHING IN CITIES WITH POPULATIONS OF
7,800 TO 840,000

Group

A**

B** .

D**

E**
Composite
Response

Yas
Y ~ No

%0
01 t I. -,

NR*
0

20

30

9
-0 -

20

17
*NR indicated no response. *

**Group Populations***
A - 7,800 to 14,000 ( 5
B - 41,000 to 72,000 (10
C - 84,000 to 106,000 (11
D - 125,000 to 200,000 ( 5
E - 395,000 to 840,000 (10

***The information herein will
chapter.

60
.0

82

80

70

66

20

70

9

20

10

17
17

responses)
responses)
responses)
responses)
responses)

not be repeated in this

From the large negative response, it became obvious

that few elementary schools own a costume wardrobe. Teachers

who did respond in the affirmative taught in systems which

were either small or very large.

It was assumed that costumes which are available

neither through a costume wardrobe nor provided by the

school are furnished by parents. Since students at the

elementary level cannot be expected to be responsible for

their own costumes, parents should be consulted before
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including their child in a performance that requires a cos-

tume. The method used for obtaining parental permission

was the next item palled.

TABLE XII

THE METHOD USED FOR OBTAINING PARENTAL PERMISSION FOR
COSTUMES AS INDICATED BY TEXAS MUSIC SPECIALISTS

TEACHING IN CITIES WITH POPULATIONS OF
7,800 to 840,000

Letter is sent home for parental permission
on costumes required of elementary students

Group Yes - No NR

A 60 40
B 70 30
C 82 18
D 60 40
E 80 20 ..

Composite
Response 73 27

A majority of the teachers did send letters home to

obtain permission from parents but nearly one-fourth did

not. On a city-wide-basis, Groups A, B, and D showed a

greater percentage of those who did not ask parents before

children were assigned a part which required a costume.

The responses to this question may have been influenced by

the few schools that had costume wardrobes.

After permission has been obtained, parents must be

given costuming details. This is usually accomplished by

one of three methods; 1) a letter is sent home containing
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a picture, pattern number, and other costuming information,

2) the parents are talked with personally, or 3) parents

are advised and a picture is sent home.

TABLE XIII

THE METHODS USED TO PRESENT COSTUMING DETAILS TO PARENTS
AS INDICATED BY TEXAS MUSIC SPECIALISTS TEACHING IN

CITIES WITH POPULATIONS OF 7,800 TO 840,000

Send Picture Talk with
Group home with Parents Both NR

Pattern Number % % %
A 80 20
B 20. 10 60 10
C 27 55 18
D .. 0 60 40
E 10 30 50 10

Composite
Response 7 17 59 17

Of those who responded, more than half the specialists,

(59%), preferred to both talk with parents and send a pic-

ture home. Others, (17%), talked with parents and only a

few (7%) relied on sending a picture home.

Costuming costs were also given consideration. The

following information was supplied: 1) only five percent

of the elementary costuming expenses were not assumed by

parents, 2) the costs of costumes were kept at a minimum

and averaged from $1.00 to $2.00, and 3) the prices quoted

did not include dressmaking fees in 56 percent of the

cases (see Table XIV).
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TABLE XIV

THE RESPONSIBILITY OF PARENTS REGARDING COSTUMING
EXPENSES AS INDICATED BY TEXAS MUSIC SPECIALISTS

TEACHING IN CITIES WITH POPULATIONS
OF 7,800 TO 840,000

Costumes are Paid Costs include
for by the Parents Dressmaking FeesGroup Yes No NR Yes No NR0 00%6% % % % %

A 80 20 40 40 20
B 70 30 30 60 10
C 82 9 9 9 64 27
D 80 20 -0- 80 20
E 90 10 20 50 30

Composite

Response 81 5 14 20 56 24

The fabrics most frequently used by-music specialists

are as follows: 1) cotton, 2) crepe paper, 3) taffeta,

satin, or flannel, and 4) velveteen.

In almost any school situation there are one or two

students who cannot, for one reason or another, afford a

costume. These students must either not participate or

have costumes provided for them.
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TABLE XV

THE RESPONSIBILITY ASSUMED BY THE SCHOOL REGARDING
STUDENTS WHO CANNOT AFFORD COSTUMES AS INDICATED

BY TEXAS MUSIC SPECIALISTS TEACHING IN CITIES
WITH POPULATIONS OF 7,800 TO 840,000

Provisions are made This Expense is
for Children Who Can- Absorbed by
not Afford a Costume Production Profit

Yes No NR Yes No NR
% % % - % %

A 40 40 20 20 20 60
B 70 20 10 10 30 60
C 64 18 18 36 9 55
D 20 20 60 20 20 60,
E 80 20 70 10 20

Composite

Response 61 22 17 34 17 49

Educators indicated that the schools made provisions

for 61 percent of the students who cannot afford a costume;

however, 22 percent must make other arrangements. Though

the response percentage was low it was further determined

that the cost of these costumes was absorbed by the pro-

duction profits 34 percent of the time. The largest number

of affirmative responses to this question was in Groups C

and E.

Summary

Costuming is as essential to an operetta as the dia-

logue or music. It is that added quality that helps chil-

dren to "feel right" because they "look right" on the stage.

It also helps to create the correct illusion for the audience.
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The selection of costume styles is based on 1) the

period of the play, 2) the age of the character, 3) the

trade or profession of the character, 4) the nationality

of the character, and 5) the personality of the character.

The historical characteristics of dress may be exag-

gerated for costuming purposes. Style changes were gradual,

and consequently there are several basic designs which are

useful for more than one historical period. These include,

1) the long, fitted bodice, 2) the short, fitted bodice,

3) the T-shaped tunic, 4) the gathered and semi-circular or

gored skirt, and 5) the knee breeches and loose trousers.

Correct sleeve styles can be added to the bodice to complete

the desired effect.

Patterns for costumes are not plentiful but a few may

be obtained from the Butterick, McCall's, and Simplicity

pattern companies. When patterns cannot be obtained, a

basic dress pattern can be adapted for use with costumes.

Especially useful in this respect are pajama patterns,

bodice patterns, blouse patterns, vest patterns, bridal

gown patterns, and robe patterns.

The color selection for a costume is as important as

the correct style. Color selection is governed by 1) the

psychological effect on the audience, 2) the agreeability

of color combinations, 3) the grouping of characters and

chorus members, 4) the position of accents in the groupings,

5) the colors used in the scene-set, and 6) the colored

lighting scheme.
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Some fabrics drape well while others do not; therefore,

costuming fabrics are classified according to what they may

be used for. Trimmings add the finishing touches of authen-

ticity. Special effects, such as the various methods of

fabric dyeing, painted or printed patterns, and applique,

may be used to acquire an authentic look. It is also im-

portant that hair styles and accessories fit the period that

is being depicted.

The survey results divulged the costuming practices of.

Texas music specialists. It was shown that 1) few schools

have a costume wardrobe, 2) parental permission is obtained

before children are required to have a costume, 3) more

specialists present costuming details to parents by both

talking with them and sending home a picture, and 4) most

of the time, students who cannot afford a costume have one

provided for them with the cost being absorbed by the pro-

duction profits.

Though costumes are an added expense to parents, chil-

dren should not be denied the experience of wearing the

appropriate dress for a school production. Costuming can

be effectively and inexpensively acquired if discretion is.

exercised by the specialist in charge.



CHAPTER V

MAKE-UP TECHNIQUES AND MATERIALS

Modern lighting systems necessitate the use of make-up

because the strong colors of stage lights absorb and kill

the natural coloring of.the face.1 Furthermore, stage

lighting is designed so that shadows which would be pro-

duced by natural lighting are non-existent consequently the'

modeling of the face is destroyed, leaving it flat and

featureless. 2 Compensation must be made for this by paint-

ing the face with suitable colors in a manner which will

enable the actor to look and feel the part he is playing.3

The main purpose of make-up has been given; others are

to stimulate character, to intensify the dominating charac-

teristics, and to promote a psychological effect. 4  These

1James Morris, Amateur Stage Make-Up (London, 1958)
p. iii. See also Helena Chalmers, The Art of Make-Up
(New York, 1930), p. 1.

2
Charles S. Parson, A Guide to Theatrical Make-U

(London, 1932), pp. 7-8.

3Morris, op. cit., p. iii.

4John F. Baird, Make-UR (New York, 1930), p. 5.
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purposes are in turn dependent upon the racial differences,

occupation and environment, temperament, health, and age

of the character.5

The use of make-up not only helps the audience to

understand the nature of a character but aids the other

actors by taking away the real identity of the person play-

ing opposite him.6

There are basically two kinds. of make-up. The first of

these is straight make-up and is used when one is portraying

a character similar in appearance to himself. The second

one is character make-up and is used when one has to alter

his appearance in order to portray a character very dif-

ferent in appearance. 7

Explanation of Make-Up Terms and Essentials

There are make-up terms which must be defined for clari-

fication. They may be categorized as terms that explain

techniques used in make-up and terms that explain materials

and their uses.

Base--the application of cold cream to the skin surface

to insure an easy application and removal of make-up.

5Richard Corson, Stage Make-Up (New York, 1960),
pp. 62-70. See also Chalmers, op. cit., p. 1, and Rudolph
G. Liszt, The Last Word in Make-Up_ (New York, 1937), p. 28.

6Berk, op. cit., p. 30. 7Nuttall, op. cit., p. 152.
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Foundation--the color that is used on the exposed skin

surface. It may be a grease paint or dry paint and charac-

terizes a specific complexion.

Lines--the necessary additions required- to depict cer-

tain apsects such as wrinkles, scars, and folds of skin.

They are used to accent eyebrows and eyelashes.

Highlights--lighter colors used to give an appearance

of roundness or elevation to any part of the face. They

are necessary to contrast creases, wrinkles, or shadows.

Shadows--a noticeable depression in the skin such as

wrinkles, hollow cheeks, sunken eyes, or furrows on the

brow.

Blending--the smoothing together of two or more

colors.8

The second group of terms to be defined is the mate-

rials used in the application of make-up.

Cold cream--a fine textured cream that is used to

guard against possible impurities in grease paint.

Grease Paint--the foundation color that is used to give

the general complexion. It is available in stick form or a

softer variety which comes in a tube. The colors range from

flat white through flesh colors to black. Since manufac-

turers do not agree on the colors for various complexions,

the choice is left to the individual. 9

8 Liszt, .' cit., p. 1.

9 Baird, op. cit., pp. 9-11.
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Cake Make-Up- -a water-soluble foundation which is

applied with a sponge. Since it is greaseless, it is pre-

ferred to grease-paint by some. The advantages are that it

is simple to apply, and produces a smooth completed make-up.

Disadvantages lie in the facts that it cannot be mixed and

is more expensive.1 0

Liners--thin sticks of greasepaint colors but they are

slightly harder in consistency. They are available in

white, light and dark blue, blue-green, blue-gray, gray,

light and dark brown, green, yellow, lavender, carmine,

crimson red, black, and intermediary shades.1 ' They are-

used for making wrinkles and hollows, highlighting, and

giving emphasis to features of the eyes.12

Eyebrow Pencil--a soft lead pencil used for accenting

or reshaping eyebrows and is available in black, dark and

light brown, red, and blue.

Eye Shadow--a cream base pomade used to accentuate the

shape and depth of the eyelid area between the lashes and

eyebrows and is available in white, gray, brown, blue,

green, violet, gold, silver, and black.

Rouge--available in three forms, dry, moist, and liquid.

It is used to represent the varying degrees of the natural

blush seen in the cheeks and/or lips. The dry form comes in

shades of raspberry, strawberry, light medium, dark, and

10Corson, 2p. cit., p. 281.

1 1 Liszt, op. c it., p. 2. 12 Baird, P. cit., p. 4.
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orange. The moist and liquid forms are available in shades

ranging from light, medium to dark red and may be used on

the lips.

Face Powder--the agent that gives make-up a natural

look and blends all the make-up effects achieved through

the use of highlights, shadows, and rouge.

Mascara--used to accent eye make-up by darkening the

eyelashes and eyebrows. White mascara may be used to denote

age. Available colors are black, brown, blond, and white.

Some companies manufacture shades of blue, green, lavender,

and purple.1 3

Nose Putty--a plastic substance that is used to change

facial contour particularly the nose or for making moles,

and pointed chins.14 It is usually flesh colored and can

have greasepaint applied to it.' 5

Black Wax--used to block out teeth and create a

snaggle-toothed appearance.16

Crepe Hair-a manufactured braided wool hair that comes

in natural hair shades. It is used for making beards,

moustaches, and sideburns.1 7

Spirit Gum--an adhesive which is used to hold beards

in place. 1 8

1 3 Corson, 22 cit., p. 35.

1 5 Corson, op. cit. , p. 35.

1 7 Liszt, P. cit., p. 2.

l4Morris, p_. cit. , p. 27.

161bid

1 8Baird, p. cit., p. 19.
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Corn Starch--a white powdery substance that is used

to gray hair.

Stumps-- tightly compressed pointed rolls of paper

that are useful for lining purposes. 1 9

Collodion--a non-flexible substance that is used for

making scars. 2 0

It is necessary to use discretion when buying materials

for a basic make-up kit. Items that are available in a

variety of colors should be restricted to only the most use-

ful colors because other shades can be obtained through a

blending of two or more colors.21 A basic make-up kit

should include the following items: make-up remover or

cold cream, foundation in basic colors, several shades of

face powder, moist rouge in light, medium, and dark shades,

liners in assorted colors, several shades of lipstick, eye-

brow pencils (blue, brown, red, and black), assorted colors

of eye shadow, dry rouge, black and white mascara, powder

puffs, cotton, a baby brush, hair whiteners (aluminum powder

or cornstarch) and toothbrushes, stumps, orange sticks,

crepe hair in assorted colors, spirit gum, alcohol, nose

putty, black toothenamel or wax, clown white, mirrors,

Kleenex or paper toweling, combs, scissors, collodion, a

shower cap, bobby pins, safety pins,2 2 brushes of several

19 Liszt, p_. cit., p. 4. 2 00mmanney, op. cit., p. 369.

2 1 Corson, 2p. cit., p. 22.

22Omneo.c1mmanney, op. cit., pp. 369-370. See also Berk, op.
cit., p. 31. -



sizes for applying eye shadow and lip rouge, sponges for dry

cake make-up, and flesh colored tape.23 Body make-up and

liquid hair whitener, included in theatrical make-up kits

have not been included here because of their impracticality

at the elementary level.

Application of Straight and Character Make-Up

There are few occasions when full make-up is applied

at school because for most school performances it is not

necessary. Students as a rule need only a little dry rouge

and lip make-up, and with some attention being given to

eye make-up. All make-up should be checked for uniformity

before students go on stage because some will have too much

and others not enough.2 4

When a special part requires the use of full make-up,

the following procedures should be observed.

1. Allow plenty of time.

2. Protect clothing with a towel or cloth.

3. Make sure skin surface is clean.

4. Apply cold cream, rub in well, and remove excess.

5. Apply foundation evenly over entire face making cer-

tain all areas are well covered. It is not necessary to use

a lot because a little foundation paint goes a long way.25

2 3 Morris, op. cit., pp. 1-2.

24 Dolman, op. cit., p. 378.
25 Morris, 2.2 cit., p. 4.
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If two shades are used for effect, make sure they are well

blended. Girls should have rouge applied to cheeks at

this point.26

6. The eyes should be the next step in. make-up. Since

they are the prime factors in expression, they should be

given careful consideration. Refer to Figure 23 for an

illustration showing one method of correct eye make-up.
2 7

a- - - -

aA thin line should be drawn from the inner corner

of the eyelid and extending out beyond the corner about
one quarter of an inch.

bA similar line drawn under the eye makes the eye

appear larger.

cEye shadow is applied, using desired shade. The

placement of eye shadow can alter the illusion of the eye.

dA small carmine (red) dot is placed at inner corner.

eA short thin line may be drawn over the upper line

where it extends past the corner of each eye.

fDarken eyebrows slightly.

Fig. 23--Steps for effective eye make-up

2 6 Nuttall, 2p. cit., p. 154.

27 Ibid., pp. 154-156. See also Baird, op. cit.,

pp. 29-30; Morris, 2p. cit., p. 8; and Berk, op. cit., p. 34.
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7. Alterations to the lip line can be used to change

facial expression. Lipstick should be blended inside the

mouth. Boys should wear a brownish-red lip rouge and this

should be applied with the fingertips so the lip line will

be blurred.28 Apply lip rouge. A little rouge should also

be placed on the ear lobes.

8. Powder the completed make-up to set it, gently

removing excess with a powder puff or brush. If cake

29
make-up is used this step is not necessary.

To remove make-up, thoroughly cream face with cold

cream and wipe clean with a towel. Repeat until all make-

up has been removed.30

When applying character make-up the procedure is much

the same. Facial features are emphasized, diminished, or

given a different appearance in shape by highlighting or

shading. Highlighting causes a feature to protrude and

shading. causes it to recede. 3 1

Special Effects of Make-Up

Full make-up is generally used on young students for

one of three purposes, 1) to denote nationality, 2) to

achieve a fantasy type make-up such as that of a clown,

dwarf, or fairy, and 3) to denote old age. Special effects

are used to accomplish the desired results.

28Berk, _.2* cit., p. 34. 29 Ibid., pp. 156-157.

3 0 Chalmers, 6 . cit., p. 40. 3 1 Nuttall, o2. cit.,p. 157.
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Beards and Moustaches

The crepe hair used in the construction of beards and

moustaches comes in a braid and must be prepared before it

can be used. The desired length should be cut and then

combed to separate it and remove all the matted areas;

otherwise there will be dark areas; in the finished beard.

The hair must also be straightened and this can be done by

steaming it or by ironing it after it has been dampened.3 2

After the hair has been prepared, the beard or mou-

stache is built in layers or sections so that the finished

product will look like a natural growth. With beards this

end result may be achieved by starting under the chin and

building up. With moustaches the procedure is to build

from the farthest part of each side and working toward the

middle. Spirit gum is the adhesive used for attaching the

hair to the face and it will not adhere to the skin unless

all greasepaint has been removed. A towel can be used to

press hair into place. After the beard or moustache has

been allowed to set sufficiently, it must be combed and

trimed. It can be removed with alchohol.3 3

The color of crepe hair used for a beard should be

three shades lighter than the player's own hair otherwise

it will appear to be much darker. True color is used with

nationality make-up and for comedy effects.

32Corson, op_. cit., pp. 191-194.

33 Ibid., pp. 191-194.
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Old Age

As old age becomes apparent in people wrinkles appear

on the face and the muscles tend to sag. To simulate old

age with make-up these effects are made by shading and

highlighting. Lines, drawn for wrinkles, are placed on the

forehead, from the outside corner of the eyes, on each side

of the upper lip, and on the chin and neck. These lines must

be clearly defined and highlighted correctly.3 4  Natural

wrinkle lines and those used for make-up should coincide.3 5 .

If the natural lines are not evident, they may be found by

frowning, smiling, or other facial expressions.3 6

To give the appearance of age to the forehead draw

wrinkle lines going across and continuing down the sides

toward the temples. Draw a thin white line immediately

below and touching the dark line. Gently smooth the two

lines over being, careful not to cause the lines to blur.37

Eyes are aged by applying wrinkles from the outer

corners of the eyes continuing across the temples. The eye

shadow should extend. from the upper lid to beyond the inner

corner and on to the side of the nose.38 In giving age to

the eyes, a great deal will depend on the personality of

the character being portrayed as well as his position in

3 4Morris, op. cit., p. 14. 3 5Parsons, op. cit., p. 51.

3 6 Baird, 2P. cit.pp. 73. 3 7Nuttall, o. cit., p. 158.

3 8 Morris, op. cit., p. 8.
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life.39 To age the eyes use white greasepaint and stroke

against the natural line of the hairs to make eyebrows.

This will not only gray them but will also give them a

bushy appearance.

To age the mouth, cover the lips with foundation color

and draw short vertical lines on the upper and lower lips.4

Shadows worked into all hollows and highlights on ten-

dons will cause the neck to look aged.42

It is sometimes necessary to make-up hands to look.

aged. After foundation has been applied, shadows can be

put on sides of fingers and in all the hollows on the back

of the wrist and hand. Then following the natural creases,

finger joints can be lined.4 3

Special Nose Effects

Alterations can be made on the nose with nose putty.

The putty must be kneaded until pliable. Then it is placed

on the nose and molded into the desired shape. Spirit gum

may be used to help keep putty in place and cold cream can

be applied to smooth out any blemishes. After nose is

3 9 Corson, op. cit., p. 132.

40Nuttall, op. cit., p. 158. 41 Ibid., p. 159.

42Baird, op. cit., p. 40.

4 3Morris, 1p_. cit., p. 29. See also Ommanney, op.
cit., p. 375.
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completed, make-up can be finished.4 4  To remove putty,

soften it by holding the hand over it for a while.4 5

Special Eye Effects

The first step in making a change in eye contour is to

block out the natural eyebrows. This may be done by using

a moist cake of white soap to flatten eyebrows against the

frontal bone. Finish blocking by covering with grease-

paint.46 Then eye make-up may be completed. For an Oriental

make-up,block out natural eyebrows, draw on slanted eyebrows,

and line the eyes.(See Figure 24).47

Fig, 24--Oriental eye make-up

For a black eye, apply and blend blue liner so that the

half of eye nearest the nose is covered. Then apply a red

liner very lightly starting from the inner corner of the

44Corson, op. cit., pp. 135-136.

4 5Morris, op. cit., p. 27. See. also Morris, 2R. cit.,
pp. 25-27; Nuttall, op. cit., p. 158; Baird, 22. cit.,
p. 19; Chalmers, op. cit., p. 41-42.

46Liszt, op. cit., p. 26.

4 7 Nuttall, 2p. cit., p. 163.
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eye down in a half circle following the contour of the lower

lid. Blend these and then add green liner following the

same contour. Carefully blend all three colors.48

Long Fingernails

These can be made from light card board with cellophane

or adhesive tape stuck to the nails. 4 9 They may also be

made from used photo negatives glued on to natural nails

with spirit gum.5 0  They can then be painted the desired

color.

Witch Make-UI

Apply foundation and then highlight the nose-ridge,

cheek-bone, and chin point. Shade eye-sockets with dark or

possibly green, giving them a deep, sunken effect. Draw

wrinkles on the lips and blacken a tooth or two.5 1

Clown Make-U

Let the designs of clown make-up be obvious. The

foundation is clown white. Facial markings may be made with

shading colors such as red, green, blue, purple and black.

There are no standard markings. Hair should be harmonious.52

48Liszt, op. cit., p. 51. 49Ibid., p. 67..

soCorson, op. cit., p. 141.

5 1Nuttall, op. cit., p. 164.

5 2Corson, op. cit., p. 236.
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Bald Effect

Take a bathing cap with slits for the ears. Paste a

fringe of hair on the cap and then paint the rest of the

cap with a foundation that matches skin color.5 3

Wounds

Can be made with lipstick, or fingernail polish. For

indented look, paint area with callodion which can be

pulled off or dissolved with acetone.54

There are many places where stage make-up may be

purchased. Below are three such companies and their address:

MaxFactor Make-Up Studios
1666 North Highland Avenue
Hollywood, California

Complete line of make-up, price list available. 5 5

Paramont Enterprises
32 West 20th Street
New York, New York

General source for make-up and hair applies
of all brands. Catalogue available.

M. Stein Cosmetic Company
430 Broome Street
New York, New York

Complete 1le of stage make-up, catalogue
available.

53Berk, p. c.it, p. 36. 5 4 Ibid., p. 37.

55Corson, p. cit., p. 295. 56Ibid., p. 296.

57Ibid.
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To include all the variations possible through the use

of make-up would pose an enormous task. For intricate

details on all the facets of applying make-up, it is recom-

mended that an authoritative book be consulted.

Current Practice

The only survey question pertaining to make-up was

asked to acertain whether elementary schools owned a make-

up kit of essential materials (see Table XVI).

TABLE XVI

THE ELEMENTARY SCHOOLS THAT OWN A BASIC MAKE-UP
KIT AS INDICATED BY TEXAS MUSIC SPECIALISTS
TEACHING IN CITIES OF 7,800 TO 840,000

Yes No NR*
Group%%%

A**.80 20
B** 10 90 .9

C** 18 82

D** go 80 20

E** 30 60 10
Composite
Response 15 78 7

*NRindicates no response.

**Population of Groups:

A - 7,800 to 14,000 ( 5 responses),
B - 41,000 to 72,000 (10 responses),
C - 84,000 to 106,000 (11 responses),
D - 125,000 to 200,000 ( 5 responses),
E - 395,000 to 840,000 (10 responses).

Of the specialists that responded, only a low percentage

of .the schools in Groups B, C, and E possess a make-up kit.
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The following three assumptions are submitted as possible

reasons why most elementary schools have not purchased make-

up essentials: 1) specialists may require parents to attend

to the make-up details of their children for performances,

2) make-up may not be used, and 3) specialists may have had

little or no experience with the application or purchase

of theatrical make-up.

Summary

The extent of using make-up for childrens' performances

must be left up to the discretion of the person who is res-

ponsible for the production. The purposes for using make-

up are 1) to replace the natural skin coloring destroyed by

stage lighting, 2) to stimulate character portrayal, and 3)

to help students gain confidence by losing their own

identity.

Make-up can be classified as straight or character.

Special effects can be acquired through the use of special

materials and make-up procedures.

Texas music specialists indicated that a majority of

the elementary schools do not own. a make-up kit. Though a

full make-up is not often used with elementary students,

the occasions are frequent enough to warrant the purchase

of the recommended list of make-up supplies for every

elementary school.
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Make-up should not be omitted as a part of the school

production because students expect to wear make-up just as

they expect to wear a costume. Even the boys, though they

fain dislike, feel a little undressed when they go on stage

in a costume without make-up to complete the picture.



CHAPTER VI

THE STAGE SETTING

The stage setting must be given as much emphasis as

costuming and make-up to complete the drama arrangement

because it is through the combined contribution of scenery,

staging, and lighting that the "where" of the acted drama

is provided. Without these three major elements the whole

production loses its proper perspective.'

Scenery

The basic principle or requirement of scenic design is

to create a background suitable for the action of the play2

as it is the largest most obvious visual element of support

to the spoken lines. 3  The scene should underline the mood

and create atmosphere without intruding on the action on

the stage.4 Besides presenting a pleasing picture to the

audience, the scene reveals the historical period, the nation

1 Samuel Selden and Hunton D.. Sellman, Stage Scenery and
Lighting, 3rd ed. (New York, 1959), p. 17.

20mmanney, 2p. cit., p. 333.

W. Oren Parker and Harvey K. Smith, Scenic Design and
Stage Lighting (New York, 1963), p. 4.

4 Guido Fretti, Stage Design (Milano, 1955), p. xxxix.
See also Kenneth Nuttall, Play Production for Young People
(London, 1963), p. 72.

125
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or country where action takes place, the season of the year,

and the economic status and the cultural level of the

characters.5

Types of Scene Design

Scene design may be said to be realistic, impression-

istic, expressionistic, symbolic, or constructive. The

selection of design is determined by the overall desired

effect. The elements of proportion and balance are impor-

tant as the empathetic response of the audience to the

setting is directly effected by the element's correct usage.

The human being is used as the scale for the unit of mea-

surement in deciding upon the proportions of the design.6

Realistic Design.--The realistic setting is scaled to

man's actual size. Settings are designed to depict on stage

a scene of realism with little or no regard for artistic

sensitivity.7

Impressionistic Design.--For the impressionistic set-

ting, careful selection from real surroundings is made with

the idea of projecting an impression of fundamental essen-

tials, leaving details to be supplied by the imagination of

5 A. S. Gillette, An Introduction to Scenic Design (New
York, 1967), p. 31. See also Ommanney, op. cit., p. 325.

6 Ommanney, op. cit., p. 333.

7F. Buerki, Stagecraft for Non-professionals, 2nd ed.
(Madison, Wisconsin, 1962), p. 16.
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the viewer.8 It may also be used to cause an audience to

have the same reactions that a character does when he is

stirred by intense feelings. 9

Expressionistic Design.--The expressionistic design is

a form of exaggerated symbolism and it is used to intensify

the emotional impact of the plot by distorting the scenic

element.1 0 The settings have no definite relation to

reality and express either a mental idea basic to the plan

or the emotions of one of the characters.1 1

Symbolic Design.--The symbolic design depicts the at-

mosphere of the play through the use of special scenic

treatment. The line and mass are used to demonstrate the

relationship between man and outside forces. Lines are used

to alter the sense of proportion and the observer is af-

fected psychologically. 1 2

Constructive Design.--The constructive design is

purely functional. It consists of the bare essentials and

is very useful when the budget will not allow the purchase

of scene materials to make a more complete set.1 3

8Ibid., p. 16 9 0mmanney, op. cit. , p. 328.
10Ibid., p. 327. llBuerki, op. cit., pp. 16-17.
12~

1Ommanney, op. cit., p. 334.

1 3 Theodore Komisarjevsky and Lee Simonson, Settings
and Costumes of the Modern Stage, (New York, 193YJ~ p. 14.
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Composition and Elements of Design

The principles of good composition are harmony, se-

quence, and balance. Harmony blends and creates a feeling

of agreement and unity when all the elements of design are

in accord. It can be developed by avoiding startling con-

trasts and by being certain that all the various parts of

the design have an interdependency to each other.14

Sequence is the logical, interrelationship of succes-

sive parts. In scenic design it is the act of arranging

the physical features so that the dominant points of a set

are recognized by the audience. 1 5

Balance can be obtained by proper use of color, line,

form, and mass. A sense of stability or repose should be

established. Symmetrical balance is obtained by using

objects of similar tone, size, and shape equidistant from

a central point. Asymmetrical balance, a more interesting

form, is obtained by arranging objects of different color,

form, and scale in an asymmetrical manner and yet maintain-

ing good equilibrium.16

The four basic elements of design are color, line,

form, and mass.

Color.--Color has three qualities. These are hue,

value, and intensity. 1 7  Hue is the quality that enables

14Gillette, op. cit., p. 36. 15 Ibid., p. 37.

16lbid., pp. 36-37. 1 7 Parker, op. cit., p. 28.
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one to make the distinction between shades of colors such

as blue and blue-violet or one color from another.1 8 Value,

sometimes called saturation, is the strength of the color

or its black to white relationship. Light shades are low

in value while dark shades are high in value.1 9  Intensity,

or brilliance, is the degree of purity and distinguishes

between lightness and darkness of a color.2 0

Three other terms used with color are tint--formed

when a hue is lightened, shade--formed when a hue .is

darkened, and tone--formed by the combined results of hue,

value, and intensity.2 1

Line.-.-Lines are curved or straight, horizontal or

vertical, and diagonal or jagged.2 2 They may be used to

create a shape by enclosing space, as a shape with long,

thin characteristics, and as a leadline defined by the eye

as it follows a sequence of forms in a composition. 2 3

Monotony occurs when only one or two types of lines

are used and confusion results by the use of too much

variety. Good designs have a predominant kind of line with

variety obtained through a tasteful introduction of dif-

ferent kinds of lines. 2 4

1 8 Gillette, op. cit., p. 37.

1 9 Parker, p. cit., p. 28. 2 0 Gilette, op. cit., p. 40.
21Ibid., p. 40. 22 Ibid., p. 41.

2 3 Parker, op. cit., p. 27.

2 4 Gillette, op. cit., p. 41.



130

Form.--Form and shape are synonymous and are created

by the boundary or contour of a line. The character of

form is in part determined by its size, color, and texture

but mostly by its geometric design. 2 5

Mass.--This is the space occupied by an object. It

can also include the relationships of sizes to each other

such as large to small and large to large. The amount of

space between shapes has an effect on its apparent size or

weight. The position of shapes in relation to each other

adds direction and attitude and may effect the whole

design.26

Space can be used effectively in scene design. Space

perception begins in two-dimensional forms and the rela-

tionship of a figure to ground. Ground is a two-dimensional

plane, (see Figure 25).

The outline of a figure or shape will produce a contrast

to the ground, (see Figure 25). More space feeling can be

created by overlapping figures, each figure becoming the

ground for the other, (see Figure 25).

25Ibid., p. 41. See also Parker, op. cit., p. 27.

26Parker, 22. cit., pp. 27-28.



131

a. Ground

b. A single figure

c. Several figures

Fig. 25--'Examples of space perception27

Colors and their various combinations can be used to

evoke emotional reactions and correctly used, can be large

determining factors in the success of a play. People do

not always react psychologically to the same colors; there-

fore the scene should be planned to explore fully the psy-

chological reactions of the play2 8 by interpreting the

spirit and mood of each scene.2 9

27 Ibid., p. 32-34.

2 8 Herbert Philippi, Stagecraft and Scene Design
(Boston, 1953), p. 115.

2 9 0mmanney, op. cit., p. 335
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Many of the same principles which applied to color

selection for costuming are applicable to scenery. The set

design and costuming must coordinate, and lighting must be

given its due consideration.3 0  Warm colors advance and

cool colors recede. The use of advancing colors in a stage

setting will make the stage seem smaller, and receding

colors will cause it to seem large.31

Scene paint comes in two forms, dry and wet. The dry

paint is pure pigment and will -keep indefinitely. Wet

paint comes in the form of paste and may dry out after the

can is opened; thus the dry paint is better for use and is

less expensive. Occasionally it is necessary to buy

special colors in the wet form.32 Following is a table

showing the recommended selection of basic colors.

TABLE XVII

BASIC COLORS OF SCENE PAINT33

Approxi-

Name Type Characteristics mate Price
per Pound

Light chrome Dry Hue approximating primary .45
yellow yellow

Raw Italian Dry Rich tan; used exten-
sienna sively mixed with

other colors .35

30Ibid., p. 335. 31Philippi, Oj. cit., p. 115.

3 2 Gillette, op. cit., p. 120. See also Buerki, 22.
cit., p. 81.

33Ibid.,p. 121.
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TABLE XVII--Continued

Approxi-

Name TypE Characteristics Per Pound-Per-Po.nd
French orange
mineral

Turkey red
lake

Venetian red

Burnt sienna

Raw turkey
umber

Burnt turkey
umber

Italian blue

Dark chrome
green

French ultra-
marine blue

Cobalt blue

Danish whiting

Hercules black

Dry

Dry

Dry

Dry

Dry

Dry

Dry

Dry

Dry

Dry

Dry

Dry

Saturated orange; heavy
pigment requiring
regular stirring

Hue approximating pri-
mary red; must be cut
with alcohol before
mixing with water

Exceptionally useful brick
red; mixes well with
chrome green to produce
a good gray

Rich reddish brown

Earth-colored brown

Rich, warm brown

Very saturated light blue-
green; must be cut with
alcohol before mixing
with water; excellent
for sky effects

Excellent dark green

Intense color approxi-
mating primary blue

Extremely useful light
blue

White pigment large quanti-
ties used in raising
brilliance of any hue

Jet black with excellent
covering qualities

.55

.90

.45

.25

.30

.30

.90

.45

.45

.70

.10

.45
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The selection of additional colors is up to the indi-

vidual, as new colors can be made by mixing the primary

colors.34 It is advisable to purchase only what is needed

to avoid storage. The following is a table of possible

supplementary colors.

TABLE XVIII

COLORS WHICH MAY BE USED TO
SUPPLEMENT BASIC COLORS35

Approxi-

Name Type Characteristics mate Price
per pound

Yellow

Primrose yellow Dry Strong brilliant yellow .70

Milori yellow Dry Similar to primrose yellow,
light but slightly darker .70

Milori yellow Dry Strong, saturated yellow
medium .70

Hoyt's yellow Wet Saturated yellow, slightly
lake transparent .85

Orange

Milori yellow Dry Saturated yellow-orange
orange .70

Orange lake Wet Very rich, saturated
orange .85

3 4 Buerki, op. cit., p. 92.

3 5 Gillette, op. cit., p. 122-123.
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TABLE XVIII--.Continued

Approxi-
Name Type Characteristics mate Price

per Pound

Tan or Buff

French yellow
ochre

English Dutch
pink

Green

Hanover green

Emerald green

Chrome green
light

Medium chrome
green

Malachite green

Saphite green

Royal green
lake

Blues

American ultra-
marine blue

Celestial blue

Prussian blue

Dry

Dry

Dry

Dry

Dry

Dry

We t

We t

We t

Dry

Dry

Dry Almo
st
al
wi

st blue-black; very
rong; must be cut with
cohol before mixing
th water

Similar to raw sienna but
more yellow and lighter

Rich, warm tan

Very light yellow-green

Satrated yellow-green with
less yellow than Hanover
green

Good, inexpensive yellow-
green

Ver useful medium green

Sat rated, very dark
blue-green

Excellent foliage green

Very strong, dark blue-
green

Not as strong as French
ultra-marine blue; good
primary blue

Good, inexpensive, very
dark blue

-- f98

.25

.45

.98

.98

.45

.45

.85

.85

.98

.50

.50

98I
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TABLE XVIII--Continued

Approxi-
Name jTypej Characteristics mate Price

per Pound

Purple

Violet lake

Royal purple

Purple lake

Red

English ver-
milion

Bulletin red

Solferino lake

Magenta lake

Turkey lake

Light maroon

Dark maroon

Wh i t e

We t

Dry

Dry

Dry

Dry

We t

Wet

We t

Wet

Wet

Permanent white I Dry

Black

Ivory black

Black lake

Dry

We t

Slightly bluish purple;
very powerful

Excellent purple with
slight red cast

Similar to violet lake
but warmer in tone

Very saturated red-
orange

Similar to English vermil-
ion but not as saturated

Excellent magenta color, a
hue difficult to mix I

Similar to Solferino
but with less blue

lake

Rich, blood red

Yellowish red of low
brilliance

Very deep brick red

Pure white with better
covering qualities than
Danish whiting

Slightly transparent but
an intense black

Jet black with good
covering qualities

.98

1.50

.98

1.50

.90

.98

.98

.90

.98

.98

.40

.54

.85
-4----
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Mixing Scene Paint and Painting Effects

Casein paint is being used in place of scene paint by

some. It has many characteristics which make it well suited

for scene paint. Among these are 1) it covers well, 2)

one coat produces an even base, 3) it does not require the

addition of a binder and so mixing is simple, 4) water can

be added to get the right painting consistency, 5) it has

a pleasant odor, 6) it will keep indefinitely if stored

correctly, and 7) it is water repellent when dry. There are

two limitations: 1) it is expensive, and 2) it has a limited

range of colors. The limited selection of color can be

avoided in part by mixing regular scene paint with the

casein paint used as the base. 3 6

To keep scene paints, dry or wet, from rubbing off, a

binder must be added. The glue is purchased in a dry granu-

lated form and must be heated with water in a double boiler

to convert it into a hot, concentrated glue.3 7

There are several painting methods used to obtain the

desired effects. The two principles which should be remem-

bered in applying the paint follow: 1) painting techniques

--brush strokes, shading, and size perception must be en-

larged if scenery is expected to look correct from the

distance, and 2) colored lights will change the over-all

3 6lbid., pp. 125-126. See also Parker, op. cit.
p. 156.

3 7 Gillette, a. cit., p. 125.
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appearance by emphasizing some colors and de-emphasizing

others. 3 8 Another consideration is the fact that scene

paint dries two or three values lighter than it is in

its wet form.3 9

Sponging.--Paint is applied with a sponge to achieve

an open or rough textured surface.4 0 Spottiness will result

if care is not taken in applying the paint.41

Scumbling. -- After the undercoat has been applied, a

mottled, rough surface can be obtained by using two brushes,

each saturated with differing colors of paint and brushing

the surface with irregular patterns around and through each

other so that the colors partially mix with each other.4 2

Stippling--This effect is achieved by applying parti-

cles of paint by touching the paint-charged bristles of a

large, preferably old paint brush to the scenery. The posi-

tion of the brush should be altered each time to avoid a

repeat pattern.4 3

38Ibid., p. 127. 3 9 Parker, op. cit., p. 155.
4 0 So1 Cornberg and Emanuel L. Gebauer, A Stagecrew

Handbook (New York, 1957), p. 120.

41Selden, op. cit., p. 147. 42Ibid., p. 147.

4 3 Gillette, op. cit., p. 135.
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Other authorities suggest that stippling be done with

a spray gun, using different colors which blend from a

distance and give an interesting surface effect.4 4

Rolling.--This is similar to the sponging effect and

is secured by dipping and wringing out a piece of ragged,

coarse fabric and rolling it over the surface.4 5

Spattering.--This effect can be obtained by shaking a

brush full of paint over the surface. The brush can be

slapped against the palm of the hand so that the paint falls

in small drops. For evenness it is better to employ a

systematic method of spattering.46

Dry Brushing.--This effect is very useful for shading

or for producing striations needed in simulating the grain

of the wood. To obtain this effect, remove most of the

paint from the brush and draw the tips of the bristles

lightly over the scenery. 4 7

4 4 Michael Warre, Designing and Making Stage Scenery
(London, 1966), p. 81. See also Cornberg~ op. cit. , p. 120.

45 Selden, 2p. cit., p. 147..

46Cornberg, op. cit., p. 120.

4 7 Gillette, op. cit., p. 136.
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Cross Hatching.--This effect involves the overlapping

of brush strokes and gives a quality of freedom to the

painted surface. This effect is good for general painting

purposes. 48

Basic Units of Scene Sets

Of all the numerous possible scenic units employed in

the theatre, only a few may be utilized in the school situ-

ation because the auditorium is seldom adequate to handle

complicated scene settings.4 9

Some of the units which are more practical for school

use are flats, drops, ground rows, drapes, and set pieces.

Flats.--These pieces of scenery are easily constructed

and stored, lightweight, and may be used in a variety of

ways. The plain flat is made by covering a wood frame with

canvas. The paneled flat has molding strips added on top

of the canvas. A narrow flat is called a jog and is con-

structed the same way as the larger unit. Two flats hinged

so that they can be folded face to face are called a two-

fold and if they fold in reverse are called a return. Flats

may also be used for doors, windows and fireplaces.5 0

48
Herbert V. Hake, Here's How! (Evanston, Ill., 1942),

p. 83.

Y Leslie Crump, Directing for the Amateur Stage (NewYorkn1935), p. 69.
50Selden, 9R cit., p. 92-98.
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Drops.--Drops are made of a material that is strong

enough to support itself without the aid of a frame. Cotton

canvas duck is good and when economy is the prime consi-

deration sisalcraft can be used. Sisalcraft is building

paper made from two sheets of brown craft paper with asphalt

between them. Great strength is added to the product by

the threads of sisal intermingled with the asphalt. It is

available in a variety of widths.5 1 Scenes are painted on

the drop and they are attached to battens both at the top

and the bottom. Included in this type of scene unit are

tabs and borders. Tabs are long, narrow drops. Borders are

shallow, wide and are frequently used to depict foliage.

Drops may also be cut out for three-dimensional effects.5 2

Ground Rows.--These scene units are used as silhouette

and for small flat pieces. They are easily and inexpen-

sively made. 5 3

Draperies.--Draperies are one of the most versatile of

unframed, two-dimensional scenery. They are useful for

1) enclosing the acting area when scenery is not used, 2)

masking backstage equipment from the audience's view, and

3) providing a neutral background for productions which

require it,54

5 1 Arnold S. Gillette, Stage Scenery: Its Construction
and Rigging (New York, 1959), pp. 71-72.

5 2 Ibid., p. 96. 5 3Hake, op. cit., p. 65.
5 4 Gillette, Stage Scenery, p. 100.
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Set-Pieces.--Set pieces include such items as trees,

columns, rocks, and built-up ground. These are used when

thickness of dimension is desired.5 5 Tree trunks may be

flat or "solid." The "solid" tree trunk and columns can be

made by constructing a frame and covering it or by pleating

a piece of canvas, attaching it to a half-round, and sus-

pending it. Rocks and built-up ground are made by covering

a frame with chicken wire and canvas. If they are to sup-

port the weight of actors, they must be sturdily built.5 6

It is difficult to make small trees and shrubbery look

realistic from the stage. One method used for trees is to

tape or wire artificial leaves to a real branch. For a

trimmed boxwood hedge, a frame can be covered with inch-

mesh chicken wire, then crepe paper or fabric squares are

pushed into the openings. The color is more convincing if

more than one shade of green is used. For an untrimmed box

or ilex bush, chicken wire can be filled with sprays of

artificial box wood or ilex.5 7

Realistic leaves can be made by using duplex crepe

paper, a double-ply, two-toned product which, due to extra

strength supplied by double thickness, is easy to work with

and holds its shape. The paper, 20" wide X 5' long, is

available in a variety of colors, costs forty-nine cents

5S Hake, op. cit., p. 67.

56Selden, op. cit., pp. 122-125.

5 7 Parker, p. cit., Figure 10-12.
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and is available through Dennison Manufacturing Co.,

Farmingham, Massachusetts. If artificial flowers are needed

for scene purposes there is an instruction booklet for

making paper flowers which are very hard to distinguish from

the real ones when viewed from a distance. The title of

this booklet is Dennison's Flower Book and it costs fifty

cents.58

Many excellent books have been written about the de-

tails of the construction procedures of scenery. A list

of books which are felt to be informative and instructive

are listed in Appendix F.

Staging

Staging is a broad term that concerns itself with not

only the acting area but includes the planning of stage

business and movement, the use of props, the placement of

furniture, and all related items that are used with costumes,

scenery, and lighting to create a scene with realistic

quality and allow a continuous flow of action necessary for

telling a good story.59

The Stage.--The stage is designed to enhance the artis--

tic effects of a production. It is framed by a proscenium

arch--a wall or opening which separates the auditorium from

58 Dennison's Flower Book, Dennison Manufacturing Co.,
Framingham, Mass., 1963.

59 Ommanney, op. cit., p. 8.
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the stage house.6 0  The stage elevates the actors above the

audience level by the use of a platform which insures visi-

bility and gives objective force to the play.61 It must

have the power to attract and.hold the audience's attention.6 2

Some terms and equipment common to the stage are. 1)

the cyclorama--neutral draperies which form the main back-

ground for the stage, 2) the teaser--a horizontal masking

piece hung on pulleys, 3) tormentors--vertical masking pieces,

4) wings--storage area on either side of the stage, and 5)

apron--a forestage which, if wide enough, will allow alter-

nated action between inner and outer stages.6 3

Two terms which apply to the auditorium are: 1) the

orchestra pit--located on the main floor below the audience

level6 4 and 2) sight lines--the line of vision from the

spectator'to the stage.6 5

The acting area of the stage is divided into the order

of attention value: down center, up center, down right,

down left, up right, and up left (see Figures 26 and 27).

60Philippi, op. cit., p. 4.

61
fHake, . cit., p. 3.

6 2 Gilmor Brown and Alice Garwood, General Principles
of Play Direction (New York, 1936), p. 3.

6 3 Hake, o. cit., p. 3.

64Philippi, . cit., pp. 6-7.

6 5 Selden, op. cit., p. 42.
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66Brown, p. it., p. 8-9.

67Nuttall, op. cit., p. 44.
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Stage directions of left and right should be from the

point of view of the actor and the terms "up" and "down" are

in relation to the distance of the actor from the audience.

Stage areas are relative where strength and weakness is

concerned and the stage arrangement .is an important element

in planning these strong and weak areas.68 Useful devices

for variety in stage arrangement can be achieved through the

use of rostra of varying shapes and sizes, steps, and

69
ramps.

Stage Furniture and Pp2s

Furniture, as costuming, should be correct historically,

should reflect the standard of artistic taste of the char-

acter, and should reveal the social status of the room's

inhabitants. 70

There are some rules to which consideration should be

given in selecting stage furniture.

Fitst, there should be enough furniture to relieve the

bareness of the stage but not so much that it is over-

crowded.71

Second, the furniture should look realistic in its set-

ting with the exception of a stylistic production.72

Third, the use of a dead level of furniture, too many

chairs and sofas, should be avoided. A distraction is cre-

ated by a persistent horizontal line across the stage.7 5

69Nuttall, op. cit., p. 41. 70Ibid., p. 100.

71Dolman, op. cit., p. 92. 72bid. p. 93. 7 31bid.
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Fourth, furniture arrangement should suggest reality

though it may.not represent it. 7 4

Fifth, exits should always be clear of furniture, and

sixth, adequate acting space should be left for the actors

who are not sitting down. 7 5

Stage Movement

Stage movements should be plotted well and blocked out

so that the actor knows exactly what to do at a given time

because the purpose of stage movement is to tell the story.

Stage movement and gestures combine to form stage business.7 6

Stage business provides actors with something to do to

fill awkward or idle situations. It should be in character

with the part and young students will need assistance from

the teacher to manage some actions correctly.7 7

Each gesture or movement should serve a purpose. Stu-

dents find it difficult to keep feet or hands still when

they are on the stage; it is important that they either

learn to suppress these tendencies or divert them to pur-

poseful movement.7 8 Stage movement can be categorized in

the following ways:

74bid_., p. 94. 75 Ibid.

7 6 Charles W. Cooper and Paul A. Camp, Designing the
Pla (New York, 1942) p. 20.

77Miller, pp. cit., pp. 32-33.

7 8Dolman, op. cit., pp. 112-113.
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Essential Movement.--This is the action that is called

for by the plot and is the easiest to follow. Included in

this category are entrances and exits, fighting, dancing,

79
hiding behind scenes, serving stage meals, and telephoning.

Movement for Delineation of Character.--Stage actions

can be used to help project the personality of the char-

acter.80

Movement for Emphasis.--Lines can be emphasized through

the use of correct movement and positioning of character.8 1

Movement for Suspense and Anticipation.--Entrances of

people can be anticipated by the stage groupings of other

actors. When the action on stage calls for unmistakable

exceptions, then suspense entrances are used. 8 2

Staging is dependent upon the action called for in the

.script. Included in the planning of stage directions must

be positions that will allow dialogue to flow easily, stage

groupings that form balanced stage pictures, and correct use

of gestures when speaking lines. 8 3

Properties, incidental pieces, must be in the right

place at the right time and must look correct. Properties

79 Ibid., p. 113. 80Ibid. 81Ibid., p. 114.

82Ibid., pp. 114-119.

8 3Miller, op. cit., pp. 24-26. See also Nuttall, op.
cit., p. 130.
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give intimacy to a scene by relating it to human action and,

being the objects which the actors handle, have a strong

dramatic value.84 After furniture has been selected and

placed, a diagram should be drawn showing its location so

that scene changes can be made accurately.8 5

Historic correctness of props can make a great dif-

ference in the overall effect of the scene and many produc-

tions have been marred by ill-fitting prop objects; there-

fore, books should be consulted for correct information..
8 6

Properties that are made often look better and more

real from the stage and the construction is many times very

simple. An excellent source that gives complete construction

details is listed in Appendix F.

Sound Effects

Sound effects are noises created backstage and are used

to provide the realistic accompaniment to the action on

stage.8'7 The correct timing of these sounds is important

for their effectiveness. There is nothing quite so amusing

to an audience as an action or line by an actor in direct

response to a sound that did not happen.

There are excellent sound effect records which can be

used and the best ones are those that are made "on location."

8 4Selden, 2P. cit., p. 15. 8 5 Cooper, op. cit., p. 19.

8 6Mackay, 22. cit., pp. 104-105.

87 Hake, 2p_. cit., p. 103.



150

The disadvantages of recorded sound lie in the facts that 1)

there must be accuracy in volume and fading the sounds in

and out convincingly, 2) it is difficult to put the needle

on the right band for the right sound, and 3) there is a

dependency on an electrical, mechanical apparatus that

could possibly break just before or during performance.

Some of these problem areas can be solved through the use

of a tape recorder. The sounds can be taped from a recording

in their correct order of sequence.8 8

Manual sound effects, though not dependent upon a

mechanical device, present certain problems also. Probably

the biggest one is the actual construction of the apparatiis

necessary for the sound. Some of these are not only dif-

ficult from the construction standpoint but would be

difficult for students to manage correctly.

There are a few simple ones which are felt to be

especially useful for several types of productions.

Chimes or Bells.--These may be simulated by striking

suspended pieces of metal with a hammer. The metal pieces

should be selected according to their pitch.89

Rain.--This sound is achieved by rolling dried peas

or beans across the bottom of a circular box.9 0

88Philippi, op. cit., pp. 354-357.

8 9Hake, op. cit., p. 103. 90 Ibid.
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Horses' Hoofs.--This sound is made by using coconut

shells which have been cut in half and cleaned out. The

hollow shells are clattered on a board for a cobbled street

effect or on a cloth-covered board for a dirt road effect.91

Explosions.--Blanks can be fired into a metal container

such as a waste paper basket. If schools prohibit the use

of firearms two large books can be slapped together or a

bass drum can be used to make the sound. 9 2

Many of the stage direction and scene books contain

sections on sound effects. More information can be found by

consulting other references.

Lighting

Though the basic purpose of stage lighting is to pro-

vide enough illumination to allow actors to be seen,9 3 there

are other considerations which must be given to this element,

the fourth, that is used to complete the stage picture.

Lighting can be used to command attention, establish or

add to the mood, enrich the setting,94 increase the emotional

reaction of the audience, accent objects, and set the time

of day.95

9 1 Ibid. 9 2 Ibid.

. 9 3 Frederick Bentham, Stage Lighting (London, -1955),

94Selden, op. cit., p. 215.

9'Ommanney., op. cit., p. 7.
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Functions of Lighting

There are two kinds of artificial light which corres-

pond with natural lighting. They are "specific lighting"--

a shadow-producing, form revealing light, produced by spots,

and "general lighting"--shadowless sky lights of nature,

produced by strip-lights and floodlights. The properties

of these lighting effects are quantity, color, and distri-

bution.96

Quantity.--The quantity of light is controlled by the

number of light sources, their size, and color. Illumin-

ation should be changed in such a way that the eyes will

have time to adjust. This could be compared with the

adjustment period necessary when entering a dark theater

from the street.9 7

Color.--Color is the control of colored lights used in

giving emphasis to the story of the play. Color selection

is considered both objectively, the selected and modified

light that reaches the audience, and subjectively, the ef-

fect that the color selection will have on the minds of the

spectators.98

Distribution.--Distribution indicates the different

levels of illumination on the stage and scenery. It in-

cludes the variety of color over these surfaces.9 9

96Selden, p. cit., pp. 215-216. 97 Ibid., p. 217.
98Ibid., p. 219. 99Ibid., pp. 219-220.
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There are five basic functions of stage lighting: 1)

visibility, 2) revelation of form, 3) illusion of nature,

4) composition, and 5) mood.

Visibility.--Visibility is that quality which allows

the audience to see clearly and comfortably. It is depen-

dent upon the amount of illumination, the size of the

lighted objects and how much light they reflect, contrast,

and the distance between the object and the observer.

Light guides the eyes of audience to the proper place for

each scene.1 0 0

Revelation of Form.--The combination of general and

specific illumination to produce lighting effects that

will create shadows and .cause objects to have a natural

appearance10 ' is known as the revelation of form.

Illusion of Nature.--Artificial light can be used to

create the illusion of natural light that indicates the time

of day, locale, and season. Included under this lighting

would be the sources used to simulate indoor lighting from

chandeliers, bracket lights, and other indoor lighting.

These are never to be considered as real sources of light

10 11bid., pp. 220-223.10O1bid., p. 221.
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for the acting area.102 Through the correct use of color,

various daylight and night or moonlight hours can be

indicated.103

Composition.--Lighting used as an element of design

is composition. Images can be projected on a cyclorama or

drop and become part of the scene design with the other

scene elements of wood and canvas. Lighting composition

can be used to project foliage or grill patterns on a wall

for scene purposes. It is also possible with this lighting

effect to unite actors into a unit.104

Mood.--Through the use of lights, the audience can be

made to experience certain emotional and psychological ef-

fects; however, this is rather intangible due to the human

element. There are two problem influences: 1) color, and

2) light and shade. The whole process should be a subtle

thing that affects the audience without being obvious.10 5

Lighting Media

The power source for stage lighting is electricity and

certain terms peculiar to discussions of electrical devices

1021bid., p. 223. See also Ommanney, op. cit., p. 348.

1 03 Ibid., p. 225. See also Percy Corry, Lighting the
tage (Lndon, 1954), pp. 99-100.

1 0 4 Ibid., pp. 225-226.

10 5 Ibid., pp. 226-227. See also Dolman, op. cit.,
p. 345.
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must be understood in order to clarify their use in relation

to the discussion of lighting equipment.

Watts or Wattage.--This term refers to the power con-

sumed in an electric circuit at any moment. To further

explain: " . . power (watts) in a circuit is the product of

electricity of certain pressure (volts) flowing at a certain

rate (amperes)."?106 Voltage is very important in ordering

stage lights, and it is numbered 200, 210, 220, 230, 240,

and 250, with the most common, ones being 230 and 240 (the

official standard). 1 0 7

Transformers.--These are the devices that make it

possible to convert high-voltage low current to low-voltage

high current. Direct current (DC) gives a continuous flow

from the positive to the negative terminal. Alternating

current (AC) reverses the direction of the flow generally

100 times a second (50 cycles). 1 0 8

Conductors.--Metals, silver and copper, that conduct

electiricity well are known as conductors. If the wire of

a good conductor is not sufficient in diameter, it will

offer resistance to the current. The energy is converted

into heat and the amount of energy is dependent on the

length of the wire.1 0 9

106Bentham, .p. cit., p. 16. 1071bid., p. 17.

1 08 Ibid., pp. 17-18. 1 0 91bid., p. 18.
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Resistance.--Wires made with metals of low conductivity,

iron or nickel-copper, are used to keep the length of the

wire which absorbs energy short in length. 1 1 0

Insulators. -- Rubber, paper, porcelain, and bakelite

which will not conduct electricity are used as insulators.

Electrical currents must return to their original source of

energy; therefore, an electric circuit must always consist

of a complete loop.

Lamps of all types, sizes, and wattages are available

in large varieties for regular household uses. There are

few types which are suitable for stage uses.' 1 2

Incandescent Lamps.--The most common sources of stage

light is the incandescant lamp. This is

. . . a gas-filled glass bulb containing tung-
sten filament which emits light when current is
impressed through it by the prescribed voltage, 120
being the most common in this country.'113 [see
Figure 28]

110 Ibid. 111Ibid. 112Corry, pjR. cit., p. 37.

113Parker, fp. cit., p. 269.
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Fig. 28--A typical incandescent lamp 1 1 4

There are three important parts of the incandescent lamp,

the bulb, the base, and the filament. The bulb is the gas

envelope that encloses the inert gas. The base holds the

lamp in position and makes the electrical contacts. The

filament passes the current, yet it offers enough resistance

to effect the transfer of electrical energy into light.115

The lamp filament, tungsten wire which emits the light,

is the most important part of the incandescent light. It

is usually coiled so it may be kept compact, and its arrange-

ment in the bulb is very important. The corona and the

bi5Ibid. , p. 268.
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barrel are filament forms used for stage lighting because

they throw light equally in all directions. Since the mono-

plane and the biplane emit light in two opposite directions,

a larger portion may be picked up andmade useful by reflec-

tors or lenses.

The light-center-length, LCL, is exactly what it

implies, the distance from the center of the filament to a

specific place in the base. The LCL changes with varying

bulb bases and due to positioning is an important factor

when using lamps with a reflector or lens. 1 1 6

Lamp bulbs of the incandescent light vary in their size,

their shape, and their finish or color of their glass. High-

er wattage lamps must be of larger dimensions to provide

room for the filament and allow for the surface area needed

to dissipate the great heat emitted by them. Letters are

used to designate the shape of a bulb (see Figure 29).

Most stage lamps are made of clear glass but the

smaller wattage bulbs may be purchased with an inner frost.

With the exception of the pale blue "daylight" lamps,

colored-glass lamps are not very useful.' 1 7

1 1 6 1bid., p. 269. 1 1 7 1bid., p. 270.
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(A) Arbitrary designation. (S) Straight side.
(PS) Pear shape, straight neck. (T) Tubular.
(PAR) Parabolic aluminated reflector. (G) Globular.
(R) Reflector. (C) Cone shape.

Fig. 29--Typical bulb shapes 1 1 8

The bases of lamps vary in type to provide for special

lighting needs. The most common type is the screw base.

The "bipost base" (two pins that push down into aligned

holes in the socket) and "prefocus base" (side pins of dif-

ferent sizes that lock into the socket by a quarter turn)

are the bases that provide the locking device necessary to

some lamps before they will burn. (see Figure 30)

"18Ibid., pp. 269-270.

159

s.A:2

Q



160

I I i-

Fig. 30--Common base shapes11

A new feature in lamp design is the "instrument-

contained-in-the-lamp." It is marketed under two lines of

R (reflector) and PAR (parabolic aluminized reflector) lamps.

The R and PAR lamps are very efficient because all the light

is reflected in a useful direction and the reflector is

sealed into the bulb itself. The colored bulbs are especially

effective in striplights.12

Stage Lighting Instruments

Devices employed on the stage to hold a lamp in correct

position, to direct and shape its light output, and to hold

color in the resulting beam are stage lighting instruments. 121

There are seven items to consider when studying light

equipment. Each item should be carefully weighted in the

selection of good equipment in the following order of impor-

tance:

1191bid., pp. 270-271. 120 Ibid., p. 271. 121 Ibid.
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Size.--The light can be small but it must have proper

ventilation otherwise the lack of enough air reduces the

life of the lamp, the efficiency of the reflector, and can

cause breakage of lenses. 122

Ventilation.--There should be sufficient space to

allow movement of air around the equipment. 123

Weight and Durability.--Rugged construction is more im-

portant than a light-weight instrument. Most lighting

equipment is subject to rough treatment. 124

Efficiency.--Efficiency is determined by taking the

amount of light emitted from the instrument and dividing

it by the amount of light put out from the lamp. This can-

not be accurately done without the aid of a light meter.

Striplights and floodlights are generally considered more

efficient than spotlights but even they vary. 125

Adaptability.--The limited budget requires that lighting

instruments serve more than one purpose. Though a spotlight

may be used in other areas, some other item may be sacri-

ficed. Strip lights serve several places equally well.1 26

12 2Selden, op. cit., p. 231. 1 2 31bid.

1 2 4 Ibid., pp. 231-232. 1 2 5Ibid., p. 232.

1 2 6Ibid., p. 233.
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Standardization.--The parts of lighting equipment

should be interchangeable and easily replaced. There should

be a minimum number of sizes and bases that differ and con-

nectors should be of standard size.127

Price.--All lighting equipment is expensive and little

can be gained by purchasing inferior equipment that costs a

lot but still will not last. Buying a quality product will

eventually cost less because it will last a long time and

schools are given a discount.1 2 8

Spotlights.--Fundamentally the spotlight is

. . . a metal hood containing a high powered
source of light which is made more effective by use
of a lense and usually a reflector as well. The re-
sulting beam of high intensity light can be shaped
by various meayH 9 to forms that may be useful in the
stage picture.

Specific illumination is provided by the use of a spot-

light.130

There are three kinds of spotlights, the plano-convex,

the Fresnel, and the ellipsoidal-reflector. The plano-

convex was the first incandescent spotlight (see Figures 31

and 32). The circular beam pattern has a sharp distinct

edge. The field is irregular in intensity, and aberrations

in the form of rainbow effects can be seen at the edge.1 3 1

1 2 7 Ibid., p. 233. 1 2 8Ibid., p. 234.

12 9 Parker, 2p. cit., p. 284.

1 3 0 Philippi, op. cit., p. 316.

13 1 Parker, op. cit., p. -285.
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Asbestos-covered lead wires
Pin connector
Vertical adjustment knob.
Yoke
Pipe clamp
Ventilation holes
Spring ring to hold lens in
Color-frame holder
Plano-convex lens

position

Fig. 31--Exterior view of the Plano-Convex spotlight13 2

132 Ibid., p. 287.
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1. Asbestos-covered lead wires
2. Pin connector
4. Spherical reflector
5. G-shape lamp
6. Yoke
8. Ventilation holes
9. Lamp in flood focus position

10. Spring ring to hold lens in position
11. Color-fram holder
12. Plano-convex lens
13. Focus-adjustment knob
14. Movable lamp socket

Fig. 32--Interior view of the Plano-Convex spotlight13 3

Ibid_.,p. 287.
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The Fresnel spotlight is much like the plano-convex,

the exception being that the Fresnel is considerably shorter.

The Fresnel produces a smooth light pattern without a sharp

edge. This permits the blending of two or more beams with-

out noticeable breaks.1 3 4

The ellipsoidal-:reflector spotlight (see Figure 33 and

34) is a later development in lighting instruments. This

spotlight employs the use of an ellipsoidally shaped alzak

reflector which prevents loss of light within the hood.

This is possible because most of the light is reflected to

a secondary point of focus and then through the lens. The

funnel or flipper shutters required for other spots are not

necessary for this light because special beam shapers and

iris shutters are built in.135 The beam from the ellipsoidal

reflector, spot is extremely powerful with a firm sharp edge

to its pattern and a generally smooth field.136

Tb Beam Projector.--The beam projector (see Figure 35

and 36) is not a true spotlight because it has no lens and

the beam pattern cannot be altered. The use of parabolic

reflector with this instrument sends all the rays forward

parallel to one another. The light pattern is very strong

and confined to small areas.13 7

13 41bid., p. 286. See also Philippi, 2_. cit., p. 319.

135Philippi, op. cit., p. 319.

13 6 Parker, op. cit., p. 290. 1 3 71bid.1, p. 291.
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2

1. Pin connector
2. Bottom shutter, which shapes

the top of beam
3. Color frameholder
4. Top shutter, which shapes the

bottom of the beam
5. Spring ring, to hold lens

33--Ellipsoidal-reflector spotlight,external
view.

138 Ibid., p. 289.
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1. Pin connector
2. Monoplane (or biplane) filament, with

its center at the focal point, "f".
3. Ellipsoidal-shaped reflector
'. Bottom shutter, which shapes the top

of beam
S. Color frame holder
6. Prefocus base socket
7. T-shaped lamp, to burn base up
8. Top shutter, which shapes the bottom

of the beam
9. The "gate", with typical reflected rays

cr ssing at the conjugate focal point,

10. Two plano-convex lenses
11. Spring ring, to hold lens
.12. Alternate position of lens system

Fig. 14- - Ellipsoidal-reflector spotlight, inter-
nal view. 1 9

1391bid.
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5)

7 /

1. G-shaped lamp
2. Parabolic reflector
3. Pin connector and lead wires
4. Spherical reflector
5. Color-frame holders

Fig. 35--The beam projector, external view'40

1 4 0 1bid., p. 293.
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1. G-shaped lamp
2. Parabolic reflector
3. Concentrated filament
4. Lamp socket, adjustable
5. Pin connector and lead wires
6. Spherical reflector
7. Color-frame holders

Fig. 36--The beam projector, internal viewl4 1

141 Ibid.
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The Strip Light.--Strip lights provide a means for

general lighting.1 4 2 Improvements have been made over the

old strip-light, a trough with a reflecting surface, by con-

structing them so that each light has a place where gelatins

can be put for color effects. These light devices are use-

ful because they can be placed so that they light difficult

areas. 143

Floodlights.--Floodlights are instruments without

lenses, equipped with color frames and capable of throwing

a broad wash of light over a wide area. They are useful

for general lighting, come in a wide variety of shapes, sizes,

and capacities, and most of them are mounted on stands or

brackets. 144

The Light Control Board.--The nerve center of the light-

ing system is the control board. All the lights are con-

nected to it by cable. There are a number of plugs and all

of them are connected to dimmers--a device used for raising

or lowering the level of light. A very effective control

board, the slide-dimmer, is a long, rectangular metal box

with a slit running the whole length of one side. A small

handle or grip, projected through this slit, slides up and

142Wayne Bowman, Modern Theatre Lighting (New York,
1957), p. 66.

1 4 3 Parker, op.. cit., p. 292.

14 4 Bowman, op. cit., pp. 69-70.
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down the slot allowing the gradual change of the lighting

intensity from "out" to "full on." The grip can be stopped

at any position and in ideal situations each circuit has

its own dimmer.145

Color is added to lighting devices by the use of

colored gelatine, which is available in a wide range of

colors, or'heat resistant glass. The most useful glass

color media are red, medium blue, green, and straw. Tints

are more efficient in the gelatins .and the following colors

are most useful: 1) frost, 2) light flesh pink, 3) Dubarry

pink, 4) special lavender, 5) daylight blue 6) light blue,

7) special blue, 8) light straw, 9) light amber, and 10)

light scarlet. The primary colors are well represented by:

1) medium scarlet, 2) non-fade blue, and 3) dark green.

Secondary color gelatins are 1) dark blue-green, 2) medium

amber, and 3) medium magenta. 1 4 6

In order to coordinate the lighting with costuming

and scenery, there should be at least one light rehearsal.

A detailed light plot should be made with its cues

prepared.

1 4 5Nuttall, :. cit., pp. 79-80.

146Philippi, op. cit., pp. 335-336. See also Ommanney,

op. c it., pp. 346.

1 4 7 Buerki, op. cit., p. 113.
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Current Practices

Scenery

The survey questions pertaining to scenery were devised

to obtain information about 1) scene pieces, 2) storage

space, and 3) scene construction. Judging from the recorded

responses, elementary music specialists made use of addi-

tional scene pieces rather extensively.

TABLE XIX

THE SCENE PIECES USED IN ADDITION TO FURNITURE AS
INDICATED BY TEXAS MUSIC SPECIALISTS TEACHING

IN CITIES WITH POPULATIONS OF
7,800 TO 840,000

Group Backdrops Flats Curtl ns oriA NR*
Grup00 0OlyorA0

A** 40 20 40

B** 30 20 30 20

C** 36 36 28
D** 20 20 40 20
E** 20 50 20 10

Composite
Response 29 32 29 7 3

NRWindicates noresponse.***

**City Populations of Groups.***

A - 7,800 to 14,000 ( 5 responses)
B - 41,000 to 72,000 (10 responses)
C - 84,000 to 106,000 (11 responses)
D - 125,000 to 200,000 ( S responses)
E - 395,000 to 840,000 (10 responses)

***The information herein will not be repeated in this
chapter.
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There was not a great variance in the practices of

specialists teaching in small or large school systems.

Backdrops were used slightly less and this may be due to

the fact that all who responded, 95 percent, reported that

the schools were not equipped with battens--a long, metal

or wooden, manually or electrically operated rod that extends

across the stage and is used for hanging scenery. Temporary

battens can be constructed for use but they are not as use-

ful as the ones that can be lowered and raised.

Adequate storage space is one of the problems con-

fronting the music specialist. A great deal of time and,

effort go into the construction and painting of scenery

that could be used again after proper storage. Educators

were asked if they were provided with adequate storage space

for scenery.

TABLE XX

THE ADEQUACY OF STORAGE SPACE FOR SCENERY AS
INDICATED BY TEXAS MUSIC SPECIALISTS TEACHING

IN CITIES WITH POPULATIONS
OF 7,800 TO 840,000

Yes No NR
Group%%%

A ** 100 **

B 10 90

C 45 36 19

D 60 20 20

E 20 80 --

Composite
Response 27 66 7



174

Educators in Groups A, B, and E indicated that they

were not given enough storage space. The responses of

Group C were very closely divided with a slight majority

of those who were satisfied. Group D had the largest number

of teachers who felt they were provided with adequate space

for storing scene pieces.

It was noted earlier in the study that creativity is

one of the educational values of performance. The act of

creating and making scenery can be used extensively to ful-

fill this goal.

TABLE XXI

THE CONSTRUCTION AND SUPERVISION OF
SCENERY AS INDICATED BY TEXAS MUSIC

SPECIALISTS TEACHING IN CITIES
WITH POPULATIONS OF
7,800 TO 840,000

Children Help in Supervisor of
Scene Construction Scene Construction

AH 0

0 -- 0 -

0

A 60 0 40 20 40
B 100 60 40
C 100 91- 9
D 80 20 20 20 60
E 90 10 40 50 10

Composite
Response 90 8 2 56 17 27
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The percentage of those students who were not allowed

to help in the scene construction for their production was

very low, 8 percent. Specialists who responded negatively

to this question taught in either very small or v-ery large

systems. The person who supervised the scene construction

varied but the music teacher was responsible more often

than the art teacher or any other person.

Stagn

The survey questions asked for this study pertain

to the actual stage or performance area as opposed to

stage movement or stage actions. The first three aspects

investigated were 1) types of performance areas, 2) types

of auditorium floors and seating plans, and 3) seating

capacities.
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TABLE XXII

TYPES OF ELEMENTARY PERFORMANCE AREAS, AUDITORIUM
FLOORS, AND SEATING PLANS AND CAPACITIES AS

INDICATED BY TEXAS MUSIC SPECIALISTS
TEACHING IN CITIES WITH POPULATIONS

OF 7,800 TO 840,000

~ 44J

AH- H 8 020 -- - - 1 0 - - 1 0 - 00-

B - C0 -- - 1 0 - - 10 -- -00 - 4

0 0 0 4-- - - 2U
4J c\- 4J Q\- C 6\

0 Oo\O Z \0o xO r- \O " c' t \O0 Q \& \0 H Q) 1 Z4C 1>c
tr 4- ;_4 00

A 80 20 100 100 400
B 90 10 100 100 440
C * 64 27 9 * * 91 9 * 100 * 385
D * 80 -- -- 20 * 80 20 * 80 20 500
E 90 10 -- -- -- 80 20 of 90 10 -- 382

Composite

Response 23 62 7 3 5 19 76 .5 22 75 3 482

The type of stage facility most often reported was the

cafetorium. The exceptions were 1) gym-stages, reported by

a few specialists in Groups B and D, and 2) auditoriums,

reported by 90 percent of the specialists in Group E. The

latter of these differences may be due to the fact that

these schools are located in large cities.

Since the cafetorium and gym-stage are used for other

activities, it was assumed 1) that it was necessary to move

chairs in for the audience and 2) that the floor cannot be

elevated. Comparison of the results of questions regarding

this aspect gave evidence supporting these facts.
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The audience seating capacity varied with each situa-

tion: there seemed to be more utilization of space in the

situations where chairs were move in; however, it must be

noted that permanent chairs on a slanted floor offer better

viewing possibilities than chairs which are moved in on a

flat surface. The reasons for the latter statement are as

follows: 1) the permanent chairs are staggered so that

people are not seated directly behind each other and 2)

the slant of the floor causes a slight elevation of the

chairs thus placing spectators at different levels. Edu-

cators were asked if the performance space of stage faci-

lities was well proportioned as this is a large factor in

determining the number of students that can be used and the

type of performance that is to be presented.

TABLE XXIII

STAGES ARE WELL PROPORTIONED AND MEET REQUIREMENTS
AS INDICATED BY TEXAS MUSIC SPECIALISTS TEACHING
IN CITIES WITH POPULATIONS OF 7,800 TO 840,000

Yes No NR
Group %.

A 60 40
B 50 50

C 91 9

D 40 20 40
E 80 10 10

Composite
Response 68 10 22
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Sixty-eight percent of the specialists expressed satis-

faction with their working facilities. Those who were

dissatisfied gave the following reasons: 1) "the stage is

too small," 2) "the stage floor needs to be slanted," 3)

"viewing is bad from the audience," 4) "there is no back-

stage room," 5) "there are not enough backstage entrances,"

and 6) "the acoustics are poor."

The next aspect which was given consideration was the

curtain facilities of the performance areas and the types

of fabrics used in making them.

TABLE XXIV

CURTAIN PLANS AND MATERIALS USED FOR ELEMENTARY
SCHOOL PERFORMANCE AREAS AS INDICATED BY TEXAS

MUSIC SPECIALISTS TEACHING IN CITIES WITH
POPULATIONS OF 7,800 TO 840,000

C -- 9 _-9$ P-

00) V \0C ,- V

4-J 4j.Q) r0 IsU
4_j 9rd U 01 P 0

~0 0 0 0

A 20 40 20 20 60 .20 20
B 30 50 10 10 60 10 30
C 91 9 36 55 9
D 40 40 20 20 20 60
E 30 70 70 20 10

Composite

Response 22 63 5 10 44 32 .22 2

The stage curtain facilities installed in elementary

schools ranged from a front curtain only, 22 percent, to
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a complete cyclorama, 63 percent. Only a few situations, 5

percent, reported having no stage curtains. Plastic was the

fabric most often selected; however, velvet, cotton, monks

cloth, and synthetics were sometimes used.

Lighting

The first interest pertaining to lighting was to deter-

mine the kinds of lighting equipment used in elementary

schools. Schools reported having the following: 1) over-

head lights (two rows, back and front, multicolored) 64

percent, 2) spot light (several colors) 34 percent, 3) spot

light (one color) 19 percent, and 4) no lighting equipment,

7 percent. It should be noted that these do not total 100%

because some of the schools have more than one type of

equipment. Though overhead lights were the most frequently

reported type of lighting equipment installed in schools,

they do, not offer the best lighting possibilities. These

lights, sections of striplights attached to a light batten,

are restrictive in use due to the fact that whatever light-

ing combinations are desired must effect a whole unit of

several lights. Further the color selection is limited.

Specialists who are given funds to be used toward the pur-

chase of lighting equipment would do well to buy and stra-

tegically install spotlights which offer a greater variety

of lighting levels and color combinations.

After determining the types of lighting equipment used

in elementary schools, the colors made available for special
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effects was acertained with the following results: white

(76%), red (68%), blue (68%), amber (34%), and green (19%).

As stated earlier in the chapter the switch box is an

important feature of lighting equipment. It was interesting

to note the number of schools which were equipped with this

ins trument.

TABLE XXV

THE ELEMENTARY SCHOOLS THAT ARE EQUIPPED WITH SWITCH
BOX CONTROLS FOR LIGHTING EQUIPMENT AS INDICATED

BY TEXAS MUSIC SPECIALISTS TEACHING IN CITIES
WITH POPULATIONS OF 7,800 TO 840,000

Yes No NR
Group % %

A 20 80

B 50 50

C 82 9 9
D 80 20

E 90 10
Composite
Respone- 68 24 8

The responses indicated that the schools situated in

smaller cities, Groups A and B, were not as well equipped

in this respect as schools which are situated in the larger

cities, Groups C, D, and E.

The responsibility for the care and storage of lighting

equipment varies with school systems. There are some that,

have a central storage area where lighting equipment goes

out by reques t while in other systems, the equipment remains
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in the individual schools. The following information was

obtained to 1) establish the practices regarding the care

and storage of lighting equipment and 2) determine the

regulations governing the ability of specialists to borrow

lighting equipment from other schools.

TABLE XXVI

THE SUPERVISION AND LOANING POLICIES OF SCHOOLS
REGARDING LIGHTING EQUIPMENT AS INDICATED BYTEXAS MUSIC SPECIALISTS TEACHING IN CITIES

WITH POPULATIONS OF 7,800 TO 840,000

Supervision of Lighting Specialists may BorrowEquipment is Delegated to Li hting EguiD pLeent

00
00

o -- 44
B00- 0

C09U 9 -1 - -- 0

A 60 -- -- .. 40 80 -4- 20

B 030bOso 20 v' 90A 10

A 60 40 40 0 20

E 70 30 - - * - - 50 40 10
Composite
Response 63 22 - 5 10 71 17 12

The general response to the above was that each school

was responsible for the care and storage of its own lighting

equipment. The school system did assume this responsibility

in some instances.

It was shown in Groups B, C, and D that lighting equip-

ment owned by one school in the system can be borrowed by
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other schools. Though Groups A and E reported some affir-

mative responses to this question, the negative response

was almost as great.

Summary

Scenery provides the atmosphere and adds to the mood

of the play. Scene design is classified as follows: 1)

realistic, 2) impressionistic, 3) expressionistic, 4) sym-

bolic, or 5) constructive. The design must contain princi-

ples of good composition which entails the correct use of

harmony, sequence, and balance. Color, line, form, and

mass must also be correctly used to acquire the desired re-

sults. The color selection for scenery is based upon the

desired audience reaction, the costuming color scheme, and

the lighting color scheme.

Dry scene paint is more desirable than the wet form

as it can be kept indefinitely and costs less. Both the

wet and dry forms of scene paint require the addition of a

binder and they dry several shades lighter. Casien paint

is being used to replace scene paint to a degree. It does

not require the addition of a binder but is expensive and

has a limited color range.

Scene painting requires techniques which depart from

those used for regular painting. Sponging, scumbling, stip-

pling, rolling, spattering, dry brushing, and cross-hatching

are the special scene painting techniques used to acquire

a scene-set that will look correct from the audience.
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Many units of scenery are combined to form complete

scene sets. Flats of assorted sizes are useful in a variety

of ways as are painted drops tabs and borders. Draperies

and ground rows are especially useful when combined with

set pieces such as trees, columns, rocks, and built-up

ground.

Although it is difficult, there are methods of making

trees and foliage which bear a great resemblance to reality.

The correct selection of materials is the key to success.

Staging does not limit itself merely to the performance

area but includes stage business and movement, stage props,

and furniture, sound effects, and all related areas. The

stage is important because it is the place where all the

action takes place. It is elevated for visual purposes,

and it must possess certain attracting powers. The cyclo-

rama, the teaser, the tormentors, the wings, and the apron

are terms which are common to the stage while the orchestra

pit and sight lines are terms common to the auditorium.

The acting area is divided according to attention value and

stage directions are given from the actor's point of view

and his position in relation to the audience.

Stage furniture should fit the period of style, and it

should be selected with the following criteria in mind: 1)

the space that is to be filled, 2) the realism of furniture

in relation to the set, and 3) the number of chairs and

sofas that are to be used.
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Stage movement and actions help tell the story and

give the actor something to do. Stage movement is 1) for

essential action, 2) for character projection, 3) for

emphasis, and 4) for highlighting suspense.

Stage properties give the finished look to the set and

must be well placed to look correct. Stage diagrams for

furniture and props are essential for scene changes.

Sound effects help provide realism to the action on

the stage. Though there are some disadvantages, "on loca-

tion" recordings provide the most authentic sounds. Manual

or "home made" sound effects are not fool proof and are

often difficult to make. The commonly used sound effects

are chimes, rain, horses' hoofs, and explosives.

The major purpose of stage lighting is to provide

proper illumination so that the audience can see; however,

lighting effects are as useful as costumes, scenery, and

staging for providing the right atmosphere for the acted

drama. "Specific" and "general" lighting most closely

resembles natural lighting and is regulated by light

quantity, color, and distribution. Visibility, revelation

of form, illusion of nature, composition, and mood are the

functions of stage lighting.

Electricity is the power source for stage lighting and

te incandescent lamp, due to its construction, is the most

commonly used. These lamps vary in shape and are generally

clear or frosted. The lamp bases are one of three forms,
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1) the screw base, 2) the bipost base, and 3) the prefocus

base. The new R and PAR lamp is useful in that it is an

"instrument within itself."

Lighting instruments are. selected on the basis of size,
ventilation, weight and durability, efficiency, adaptability,

standardization, and price. The design of lighting instru-

ments varies with their intended use.

There are three kinds of spotlights. The plano-convex

was the first spotlight made and is still used though the

light beam is not clearly defined. The ellipsoidal-reflector

spotlight is a later, much improved development with a sharp

light beam that is powerful and easily controlled. The beam

projector is not a true spotlight though its rays are power-

ful they cannot be altered.

The 'lighting instruments used for general lighting

purposes are strip lights and floodlights. The slide-

dimmer is the most useful type of control board as it allows

gradual light changes ranging from "out" to "full on."

Color is added to lighting by means of heat resistant

glass or colored gelatin. The scope of gelatin colors which

is useful is wider than that available in the glass colors.

The current practices, indicated by Texas music special-

ists, showed the following: 1) scenery is used extensively

for elementary productions, 2) storage space for scene

pieces is frequently inadequate, 3) children, generally

under the supervision of the music teacher, are allowed to
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help in scene construction, 4) cafetoriums are more widely

used for elementary performance areas than the auditorium,

5) the audience, which numbers an average 482, is seated in

chairs which are moved in on .a flat surface, 6) stages were

generally reported well proportioned but there was some

dissatisfaction voiced, 7) most schools reported complete

curtain facilities made of a variety of fabrics, 8) lighting

equipment in most schools consists of two rows of overhead

lights and spotlights, either single or multi-colored, 9)

the colors used in lighting are white, red, blue, amber,

and green, 10) elementary. schools in larger cities are

equipped with lighting switch boxes more than schools in

small cities, and 11) with few exceptions, lighting equip-

ment is stored in the individual schools and may be borrowed

by specialists teaching in schools of the same system.

Scenery, staging, and lighting are intricate parts of

drama and should be included as part of a school production

of dramatic quality. Students are benefited by having the

experience of 1) making scenery, 2) helping with stage pro-

perties, stage actions, and sound effects, and 3) mapping

out and executing lighting schemes.

Though schools are sometimes poorly equipped for the

proper arrangement of details of scenery, staging, and

lighting, the inventive qualities of students are activated

in their efforts to overcome the weaknesses of staging

facilities.
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It is important to expose students to the complete

dramatic process; otherwise, the educational values re-

ceived from participation are incomplete. Since scenery,

staging, and lighting are three of the major aspects of

this process, they must be included as a part of the

school production.



(CHAPTER VII

OPERETTAS AND MUSIC FOR CHILDREN' PERFORMANCES

As music specialists have realized the values of per-

formance at the elementary level, publishers have recognized

the need for published materials suitable for use with

children. The quality of these materials has improved-

along with quantity.

The criteria for selecting choral published materials

differ from those for selecting operettas, therefore each

will be discussed separately.

Selection of Operettas

If appearing in an operetta is to increase personal and

social development in students, the characters in the oper-

etta must be those with whom children can identify. Further,

the plot must contain situations of which the students al-

ready have some understanding. 1

The difficulty of selection stems from the fact that

it is not easy to locate an operetta that contains good

music along with an interesting, worthy dramatic plot.

Several ingredients combine to form the basis of a good

story plot and the same guidelines used in play selection

can be applied when evaluating an operetta story.

Simos, op. cit., pp. 39-40.

188
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The first consideration is the age and tastes of the

. . 2participants. The selection should be challenging but not

so difficult that they become discouraged. Environment,

temperament, previous experience, and present mood influence

the tastes of students.3

The second consideration is the literary quality of

the study. There are five items which are combined to

present a good story:

a) The story should have a worthy idea or central

motive. Many stories do not start with a theme but they

show an aspect of life. Even nonsense stories can serve'

a purpose beyond that of good fun.4

There should be conflict of some sort involved in the

central situation. Suspense which carries the audience from

one episode to the next with interest in the fortunes of the

central characters is a strong aspect that children enjoy. 5

b) The number of incidents should be few with each one

building gradually to the climax of the story. Three seems

to be the number most chosen to create a balance in this

respect. 6

2,Miller, op. cit., p. 3.
3Winifred Ward, Playmaking With Children, 2nd ed.

(New York, 1957), pp. 8--9-.

4 Ibid., p. 90. See also Mackay, op. cit., p. 47.
5Winifred Ward, Stories to Dramatize (Anchorage, Ken-

tucky, 1952), p. 5.

6Ward, Playmaking With Children, p. 91.
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c) The ending should be quick and satisfying. A

child's interest quickly drops as soon as the ending of

the story becomes apparent. Rewards and punishment are

quickly administered in the plays that children create

themselves.7

d) There should be a realistic quality to the char-

acters of the play even when they are supernatural or people

of a fairy tale. If children are asked to play animal parts,

they are usually humanized and made imaginary characters

because crawling around or assuming the characteristics of

a real animal is not a rewarding experience. 8

e) The dialogue should be as near that of a natural

conversation as possible with brief and direct speeches ap-

propriate to the character making them. 9

The third consideration is casting. The selection of

an operetta will hinge greatly upon the available talent.

If a large group is to be used, the selection of principle

characters is aided by the fact that there are more to try

out for the parts. The most prevalent problem is finding a

student who can both act and sing well enough to do the

solos.10

71bid., p. 92. 8Ibid., p. 93.
9 lbid. See also Miller, op. cit., p. 3.

' 0 Dietrich, op. cit., pp. 193-194. See also Miller,
op. cit., p. 4.
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The fourth consideration is staging. For elementary

schools, the staging of an operetta should be kept simple

because many schools are not equipped as needed for compli-

cated productions.1 1 An audience tires of long waits

between scene changes.

The fifth consideration in the selection of an operetta

is its audience suitability. Will it appeal to both chil-

dren and adults? Even for a captive audience the operetta

must be appealing, entertaining, and believable with lots

of action. A paid audience deserves to get its money's

worth even though it usually consists of fellow students'

and/or parents of the actors.1 2

The sixth consideration is the cost of production.

Royalty fees, costumes, and settings constitute operetta

costs. Royalty fees vary but many occasions are covered by

the purchase of a set number of copies. Costuming is usu-

ally paid for by parents. Scenery costs will vary with each

production and depends largely on what is already available

and what must be purchased. 1 3

Finally, the choice of an operetta must suit the person

or persons responsible for its production. The music

llIbid., p. 194.

12Crafton, op. cit., p. 38. See also Miller, . cit.,
P. 5.

13Dietrich, op. cit., pp. 194-195.
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specialist must exhibit enough enthusiasm and confidence

for himself and the students. 1 4

The number of operettas published is not as great as

the number of published octavos. Many times it is necessary

for the teacher to take a well-known story, write a script,

and add music to it... The music of an operetta, besides

arousing the emotions, creates a feeling of time, place,

and character. Music helps supplement the action by adding

to the mood.1 5

Following is a discussion of five operettas which have

either been performed or reviewed favorably for performance.

The criteria for the selection of these operettas were

those discussed herein.

A. J. Jones is a musical comedy by Ruth W. Brace and

Elizabeth 11. Surace, published by Follett Publishing Company,

Chicago. There is a cast of thirty-four plus chorus members

if desired. The story is based on a school situation.

The story revolves around A. J. Jones, who is a new

boy in the school. A. J. is lonesome for his old home and

has a difficult time making new friends in the new school.

The dialogue is very clever and typical of school chil-

dren. The music is lyrical with good accompaniments and

perfectly compliments the story. Very little scenery is

required. This operetta was successfully performed by four

1 4 Miller, 2 p. cit., p. 5.

'5 Rockwood, op_. cit., p. 94.
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sections of fifth grade students. The purchase price is

approximately $1.85 and between 10 and 12 copies are

required for performance rights.

The Adventures of .Tom Sawyer has been adapted by Sam

L. Rosen and Raymond Henderson and is published by Follett

Publishing Company, Chicago. There is a cast of eight and

any number of other boys and girls. Mark Twain's classic

story has been cleverly adapted with dialogue and music that

holds appeal for young students. There are complete details

given for scenery and scene construction. Sixty sixth

graders were used to produce this operetta. The purchase

price is approximately $1.85 and between 10 and 12 copies

are required for performance rights.

Alice in Wonderland is another classic that has been

adapted for use as an operetta by Harvey B. Gaul. It is

available through Edward B. Marks, the sole selling agent

of Piedmont Music Co., Inc. This operetta, with a cast of

twenty and a chorus, is in three acts. The dialogue is

believable and the music is original and catchy with good

accompaniments. There are scene and costuming suggestions.

The cost of this operetta is $1.25.

Merry Christmas, Mister Snowman! is an operetta in one

act by Nancy K. Hosking and Ada Richter, published by

Theodore Presser Company. There are four in the main cast

with numerous bit parts. The chorus of Snowflake Fairies,

Carol Singers, Toys, and Sandman's Helpers may be as large



194

or small as desired. The plot is clever with well-written

dialogue and music. This operetta was performed by sixth

graders. First graders were used as the toys and snowflake

fairies. The cost is approximately $.60.

Other operettas are listed in Appendix G. The ones

listed have not been produced or reviewed by the author but

are offered as possible additional sources.

Selection of Music for Choral Performances.

The object of elementary music education is to awaken,

increase and refine children's natural musicality. Many

times educators fail to accomplish this because the reper-

tory of most school systems is ill chosen. There is a need

for the renewal of repertory for both performing and

listening. One need not be restricted in the selection of

music because there is a vast amount of excellent, appro-

priate, and authentic music from the entire range of music

history and from every part of the world.1 6

There are several reasons why a limited music repertory

fails to meet the needs of students. First, it is of poor

quality and fails to represent sufficiently the heritage of

significant music. The selection of music of good quality

can help groups gain in self-confidence and can advance the

standards of music tastes, thus raising the musical stan-

dards of the community. 17

16 Palisca, 2p. cit., pp. 11-12.

17 Bessom, 2p.l ci t., p. 64.
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Second, the music used in school fails to meet the stu-

dents' needs because it is generally restricted in scope.

The classics do not occupy the place of importance that they

should and some forms are completely neglected. Educators

should strive to acquaint students with a broad knowledge

of music so that students can learn that each kind of music

has value aesthetically. Since jazz represents a highly

developed form of popular art and is the unique American

contribution to composition, it should not be used merely

for entertainment. Pupils may not appreciate some forms of

music upon performing or hearing it for the first time.

This is especially true of foreign music. It would be a

mistake to omit this music because many times it becomes a

favorite after they have learned it.1 8

Third, the ability and potential of children is under-

estimated, especially very young children. They need to be

more than entertained or enchanted by what is being taught..

There needs to be a learning process as these are the years

when they are most anxious to learn.1 9

Fourth, inferior arrangements are frequently used. The

test of a good arrangement is its quality and validity rather

than narrow anthropological realism. There are so many

"touched-up" editions, erroneous transcriptions, and taste-

less parodies that many times children are taught artificial

20
music.

1 8 Palisca, 9p. cit., pp. 10-13. 19 Ibid., p. 11.
20 Ibid., pp. 11-12. See also Bessom, op. cit., p. 65.
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Fifth, literature is frequently chosen according to the

technical skills of the specialist rather than the needs of

the s tudents.

Sixth, performance music is often chosen so that it

will offend the least number of people. While formation

around the socio economic grouping, geographic location, or

ethnic make-up of a school community is desirable, perfor-

mance literature should be chosen to improve and broaden

community tastes, not to follow it.2 1 The instructor should

strive to provide a balance in the kinds of literature

performed.22

The following suggestions are made for selecting choral

literature. Some of these have already been discussed at

length.23

1. Select music that gives emphasis to artistic

quality rather than the elements of show.

2. Select music that will appeal to the performing

students so that they will be able to identify with it and

perform it well.2 4

3. Select a variety of music and plan it so that unfa-

orable comparisons between selections can be avoided.2 5

21Palesco, 2p. cit., p. 12-13.

22 Baird, "Let's Sell Our Music Program,"p. 18.

23Bessmon cit., p. 65. 24Ibid. 25Ibid.
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4. Select music with appropriate texts. 2 6  Many times

they are banal and lacking in regional inflection.2 7

5. Select music that contains vocal ranges and tech-

nical requirements suitable to the abilities of the

performing group.28

6. Select good musical arrangements that offer a

challenge for the students. 2 9

7. Select music with effective accompaniments if

instruments are to be used.30

Publishing houses are very cooperative in their efforts

to keep music specialists well informed and many will mail

single copies of new publications for examination if the

teacher has his name placed on the mailing list. There are

music reading sessions and exhibits of appropriate music at

the Texas Choral Directors' Association Conventions.

It is not feasible to even attempt to submit a complete

listing of available choral music nor to try to judge the

degree of difficulty, since this aspect is entirely dependent

upon the students, their age, their musical background, and

the competency of the teacher. The following list of choral

music is restricted to those pieces which have been given

the test of performance. The criteria used as a basis for

their selection were those given herein. The list is

26 Palisca, op. cit., p. 11.

2 7 Bessom, op. cit., p. 65. 28Ibid.

29Ibid. 30Ibid.



198

arranged alphabetically by the composer's last name with the

two-part arrangements denoted by the letters SA and three

part arrangements denoted by SSA.

Abbott Country Lane (SSA)

Parish-Anderson-
Ades

Arnold

Avalos

Berlin-Lazarus-
Ringwald

Berlin-MacCarthy

Cain

Churchill

Churchill

Conley

Cory

Moore-Darby-
Sime one

DeRose-Hill

Foster-Kirk

Fraser-Simson-
Milne

Gray

Sleigh Ride (SSA)

The Children's March-
ing Song (SSA)

The Twelve Days of
Christmas (SSA)

Give Me Your Tired,
Your Poor (SSA)

White Christmas (SSA)

America My Own (SSA)

Lolly Tu-Dum (SA)

Kentucky Babe (SA)

Good Night (SA)

Windy Nights (SA)

'Twas The Night Before
Christmas (SSA)

Wagon Wheels (SA)

Oh Susanna

Chris topper Robin Is
Saying His Prayers (SSA)

Greensleeves (SSA)

The Raymond A.
Hoffman Co.

Shawnee Press,
Inc.

Miller Music
Corporation

Pro Art
Publications

Shawnee Press,
Inc.

Irving Berlin
Music Corpor-
ation

Harold Flammer,
Inc.

Belwin, Inc.

Belwin, Inc.

Kendor Music,
Inc.

Belwin, Inc.

Shawnee Press,
Inc.

Shapiro, Bern-
stein Co.,
Inc.

Belwin, Inc.

Chappell & Co.,
Inc.

Pro Art Pub-
lications,
Inc.
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Pitcher

Rinker-Stevenson

Robertson-Field

Roff- Stevenson

Rodgers-
Hammerstein

Rodgers-
Hammerstein

Rodgers-
Hammerstein

Rodgers-
Hammers tein

Rodgers-
Hammerstein

Rodgers-
Hammerstein

Rodgers-
Hamme.rs tein

Roobenian-
Harrington

Rozsa

Rozsa

Silvers-De Sylva-
Stickles

Sparks

Steele-Ades

I'm Goin' Leave Old
Texas Now -(SA)

My Shadow (SA)

Little Boy Blue (SSA)

The Land of Nod (SA)

Bali Ha'i (SSA)

Climb Ev'ry Mountain
(SSA)

Maria (SSA)

The Surrey With the
Fringe on Top (SA)

Oh, What a Beautiful
Mornin' (SSA)

You'll Never Walk Alone
(SSA)

Younger Than Springtime
(SA)

The Willow Tree

"King of Kings" Theme
(SSA)

The Prayer of Our Lord
(SSA)

April Showers (SSA)

Today (SSA)

America--Our Heritage
(SSA)

Belwin, Inc.

Leeds Music
Corporation

Carl Fischer,
Inc.

Remick Music
Corp.

Williamson
Music, Inc.

Williamson
Music, Inc.

Williamson
Music, Inc.

De Sylva,
Brown Hen-
derson, Inc.

Crawford Music
Corporation

Williamson
Music, Inc.

Williamson
Music, Inc.

Elkan-Vogel
Co., Inc.

Robbins Music
Corporation

Robbins Music
Corporation

Harms, Inc.

Miller Music
Corporation

Shawnee Press,
Inc.



Hahn- Johns tone

Hoffmann-House

Howorth

Raye-Jacobs-
Ringwald

Kalmanoff-Baer

Luboff-Keith,
Bergman-Frank

Krones

Lennon- McCartney -
Dexter

Lincke-Kun

Loesser- Sime one

Kern-Hammers tein

Klemm-Moore

Mancini-Mercer-
Simeone

Maule

Mercer-Prevert-
Kosma-Stickles

Miller-Jackson-
Ades

Nolan-Swift

Green Cathedral (SSA)

Almost Spring (SSA)

Let Us Break Bread
Together (SA)

This Is My Country (SA)

Wendy (SSA)

Yellow Bird (SSA)

Pat-A-Pan (SSA)

Yesterday (SSA)

Glow-Worm (SSA)

A Bushel and a
Peck (SSA)

The Last Time I Saw
Paris (SSA)

Let There Be Song!
(SA)

Moon River (SA)

The Cricket
Serenade (SA)

Autumn Leaves

Let There Be Peace
On Earth (SSA)

Tumbling Tumbleweeds
(SSA)
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The John Church
Company

Belwin, Inc.

Belwin, Inc.

Shawnee Press,
Inc.

Elkan-Vogel
Co., Inc.

Frank Music.
Corporation

Neil A. Kjos
Music Co.

Maclen Music
Inc.

Edward B. Marks
Music Cor-
poration

Shawnee Press,
Inc.

Chappell &
Co., Inc.

J. Fischer
& Bro.

Shawnee Press,
Inc.

Kendor Music,
Inc.

Chas. H.
Hansen Music
Corporation

Shawnee Press,
Inc.

Williamson
Music, Inc.
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Stone

Strouse-Adams

Tiomkin- Webs ter

Ward- Bates -Vance

Warnick

Wilson-Warnick

Work- Swift

The Drunken Sailor
(SA)

Put on a Happy Face
(SSA)

The Green Leaves of
Summer (SSA)

America, The Beautiful
(SA)

Kindness (SA)

Selections from The
Music Man (SSA)

Grandfather's Clock
(S SA)

Pro Art Publi-
cations, Inc.

Edwin H. Morris
& Co. , Inc.

Leo Feist,
Inc.

Belwin, Inc.

Remick Music
Corporation

Frank Music
Corporation

Belwin, Inc.

Yon-Martens Gesu Bambino J. Fischer
& Bro.

Additional sources of octavo music are listed in

Appendix G. The selections included have been favorably

reviewed; however, the creditability of performance cannot

be verified.

Current Practices

Information obtained from survey questions concerning

published music and operettas gave insight to the kinds of

music preferred by music specialists and their practices

related to operetta selection.

Operetta Selection

The first item of interest concerning operetta selec-

tion was to determine the extent published operettas are

used by elementary specialists.
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TABLE XXVII

THE USE OF PUBLISHED OPERETTAS WITH ELEMENTARY STUDENTS
AS INDICATED BY TEXAS MUSIC SPECIALISTS TEACHING

IN SCHOOLS OF 7,800 TO 840,000

Scripts are Written Published Operettas
by Specialist are Used

Yes No NR Yes No NR
Group %_ _%_ -- % %

A 20 80 60 40

B 30 40 30 40 40 20

C 64 27 9 40 60

D 80 20 20 60 20

E 80 20 50 40 10

Composite

Response 56 31 13 41 46 13

Responses to these questions gave the following results:

1) written scripts were preferred in Group A (20%), and 2)

published operettas were preferred in Groups C (13%), D

(20%), and E (30%). Group B did not express a preference

for either. Fifth per cent did not respond.

When a script is written by the specialists, combina-

tions of the following kinds of music are used: textbook

songs (23%), folk music (11%), choral literature (7%), show

tunes (6%), and popular music (3%).

The specialists who used operettas tend to make more

use of those that do not require a royalty fee though in

many instances the purchase price of the required number

of copies covers the royalty fee.
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Choral Literature

There was a need to determine the voicing predominantly

used by specialists in their selection of music for elemen-

tary choirs. Further, it was necessary to establish whether

special voicing problems at the elementary level compelled

teachers to do their own arranging.

TABLE XXVIII

THE VOCAL ARRANGEMENTS USED FOR ELEMENTARY CHOIRS
AS INDICATED BY TEXAS MUSIC SPECIALISTS TEACHING

IN CITIES WITH POPULATIONS OF 7,800 TO 840,000

Voicing of Purchased Music Specialist Does
Group___Arrangement

Group SA SSA Both NR* Yes No NR*
% 1% % % % % %

A** 60 20 20 60 20 20

B** 20 60 20 80 10 10

C** 36 9 45 10 91 -0- 9

D**-- - 40 60 60 -0- 40

E** 30 30 30 10 20 80

Composite
Response 29 10 41 20 78 10 12

*NR indicates no response.*

**Population of Groups:***
A - 7,800 to 14,000 ( 5
B - 41,000 to 72,000 (10
C - 84,000 to 106,000 (11
D - 125,000 to 200,000 ( 5
E - 395,000 to 840,000 (10

***The information herein will
chapter.

responses)
responses)
responses)
responses)
responses)

not be repeated in this

A preference for both two and three part voicing was

shown by survey results. Only Group A showed a larger
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percentage of those who preferred only two-part voicing.

In all groups but E specialists found it necessary to do

their own arranging. It was noted earlier in this chapter

that the students of elementary choirs were from grades five

and six; however, there were a few situations where they

included grades four and five or six and seven. These

situations could account for the variance.

Music specialists were asked to arrange in order their

perferences regarding publishing houses. The following

results were obtained: 1) Shawnee Press, Incorporated;

2) Charles H. Hansen Music Corporation; 3) Pro Art Publi-

cations, Incorporated; 4) J. Fischer and Brother and

Belwin, Incorporated; 5) Chappell and Company, Incorporated

and Elkan-Vogel Company, Incorporated; and 6) others, which

included Boosey and Hawkes; Oxford University Press, G.

Schirmer, Incorporated; Carl Fisher, Incorporated; Neil

A. Kjos Music Company; and Edward B. Marks Music Corporation.

Summary

Elementary music specialists no longer need to be con-

cerned with a .lack of published mat trials. This need has

finally been recognized by publishing firms.

Operetta selection hinges on the personal and social

development of the students; therefore, the following should

be considered: 1) the students' ages and tastes, 2) the

literary quality of the operetta and all that this entails,
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3) casting possibilities, 4) staging facilities, 5) audience

appeal, and 6) production cost. The choice must hold appeal

for the specialists.

The music used with elementary choirs should be selected

on the basis of furthering the musical development in chil-

dren. Often music repertory used with elementary choirs

fails to meet students' needs because 1) the quality is poor,

2) the scope is restricted, 3) children's abilities are

underestimated, 4) the arrangements are inferior, 5) the

selection of the music fits specialists' needs as opposed

to the students', and 6) the music is selected to fit the

socioeconomic level of the community.

So that students may be exposed to only the best in

choral literature, the following elements should be con-

sidered: 1) artistic quality, 2) student appeal, 3) variety

of style, 4) appropriate text, 5) vocal ranges, 6) musical

arrangement, and 7) effective accompaniments.

Texas music specialists indicated that they use two

and three part vocal arrangements though in many cases

voicing problems made it necessary for them to do their own

arrangement. Only a small percentage of the specialists

preferred published operettas to writing their own scripts.

All types of music are used for written scripts and when

published operettas are used, the non-royalty ones are

preferred.
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Discretion must be exercised in selectivity of liter-

ature as only the best should be used with students. The

development of musical tastes is a process that begins

early in life.



CHAPTER VIII

PRODUCTION OF PERFORMANCES

The production details, those many hidden tasks that

take a lot of time, are as important as any facet of the

school production. They should be used to their fullest

capacity as effective teaching tools because they too can

be used to help in the personality development of students.

For the sake of clarity, the production details of the

operetta and choral concert will be discussed separately.

The Operetta

The Director

The music specialist is the person who must act as the

director of the operetta as she is generally the only adult

directly connected with the production. The specialist , as

the director, is responsible for 1) the interpretation,'

2) the control of the playbook, scenery, costumes, and the

actors, 3) the enforcement of discipline, and 4) the design

and effectiveness of the acted operetta.2 One of the major.

requirements of anyone who acts as a director is a knowledge

of human behavior and life which has.been learned by obser-

vation and has been remembered.3

1Brown, p. cit., p. 1. 2 Crafton, op. cit., p. 20.

3 Simos, L. it., p. 184.

207
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Much knowledge comes from reading the play because the

lines give insight to understanding the characters, their

actions and reactions.4 There are many skills of drama that

the director will be concerned with during the preparation

of a production.

Acting Ty--The director is the teacher; there-

fore, concrete suggestions and demonstrations are essential

for actions and stage movement. Students should be guided

to draw their own plans for stage actions and with proper

leadership they will arrive at the right decision. Previous

experiences can be related to the ones needed for the char-

acterization of a part and the role then becomes a creative

experience

Sense of Focus.--The director must know how to "point-

up" action. This is the awareness of stage positions that

distract or attract. Included in this is a good sense of

timing and correct stage placement.6

R leading and Voice.--It is important that lines be de-

livered correctly and many times students do not place

emphasis on spoken lines properly. They must be taught how

to discover varying thoughts, and how to put forth the

maximum meanings in lines. The director is also responsible

for teaching correct vocal projection so that voices will

4 Ibid., p. 185. slbi p. 179. 6lbid.
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not be damaged by students who are trying to make themselves

heard on the last row of the auditorium.7

Emotional Build Up_.--The pace of a dramatic production

is important. There must be a steady build up to the climax

and this is done with correct use of volume, pace, and

variety.8

Stage Business.--The director is responsible for ob-

serving small bits of action, mannerisms, and gestures, and

for judging whether they are good or bad. He must also help

actors do the right things with the hands and feet, a

great problem for young actors.9

Criticisms of students by the director should be made

in a constructive manner so that insecurity and discourage-

ment will not be felt by students. Generally he will be

able to anticipate and point out the difficulties that may

cause frustrations felt by the cast. Though there should

be a warm relationship between the cast and director, more

important is the confidence radiated from the director to

the cast. He must have enough to.generate a confidence and

security in themselves.1 0

Cas tin

One of the most difficult decisions that faces the

music specialist is that of choosing a cast for an operetta.

7ibid., pp. 179-180. 8 Ibid., p. 180.

9 Ibid., pp. 180-181. 0 Ibid., p. 89-92.
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This is made true by two facts, 1) the selection made must

be based on ability and 2) the selection must be based on

educationally sound theories. If a part is given to a

student who needs the experience but is not able to do the

part, more harm will be done than good.l

There are criteria for casting which help in choosing

students for parts and the choice should be based on more

than one reason. Each student chosen should 1) be able to

read the lines well, 2) have a great desire for the role,

and 3) be the best one for the part.12

Tryouts serve as tests of a student's acting ability.

A tryout should consist of 1) a reading test to check for

correct pronunciation and enunciation of words, 2) a con-

versation test to supplement the reading test, and 3) an

improvisation test for diction, manners, poise, and

imagination.13

There are several methods of holding tryouts and it

would depend entirely upon the specialist and what he hopes

to accomplish with the production as there is not a perfect

method.

Democratic Method. -- Students who are trying out are

selected by student ballot. If this method of tryout is

llDolman, op. cit., p. 150.

1 2 Simos, op. cit., pp. 116-117.

13Dolman, op. cit., p. 158.
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used the students doing the balloting must be given a basis

for their selection rather than having to depend upon their

own sometimes limited judgment.14

Type Casting.--One frequently has a preconceived idea

of how a character looks and acts.15 Type casting is

choosing an actor because he resembles the character to be

portrayed. This is sometimes the key to a very successful

production;1 6 consequently, the casting should not differ

too much in personality.1 7

Tryout Method.--Students are given parts to read in

this method of selection. For a true test of what they can

do, students should not be asked to read cold. If it is

a difficult part, it is wise to have them memorize in order

to see what they can really do. 18

Autocratic Method.--This method of selection is pro-

ably the easiest from the specialist's point of view because

as the script is read certain students seem to fit certain

roles. Many very talented students are never given an op-

portunity if this method of selection is always used. Chil-

dren have hidden talents and can surprise you!1 9

1 4 Miller, 2. cit., pp. 13-14. 15Ibid., p. 15.

16Simas, op. cit., p. 115.

1 7Miller, oP. cit., p. 15. 18Ibid., p. 16.

19 Ibid., p. 17.
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One solution to difficulty in selecting a cast is to

use the two-cast system. This system has many merits: 1)

it solves the problem of selecting understudies; 2) it makes

the competition between players very keen; and 3) it can'

increase interest.20

If two equally strong casts develop, the performances

are equally divided but if one cast is stronger than the

other, then the strong cast is given a choice of perfor-

mance time.s.

The two-cast system has its instructive qualities in

that the students pay attention to what is taking place on

the stage; and they observe each other in rehearsal in an

effort to learn from and improve upon each others ability.

Their talents can be stimulated in these ways. 2 1

The two-cast system also helps by cutting down on a

possible performance delay due to illness or discipline

problems. 2 2

Rehearsals

There are three purposes of rehearsal, to give oppor-

tunity for experimentation, to teach the text and meaning

of the operetta, and to perfect and polish the performance. 2 3

2 0 Dolman, 2. ci., p. 163. 2 1 Ibid., p. 163.

2 2Mackay, How To Produce Children's Plys, p. 45.

2 3Dolman, op. cit., p. 178.
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The first rehearsals should be for reading to learn

correct pronunciation, interpretation, and inflection of

lines. There is no purpose in stage rehearsal until some

idea is had of what is being said.24

In coaching students to speak dialogue, the following

points are important:

1. Students must be taught to react to each other

when speaking.

2. Speeches hinge on each other. The final phrase of

one acts as the cue for the next speaker. If performance

has a believable quality,. the speakers must have the ap-'

pearance of talking with each other, hearing each other's

lines for the first time with reactions accordingly. They

must also listen to each other to give life to the produc-

tion.2 5

3. Marked interruptions are difficult for students to

execute. These are usually indicated by a broken line and

a dash. The problem lies in the fact that the one, A, who

is supposed to interrupt the other speaker, B, waits until

A has finished his lines. B should be taught to take his

cue a few words before A gets to the end of his speech.2 6

4. Players must be admonished to speak so they can be

heard. It is necessary to explain to children how they must

2 4Mackay, How To Produce Children's PAy_ p. 39.

2 5 1bid., p. 23. 2 6 Dolman, p. cit., pp. 196-197.
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"push" their words. If the teacher will discard his script

and sit at the back of the auditorium, a better idea will

be had of what is really coming through. 2 7 Children gener-

ally are not understood because they speak too fast or

phrase badly.28

After the lines have been thoroughly rehearsed, the

action, movement, and positions should be blocked out.

Correct stage terms should be used. Chalk or masking tape

can be used to mark places where furniture will stay.
2 9

Entrance and exits must be carefully rehearsed and timed

with allowances being made for distance of stage to be

crossed in relation to spoken lines.
30  Chorus members must

be placed and given specific lines and stage business.3 1

The last rehearsals are devoted to memorization and

putting the whole show together. These rehearsals should be

as close to the actual performance standards as possible.3 2

One weakness of an operetta frequently is the inability,

to understand the lyrics of the songs. Since the words are

designed to help carry the story the teacher should strive

to have every syllable articulated clearly so that they can

be understood. Having students speak words in rhythm will

help as will the following: 1) the sounding of all con-

sonants, 2) precision of attacks and cutoffs, and 3)

2 7 Miller, op. cit., p. 19. 28Dolman, op. cit., p. 195.

29 Miller, Up. cit., p. 39. 30 Dolman, 22. cit., p. 197.

3 1Miller, op. cit., p. 37. 3 2 Ibid., p. 42.
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simultaneous phrasing and breathing in the lyrics. It

should also be remembered that young voices are untrained

and cannot stand the rigors of constant work and must be

allowed to rest since they have not yet learned how to

conserve vocal strength.3 3

Other rehearsal procedures are 1) start rehearsals

on time, 2) make sure discipline is maintained, 3) permit

no backstage bystanders, 4) rehearse students in garments

or special costuming devices, and 5) rehearse with lighting,

props, bells, buzzers, or other mechanical equipment.3 4

The Stage Crew

The stage crew is that unseen, unheard group of reli-

able boys and girls who change the scenery who can take

directions, and who like to do backstage work. They should

be assigned to regular duties including moving furniture on

and off the stage, making scene changes, pulling curtains,

running the light switchboard, sound system, and spotlight,

working sound effects, and any other technical job. 3 5

The student stage manager should have complete charge

of and be responsible for small props. It is his job to

check and see that everything is in place before the curtain

opens. He should be given a list of everything needed for

each act and scene. 3 6

3 3 Bailey, 2p. cit., p. 184. 3 4Miller, 22. cit., p. 43.

35Ibid., pp. 97-98. 3 6 Ibid., p. 99.
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The student prompter must be familiar with the lines

and actions of the operetta, especially dramatic pauses.

It is necessary for him to attend rehearsals as regularly

as the cast.3 7

It is necessary to have plenty of backstage help and

a well-planned, fool-proof organization. Other students

should be assigned to a classroom and expected to remain

there with adult supervision until a runner comes to get

them. A call sheet must be prepared giving cue for runner

so he will know when to bring the students backstage in

time for their entrance.3 8

Boys who are working the curtain will need a script

with the curtain speed marked "fast," "slow," or "medium,"

and there are times when the curtains may .not be fully

opened. This, too, must be indicated in the script. Cur-

tain guiders must be assigned. The finale should be well

planned both in arranging students in correct standing

positions and in telling the student in charge how fast,

how far, and how many times to open the curtain.3 9

The Choral Concert

Auditions

Though choral auditions need not be as extensive as

those held for junior high or high school students, it is an

37Ibid., p. 98. 38Ibid., p. 99. 39Ibid.
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important feature at the elementary level. Students feel

a greater pride in being in an organization for which they

have been selected. 4 0i

The membership selection should be based on the fol-

lowing criteria:

1. Students should be able to sing a familiar song

in tune exhibiting a pleasing tone quality, good diction,

good rhythm, and good phrasing.

2. Student attitude should be considered on the

basis of good citizenship and the spirit of cooperation in

group effort.4 '

Though it is extremely difficult to exclude students who

want to participate it is not wise to include singers who

are inaccurate as group progress will be hindered. Allotted

rehearsal, time usually does not allow for the correction of

vocal problems. 4 2

It is advisable to have a definite plan for student

auditions. An audition card for recording information

can be useful (see Figure 37).

40The Select Choir, p. 5. 4 Ibid.

42 Ibid.
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Full Name

Teacher's Name or Grade ___Section

Homeroom Number

Instruments Studied

Former Choi.r Experiences

Comments:

Fig. 37--Example of Audition Card4

These cards can be kept for future referral so that students

who remain in school will not need to be tested again.44

There are two methods of testing elementary student's

voices, individual or group auditions.. Individual auditions

consist of asking a student to sing 1) a familiar song in a

comfortable key and 2) an ascending and descending scale in

the keys of C, E, and F using a neutral syllable. If a

doubt remains concerning the voice range, a phrase of an

unfamiliar song can be used to test for high and low pitches.

Group auditions consist of asking students to sing a

familiar song, and as they sing, the teacher walks around

the room and listens to each one. The cards are picked up

as each student is heard. There should be no question that

the remaining singers are competent, and voice ranges should

be accurately determined. In either case indications are

43Ibid., p. 4. 44 Ibid.
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made on the card using letters or numbers as to the profi-

ciency of the student. Students who are not accepted should

be put on a waiting list. 4 5

Rehearsal Time

Probably the most difficult aspect of preparing the

choir for a performance is in scheduling adequate rehearsal

time. Most elementary school schedules do not allow time

for the choir to meet. Many music specialists solve this

problem by meeting before school two or three times a week.

This is a good time because students are not tired and a

twenty-five to forty minute uninterrupted rehearsal can

result in maximum learning. 4 6 Perhaps the disadvantages are

getting students there on time and absence due to faily

schedule conflicts.

Other teachers rehearse choir at noon provided both

they and the students have enough time. Frequently this is

the only time students are free due to other activities

before and after school. 4 7

The third solution for scheduling rehearsals is the

assigned period. These times must be made with consideration

being given to the many demands made upon children and

454Ibid.

46 Ibid., p. 3.

4 7Nathal Riedler Weston, "Hats Off to the Music Teacher,"

The Choral Journal_, VIII (March-April, 1968), p. 2.
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teachers in the school. There are two plans that might be

used in this type of scheduling: 4 8

Plan A requires two music teachers because all students

of the fifth and sixth grade level are taught music at the

same time. Fifty to sixty students are selected for the

choir which, is conducted by one teacher, and the other stu-

dents who are not in the choir are taught by the second

teacher.

Plan B provides a regular time and choir students are

excused from regular classes. If school is out at 3:30

then the choir might meet. from 3:15 to 3:30 twice a week'.

This schedule would allow for possible extended rehearsals

but its limitations in the time factor plus little carry-

over of skills from one rehearsal to another creates a bad

learning situation.4 9

Rehearsal Procedures

All school rehearsals should be devoted to teaching the

elements of artistic choral singing and relating these ele-

ments to the repertoire being studied. The following items

are included in artistic choral singing: tone improvement,

blended and balanced tone, diction, musical accuracy,

phrasing, and interpretation--the meaning of the music as

expressed through the composer's use of mood, tempo,

phrasing, dynamics, and form and design.50

4 8 Ibid. 4 9 Ibid., p. 4. 5 0 Ibid., p. 11.
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There are several possible standing or seating arrange-

ments (see Figure 38). The selection generally depends on

the songs and the alternation of parts, if any. The

arrangement can even be changed to fit special needs during

a performance. Regardless of the arrangement, students

should be given assigned places for rehearsing.

a) ALIt 0

oro

SECOND

c) ( I DDLF) 0

or

HIGH
HIGH

b) LOW d) 'Lo

Fig. 38--Choral Standing or Seating Arrangements 5 '

The room, with or without a piano, should be arranged

before the rehearsal time. The children should be able to

see the conductor, and if the conductor plays, the piano

should be where he can play and still see the whole choir.

If someone else plays,. the piano should -be placed so the

conductor can be seen by the pianist.52

The distribution of music should be as orderly as pos-

sible so that it will not be time consuming. A student

librarian is helpful in this respect as she can keep folders

in their proper place, see to it that the conductor's music

is where it belongs, and arrange for copies of music for the

accompanist.Z53

5 1 Ibid., p. 11. 5 2 Ibid., p. 12.. 5 3 bid., pp. 12-13

y
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Rehearsals must begin on time, otherwise students will

feel that they are unimportant and lax attitudes will re-

sult. To avoid discouragement, start with a familiar song

for warm-up then go to new material and end with another

familiar song. If announcements are to be made, choose a

strategic point in the rehearsal. 5 4

Music Selection

The selection of music will play an important part in

the success of an elementary school choral program. The

following criteria should serve as a basis in choosing

literature for a public performance:

1. There should be some regard given to long-range

plans. Entering into this decision would be the number of

programs planned, the types of these programs, and the

musical objectives of the director.5 5

2. The selections must have good melodic lines and

meaningful, childlike, but worthwhile texts.56

3. There should be a theme or unifying idea that has

meaning and educational values. The opening and ending

selections are important.5 7

4. Avoid duplication of songs used in the classroom

because students become bored doing the same music. It also

reduces the appeal for being in a special group. 5 8

54Ibid., p. 13. 55Ibid. 561bid.

57Ibid. ,p. 14. 5 8Ibid.
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Elementary choirs sing accompanied by piano much of

the time. The accompanist is either another teacher, a

parent, a student, or the director. If a teacher or parent

accompanies, the disadvantage lies in not being able to

attend rehearsals all the time. She may be able to attend

only the last few to put the whole thing together. A stu-

dent who plays well can gain valuable experience and is

able to attend rehearsals regularly. This situation is

especially advantageous in schools that have piano classes.

If a student accompanist is to be used, the director must

plan well in advance. If the director plays, much is lost

to the students because they are dependent upon themselves

for many things such as attacks, releases, phrasing, and

dynamics.59

The Concert

One of the last minute details of the choral concert

will be attending to the stage arrangement including

arranging for risers if the school does not own them. The

use of risers is advised because of the following reasons:

it improves the appearance of the choir; the sound is more

unified; and children can see the director more easily.

Students' placement for the concert should closely resemble

their positions during rehearsals and they should not be too

crowded. Each riser will accommodate between fifteen and

eighteen students.60

5 9 Ibid., p. 9. 6 0 Ibid., p. 24.
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The dress of the group should have some uniformity.

This may be based on the type of music to be performed or

an already established practice. 6 1

Entrances and exits must be practiced ahead of time.

Stage manners need to be explained so that all students

understand what is expected of them.6 2

The music specialist must be a paragon of strength on

the performance night, as it is then that many last minute

details will need to be taken care of. Most of these de-

tails are in the form of helping the students ready them-

selves for the performance. They have suddenly lost their

confidence and look for reassurance by asking questions .for

wh4ch they already have answers. A few last minute emer-

gencies will arise and these, too, must either be delegated

to an adult helper or assumed by the teacher.6 3

The teacher should occupy a definite place during the

performance, backstage or out front playing accompaniments.

Student performers enjoy seeing their teacher attired in

something special for the occasion.6 4

After the performance, time should be allowed to talk

with parents and students about the performance. A child

should never be allowed to go home feeling that he has

done a poor job. 6 5

61Ibid., p. 25. 62 Ibid., p. 26.

63Miller, op. cit., p. 102. 64 Ibid., p. 104.

6 5 Ibid., pp. 107-108.
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Current Practices

The Operetta

The reasons for the assigning of backstage and other

duties to students were the prime interest of survey ques-

tions in this area. Educators were asked if duties are

delegated to students who, for various reasons, do not want

to be on the stage.

TABLE XXIX

THE DELEGATION OF BACKSTAGE DUTIES TO STUDENTS
WHO ARE NON-PARTICIPANTS AS INDICATED BY TEXAS

MUSIC SPECIALISTS TEACHING IN CITIES WITH
POPULATIONS OF 7,800 TO 840,000

Group Yes No NR*

A** 80 20

B** 90 10

C**82 18

D** 80 20

E** 100

Composite
Response .88 7 5

*NR indicates no response.

**City Population
A - 7,800 to
B - 41,000 to
C - 84,000 to
D - 125,000 to
E - 395,000 to

of Groups:***
14,000 ( S responses),
72,000 (10 responses),

106,000 (11 responses),
200,000 ( S responses),
840,000 (10 responses).

***The information herein vill not be repeated in this

chapter.
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Of the specialists who responded, only a small percen-

tage (7%) did not delegate backstage duties to students who

were non-participants. The reasons given as the basis of

selection for 'these duties follow: 1) "the student's

need," 2) "students who are responsible," 3) "a student's

reliability," 4) "a student's capability, attitude, ability

to follow instructions, behavior, and desire to participate,"

5) "the background of the child," 6) "children who are unable

to participate in a special group can have a part," and 7)

"students who show more interest in the backstage duties

and ask that these duties be assigned to them."

The method of obtaining adult supervisions was another

item given consideration through survey questions. The fol-

lowing figures were tabulated regarding this aspect:

voluntary basis--29 per cent, classroom teacher responsi-

bility--29 per cent, appointment by music teacher--25 per

cent, and appointment by principal--17 per cent. Though

only 29 per cent are on a voluntary basis, there were no

comments or other indications that classroom teachers resent

being asked to supervise their students.

The Choral Concert

Participants in the survey were asked about .youth choir

organizational practices. The first question concerned the

rehearsal time (see Table XXX).
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TABLE XXX

THE SCHEDULING OF REHEARSAL TIME FOR ELEMENTARY
YOUTH CHOIRS AS INDICATED BY TEXAS MUSIC

SPECIALISTS TEACHING IN CITIES WITH
POPULATIONS OF 7,800 TO 840,000

Before After Assigned
School School Period NR

Group % % %

A 80 20

B 10 90

C 72 18 10

D 100

E 60 20 20

Composite
Response 37 54 20

Results indicated that a majority of schools preferred

to make an assigned period for choir rehearsal. The excep-"

tions were schools in Group C and Group D. None of the

choirs met after school.

The choirs, composed of fifth and sixth graders with

few exceptions averaged seventy singers. Specialists were

asked if the members were selected by tryouts (see Table

XXXI ). In the participating schools, the members were

usually selected by tryouts. The largest negative response

came from schools in Group C.
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TABLE XXXI

THE SELECTION OF CHOIR MEMBERS BY TRYOUTS
AS INDICATED BY TEXAS MUSIC SPECIALISTS

TEACHING IN CITIES WITH POPULATIONS
OF 7,800 TO 840,0-00

Yes No NR
Group % % %

A 80 20

B 80 10 10

C 54 27 19

D 80 20

E 70 10 20

Composite
Response 71 14 i5

Survey results indicated that most elementary choirs

(76%) sang both a cappella and accompanied. It was the in-

tention of the next survey question to determine whether the

music specialist must both play the accompaniment and direct

or if choir members had the benefit of a conductor who need

not be concerned with anything more than conducting (see

Table XXXII). Indications were that in a majority of the

schools the specialist must both play and direct. There were

a few situations where available student talent was utilized.
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TABLE XXXII

THE ORGANIZATION OF ACCOMPANIMENT DUTIES AS
INDICATED BY TEXAS MUSIC SPECIALISTS

TEACHING IN CITIES WITH
POPULATIONS OF 7,800

TO 840,000

The Director The Accompaniment

Plays is Played by

Group -t-undCennt
Yes No NR Teacher Student and Other

% % % % % Teacher % %

A 60 40 - 80 -20

B 70 10 20 60 10 20 1

C 72 9 19 55 9 36

D 60 40 60 40

E 50 30 20 30 60 10

Composite

Responses 63 22 15 56 5 34 5

Summary

The production details of both the operetta and choral

concert are numerous. Correctly used, they become an addi-

tional source of educational values.

The specialist who is producing an operetta must first

understand the duties of a director. A director's duties

include a knowledge of 1) acting technology, 2) a sense of

focus, 3) reading and voice, 4) emotional build up, and

5) stage business.

Casting poses many problems under the best of conditions;

The specialist must make casting decisions based on sound

judgment of what is best for the students. Tryouts may be
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used to advantage in making student selections for operetta

roles. There are four methods of organizing tryouts; 1)

the democratic method, 2) the type casting method , 3) the

tryout method, and 4) the autocratic method. The two-cast

system has many advantages and offers a solution to diffi-

cult cast selections.

Rehearsals serve definite purposes, and therefore they

should be well planned. The first rehearsals should be

spent teaching students how to deliver lines correctly. It

is important that students react to each other, speeches are

connected between characters, marked interruptions are

executed correctly, and players speak loudly enough to be

heard. Song lyrics should also be well rehearsed so that

the audience can understand what is being sung. After

lines have been mastered, stage movement and positions are

added. The last rehearsals are devoted to memorization and

polishing. Rehearsal procedures should be set and rigidly

enforced.

The importance of the stage crew cannot be minimized

for withoutit, there would be no production. Stage crew

duties include all the technical jobs such as moving

furniture, changing the scenery, pulling the curtains,

working the lighting plans, providing sound effects, and

prompting lines. The organization of backstage help is of

utmost importance and there must be enough people to do

the jobs.



231

Elementary choir auditions are important because a

feeling of pride is imparted to students who are selected

for an organization. Tuned singing, tone quality, diction,

rhythm, and phrasing should be the criteria for selection.

Attitude, citizenship, and cooperation are additional stu-

dent qualities to be considered. A definite plan is advised

for auditions which may be either on an individual or group

basis.

Rehearsal times are difficult to schedule in with all

other school activities. Choirs rehearse before school,

at noon, and at assigned periods. Students receive more

benefits from rehearsing uninterrupted before school or at

assigned periods where the choir is under the supervision

of one teacher while all the other music students of the

same grade level are taught by another specialist.

Choral rehearsals are for 1) teaching the elements of

good choral singing and 2) relating these elements to the

repertoire being studied. The standing arrangement may

vary with situations but students should be assigned places

for rehearsing. The conductor should be clearly visible to

all including the pianist. Rehearsal procedures should be

orderly and well planned.

The selection of the literature is an important feature

toward the success of the choral concert. Music should be

selected with consideration being given to 1) the long
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range plans, 2) the melodic line, 3) the overall theme or

unifying idea, and 4) the lack of duplication of classroom

music.

The elementary choir accompanist is usually the di-

rector, another teacher, a student, or a parent. Of these,

the student accompanist who can play well is the most

desirable.

Risers should be used for the concert if at all pos-

sible and students' placement should be similar to rehearsal

placement. There should be a uniformity of dress based on

program content or previous practices. Entrances and exits

should be well rehearsed.

On the performance the music specialist must be ready

to help students through all the little crises that arise.

After the performance, time should be allowed for parents'

comments.

Current practices in this area indicated that 1) back-

stage duties were delegated to students who, though non-

participants, exhibited an interest in the production, 2)

adult supervision was on a voluntary or classroom teacher

responsibility basis more often than an appointed basis,

3) youth choirs rehearsed at an assigned period more fre-

quently than before or after school, 4) choir members, fifth

and sixth graders, were selected on a tryout basis and the

choir averaged seventy singers, and 5) all types of
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literature was used with elementary choirs and the di-

rector most often played the accompaniment when one was

required.

The evidence submitted supports the theory that the

details of production can and should be included as part

of the educational force of performance. Students, who

otherwise might not be interested, can benefit from the

experience of being an active part of a production from

its beginning to its conclusion.



CHAPTER IX

SUMMARY, CONCLUSIONS AND RECOMMENDATIONS

Summary and Conclusions

The purpose of this study has been to examine the

justifications for and production problems of presenting

elementary children in public performance. In order to

investigate this problem, it was necessary to answer the

following questions: 1) what goals in the education of

children and the community relations are fulfilled through

public performance? 2) what types of performances may be

used for presenting children publicly? 3) what costuming

methods may be employed at the elementary level? 4) what

make-up procedures may be used effectively? 5) what scenery,

staging, and lighting effects may be utilized? 6) what pub-

lished music and operettas may be used with children's per-

formances? and 7) what production details may the director

be concerned with in elementary public performances?

Historical data, though sparse, provided evidence that

early music educators regarded student performance a neces-

sary part of the music program. Effective performances for

the parents and the community served to 1) culminate musical

activities, 2) display student skills and new teaching tech-

niques, and 3) educate future generations musically. Cole,

an early educator, made a statement to the effect that

234
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students who enjoyed the participation in music performances

would later as adults give support to musical activities.

The Yale Seminar was formed to study the lack of commu-

nication between the professional musician and the music

educator. The development of musicality in students was

given careful consideration. The teaching process recom-

mended by the Music Educators' National Conference for the

development of musicality is 1) bodily movement, 2) lis-

tening, 3) singing, 4) playing instruments, and 5) creative

activities. In contrast, the process recommended by the

Yale Seminar Panel places performance first in the learning

process with simultaneous activities of composing, listening,

and dancing. It was felt by the Panelists that through the

above learning processes students would have a deeper com-

prehension of music and all its functions.

Regarding performance groups, the following observations

were also made by the Yale Panelists: 1) groups which per-

form good music are most worthy of support, 2) inferior

groups should not be discouraged because they promote future

interests, 3) there should be a balanced music program,

4) local customs and traditions should be respected, 5)

musical activities should be for all levels, 6) it is not

the purpose of school performance groups to act as enter-

tainment forces for the community, 7) there should not be

too much contest participation, 8) there should be perfor-

mances of combined musical groups such as choir and or-

chestra, and 9) the musical value of social entertainment
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groups must be constantly increased and full scores

should be studied by the students.

The Rockefeller Panel was formed to investigate the

status of the performing arts.in the United States. His-

torians realize that the acquiring and maintaining of a

cultural democracy is an important factor in the balance

of a society and its people. The arts, necessary for the

happiness and well being of people, are for everyone;

however, if people are to enjoy and support the arts, they

must be taught to appreciate them and depend upon them as

an accepted part of their lives.

Schools play an enormous role in the music educational

development of students who as adult citizens will make de-

cisions concerning the future of the arts in communities

and cities. The continuing learning process must be started

at an early age while. musical tastes are being developed

and influenced by environmental factors. Since partici-

pation in a performance group offers students a means of

identification and an emotional outlet, teachers must 1)

exhibit capability and 2) insist on high performance stan-

dards. With the correct use of the social and political

forces which have combined efforts to promote interest:

the level of artistic accomplishments in our country will

be higher and their appeal more universal.

In order to present a composite report, a survey of

Texas music specialists was conducted by means of a
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questionnaire to supplement the information obtained from

books and articles written by authorities on the various

aspects of performance. Limitations were set in order to

avoid presenting information 1) that would not be pertinent

at the elementary level or 2) that was of such quantity that

it could not be successfully condensed. In the latter in-

stance, reference was made to recommended sources for the

information not covered.

Research pertaining to the aims and objectives of

performance revealed that students benefit through perfor-

mances which are a result, of classroom activities. These

benefits may be said to be 1) "aesthetic" as students'

lives are made richer through the musical experiences and

growth and 2) "educational" as there are social and per-

sonality developments that can be carried over into other

experiences.

Performance acts as a strengthening force between the

community and the school. The community should always under-

stand the music program and its objectives, and a good

rapport should be maintained between music specialists and

other musicians in the community. Careful selection of

literature and well written program notes can aid in fur-

thering the enrichment of community musical tastes.

Texas music specialists indicated that admission fees

and required costuming sometimes created problems .between

the school and parents. It was therefore concluded that
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if admission fees are required, they should be limited to

reasonable amounts of twenty-five to fifty cents. Further,

parents should understand that the school and their children

will be the ultimate benefactors of funds taken in. Re-

quired costuming costs should be kept as low as possible,

and parents should be consulted and given ample time to

provide the garments.

Operettas, choral concerts, and talent-variety shows

are the three types of performances most frequently given at

the elementary level. School holidays and other school func-

tions are the occasions most used for student presentations.

The operetta, due to the integration of dialogue and

music, is dramatic in quality. Through operetta performance,

students are provided with creative experiences and a con-

trolled emotional outlet. Experiences of life are broadened

through character portrayal and through relating to life

situations. An introduction to other people and places is

provided along with ego building opportunitites.

In view of the evidence supporting educational aspects

of the operetta as compared with survey results regarding

performance frequency, a conclusion was drawn that the

operetta merits more attention by music specialists than it

is currently receiving. The rank of fifth place in order of

performance frequency as reported by Texas Music Specialists

is an indication that not enough children are exposed to

this very effective form of student production.
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The choral concert has many intrinsic values but if

students are to profit from them, the school and the com-

munity must support the students and their director. It is

imperative that specialists who direct these' choirs are first

rate musicians; otherwise, students cannot grow artistically

or musically. Further, the specialist should be capable of

selecting music that will build a good repertory for

students.

The talent-variety show is a versatile type of perfor-

mance as it offers a wider assortment of combined student

talent. After talent has been selected through tryouts,

clever dialogue can be supplied to provide an overall theme.

Since the talent-variety show is composed of acts that may

be either dramatic or choral, the educational opportunities

afforded students are numerous.

Costuming, the first of several elements used to create

a complete dramatic picture, helps the audience to recognize

1) the historical era of the play and 2) the nationality,

age, personality, and social status of the character. Since

costume patterns are not plentiful, basic designs which may

be used for several periods of style alleviate somewhat the

problem of pattern selection.

The color and fabric selection of costuming are of

najor consequence. Color selection is based on 1) the

personality of the character, 2) color combinations in rela-

tion to character and chorus groupings, and 3) the scene-set
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and lighting. Fabric selection is dependent upon the lines

of the costume style and the demands made on the fabric in

order to produce a garment that looks correct. All fabrics

are not suited to every costume style. Trimmings, dyed effects

and printed effects can make inexpensive fabric look very

rich and authentic. Correct hair styles and accessories

complete the overall impression.

It became apparent through survey results that few

Texas schools have costume wardrobes. Many times parents

would be willing to donate costumes to the school, espe-

cially after they could no longer be worn by their children.

The costume wardrobe can serve a three-fold purpose. First,

it provides a basic costume wardrobe that can be used by

chorus members who have small roles that require little

costuming. Second, the costume wardrobe provides those

students who cannot afford a costume an opportunity to par-

ticipate. Third, the costume wardrobe serves as a nucleus

which can be expanded by the addition of other costume items.

Make-up becomes necessary when strong stage lights

destroy natural facial highlights and shadows, leaving an

individual looking "washed out" and featureless. Elementary

students seldom require little more than powder, dry rouge,

light eye make-up, and lip rouge; however, there are occa-

sions when a full make-up is necessary for the correct char-

acterization of a part. Portrayals of elderly people,

witches, clowns, and elves require the alteration of a
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student's age or facial features. Special make-up tech-

niques and materials are used to acquire the desired results.

Students should not be asked to do an operetta performance

without correct make-up as this, along with costuming,

gives them a boost of confidence due to a loss of their own

identity.

Since a large percentage of Texas elementary schools

did not own make-up kits, it was concluded that music spe-

cialists should recognize the need of this item and purchase

the materials necessary to complete a basic kit. The sup-

plies, if taken care of, will last a long time and there-

would no longer be a need to buy make-up supplies for each

performance. Further, with the materials on hand, students

could have a better understanding of the artistic principles

involved 'in correct make-up procedures.

Scenery provides the proper background for the acted

drama and it, along with staging and lighting, must be in

perfect accord with the script. The scene set, like cos-

tuming, gives insight to the historical era, the social

status, and the nationality of the characters. Scene design,

realistic, impressionistic, expressionistic, symbolic, or

constructive, is used to point up the dramatic elements of

the story.

The colors used for scenery must blend with the cos-

tuming and lighting plans. The advantages of the dry form

of scene paint outweigh those of the wet form; however both
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are being replaced to a degree by Casien paint which requires

no binder. Regular painting techniques must be enlarged for

scene painting, and it is often necessary to employ special

techniques, such as sponging, scumbling, stippling, cross

hatching, and dry brushing. Various combinations of flats,

drops, draperies, ground rows, trees, and rocks are combined

to make a complete scene set.

The stage contributes to the dramatic success of a

production. It provides the elevated acting.space.. All

items, stage furniture and properties, must be stylistically

correct for the period and they must be well placed. In

order to impart an illusion of realism to the audience,

sound effects are added by means of recordings or manually

operated, self made devices. The story of the play is told

in part through stage movement and actions which may be

used to project the characters being portrayed.

An analysis of survey questions pertaining to staging

revealed weaknesses in the facilities provided for the use

of elementary specialists. With few exceptions where audi-

toriums or gym-stages were reported, most schools were

equipped with cafetoriums. On the basis of this evidence,

the following conclusions were drawn: 1) though the audi-

ence seating area can be used as cafeteria space, the

facility is inadequate as a performance area, 2) in an ef-

fort to build a large area that will serve two purposes,

the acoustics are often poor, 3) the performance area leaves
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much to be desired in that there frequently are no wings

and no backstage entrances or exits, 4) the rehearsal

schedules are difficult to arrange around the lunch periods

of an entire elementary school, and 5) the audience is at a

disadvantage as moved in chairs cannot be elevated. If

elementary school productions are to be used as educational

tools of teaching, specialists must have the proper faci-

lities for making the performance experiences of students

meaningful.

Though lighting is essential for visual purposes, it is

used to support the mood of the play. Psychological audi-

ence reactions can be created through the use of those

colors which cause known emotional reactions. The incan-

descent light bulb, available with a variety of bases and in

many shapes and sizes, is the bulb most used. Extensive

lighting developments, such as the plano-convex and ellip-

sodial-reflector spotlights, the beam projector, strip-

lights, and the R and PAR lights, provide effective lighting

for all areas of the stage. Color combinations are ob-

tained by using colored glass or gelatins, and lighting

levels are made possible through the operation of lights

by means of a dimmer control box. The purchase of lighting

equipment is based primarily on durability and the equip-

ment's intended use; however, other features are given

consideration.
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Survey results indicated that the lighting equipment

installed in Texas elementary schools consisted mostly of

overhead strip lights. Many schools supplemented these

with portable spotlights. Overhead strip lights are not so

effective as well positioned spotlights because 1) the beam

cannot be controlled, 2) when the light level is raised or

lowered, the whole unit of several lights is affected, 3)

the light output is not very powerful, 4) unwanted shadows

are created, and 5) the number of color combinations is.

restricted. Considering this information in relation to

authoritive sources, it was concluded that music specialists

would do well to have spotlights installed for stage

lighting purposes, the number dependent upon the stage area.

Strip lights should be used for lighting small stage areas

and for special effects.

Publishers are now supplying suitable operetta and

octavo music for use at the elementary level; however,

specialists should be very selective in their choice of

published materials. The operettas selected must be of

literary quality, containing elements of personal and social

development. Operetta music should be worthy of student

efforts and the amount of time required to learn it. Addi-

tional criteria for selection are student talent, stage

facitlities, production costs, audience appeal, and spe-

cialist appeal.
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Elementary choirs serve to strengthen students' musi-

cality and aesthetic perception, therefore specialists should

build the elementary choral repertory of music that is authen-

tic, of high quality, of wide scope, and of good musical ar-

rangement. Selections should be based on the needs of the

students thus offering them a challenge. Students should not

be held back musically because of the standards set by the

musical tastes of the community, though this factor enters

into the selection of literature for a choral concert.

Performances must be well planned. Production details

are numerous but even these can be used to further the edu-

cational values of performance. Operetta production requires

that specialists assume the duties of a director, having or

acquiring a working knowledge of acting technology,.dramatic

focus, reading lines, emotional build up, and stage business.

Casting, usually accomplished through one of four

methods of tryouts, is based on student need in relation to

production requirements. In addition to serving as insur-

ance against student absence, a two-cast system permits the

assignment of major roles to a larger number of students.

Rehearsals are organized so that certain phases of

production have been accomplished by a given date. LInes

and speech delivery are rehearsed before stage actions are

added. Songs, particular attention given to lyrics, are well

rehearsed. Final rehearsals are devoted to tying up loose

ends and polishing the performance.



246

The stage crew, often composed of students who either

cannot be in the performance or those who prefer to be dele-

gated to backstage duties, is the unseen group that attends

to the technical jobs. The efficiency of this crew is often

the difference between a good or bad performance. Backstage

help must be highly organized as 1) the arrangement of fur-

niture and props has a direct bearing on stage actions and

2) audiences tire of long scene changes.

Due to variances of the operetta and choral concert,

the production details differ. Though time-consuming,

elementary student choral auditions are important because

students who are selected for an organization experience a

feeling of pride. Student selection should be determined

by personality and behavorial traits as well as musical

abilities.

Elementary choir rehearsals may be scheduled before,

after, or during regular school hours. Rehearsals are often

difficult to schedule around other school activities, and

the most advantageous times are those that allow a reason-

able length of uninterrupted time. Rehearsals should be

organized so that besides being drilled in the mechanics of

music, students learn the principles of choral singing and

the relations of these principles to what is being taught.

The selection of program music for the choral concert

must be of a unified nature and should contain no duplication

of classroom music. The accompaniment, played by the
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director, a student, a parent, or another teacher, must be

authentic and act as a complement to the choral voicing.

Students placed in rehearsal positions, should stand on ri-

sers for the performance, and. their apparel should conform

to some plan.

Before and during any performance, the specialists must

be prepared to face last minute crises, both real and imag-

ined. After the performance, parents must be given an

opportunity to make comments.

In view of the evidence gathered from published author-

ities and Texas music specialists surveyed for this report,

the following conclusions were drawn: 1) the views ex-

pressed by early and contemporary music educators indicated

that performance is necessary for the development of musi-

cality in children; 2) the Panelists of the Yale Seminar

and Rockefeller Report advocated that public schools act as

agents in the artistic development of people in order to

preserve the performing arts; 3) participating in musical

performing organizations develops creativity, aesthetic per-

ceptivity, and musicality as students experience personal

and social growth, 4) all of the aspects of performance can

be used by music specialists as effective educational tools,

and 5) therefore, public performance at the elementary level

should not only be encouraged but should be a requirement of

the music program.
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Recommendations

For Music Specialists

The following recommendations to music specialists are

submitted in the hope that the educational advantages of

elementary public performance will be advanced:

1. Performance should be regarded by educators as an

effective teaching tool to be used in furthering student

development of a) musicality, b) aesthetic perceptivity,

c) creative and imaginative abilities, and d) personal and

social growth.

2. In planning the music program, public performance

should be included. Specialists should not always wait for

special occasions.

3. Performance should be planned with emphasis placed

on the needs of the students as well as the entertaining

-aspects.

4. Both the operetta and the choral concert should

be used for performance because the educational possibilities

differ. The talent-variety show should also be utilized

with children.

5. Students can grow artistically through a knowledge

of costuming, make-up procedures, scene design and construc-

tion, staging, and lighting. These areas of performance-

should not be omitted.
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6. Those specialists who have not already done so

should acquaint themselves with published operettas and

octavo music available through publishing.firms.

7. Specialists are encouraged to select operettas and

octavo music that a) offer a challenge and b) are suited to

the musica level of the students instead of the director.

8. Specialists teaching in schools that do not possess

a make-up kit should purchase the materials necessary to

complete a basic kit.

9. The lighting facilities of school stages should

include an adequate number of spotlights along with

other lighting equipment.

For School Administrators

The following recommendations are made to school admin-

istrators:

1. Administrators should recognize the importance of

their role in the success of school performing groups.

2. Administrators should encourage student participa-

tion in public performances by exhibiting an approving

attitude.

3. Those administrators who recognize the influence

that school performance groups have on school morale and

school-community relations, should help music specialists

to arrange rehearsal schedules to the advantage of all

concerned.
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For College Music Education Educators

The following recommendations are made to the college

instructors of music education students:

1. Instructors of music education courses should strive

to provide students with a working knowledge of all the

phases of performance.

2. College students should be supplied with source

lists that will aid them in selecting materials necessary

for the preparations of presenting a public performance.

3. College students should be encouraged to parti-

cipate in a variety of performance groups so that they can

obtain practical experience pertaining to the aspects of

performance.

For Publishers

The following recommendations are made to publishers:

1. Publishers are encouraged to publish operettas

that are musically sound as well as of literary value.

2. Since octavo music is used extensively by ele-

mentary specialists, the publishing firms should strive to

supply musical arrangements that are stylistically authen-

tic, having good texts, and a worthy accompaniment.

3. Publishers should not underestimate the capabili-

ties of elementary students. They should publish music that

will provide musical challenges.
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For Researchers

The following recommendations are made to future

researchers:

1. Researchers are encouraged to collect historical

data pertaining to the performance practices of early

music educators.

2. Researchers are encouraged to investigate the

music educational possibilities regarding the creative

and aesthetic aspects of public performance.

3. Researchers are finally encouraged to investigate

the criteria for selecting. musical performance materials,

both operettas and octavo music. Certainly the more well-

known these criteria become, the fewer difficulties the

specialist will encounter at the very onset of his work;

the musical taste of the public can be elevated; and stu-

dents will be exposed to only the very best of performance

literature.
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APPENDIX A

SCHOOL SURVEY.PARTICIPANTS

Abilene Independent School District

James Bowie Elementary
Central Elementary
Fannin Elementary
Robert E. Lee Elementary
Reagan Elementary
Woodson Elementary

Arlington Independent School District

Duff Elementary

Corpus Christi Independent School District

Ebony Acres Elementary
James W. Fannin Elementary
Lexington Elementary
Kostoryz Elementary
One School Unnamed

Cuero Independent School District

Oakview Elementary

Dallas Independent School District

Casa View Elementary
George B. Dealy Elementary
Hamilton Park Elementary
Margaret B. Henderson Elementary
Clara Oliver Elementary
John H. Reagan Elementary
Martin Weiss Elementary

Fort Worth Independent School District

Browning Heights Elementary
Dunbar.Elementary
Oakhurst Elementary
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Henderson Independent School District

Northside Elementary

Laredo Independent School District

Milton Elementary

Mercedes Independent School District

William B. Travis Elementary

Mesquite Public School System

Arapaho Elementary
Florence Black Elementary
Hanby Elementary
I. N. Range Elementary
Rugel Elementary
Shouds Elementary
Tisinger Elementary

Odessa Independent School District

Burleson Elementary
Gohad Elementary
Gonzales Elementary
Reagan Elementary
Zavala Elementary

Plano Independent School District

Mendenhall Elementary

Richardson Independent School District

Arapaho Elementary

Sweetwater Independent School District

East Ridge Elementary



APPENDIX B

QUESTIONNAIRE

DIRECTIONS for Filling in theQuestionnaire

1. Most of the questions are devised so that you may simply
check the answer

--however-
some questions may need clarification so space has been
left under each question for additional comments.

2. Answering the questions will take a minimum of time on

your part. The answer columns will require one of
several types of answers: (a) yes or no, (b) a check

mark or leave blank, (c) figures, or (d) a word or two,
or a brief phrase.

3. If you have additional information or ideas that you
would like to send with the questionnaire, please feel
free to do so.

4. Would you like a resume of this report when it is
finished? Yes No

Mailing Instructions: Please send your completed
questionnaire to--

Miss Janette Kavanaugh
10922-C Lochmond Circle
Dallas, Texas 75218

255
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QUESTIONNAIRE

A. GENERAL INFORMATION

Name School

School Address City_

Enrollment District Classification

Number of Teachers

Number of Grade levels (teaching stations)
Kindergarten
First Grade
Second Grade
Third Grade

Fourth Grade

Fifth Grade

Sixth Grade

Seventh GraUde

Eighth Grade

City Population

Number of Elementary Schools

Number of Junior High Schools_ _

Number of High Schools

B. ORGANIZATION OF MUSIC TEACHING
Yes No

1. Is music taught by a classroom
teacher only? (Comments)

2. Is music taught by a special music
teacher only?

3. Is music taught by both classroom
teacher and a special teacher?

4. Is the music teacher assigned to
more than one building?

5. Is the school completely self
contained?
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Yes No-
6. Is the school self contained except for

music, art, physical education, etc?

7. Is the school on a platoon plan
completely?

8. How many minutes per week is allowed
for music?

C. INFORMATION ON TYPES OF PROGRAMS

1. Do you approve of having public perfor-
mances in elementary schools? (Comments)

Yes
No

2. How many public performances do you
usually have per year?

3. Arrange in order the type of program
that is more frequently given.

4. Is there ever a city wide participation
in school public performances?

5. How often does the Parent Teacher
Association ask the school to present.
a program?

6. What size group is usually used in
public performances?

7. Do you have a youth choir?

(circle one)
0, 1, 2, 3,
4, 5, 6,
more than 6

operetta
choral
festival
holiday
general

assembly

Yes
No

(circle one)
never, 1, 2,
3, 4, 5, 6,
7,
more than 7

large
(12~5or more)

me dium
(50 to 125)

small
(Less than 50)

depends
on the type
of program
and/or occasion

Yes
No
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a. What grades participate?
b. When does the choir meet?

c. How many students participate?
d. Are the members selected by

tryouts?

e. Who plays the accompaniment?

f. If the teacher plays, does she/
he also direct?

g. Does the choir sing a cappella?

~~~TYe~s7ch6~oT
After school
Assigned Period

Yes
_ No
Teacher
Student
Other

Yes
No
Sometimes
Always
Never

D. INFORMATION ON GOALS IN EDUCATION

1. In your estimation, are public performances
beneficial to children? (Comments) Yes

No

2. Do you feel that having a child perform
publicly is a good way to fulfill special
needs? Yes

No

3. Have you ever known of specific problems which
have been helped in this manner? Yes

No

4. To your knowledge, has appearing publicly
ever caused adverse effects in a child's
personality or general behavior?

5. Do you feel that adverse problems arising
from being in public performances is a
general overall effect or in isolated
cases?

6. Is there ever a correlation of program
material with other subject areas such
as History, Spanish, Math, English, etc.?

Yes
No

Yes
No

Yes
No
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E. INFORMATION ON COMMUlNITY RELATIONS

1. Do you feel that some public perfor-
mances are necessary for good school- _ Yes
community relations? (Comments) No

2. How many such performances do you (Circle one)

give per year? 0, 1, 2, 3,
more than
three

3. In your opinion, do public perfor-
mances or programs in general create
too much contact between the school Yes
and parents? No

4. Has the use of children in programs ever
created school-community problems that Yes
otherwise would not have existed? No

S. Do you ever use public performances to
draw out the parents of a community in
order to promote interest in other Yes
school areas or projects? No

6. Generally speaking, does the commu-
nity appreciate and approve of the
efforts of the children and teachers Yes
in presenting public performances? No

7. Does an admission fee for programs
create a bad school-community Yes
relationship? No

8. If costumes are required, do the
parents feel that this is too much Yes
of a financial burden? No

F. INFORMATION ON FINANCIAL PLANS

1. Do you charge for school performances
in elementary school? (Comments)

2. If admission is charged, what is the
usual fee?

3. Is there a difference in the fee if
the performance is for a school
assembly only?

Never
Always
Sometimes

Adults
Children

Yes
No
Less?



4. Is the school activity fund dependent
upon school pay programs?

5. Does the school system provide funds
which make it unnecessary for the
schools to charge admission for
elementary programs?

6. Does the Parent Teacher Association
provide expense money for the programs
they require?

7. Approximately how much is the music
teacher allowed to spend on each
program?

8. Does the school furnish the music
(other than text book materials)
for student productions?

9. Does the music the school provides
include SA, SSA chorus.music for the
junior choir (if one exists)?

10. Do the children purchase their own
copy of music that is used for chorus
or any other voluntary group?

G. INFORMATION CONCERNING COSTUMING AND MAKE UP

1. How do you take care of costuming
details with parents? (Comments)

2. Do you send a letter home for
parental permission before a part
which requires a costume is given
to a child?

3. a. Does the school have a costume
wardrobe?

b. Approximately how many cos-
tumes are in it?

c. Is there a good variety in
types?

d. Is it a central wardrobe that
is used by the whole school
system?

send picture
~home with

pattern number
talk with
parents
both

Yes
No

Yes
No

Yes
No

Yes
No
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Yes
No

Yes
No

Yes
No

Yes
_ No

Yes
No

Yes
No
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4. Are provisions made for children who
cannot afford a costume?

Is this expense absorbed by the
production cost or by other means?

5. What fabrics are used most frequently
for costumes?

6. Are costumes paid for by the parents?

7. What is the average cost of the
costumes which have been required
of your students?

8. Does this amount include dressmaking
fees when the mother is not able to
make the costume?

9. Does the school have a good basic
make up kit?

H. INFORMATION CONCERNING LIGHTING

1. What kind of lighting equipment does
the school stage have? (Comments)

Yes
No

Yes
No

(please number
in order)

cotton
taffeta
yvelveteen
flannel
satin
crepe
paper

Yes
No

$1.00
$1.50
$2.00
'$2.50
$3.00
More than
$3.00

Yes
No

Yes
No

None
Overhead
(2 rows
back and
front, mul-
ticolored)
spot, one
color
spot,
~several
colors
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2. Check the colors that you have in the
overhead lights and footlights

3. Is there a switch box that will allow
different color combinations?

4. Are you allowed to borrow lighting
equipment from other schools or
elsewhere?

5. Who is in charge of the lighting
equipment?

6. Is the auditorium floor slanted
or flat?,

7. Are the chairs permanent or moved -in
for the performance?

Red
Wh i t e
~Blue
Green
Amb.e r

itTers

Yes
No

Yes
No

individual
schools

school
system

high school
other

slanted
flat

permanent
moved in

I. INFORMATION CONCERNING STAGES OR PERFORMANCE AREA

1. What kind of performance area do you
have?

2. a. Is the stage well proportioned?

b. Pleasegive stage dimensions below.

auditorium
cafetorium
gym-stage
none

Yes
No

c. List any general stage area problems you
may have.
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3. What kind of curtain. facilities
do you have?

4. What are the curtains made of?

front curtain
only

front, back
and side
curtains

no curtains.

plastic
velvet
other

5. What is the seating capacity of
the auditorium?

J. INFORMATION CONCERNING SCENERY

1. How much scenery do you use
besides furniture? (Comments).

2. Do you have adequate storage
space for scenery?

3. a. Do you have battens for
, scenery?

b. How are they operated?

4. Do the children take part in
.making the scenery for their
programs?

5. Who usually supervises the
construction and painting
of the scenery?

6. Do students ever contribute
furniture or other props
from home?

7. Do furniture stores or other
commercial firms ever contribute
certain items that are needed for
props or scenery?

Backdrops
Flats
Curtains only

Yes
No

Yes
No
Electrically
With sandbags

Yes
No

Music teacher
Art teacher
Other

Yes
No

Yes
No
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K. INFORMATION CONCERNING MUSIC AND PUBLISHED MATERIALS

1. Do you usually write your own script for
school programs? (comments)

2. What kind of music do you usually use
for a script which you have 'written?

3. Do you use published operettas?

Do they sometimes have royalty fees?

4. To what length do you try to limit
your public performances?

5. If you use choral music, please
number these publishers in order
of your preference for use with
young children.

6. What arrangements do you use?

Yes
No

Show tunes
Popular
music

Text book
songs

Folk music
Choral
music
Combination
of above

Yes
No

Yes
No

30 minutes
40 minutes
one hour
one hour,
15 min.

one hour,
30 min.

longer

Belwin
Shawnee
Pro Art
Chappell
Elkan Vogel
J. Fischer
Hansen
Music Corp.

Others:
Please list

SA
SSA
Both
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7. Do you sometimes do your own arrange- Yes
ments of songs that you utse on programs? No

L. INFORMATION ON PRODUCTION DETAILS

1. Do you use printed programs?

2. a. Are the programs printed pro-
fessionally or done at school?

b. Who is responsible for getting
programs printed?

3. How are teachers appointed for student
supervision during a public perfor-
mance?

4. Do you delegate backstage duties such
as stagehands, prompter, prop people,
etc. to children who for one reason
or another do not participate in the
program?

5. What is the basis of your decision
concerning these duties and your
choice of students?

Yes
No
Sometime
Never

school
profes-
sionally

Principal
Music
teacher

Art
~ ~~teacher

Other

Principal
appoints-
voluntary

~ ~~basis
classroom

teacher
is res-
ponsible
for her
own class

Music
teacher
appoints
help

other

Yes
No
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LETTER OF TRANSMITTAL

February 12, 1966

Dear Principal:

Your school has been suggested as a good one to have

participate in a study that I am doing on public perfor-
mances with elementary children.

Briefly allow me to introduce myself. I am presently

teaching elementary music at Victor H. Hexter in the Dallas

Independent School District. At the same time, I am working

on a master's thesis at North Texas State University in

Denton, Texas. The purpose of my thesis study is to examine

the following interrelated aspects of presenting children in

public performances: types of programs, goals in education,

goals in community relations, budgeting, lighting, scenery,

staging, music, and production details. I am very inter-

ested in what is being done by teachers with children in

public performances as well as what has been written in

theory on the subject.

Although questionnaires are usually tedious, uninter-

esting tasks, this one is designed to take as little of your

time as possible. There may be portions of it that you will

want your music teacher to fill out. The information that I

receive will be compiled with information from other schools;

however, any information that you wish to be kept confi-

dential will not be mentioned in association with your name

or the name of the school.

WAfhen you have completed the questionnaire, please return

it to me in the stamped, self-addressed envelope. My sin-

cere thanks to you for your cooperation in this effort.

Sincerely yours,

Janette Kavanaugh

P.S. All participating schools will be listed in the appen-

dix and a resume of the findings of this study, will be sent

by request to any participant. If you would like more de-

tails of the research, I hope the thesis will be available to

you through the Main Library at North Texas State University.
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FOLLOW-UP CARD
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I have mailed completed questionnaire to
you.

I will fill out the questionnaire and mail
it by June 5, 1966.

I have lost the questionnaire, please send
me another,

NAME

SCHOOL



APPENDIX E

ILLUSTRATIONS DEPICTING THE IMPORTANT CHANGES OF
HISTORICAL DRESS ACCORDING TO KATHARINE A.

OMMANNEY, THE STAGE AND THE
SCHOOL, PAGES 356-363

1

Fig. 39--Ancient Greek dress
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Fig. 40--Medieval dress
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Fig. 41--Elizabethan dress
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Fig. 42--Restoration dress
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Fig. 43--Eighteenth-century dress
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Fig. 44--Mid-nineteenth-century dress
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Fig. 45--Late nineteenth- and early twentieth-
century dress.
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Fig. 46--Dress in the 1920's
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APPENDIX F

RECOMMENDED REFERENCE SOURCES

Books on Aims and Objectives

Crosscup, Richard, Children and Dramatics, New York, Charles
Scribner's Sons, 196~6

Siks, Geraldine Brian , Creative Dramatics, New York,
Harper & Row, 1958.

Taylor, Loren E., An Introduction to Dramatics for Children,
Minneapolis, Minn., BurgessPiiFlishing Co.~T965.

Ward, Winifred, Playmaking with Children, 2nd ed., New York,
Appleton- Centiury-~C7oTts ,7Inc.,717957.

Books on Costuming

Historical Data

Barton, Lucy, Historic Costume for the Stage, Boston, Walter
H. Baker CF, 1935.

Brooke, Iris, A History of English Costume, London, Methven.

, English Costume of the Early Middle Ages,
London-, A~T~C~~Toc~~Ttd.~~13~ Ages,

, English Costume of the Later Middle Ages, New
York, Barnes and NbT7E~,Inc.~~~T963~

, Western European Costume, London, George G.
Harrap,

Crider, James R., Costuming With Basics and Separates, New
Haven, WhitloUTBs, 1954. -

Davenport, Millia, The Book of Costume, Vol. 1, New York,
Crown Publishers ]7967.~~-2 __

Elicker, Virginia, Biblical Costumes for Church and School,
New York, A. S~~ ar~nesT9~5T~ ~~ -

Evans, Mary, Costume Throughout the Ages, New York, J. P.
Lippincott Co., 1950
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Grimball, Elizabeth B. and Rhea Wells, Costum a Play
New York, The Century Co. , 1925

Haire, Frances H., The American Costume Book, New York,
A. S. Barnes & Co., T~9T4

The Folk Costume Book, New York, A. S.
Barnes Co. , TTS7

Hansen, Henry Harald, Costume Cavalcade, London, Methven,
1956.

, Costumes and Styles, New York, E. P.
Dutton & Co., Inc., 1956.

Houston, Mary G., Medieval Costume in ngland and France,
London Adam and Charles Block, 1939.

Leeming, Joseph, The Costume Book, New York, J. B. Lippin-
cott Co., 1938

Lester, Katherine Morris and Bess Viola Gerke, Accessories
of Dress, Peoria, Illinois, The Manual Arts Press, 1940.

Mann, Kathleen, Peasant Costume in Europe, New York, Mac-
millan, 1950

Nesfield-Cookson, Mary, The Costume Book, New York, R. M.
McBride & Co. , 1935

Paterek, Josephine D., Costuming for the Theatre, New York,
Crown Publishers, 1959

Pitz, Henry C., Earfy American Costume, New York, The
Century Co., 1929.

Prisk, Bernice, Stage Costume Handbook, New York, Harper
& Row, 1966.

Instructional Data

Evans, Mary, How to Make Historic American Costumes, New
York, A. S. Barnes e Co., 1942

Melvill, Harold, Historic Costume for the Amateur Theatre,
Philadelphia, Dufour Editions, 1964

Montgomery, Elizabeth, Sophie Devine, and Margaret Harris,
Ds~ifaing and Making S tag_ Costumes, New York, Watson-
Guptill Publications, 1964.
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Books on Make-Up

Bamford, T., Practical Make-up for the Stage, New York,
Pitman PuElTfiSIYg C~~r .7,~~T.l

Corson, Richard, Stage Make-Up, 2nd ed., New York, Appleton-
Century- CrofF s~~Tnc.,l1960.

Liszt, Rudolph G., The Last Word in Make-Up, rev. ed., New
York, Dramatists Play~S rvTce~~ 71~46T.

Lane, Yoti, Stage Make-up, Minneapolis, Northwestern Press,
1950.

Books on Scenery, Staging and Lighting

Scenery

Burris-Meyer, Harold and Edward C. Cole, Scenery for the
Theatre, Boston, Little Brown & Co.,~T 8

Craig, Edward Gordon, Scene, London, H. Milford, Oxford

University Press,-23.

Forman, Robert, Scene Painting, London, Pitman, 1950.

Gillette,4 Arnold S., Stage Scenery: It's Construction and
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