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Twelve women have led MENC: The National Association for Music Education, including current
president Lynn Brinckmeyer—six of them in the first fifty years of MENC’s history. Frances Elliott Clark,
known as the “Mother of the Conference,” oversaw the founding of the Music Supervisors’ National
Conference (MSNC) in 1907 at a gathering in Keokuk, Iowa.1 Two women served the organization as
president during its first quarter century: Henrietta G. Baker (1912–13) and Elizabeth Casterton
(1913–14). This article highlights the other three female presidents of the Music Educators National
Conference (as renamed in 1934) who served in the first fifty years of the organization: Mabelle Glenn
(1928–30), Lilla Belle Pitts (1942–44), and Marguerite V. Hood (1950–52). 

The recent election of Lynn Brinckmeyer to the MENC presidency encouraged us to consider the role
that other women presidents had played in the development of the

organization. Glenn, Pitts, and Hood were particularly interesting
to us because their presidencies coincided with periods of

enormous growth within our profession. As we reviewed
MENC’s history and looked toward the future, it seemed
important to introduce a new generation of music educa-
tors to the contributions of these visionary women.

The period from the 1920s to the 1950s saw great
expansion in the membership, structure, and ideals of the
organization as it was forced to confront issues of relevan-
cy and purpose. A number of pivotal events of the twenti-

eth century occurred during the presidencies of the women
profiled in this article, including the Great Depression, which

began in 1929 (Glenn), and the United States’ entry into World
War II (Pitts). During Hood’s presidency, MENC began to consider its

global role in music education while reaffirming its commitment to music education for all pupils in the
United States.

Growth and change did not always occur easily during these decades, and vigorous debate filled the
pages of MENC publications. In recognition of MENC’s centennial, this article is
focused exclusively on the writings of these women published in the Music
Supervisors’ Journal (later renamed Music Educators Journal), and the orga-
nization’s various proceedings and yearbooks. These presidents con-
tributed a combined total of more than sixty-six significant writings to
MENC, each of which was systematically analyzed for this article. The
themes and topics presented here offer a glimpse into the significant
influence these women had on music education before, during, and
after their presidencies.

Mabelle Glenn: A View of Pedagogy
Longtime supervisor of music instruction for the Kansas City

(Missouri) public schools, Mabelle Glenn brought considerable practical
experience to her role as adviser to the profession: “Read what everybody
else thinks and with this as a background do your own thinking. If you are
sincerely looking for truth, you will be more likely to find it in the school room
than at a desk remote from children.”2 As MSNC approached its 1932 silver anniver-
sary, Glenn wrote, “We will improve music education and extend its influence only by open-minded

The example and words of three
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and rally our profession today.
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thought about it ... We cannot exist on past achievement. Neither should we be satisfied to use the
methods and organization which were adequate ten years ago.”3

Many of Glenn’s writings concerned the impact of pedagogical techniques on children’s future
musical endeavors. She frequently chided the profession for not keeping overarching purposes in
mind: “If music is to function in American life to a greater extent than it is now functioning, we ...
must ‘extend our vision beyond keeping pace with the present.’ We must see in public school music
a means of feeding man’s need for beauty, not a stunt for arousing transient enthusiasm. Do we fear
bringing joy to the music lesson?”4 “Psychologists tell us that ‘children learn only when there is joy
in the learning.’ This may account for the many who have come through our music classes in the
schools, yet have little desire for music and no ability in making music after their school days are
over.”5

Glenn later wrote more specifically about the relationship between pedagogical methods and the
nature of music:

While we may rightly blame the trend of the times for the fact that our music instruction has not ger-
minated and continued to bear fruit in American adult life, we must charge some of this failure to the
way our subject has been approached. Many times we make the mistake of applying to the teaching of
music methods suitable to the teaching of wholly different kinds of materials. When music is buried
under technique it is seldom resurrected. We fail when we try to teach the grammar of an art before
teaching an art itself.6

As her career progressed, Glenn became increasingly emphatic about the child’s need for indi-
vidual discovery, writing that “play to the child is life; and we believe that its equivalent for the adult
is creative art,”7 adding, “whether this enchantment is discovered or not depends on the musical
intelligence we use in our work.”8

Glenn aimed most of her pedagogical efforts toward the improvement of vocal instruction in
schools. “Alas,” she wrote in 1928, “too often
one is less at peace with God and man after
the church choir sings the anthem than
before it began.”9 She encouraged choral
teachers to recall a choral “moment when
‘your soul was dilated and your universe
enlarged’ [and] you will remember that the
director did not come between his singers
and the music ... It was the music that left
an imprint on your heart and mind, and
that is as it should be. The director’s attitude
should be that of helping his pupils make
their own aesthetic discoveries.”10 Glenn
pursued a similar argument when referring
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Two women were present at a gathering of MENC past presidents 
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to sight-reading: “It goes without say-
ing that only the best material has a
place in any music class. But if this
music is presented as so many black
notes arranged in an intricate design
on white paper, it may be performed
with skill and yet fail completely as a
musical experience.”11

Glenn wrote repeatedly about the
connection of learning and experi-
ence, imploring music educators to
“think of the primary child’s singing of
the pitter, patter, patter of the rain, or
the trot, trot, trotting of his little pony.
Each song does more to bring tones to
the lips and tip of the tongue than any
half-dozen stupid exercises. What
could develop a more beautiful legato
than some of the little child’s lullaby
songs?”12 Unfortunately, “most teach-

ers of today are victims of informa-
tional and drill education, and it is
hard for them to break away from
teaching rhythm through mathemat-
ics. Therefore, they go from the sym-
bol to the experience instead of going
from the experience to the symbol,
and spend time in explanations which
mean nothing.”13

To interrupt this cycle, Glenn urged
teachers to notice “the importance of
... the child’s bodily expression of his
own conception of the music. How
many teachers are guilty of projecting
their own conceptions to such an
extent that their classes get very little
chance of developing any power other
than that of imitation.”14 “Would that
we ... were more interested in child
growth than in our stunts, that we
were more concerned with building
desirable attitudes than in cramming
isolated facts; and above all else,
would that we might keep ourselves in
tune with music itself because ‘beauty
dwells as much in the one feeling it as
in the thing sensed.’”15

Glenn felt that these pedagogical
procedures could negatively influence
lifelong learning, writing that “the
study of music involves much more
than learning to play [an instrument]
or to glibly read by syllables, and if
these alone have represented public
school music, little has been done to

stimulate those faculties alluded to as
‘education.’”16 She extended this rea-
soning to a music education based
solely on performance: “As long as
instruction is given in the name of
music which really develops only a
technique of performance—either
vocal or instrumental—and complete-
ly ignores musicianship, there is very
grave question as to its place in an
educational system.”17

Glenn’s view was that the music
teacher’s primary responsibility was to
ignite a passion for music in America’s
students. This, she felt, would never
occur by “pouring in information and
imposing our own judgment,” but by
emphasizing that “never before has
there been such a need for independ-
ent thinking and discrimination in
music listening as there is today.”18

She believed that musical independ-
ence was inextricably tied to musical
practice beyond the school: “If a boy is
led to look on his musical develop-
ment as his undertaking, for which he
can and does assume responsibility, he
will put enough initiative into the
undertaking to make it a habit.”19

Achieving this goal would require
music teachers to articulate the pri-
mary aim of their pedagogy. “Is it to
teach facts about music and develop
skill in reading music, or is it to awak-
en and stimulate joy and interest? ...
You must introduce music to these
children as a thing of beauty to be
enjoyed and not as something to be
struggled with.”20 “In music, children,
hungry for beauty, too often are given
chronological facts and dates ...
Building desirable attitudes toward
music is the first aim of all music edu-
cation. This objective must be kept in
mind through every activity.”21 Glenn
wrote that “America is in the midst of
a vigorous change in education ...
Instead of subject matter to be learned
and tests of achievement to be passed
... child interests and needs are in the
spotlight ... ‘What the book says about
it’ has given place to ‘what I think
about it’ in the modern class room.”22

Glenn used her presidency to chal-
lenge music educators to consider the
relationships between music, instruc-
tional methods, and the goals of music
education. “The test of our teaching is
not what pupils do when we are pres-

56 M U S I C  E D U C A T O R S  J O U R N A L  —   M A R C H  2 0 0 7

MEJ Centennial Series

During 2007, MENC’s hundredth anniversary, each issue of MEJ will feature a
special article celebrating the centennial in a series guest-edited by Patrick K.
Freer. Each article is intended to help readers reflect on the past one hundred
years and consider where we might go from here.The following articles make up
this special series:

l “Reflections on Fifty Years of Publishing with MENC” by Bennett Reimer,
January 2007

l “Extending the Vision:Three Women Who Saw the Future of  
Music Education” by Patrick K. Freer and Diana R. Dansereau,
March 2007

l “Democracy and One Hundred Years of Music Education” by Randall 
Allsup, May 2007

l “Keokuk I, 1907–Keokuk II, 2007: A Story of Global Dimensions” by   
Marie McCarthy, September 2007

l “Music Education at the Tipping Point” by John Kratus, November 2007
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ent but what they do when our pres-
ence is removed. We must admit fail-
ure if interest in music ceases on grad-
uation.”23 Glenn promoted the role of
active music-making as the basis for
music learning, providing one of her
most poignant statements when writ-
ing about the impact of the radio on
the musical lives of Americans: “If an
individual has had a thrill in making
music, he will never be completely
satisfied with the turn of a knob.”24

Lilla Belle Pitts: A View toward
Developing Aims and Purposes

Lilla Belle Pitts continued the
themes evident in Mabelle Glenn’s
writings and responded to the calls for
educational reform by espousing the
integration of music with other aca-
demic subjects:

There are few among us who
would advocate keeping music so
enthroned as a special subject as
to render it powerless to serve its
own best interests as well as those
of the curriculum as a whole.
Isolation is uncompromising in
its connections, and music isolat-
ed would imply music teaching 
so set apart as to be unable to 
function for the purposes of 
secondary education, likewise cut
off from its full meaning and use-
fulness in terms of its own
processes.25

This pedagogical focus broadened
over time into a philosophical dia-
logue about the aims and purposes of
music education, setting the stage for
the emergence of Pitts as the quintes-
sential leader to whom the profession
would turn for many decades: “Music
educators are wondering just what the
status of music will be ... Is music to
be made correlative or accessory to
other school subjects, operating in
accordance with their general purpos-
es and requirements? Or will music be
allowed to maintain its status as a spe-
cial subject with the privilege of set-
ting up purposes and standards within
its own processes? Cannot we venture
the answer yes to each question?”26

Pitts was convinced that music
education’s purposes and curricula
were inseparable: “If we are to be
ready to meet the challenge of univer-

sal art education for all ... we shall
have to devote a fair measure of our
time, attention, and talent to the gen-
eral integrating phases of music teach-
ing. This does not mean to discount or
to discourage the performance aspects
of music education nor the special
techniques for special purposes. But it
does question injudicious differentia-
tion, too early specialization and over-
specialization.”27 Like Glenn, Pitts
questioned music education’s preoc-
cupation with performance, wonder-
ing, “What is the chief purpose of
music in public education? Have we
lost sight of educational processes in
too fixed a gaze upon refining musical
products?”28

Two decades later, in 1958, Pitts
answered these questions with an
emphatic statement: “The ultimate
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goal of music education is identical
with the great American dream, name-
ly, that every man, woman and child
in this country is accorded the right
and the obligation to improve
American culture by improving him-
self or herself. The continuous purpose
of music in education is to use educa-
tion through music as a means of
attaining this ideal.”29

The journey Pitts took between her
questions and her answers included
the presidency of MENC during the
Second World War, which had consid-
erable influence on events during her
term. In response to the entry of the
United States into the war, Pitts wrote:
“Music performs its greatest service
when used by all of a people to com-
municate and to further their com-
mon purposes and ideals. Knowing
this, each and every one of us in the
field of music education should
redouble his efforts to provide
increased opportunities for people of
every age, interest, and occupation, in
school, or out, in service or in civilian
life, to participate in making and
enjoying music.”30

Pitts eloquently addressed her
beliefs about music’s broader purpose
during times of conflict, stating that
“the human spirit is not confined by
the boundaries of any one nation, lan-
guage, nor period of time; nor is it
limited by any one system of political
or social beliefs and practices. It is,
accordingly, entirely reasonable to
suppose that music has the power to
become a force in developing better
understandings in a world of interde-
pendent peoples.”31

Pitts calmed and reassured music
educators while simultaneously urg-
ing a reexamination of goals and pur-
poses. “We have produced the most
brilliant and expert musical perform-
ance by the largest number of student
groups of any other nation at any
other time in history ... But excellence
of musical skills is not now the burn-
ing question. Confronting us are
changes that are uprooting cultural
patterns on all sides. So what matters
most now is that we defend our fun-
damental belief in the power of music
to perform a major service, first in
helping keep open the way to, second
in helping create, the richest and
freest life for all.”32 While Pitts was

president, the United States govern-
ment urged educators to assist the war
effort through curricular content and
instructional methods. MENC re-
sponded by supporting a call for patri-
otic music that Pitts viewed as an
opportunity for composition. She
began by stating that

while high-school boys and girls
are too immature to express the
profound social philosophy, exal-
tation of high purpose, and other
deeply moving emotions evolving
out of the present world conflict,
nevertheless something construc-
tive in its effect upon the richness
of our ongoing culture should be
expected from them. The gamut
of potential subject matter for
songs growing out of and reflect-
ing present-day thoughts and
experiences includes both the lit-
tle and the big things, both sim-
ple and profound emotions, both
humor and high seriousness ...
the whole broadening range of
experiences, mental and physical,
that the young people of today
are undergoing. Only let the
songs be sincere and fine, let
them stay clear of cheapness.33

Fifteen years later, as MENC entered
its second half-century, Pitts chaired a
committee that resulted in her final
major Music Educators Journal (MEJ)
publication. She made reference to the
beginning of the Cold War between the
United States and the Soviet Union,
returning to themes she expressed in
response to the outbreak of World War
II: “Music education is being urged as
never before to bring out and to empha-
size the human, social and esthetic val-
ues that are inherent in music.
Employment of music during world
shaking periods of stress and strain is a
familiar memory to all who have lived
through one or more periods of war.
Today, music is serving as we endure the
wearing uncertainties of a cold war. In
such a time we realize, more than ever
before, how important it is to live with
mutual respect at home and abroad,
with people whose cultures, beliefs and
ideals, differ from one’s own.”34

People of vision and courage
view the future with faith. Instead

of holding back, they are reaching
out to make contacts, to talk with
others about the new paths that
will have to be charted along
unfamiliar ways. The latter is the
spirit that has always distin-
guished the leaders of the Music
Educators National Conference,
and it is this quality of mind and
spirit that has built a proud past
upon which the present that we
enjoy is founded ... Our organiza-
tion already has become both
national and international in the
scope of its influence. We have
every reason to envision an even-
tual future in terms of world-wide
service. Therefore, we can no
longer go on the assumption that
the broad outlines of a system
adequate for the past will suffice
to meet the needs of future devel-
opments.35

Several years later, that same atten-
tion to planning would mark the pres-
idential tenure of Marguerite V. Hood. 

Marguerite V. Hood: A View
toward Focus and Planning

Marguerite V. Hood’s first contribu-
tions to MENC grew from her role as
Montana’s state supervisor of music
and her passionate advocacy for music
in rural schools. As MENC president,
she expanded this view to promote
equality of musical opportunity for all
students in the United States and
across the globe. These burgeoning
themes were evident in her first
MENC article, written in 1931:

We talk much about the psychol-
ogy of individual differences, and
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stress the value of music to a
child as a means of developing his
power and ability as an individual
... But theory and practice are two
different things when it comes to
the listening lesson—we forget
what experience has taught us,
both as music lovers and as edu-
cators. Our main ambition seems
to be to lead the group as a whole
to our idea of an understanding of
the music being studied, and not
to a real, personal understanding
of the music as it may appeal to
each individual.36

In words echoing those of Glenn

and Pitts, Hood returned to this theme
thirty-one years later: “The emphasis
on performance in the music curricu-
lum of the average American high
school has been receiving a steadily
increasing amount of criticism ... In
many schools the music curriculum is
limited to the activities of performing
organizations, thus automatically
shutting non-performers out of musi-
cal contacts while in school.”37

As the United States emerged from
World War II and MENC’s expansion
plans moved forward, Hood cautioned
that “when we neglect, as we consis-
tently do, certain geographic areas,
and certain age-level groups, in dis-

tributing musical opportunities, we
are not only cheating many American
children of a valuable part of their
background as well-balanced individ-
uals, but we are also leaving un-
tapped a great reservoir of musical
resources.”38 She continued, “We are
continually being reminded of our
responsibilities as American citi-
zens—responsibilities within our own
country for postwar reconversion in
industry and in living, and in interna-
tional responsibilities for diplomatic
leadership, for economic planning and
for sharing our goods with the needy
of the world.”39

Hood’s presidency was marked by
MENC striving to fulfill the democrat-
ic aims of music education both in
America and abroad. Though the
organization sought to define itself in
these terms, Hood warned that

the real danger to music educa-
tion comes ... from within our-
selves. Unless we look out, that
very concentrated interest and
whole-hearted love of our work
which has made us progress with
such remarkable speed as a pro-
fession will be our undoing. It
takes more than good teaching
today to make a successful recog-
nized profession of music educa-
tion. It takes sufficient interest on
the part of the music educators to
keep themselves intelligently
informed about what is happen-
ing in music as a whole, among
composers, performers, etc.;
about what comes and goes in
beliefs regarding general liberal
education. It takes still more—it
demands farsighted thinking and
action.40

A Collective Focus: Music
Education’s Relevancy for
Youth

The question of relevancy has been a
dominant theme through most of
MENC’s history. Hood asked, “Why is
there such a distinct gap between the
music heard in school and that chosen
by the average child for enjoyment?”41

She proposed that “whether we approve
of this taste or not, we cannot disregard
it—our best success will come from
working through it. Music must be con-
nected in some way with a personal
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knowledge, feeling or idea on the part of
the average listener, otherwise it is only
superficially heard, not listened to.”42

In one of her early articles, Pitts
addressed the then-popular music and
dance phenomenon known as the jit-
terbug. Her comments and analysis
remain timelessly relevant. Pitts began
by asking,

Is the jitterbug, whether a pass-
ing phenomenon or a permanent
affliction, any of our business? ...
We will get nowhere deploring
jitterbugs. Our business is to
find out why the jitterbug ...
Whether we approve or disap-
prove, our young folk are mak-
ing this aspect of their environ-
ment important to us because it
is important to them. The rea-
sons for the latter seem to me
fairly clear. For one thing, there
is a kind of kinship between
American youth and American
popular music. On the whole,
this is music made by the young
for the young. The best of it
teems with life and energy. Its
idiom is one of immaturity, mak-
ing up in vitality for what it lacks
in eloquence. Like youth, it is in
the making.43

Pitts reminded MEJ readers that
“music educators and commercial
entertainers have one thing in com-
mon: the opportunity to induce
smiles, to evoke moods of happiness
and to make occasion for having
fun—a function not to be despised in
a world sorely in need of every
encouragement to believe in the
wholesomeness of laughter and the
goodness of enjoyment.”44

The Constancy of Change
These three women served MENC

during periods of unprecedented
change. Glenn wrote, “We are living
in a world that is undergoing exten-
sive and accelerated change. Schools
must meet new situations daily and
change of thought must go ahead to
show the way. In the change of
thought among leaders in education,
music is finding a definite place.”45

Hood urged that MENC welcome
change as an opportunity to ask itself
important questions: “Can we justify
the way our time is spent in today’s

music classes? Are we considering the
true place of the work we are doing in
the total life-picture of the school
child? What have we done for the
children in musically neglected
areas?”46 In words that could have
been written in 2007, Hood urged
music educators to “give our profes-
sion the benefit of a thorough study.
Maybe reconversion for a new type of
product will be the answer. Certainly
we must be ready for an era of
change.”47

As World War II raged, Pitts
encouraged MENC to look forward to
the challenges of a changing world:

Another informal way of making
friends though music is being put
into practice by our soldiers and
sailors who are scattered north,
east, south and west over the
world’s battle fronts ... Our men
and women in the armed forces
are not only taking their musical
backgrounds and attitudes with
them to far places, but they are
getting new experiences and
points of view which will eventu-
ally have an effect upon the hori-
zons of music education back
home. Will they find us as ready 
to meet them on their new ground 
as citizens of an expanded world?
[emphasis original]48

Extending the Vision
Mabelle Glenn, Lilla Belle Pitts,

and Marguerite V. Hood each rallied
the profession, urged it to embrace
change, and positioned it for growth.
While MENC looks forward to its sec-
ond century, a look backward may
provide guidance, direction, and pro-
fessional focus. As Hood wrote, “The
child who is musical will profit by any
instruction we give him, carry it into
his home, and increase the general
musical understanding there. But our
motto is not ‘Music for the musical
child’—it is ‘Music for every child.’”49

Notes
1. MENC, “MENC Past National Pre-

sidents,” on www.menc.org/information/
members/fame/presbricks.html.

2. Mabelle Glenn, “Some Early Super-
visory Experiences,” Music Supervisors
Journal 13, no. 2 (1926): 21.

3. Mabelle Glenn, “Public School Mu-

sic Comes of Age,” in Journal of
Proceedings of the Music Supervisors
National Conference, ed. Paul J. Weaver,
27–32 (Ithaca, NY: Cornell University,
1930), 28–29.

4.  Mabelle Glenn, “The School Admin-
istrator and the Music Program,” Music
Supervisors Journal 15, no. 2 (1928): 19.

5. Mabelle Glenn, “Trends in Music
Education,” in Yearbook of the Music
Supervisors National Conference, 258–62
(Chicago: Music Supervisors National
Conference, 1933), 258.

6. Glenn, “Public School Music,” 29.
7. Ibid., 28.
8. Mabelle Glenn, “Singing in Elemen-

tary Schools and Junior High Schools,” in
Yearbook of the Music Supervisors National
Conference, 100–103 (Chicago: Music
Supervisors National Conference, 1933),
103.

9. Mabelle Glenn, “A New Goal in
Ensemble Singing,” Music Supervisors
Journal 15, no. 1 (1928): 67.

10. Glenn, “Singing in Elementary
Schools,” 100–101.

11. Mabelle Glenn, “National Music
Discrimination Contest: Results and
Conclusions,” Music Supervisors Journal
18, no. 5 (1932): 34.

12. Glenn, “Singing in Elementary
Schools,” 101.

13. Mabelle Glenn, “Demonstration of
Creative Rhythm,” in Yearbook of the Music
Supervisors National Conference, 311–14
(Chicago: Music Supervisors National
Conference, 1932), 311.

14. Mabelle Glenn, review of Music
Appreciation for Little Ones in Music
Supervisors’ Journal 7, no. 1 (1920): 28.

15. Mabelle Glenn, “Creative Edu-
cation in Music,” Music Supervisors Journal
15, no. 5 (1929): 21.

16. Glenn, “Music Appreciation”
review, 28.

17. Glenn, “National Music Discrim-
ination Contest,” 34.

18. Glenn, “Public School Music,”
30–31.

19. Ibid., 29.
20. Mabelle Glenn, “What It Means to

Be a Music Supervisor,” Music Supervisors
Journal 14, no. 1 (1927): 51.

21. Mabelle Glenn, et al., “What Is 
‘Music Appreciation’? A Symposium,” Music
Educators Journal 22, no. 4 (1936): 15.

22. Glenn, “Creative Education in
Music,” 15.

23.  Glenn, “Public School Music,” 29.
24.  Ibid.

60 M U S I C  E D U C A T O R S  J O U R N A L  —  M A R C H  2 0 0 7



25.  Lilla Belle Pitts, “Music Education,
Isolated or Integrated,” Music Educators
Journal 24, no. 1 (1937): 33.

26.  Ibid., 71.
27.  Ibid., 72.
28. Lilla Belle Pitts, “Music and

Education,” Music Educators Journal 25,
no. 4 (1939): 16.

29. Lilla Belle Pitts, “Purposes and
Goals of Music Education in 1958,” Music
Educators Journal 44, no. 5 (1958): 19.

30.  Lilla Belle Pitts, “With Faces Lifted
Up,” Music Educators Journal 28, no. 4
(1942): 12.

31. Lilla Belle Pitts, “Widening Hor-
izons for Music Education,” Music
Educators Journal 30, no. 4 (1944): 19.

32. Lilla Belle Pitts, “Music in a
Changing World,” Music Educators Journal
29, no. 1 (1942): 15.

33. Lilla Belle Pitts, “Creative Music
and the War,” Music Educators Journal 29,
no. 3 (1943): 7.

34.  Pitts, “Purposes and Goals,” 21.
35. Lilla Belle Pitts, “Expanding Hor-

izons,” Music Educators Journal 29, no. 5
(1943): 9.

36. Marguerite V. Hood, “‘Practical’
Listening Lessons—Are They Possible?”
Music Supervisors’ Journal 17, no. 5
(1931): 22.

37. Marguerite V. Hood, “Our Chang-
ing School Music Program,” Music
Educators Journal 48, no. 4 (1962): 78.

38. Marguerite V. Hood et al., “Needs,
Opportunities, Plans, and Prospects—A
Symposium: Our Musical Resources” Music
Educators Journal 32, no. 6 (1946): 16.

39.  Ibid., 16.
40. Marguerite V. Hood, “Music in

American Education: Our Heritage
Demands Action, Not Defense,” Music
Educators Journal 38, no. 4 (1952): 19.

41. Hood, “‘Practical’ Listening
Lessons,” 21.

42. Ibid., 58.
43. Lilla Belle Pitts, “Music and

Modern Youth,” Music Educators Journal
26, no. 2 (1939): 18–19.

44.  Ibid., 68.
45. Glenn, “Public School Music,” 27.
46. Marguerite V. Hood et al., “Vale-

dictory—Salutatory: Messages from the
Retiring and Incoming Presidents of the
Division Conferences,” Music Educators
Journal 31, no. 6 (1945): 20.

47. Ibid., 21.
48. Pitts, “Widening Horizons,” 19.
49. Hood, “‘Practical’ Listening Les-

sons,” 21.  n

W W W . M E N C . O R G 61


