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 In this dissertation, I examine extracurricular music of American universities 

between the two World Wars and consider it as an indicator of the idealization of 

collegiate life. Interwar discourse at American universities demonstrated the two 

contrasting ideals of the older collegiate model and the more recent university model. The 

collegiate model was associated with ideals related to character building, a sense of 

community, and a common curriculum, whereas the university model was associated 

with social utility, research, and liberal culture. Proponents of the collegiate model 

idealized an older collegiate life in America. One version of this idealized collegiate life 

captured the popular imagination of Americans in the late nineteenth century – the vision 

of students developing their social skills in the extracurriculum at the expense of their 

intellect in the official curriculum. 
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Various members of the university community at Stanford University, The 

University of Texas, and Yale University promoted this idyllic view of collegiate life in 

the extracurriculum. Marching bands, glee clubs, and bell instruments were thought to 

transmit collegiate values of community and character building. The music’s adaptation 

to modern trends and values, however, reveal that it did not fully adhere to an idealized 

image of pre-modern college life. The university communities believed that music (and 

sound in general) with its ability to reach listeners’ memories and emotions, was unique 

in its access to interior subjectivity. This belief guided university administrators to use 

campus sounds to instill school spirit and nostalgia. Yet the failure of certain audio 

memorabilia, namely the Talking Page of the Onondagan yearbook of Syracuse 

University and The Cactus in Sound of The University of Texas, leads us to question this 

assumption of special interior access. Administrators, students, and alumni all had a hand 

in using sounds to elicit these strong sentiments toward their university, which 

administrators hoped would foster increased financial support.
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Introduction 

 As a student at Yale University, most likely during his senior year in 1898, 

Charles Ives composed “The Bells of Yale” for the Yale Glee Club. A revised version of 

the song was published in 1903 and this is shown in example 1.1 The song reveals an 

intimate knowledge of its subject. Yale’s bells had long announced the important events 

of the day for the students, directing them to awake, to go to chapel, or to go to bed. Ives 

and Huntington Mason, who wrote the lyrics, sentimentalized the campus bells. Rather 

than sentimentalizing college friendships or the good times had outside of class, they 

tenderly depicted the sound of the ubiquitous and functional bell – a sound long 

associated with university authority and official university life that could more often 

instill dread in students rather than warm regard. “The Bells of Yale” encapsulates a 

theme that I will explore in this dissertation: in the twentieth century, the college bell, 

historically used to assert university authority, is constructed as a portal into sentimental 

emotions for collegiate life.  

 

 

                                                 
1 Charles Ives (music) and Huntington Mason (lyrics), “The Bells of Yale,” in Yale 
Melodies: A Collection of the Latest Songs Used by the Yale University Glee Club, ed. 
Thomas G. Shepard (New Haven, Conn.: Thomas G. Shepard, 1903), 88-92. 
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The music of “The Bells of Yale” supports a sentimental understanding of its 

subject.2 First of all, the flowing arpeggios in the piano part and the smooth, tuneful 

violin obbligato impart a sense of tenderness. Chromatic inflections in general seem to 

add a sentimental touch, since they often mimic expressive gestures such as sighs or 

represent drawn-out ornaments, which impart delicacy. A few choice chromatic tones can 

also make harmonies a bit more charged, heightening their expressivity. Ives uses the 

raised fifth on the dominant chord (e.g., m. 4) for this effect. Melodically, the only 

chromatic tone he uses is an E-natural that prepares the ascent to the high C that marks 

the end of the second and fourth phrases and intensifies the move to the dominant in m. 

11 and m. 19. Second of all, the melody carried by the solo baritone in the verses flows 

along smoothly, giving the impression that the singer is fondly ruminating on the sound 

of Yale’s bells. The verse is a sixteen-measure period structure, with a half cadence in m. 

11 and an interrupted cadence at mm. 19-20 that leads into the “chime, chime, chime” 

interlude. The gentle melodic contour contributes to a sentimental feeling. Meandering 

down using neighbor tones and stepwise motion, the first and third phrases gradually 

descend from the sixth scale degree to the third scale degree. The beginnings of phrases 

two and four are the same, except the ending ascends to the second scale degree. The 

rhythm of the verses also adds to the sentimental feeling. The predominance of the 

pattern of a dotted quarter-note followed by three eighths emphasizes beat one without 

doing so dramatically, producing the sense of flowing. The solo baritone is instructed to 

                                                 
2 I use “sentimentality” in the way Robert Solomon defines it: “an appeal to the tender 
feelings” of “pity, sympathy, fondness, adoration, [and] compassion.” In Defense of 
Sentimentality (New York: Oxford University Press, 2004), 4. 
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sing quietly, which contributes to the sentimental quality. Since he is instructed to 

decrescendo in m. 11, he is most likely expected to grow louder at the end of the second 

phrase in mm. 9-10. This crescendo, along with the higher pitches and rallentando, 

expressively emphasize the lyrics “in silver tongue” and “those magic chimes,” 

suggesting a sentimental affection for the bells at those moments. A similar gesture 

occurs at the end of phrase four in mm. 17-19 on the lyrics “An airy realm, fairy realm” 

and “We’ll ne’er forget, we’ll ne’er forget.” The most notable moment for the verse 

melody is at the very end after the sixteen-measure period. Each verse concludes with the 

introduction of a sudden shift from the dominant of B-flat to the tonic of D major (mm. 

19-20), with the command to “Chime! Chime! Chime!” At this point, the abrupt melodic 

and harmonic shift to a distant key signals the importance of the bells. It is as if we are 

hearing the bells themselves, which are ringing in their own key far removed from the 

harmonic world that opened the song. Indeed, one version of this song includes actual 

bells, although in this version the Battell chimes are represented by the violin obligato 

(e.g. mm. 24-31).3  

 The chorus resembles a waltz, a common genre of popular song at the time, and it 

seems less sentimental than the verses. The accompaniment switches to a typical waltz 

                                                 
3 The Charles Ives Society explains that Ives arranged the first version of “The Bells of 
Yale” for a baritone solo, four-part male quartet or chorus, and a cello. The second 
version was arranged for baritone solo, four-part male quartet or chorus, bells, piano, and 
cello. The third version was arranged for baritone solo, unison male quartet or chorus, 
piano, and violin. “Catalogue of Ives’ Music: Chorus with Orchestra or Chamber 
Ensemble,” Charles Ives Society, www.charlesives.org/03catchorus.htm (accessed 2 
August, 2010). Through personal correspondence, Gayle Sherwood Magee informed me 
that the first version was composed around 1897, the second version was arranged 
between 1897 and 1901, and the third version was arranged 1900-1901. 
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pattern by playing a low note on the downbeat and filling out an arpeggio with quarter 

notes on beats two and three. Ives instructs the performers to shift to a “waltz tempo” at 

the beginning of the chorus. Compared to the verses, the chorus melody uses larger and 

more frequent skips, which imparts a sense of the melody skipping along, diminishing the 

sentimental effect. However, the chorus melody frequently uses a chromatically-altered 

neighbor-tone (e.g. mm. 25 and 41), which does echo the neighbor-tone gesture in the 

verses. The second sixteen-measure period in the chorus is mezzo forte, which grows 

louder to forte by m. 48, also lessening a sense of sentimentality. While waltzes may 

certainly be sentimental, the sentimental effect of the chorus seems somewhat reduced 

compared to that of the verses, mainly due to the simpler accompaniment, larger skips in 

the melody, and louder dynamics. 

 “The Bells of Yale” resembles the conventions of contemporaneous popular songs 

with a sentimental flavor. Nicholas Tawa describes “sentimental” and “waltz” songs from 

1890 to 1910 as frequently portraying tender emotions of love and affection.4 Like these 

popular songs, “The Bells of Yale” has two verses, a chorus, a short prelude, and no 

postlude. The verse uses a sixteen-measure period structure, and the chorus has an 

ABA´C form, both of which adhere to the usual structure for these songs. Ives used some 

chromatic inflections, a moderate tempo, and 3/4 meter, which are characteristics 
                                                 
4 Nicholas Tawa has gleaned the characteristics of popular “sentimental” and “waltz” 
songs from 1890 to 1910 after analyzing hundreds of samples in The Way to Tin Pan 
Alley: American Popular Song, 1866-1910 (New York: Schirmer Books, 1990), 162-72, 
175-81. While Tawa uses the term “sentimental song” as an analytical category, which 
contain songs that convey a sentimental feeling, he also describes another category, 
“waltz song” as often portraying sentimentality. I use the term “sentimental song” to 
describe songs that convey sentimentality; they share characteristics with both of Tawa’s 
categories. 
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common to sentimental songs. While these characteristics alone are not sufficient to 

convey sentimentality, listeners at the time would have been more likely to associate 

sentimentality with these features. We must assess the lyrics to fully determine if Ives 

and Mason were trying to convey sentimentality. 

  The lyrics of “The Bells of Yale” treat the bells with affection and connect their 

sound to fond Yale memories. The bells are described tenderly: “sweet” (m. 3); with a 

“silver tongue” (mm. 9-10, 11-12); as “magic chimes” (mm. 9-10); ringing a “tender 

cadence” (mm. 15-16); as “hymns of praise” (mm. 34-35). The first verse describes the 

“sweet chime” from the perspective of a student, for it is the speaker’s “spring.” The 

verse describes the “silver tongue” of the bells, indicating its harmonious sound and its 

role as the figurative voice of the university. The verse continues to describe the sound 

spreading around the area, and creating a “fairy realm.” The second verse also treats the 

bells affectionately, but from the perspective of an alumnus. The verse describes a return 

to Yale’s campus, the speaker sees “the dear gray walls” but also hears again “those 

magic chimes.” The bells remind the speaker that the alumni will never forget their 

beloved memories of Yale. In the chorus, the speaker loudly asserts that despite the 

passing of time, “We’ll hear forever in our hearts those bells of Yale.” We could hardly 

think of a more sentimental lyric for the climax of the song; the bells are presented here 

as a deeply revered part of college life. They create a magical atmosphere for the 

students, but they also trigger memories for Yale alumni.  

 The sentimentalizing of the bells by Ives and Mason reflect the bells’ use during 

their time at Yale. Since Yale’s founding in 1701, its bells have performed a time-
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keeping function, similar to other bells in American colleges, churches, and communities. 

The college bell rang to direct the community to the next order of business: chapel, class, 

meals, and bed. Therefore, the bell performed a crucial authoritarian role on campus by 

keeping everyone on schedule. This tradition was derived from the same European 

practice that had begun in medieval times. The Battell Chimes on Yale’s campus, 

installed around 1876, rang every fifteen minutes. Compared to the colonial Yale college, 

in which all the students adhered to the same strict schedule of eating, sleeping, studying, 

and attending classes and chapel services, the Yale campus of the late nineteenth century 

had a variety of classes available to its students, and thus a variety of individual 

schedules. Consequently, the authoritarian force of Yale’s bells eroded, so the bells 

became more aestheticized, as “The Bells of Yale” testifies. The aestheticization of 

campus bells would continue in the twentieth century with the increased number of bell 

instruments, such as chimes and carillons.5 Given the authoritarian history of campus 

                                                 
5 The definitions of “chime” and “carillon” differ according to time and place, and here I 
use the definitions given by the Guild of Carillonneurs in North America: “A carillon is a 
musical instrument composed of at least twenty-three carillon bells, arranged in 
chromatic sequence, so tuned as to produce concordant harmony when many bells are 
sounded together. It is played from a keyboard that allows expression through variation 
of touch….An instrument which is like a carillon but has less than twenty-three bells is 
called a chime. Several different types of playing mechanism are used in chimes, and the 
musical capabilities are distinctly less.” “About Carillons,” The Guild of Carillonneurs in 
North America, http://www.gcna.org/carillons.html (accessed 2 August 2010). Percival 
Price, a North American carillonneur active during the interwar period who also authored 
the thorough Bells and Man, described chimes and carillons consistent with the current 
GCNA definitions. Given his instrumental role in organizing the GCNA, he very well 
may have been the one to propose his definitions for adoption by the Guild. Sources 
suggest that those outside of the small carillon circle generally confused the terms 
“chime” and “carillon” during the interwar period. Percival Price, Bells and Man (New 
York: Oxford University Press, 1983; reprint, 1984), 208 and Willy Godenne, “An 
Appreciation of William Gorham Rice” Bulletin of the Guild of Carillonneurs in North 
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bells, their eventual aestheticization was hardly inevitable; rather, university 

administrators, students, and alumni all constructed the bells as a musical instrument that 

could evoke sentimentality or nostalgia.6  

The theme of campus sounds inducing sentimentality and nostalgia appeared early 

on in my project. The question that first sparked my research was, “why were chimes and 

carillons installed in interwar American universities?” As a carillonneur with an 

unabashed love for the bells, I was curious to know what prompted universities to install 

bell instruments with an increased frequency during the interwar period. The answer, I 

suspected, was deeper than a simple affinity for the sound of bells. Early research 

revealed the rigid time-keeping function of former college bells and the affection given to 
                                                                                                                                                 
America 29 (1980): 39. Different definitions of chimes and carillons exist in the Low 
Countries. André Lehr, bell-founder and campanologist, notes the first carillon was the 
first instrument that used the same bells for automatic and melodic manual play from a 
keyboard, without regard to the number of bells. The Art of the Carillon in the Low 
Countries, trans. Christina Anderson, Stuart Doughty, Paul Rans, and Neil Race (Tielt, 
Belgium: Lannoo Printers and Publishers, 1991). 100. In Lehr’s Leerboek Der 
Campanologie: een Verhandeling over Muzikale en Technische Aspecten van 
Luidklokken en Beiaarden, 2nd ed. [Campanology Textbook: The Musical and Technical 
Aspects of Swinging Bells and Carillons] (Asten, the Netherlands: Nationaal 
Beiaardmuseum, 2005), he defines a carillon (beiaard) as a series of bells of at least 1½ 
octave which is played both manually and automatically. A chime (voorslag) is defined in 
the same publication as consisting of less than 1½ octave and is generally played only 
automatically. 
6 The terms “sentimentality” and “nostalgia” are not interchangeable. I use sentimentality 
in the way Robert Solomon defines it (see footnote two). I use the term “nostalgia” as 
Janelle Wilson describes it: “Nostalgia extends beyond sentimentality. While the latter 
more likely indicates a fleeting feeling, the experience of nostalgia affects one’s 
emotional state in a profound manner. Expressing and experiencing nostalgia require 
active reconstruction of the past – active selection of what to remember and how to 
remember it…. Add the component of longing, and we see that nostalgia involves a 
whole host of cognitions and emotions.” See Wilson, Nostalgia: Sanctuary of Meaning, 
(Lewisburg, Penn.: Bucknell University Press, 2005), 25. For example, students feel 
sentimental when they feel affection for their university, since their experience is not yet 
in the past, while alumni feel nostalgic in remembering past college life. 
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later ones. The affection was so great, in fact, that they figured into sentimental and 

nostalgic descriptions of university campuses. At this point, my research question 

expanded to, “how and why did bell instruments participate in the inculcation of 

university sentimentality and nostalgia?” I then expanded the project to include other 

extracurricular music groups on American campuses that featured in the formation of 

these sentiments: marching bands and glee clubs. I did so not only because of the 

personal accounts and memorabilia testifying to the music’s nostalgic potential but also 

because of these ensembles’ prevalence at American universities, their connection with 

American campuses of the past, and their relative absence outside of the American 

campus by the mid-twentieth century. Glee clubs were first founded at American 

universities around the time of the Civil War, whereas marching bands were founded 

with the rise of football in the last two decades of the nineteenth century. Unlike newer 

extracurricular musical groups, such as jazz bands, on the interwar campus, marching 

bands and glee clubs had been connected with the university and its student culture for 

decades. In addition, during the interwar period, marching bands and glee clubs were less 

common outside of the American campus. Whereas university marching bands and glee 

clubs thrived at this time, community bands and singing clubs were declining.7 Such 

ensembles, then, were becoming more associated with college campuses and college life.  

                                                 
7 Margaret Hindle Hazen and Robert M. Hazen, The Music Men: An Illustrated History of 
Brass Bands in America, 1800-1920 (Washington, D.C.: Smithsonian Institution Press, 
1987), 191-93. I have not found a study that attests to the general decline of amateur 
singing groups in America in the twentieth century, although Irving Babow strongly 
suggests this in his case study of San Francisco: “The Singing Societies of European 
Immigrant Groups in San Francisco: 1851-1953,” Journal of the History of the 
Behavioral Sciences 5, no. 1 (1969): 10-24. 
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I chose to focus on Stanford University, The University of Texas at Austin, and 

Yale University because they all possessed marching bands, glee clubs, and bell 

instruments, and they had contrasting institutional backgrounds.8 To some degree, the 

choice of these three schools was arbitrary, but I did strive to choose institutions that 

were representative of American universities. Yale, one of the oldest colleges in the 

United States and part of the Ivy League, mythologizes its past more than most 

institutions, so the production of sentimentality and nostalgia for an idealized collegiate 

atmosphere is particularly acute there. I contend that members of the Yale community, 

including the administration and alumni, took great pains to create a sense of intimacy on 

campus. Leland and Jane Stanford founded Stanford University in 1891, and their strong 

vision of an ideal university community guided the development of the campus. The 

campus, in the Stanfords’ time and beyond, reflected a late nineteenth-century vision of 

American higher education: the university was modeled after German universities in their 

variety of intellectual disciplines, but it also sought an idealized, unified student 

experience inspired by English and American colonial colleges. The University of Texas 

at Austin, founded as a state university in 1883, focused on catering to the educational 

needs of the state residents, so the administration and alumni had a weaker incentive to 

fashion an ideal college experience in the fullest sense of the term. Despite giving less 

attention to fostering a college community, The University of Texas developed an intense 

football culture and loyal alumni to match. At all three universities, the extracurriculum 

                                                 
8 In chapter five, I examine a yearbook audio recording from Syracuse University in New 
York State. I use this artifact, even though it is not from any of the chosen universities, 
because it was one of only two that I could find in my limited search.  
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flourished: marching bands, glee clubs, football, and bell instruments constituted the 

vibrant student culture of the interwar period.  

Race, class, and gender clearly play a role in the history of American higher 

education and its subsequent idealization. Racial minorities and women have long been 

relegated to their own separate institutions, and students before World War II usually 

came from families of some financial means. Members of certain religions were excluded 

from American higher education or were stigmatized if they managed to enroll, such as 

Catholics and Jews. There is no doubt that American higher education until the mid-

twentieth century catered to the American elite. Thus, idealizations of American 

collegiate life favored this elite too – Protestant, white, young men. Even though these 

issues reside barely underneath the surface of higher education history, I do not explore 

them in this project. Examining the issues of race, class, and gender in campus music and 

the idealization of collegiate life would be fruitful avenues for future projects. 

 My project contributes to scholarship on American higher education, sound 

studies, and musicology. Although other scholars have rightly noted that sentimentality 

and nostalgia have influenced American higher education,9 no one else has explored in 

detail the role of campus music, especially bells, in creating these responses in the 
                                                 
9 Henry Seidel Canby, Alma Mater: The Gothic Age of the American College (New York: 
Farar & Rinehart, c1936); Burton R. Clark, The Distinctive College: Antioch, Reed & 
Swarthmore (Chicago: Aldine Pub. Co., 1970); Frederick Rudolph, The American 
College and University: A History (New York: A. Knopf Press, 1962; reprint, Athens, 
Georgia: The University of Georgia Press, 1990); George P. Schmidt, The Liberal Arts 
College: A Chapter in American Cultural History (New Brunswick, N. J.: Rutgers 
University Press, 1957); Edwin Emery Slosson, Great American Universities (New York: 
Macmillan, 1910); John R. Thelin, A History of American Higher Education (Baltimore: 
The Johns Hopkins Press, 2004); Laurence R. Veysey, The Emergence of the American 
University (Chicago: University of Chicago Press, 1970). 
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twentieth century. My study shows that the vision of an idealized collegiate life, 

characterized by a lively student culture independent from official curricular 

responsibilities, profoundly influenced interwar universities, and that campus music was 

a powerful conduit of this collegiate life and its ideals. As for sound studies, my project 

testifies to the mid-twentieth-century belief in the special access to memories that sound 

provides. As scholars such as Walter Ong and Marshall McLuhan have famously argued, 

sound uniquely penetrates the human body more deeply than any other sensory stimuli.10 

My study contributes to this discussion by examining historical beliefs on the topic in 

interwar university communities. I argue that university communities’ belief in sound’s 

special ability to recall memories encouraged them to use campus music for nostalgic 

purposes. Since so little music scholarship is written on university marching bands, glee 

clubs, and bells except for institutional histories – my research contributes to the history 

of these musical entities.11 Music scholars have taken on the topic of music and 

                                                 
10 Marshall McLuhan, The Gutenberg Galaxy: The Making of Typographic Man 
(Toronto: University of Toronto Press, 1962; reprint, 1964); Marshall McLuhan, 
Understanding Media: The Extensions of Man (New York: McGraw-Hill, 1964; reprint, 
Cambridge, Mass.: The MIT Press, 1994); Walter J. Ong, Orality & Literacy: The 
Technologizing of the Word (New York: Methuen & Co., 1982; reprint, New York: 
Routledge, 1995). A sampling of sources that engage with McLuhan’s and Ong’s theory 
include: Barry Blesser and Linda-Ruth Salter, Spaces Speak, Are You Listening? 
(Cambridge, Mass.: The MIT Press, 2007); Richard Cullen Rath, How Early America 
Sounded (Ithaca, N.Y.: Cornell University Press, 2003); Jonathan Sterne, The Audible 
Past: Cultural Origins of Sound Reproduction (Durham, N. C.: Duke University Press, 
2003). 
11 An example of sources on university marching bands and glee clubs include the 
following: George A. Brozak, Diamond Ohio: A History of the Ohio University Bands 
(Athens, Ohio: Diamond Ohio Press, 2004); Thomas C. Duffy, “Yale University Bands,” 
(Unpublished, 2006); Lamar Keith McCarrell, “A Historical Review of the College Band 
Movement from 1875 to 1969” (Ph.D. diss., Florida State University, 1971); T. T. Tyler 
Thompson, The University of Arkansas Razorback Band, A History, 1874-2004 
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nostalgia,12 though, so my study adds to their work by noting the specific ways in which 

campus music is used to elicit nostalgia. Similar to Alain Corbin’s study that reveals the 

shift in bell representation in nineteenth-century rural France,13 my study reveals that 

campus bell sounds historically used for authoritarian or functional purposes were later 

construed as sentimental or nostalgic. If my project does not seem to fit easily within any 

current scholarly discussion, it is because the main subject (extracurricular music) is so 

rarely examined as the central object of cultural discourse. Rather than adding to an 

already extensive debate, my study opens up a new avenue for musical and cultural 

investigation. The main significance of my dissertation results from its demonstration that 

campus music’s influence was not limited to contemporaneous university students; 

                                                                                                                                                 
(Fayetteville, Arkansas: The University of Arkansas Press, 2004); Marshall 
Bartholomew, The First Hundred Years 1861-1961: The Story of the Yale Glee Club 
(New Haven: n. p., 1961); Bruce Montgomery, Brothers, Sing On!: My Half-century 
around the World with the Penn Glee Club (Philadelphia: University of Pennsylvania 
Press, 2005); Michael Slon, Songs from the Hill: A History of the Cornell University Glee 
Club (Ithaca, New York: Cornell University Glee Club, 1998); Arnold Ray Thomas, 
“The Development of Male Glee Clubs in American Colleges and Universities: A Report 
of a Type C Project” (Ed.D. dissertation, Columbia University, 1962). I have not found 
any sources that primarily discuss bells in American higher education. 
12 A few examples of musicological sources on music and nostalgia include the 
following: Andrew Berish, “‘I Dream of Her and Avalon’: 1930s Sweet Jazz, Race, and 
Nostalgia at the Casino Ballroom,” Journal of the Society for American Music 2, no. 4 
(2008): 531-567; Raymond Knapp, Symphonic Metamorphoses: Subjectivity and 
Alienation in Mahler’s Re-cycled Songs (Middletown, Conn.: Wesleyan University Press, 
2003); Lawrence Kramer, “Music and the Politics of Memory: Charles Ives’s A 
Symphony: New England Holidays,” Journal of the Society for American Music 2, no. 4 
(2008): 459-475; Matthew Riley, Edward Elgar and the Nostalgic Imagination 
(Cambridge, UK: Cambridge University Press, 2007); Nadia C. Seremetakis, ed., The 
Senses Still: Perception and Memory as Material Culture in Modernity (Chicago: The 
University of Chicago Press, 1994). 
13 Alain Corbin, Village Bells: Sound and Meaning in the 19th-Century French 
Countryside, trans. Martin Thom (New York: Columbia University Press, 1998). 
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rather, campus music was harnessed to efforts to elicit sentimentality and nostalgia, 

which dramatically influenced the twentieth-century American university. 

 

*** 

 

The sentimentality and nostalgia that characterized interwar American campuses 

were not unique to this time period. Students and alumni often sentimentalized college 

life by the end of the nineteenth century. Laurence Veysey explains, 

It was not the comparative freedom of college life, however, but once again its 
communal aspect which more often evoked student tender-mindedness. Passing 
four years together, students cherished emotions not unlike those of troops sharing 
a campaign. The return each fall to familiar physical surroundings played an 
added note in the evocation of premature nostalgia. These themes, as well as 
romantic love, found expression in a wide number of the short stories which 
undergraduates wrote at the turn of the century. Indeed, a warm recollection of 
shared social experiences comprised the strongest conscious impress of higher 
education in the minds of most degree-holders.14 

 

Veysey explains that the shared experience of the students fostered a strong communal 

sentiment. The students even felt a “premature nostalgia,” that is, they experienced a 

yearly cycle of leaving and returning to the campus, which introduced in smaller measure 

the full-blown nostalgia that they would later experience when leaving campus upon 

graduation. Late-nineteenth-century alumni cultivated nostalgia by reliving their college 

days through the increasing number of homecoming events, reunion parades, and 

regional alumni activities.15 At these events campus music was used to sentimentalize 

                                                 
14 Veysey, The Emergence of the American University, 276. 
15 Thelin, A History of American Higher Education, 161. 
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student days, but this music also reverberates beyond the physical campus. Publications 

of college songs abounded, for example, so alumni could sing familiar tunes far away 

from their alma mater.16 For students who participated in the university glee club or 

attended its concerts, songs like “The Bells of Yale” presented opportunities to 

sentimentalize their current student life. As for alumni who attended glee club concerts, 

these songs provided them an opportunity to recall their college days nostalgically.  

 The sentimentalizing of college life is one facet of the larger reality of American 

universities at the turn of the twentieth century; by this time, students had thoroughly 

carved out a separate sphere of collegiate life that took priority over their official 

university duties. John Thelin thoroughly describes the carefree, collective atmosphere of 

the collegiate culture that emanated from the oldest, most prestigious institutions, such as 

Harvard, Princeton, and Yale.17 Students’ lives were relatively carefree because of their 

freedom from any serious responsibilities, including their responsibility toward their 

studies. This collegiate culture consisted of the various clubs, activities, and social 

organizations – in short, extracurriculars – that existed independently from the official 

curriculum. Many of these activities were affiliated with the institution, but some were 

not. Students were closed off from the rest of the world in their bubble of college life, 

participating in activities that served to distinguish themselves among their limited circle 

of peers. Those involved in the collegiate culture ideally experienced a strong sense of 

community and camaraderie. They bonded together in their continual quest to get away 

                                                 
16 Ibid., 160. 
17 Ibid., 155-204. 
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with doing as little schoolwork as possible in order to devote as much energy as possible 

toward their extracurricular pursuits. 

 A scene from Williams Sketches, an anthology of stories by students at Williams 

College published in 1898, cogently reveals the underlying ideals and tensions of the 

time’s collegiate culture. Two fictional college students – Dudley Bigelow, who sees the 

value of college in the extracurriculum, and Bob Spaulding, who champions the official 

curriculum – argue about the purpose of attending college. Dudley advocates for a 

collegiate experience that transcends the curriculum: 

The fact is that whether a man is a dunce or an intellectual prodigy, the best thing 
he gets or can get from his college course are not what he learns from books. 
They have their worth – and great worth, too – but the thing that counts the most 
is the life here as a whole. That’s a very trite observation. You hear it from 
everybody – but it’s true, I think, notwithstanding.18 

 

Bob defends a central role for curricular studies: 

I think you’re wrong, Dud…I know you hear it everywhere, but I think it’s 
generally from fellows too lazy to work. It seems to me if a fellow can’t learn, or 
won’t try, he’s no business to be here. He’d better get out and sell beans behind a 
counter, or do something else that he can make a success of – and what is more, I 
think I shall put my theory into practice before long.19 

 

The argument comes to a draw after Bob concedes to Dudley that college has changed 

him into a man very different from the men of his humble farming background. Dudley 

goes on to say, 

                                                 
18 Arthur Ketchum, Percival H. Truman, and Henry R. Conger, Williams Sketches, eds. 
Herbert H. Lehman and Isaac H. Vrooman, Jr. (Albany, New York: James B. Lyon, 
Printer, 1898), 245.  
19 Ibid., 245-46. 
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It has given you new ideas, which you are pleased to call “damn silly notions,” 
though you really don’t believe them silly notions; it has refined your tastes, 
developed your character, and given you a broader and more sympathetic view of 
men and things. And what did you come to college for if not that very thing?20 

 

To those who believed in the value of extracurricular collegiate culture, students who 

graduated college would leave as well-rounded gentlemen and ladies, possessing 

character and moral attributes that would prepare them for success in all avenues of life. 

In contrast to the knowledge learned in class, extracurricular character development 

prepared students for leadership roles that would grant material and moral success.  

 The collegiate life that consumed students had also become a subject of 

fascination for late nineteenth-century popular culture. Fictional stories closely inspected 

collegiate life.21 Originally serialized in the nationally-circulated McClure’s magazine in 

1911, Stover at Yale by Owen Johnson presents an account of a freshman navigating the 

collegiate world at Yale.22 The story gives glimpses into the undergraduates’ various 

activities: the mysterious secret society of Skull and Bones, football practices and games, 

and wrestling contests. The protagonist, Dink Stover, attempts to climb the social ladder 

by joining the Yale football team, only to go unnoticed by the coach, despite his 

demonstrated skill in practice. Stover becomes disillusioned with Yale’s collegiate 

                                                 
20 Ibid., 250-51. 
21 Another example of fictionalized accounts of collegiate life written for a national 
audience include the serialized “Frank Merriwell at Yale,” which was published between 
1896 and 1915 in Tip-Top Weekly. The average weekly sales were 1.5 million copies. 
Other national publications, such as The Independent, Atlantic Monthly, The Century, 
Scribner’s, and The Outlook published serialized collegiate stories between 1880 and 
1910 (information taken from Thelin, A History of American Higher Education, 157, 
162). 
22 Owen Johnson, Stover at Yale (New York: Frederick A. Stokes Company, 1912). 
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culture, but by the end of the book he is reconciled with it, since he is finally given the 

opportunity to demonstrate his football skills, outplaying a senior and thus dramatically 

raising his own prestige among his fellow students. Very little attention is paid to the 

official business of attending classes and studying; the undergraduates’ lives revolve 

around their extracurricular activities.  

 In addition to soaking up depictions of college life through literature, songs, and 

later, films, Americans could get a taste of college life firsthand by attending football 

games. By the 1880s college football had eclipsed other sports in terms of student, 

alumni, and public support.23 Rival match-ups drew huge crowds: in 1894, the annual 

Yale-Harvard game already attracted more than twenty-five thousand spectators.24 After 

World War I, college football had become such an important moneymaker and public 

relations tool for American universities that many constructed massive stadiums: for 

example, Ohio State built a 63,000-seat stadium in 1922, while the University of 

California Berkeley built a 73,000-seat one in 1923.25 Football games had turned into 

spectacles of commercial entertainment. University communities preserved football and 

musical entities on campus – glee clubs, marching bands, and bell instruments – as 

expressions of an idealized collegiate life taken from the nineteenth century, but at the 

same time these same collegiate activities reflected thoroughly modern trends and values. 

                                                 
23 Thelin, A History of American Higher Education, 178. 
24 John Sayle Watterson, College Football: History, Spectacle, Controversy (Baltimore: 
John Hopkins University Press, 2000), 10. 
25 Raymond Schmidt, Shaping College Football, The Transformation of an American 
Sport, 1919-1930 (Syracuse, N.Y.: Syracuse University Press, 2007), 45.  
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 The fascination with and idealization of collegiate life that began in the nineteenth 

century would continue through the twentieth, and music figured prominently into this 

idealization. To strong proponents of the extracurriculum, campus music nurtured 

collegiate ideals of community and character building. Marching band music riled up 

fans at a football game, for example, and coordinated their cheering. Students were united 

in their shared experience of obeying the signals of campus bells or listening to its music. 

Student participants in marching bands and glee clubs experienced camaraderie as part of 

an intimate group; performing music provided a measure of sanctioned fun while also 

refining their musical tastes. In addition, university communities believed that campus 

music fostered sentimentality and nostalgia among students and alumni, thus 

strengthening the university community. Most faculty and administrators could not deny 

the pragmatic importance of the extracurriculum, and by extension the broader student 

culture, to the success of the American university. While some decried the extracurriculm 

for distracting students from their official studies, for the most part administrators had 

realized by the turn of the twentieth century that the general fascination and prestige 

associated with student culture could be used by the university itself for self-promotion 

and gathering financial support.26 Thus, they allowed the extracurriculum to thrive, but 

they sought to harness it for their own agenda. University communities nurtured school 

spirit to increase loyalty to their school. Most notably, administrators tried to use college 

memorabilia to elicit nostalgia, which they hoped would impel alumni to donate money, 

and thereby strengthen their school’s finances. Students, alumni, and administrators may 

                                                 
26 Thelin, A History of American Higher Education, 156. 
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have sincerely desired to foster a strong campus community and recall fond college 

memories, but those in charge of the university had additional motives for nurturing the 

same communal, nostalgic atmosphere. 

 In chapter one, I examine the debates in higher education during the interwar 

period. Frederick Rudolph famously couched these disputes, especially with regard to 

curriculum, in terms of collegiate ideals vs. university ideals.27 Proponents of collegiate 

ideals looked back to colonial colleges for their inspiration; they valued an intimate 

community, a prescribed curriculum, and students’ character as well as intellectual 

development. University ideals, on the other hand, were drawn from a more recent 

educational model inspired by the German research institute; proponents of the university 

model valued social utility, research, and liberal culture. However, this dichotomy of 

educational models cannot fully explain the motivations of university community 

members and the changes they brought to American universities. Some scholars believe 

that, during the interwar period, the two educational models were combined into a 

composite model familiar to us today,28 but the combination of the two models could be 

more accurately viewed as an administration’s instrumentalization of collegiate culture to 

increase prestige and revenue.  

 In chapter two, I present histories of marching bands, glee clubs, and bells on 

American campuses. Although I did not find much research on the history of campus 

music, I suggest that such music provided an important recreational outlet for university 

students in the nineteenth century. Marching bands and glee clubs were often founded by 
                                                 
27 Rudolph, The American College and University, 440-482. 
28 Ibid., 462-482. 
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students themselves, and it was only later that university officials stepped in to help 

regulate the ensembles, which university communities viewed as avenues for building 

camaraderie and character among students. University communities also associated bells 

with official university life, since they had long functioned as signalers on campus. Bells 

had inherited other associations from the their use in Europe – community and nostalgia – 

that helped turn them into transmitters of collegiate ideals, and sentimentality and 

nostalgia, in the twentieth century.  

 In chapter three, I discuss university community members’ relationship with 

modernity and modernism through glee clubs, marching bands, football, and bell 

instruments. I use the terms modernity and modernism as Marshall Berman describes 

them: modernity as the sense of living in a “maelstrom” resulting from industrialization, 

mass communication, global capitalism, and urban growth, to name a few major causes: 

modernism as the ideas reacting to these experiences of modernity.29 The American 

university’s overall response to modernity and modernism via the extracurriculum was 

ambivalent. On the one hand, university community members valued the collegiate ideals 

transferred through the extracurriculum, and administrators also recognized that they 

could make large sums of money at their events, especially at football games. On the 

other hand, the extracurriculum could also be made more up-to-date and appealing if it 

adapted “modern” trends, values, and technological innovations. In effect, the 

extracurriculum and bell instruments of the interwar period incorporated some modern 

developments while maintaining a strong resemblance to their precursors from the 
                                                 
29 Marshall Berman, All That is Solid Melts into Air: The Experience of Modernity (New 
York: Simon & Schuster, 1982; reprint, New York: Penguin Books, 1988), 15-16. 
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nineteenth century; the university community generally kept modern adaptations 

inconspicuous so as to not destroy the beloved image of college life from a romanticized 

pre-modern world. For example, during the interwar period glee clubs incorporated few 

songs that reflected modern jazz, although students at times desired to put jazz on glee 

club programs; in this case, administrators and directors maintained a conservative 

repertoire for the glee club.  The marching band, performing in much the same way as it 

had in the nineteenth century, nonetheless reflected a modern machine aesthetic through 

its increased precision and discipline. Its function (to serve as mass entertainment at 

football games) also reflected trends in modern commercial entertainment, and its 

reliance on technological developments and resemblance to mechanization also mirrored 

the modern condition. Bells and bell instruments had undergone several technological 

improvements at the turn of the twentieth century, making them sound more musical than 

ever. These adjustments, however, were impossible to view from the ground, so a casual 

listener may have been clueless about the modern technology that improved the sound of 

the bells over that of its campus predecessors. 

 In chapter four, I explore the role of music in instilling a sense of school spirit 

among college students. I divide school spirit into two aspects, exterior and interior, 

according to contemporary discussions of the term. Educators typically thought of school 

spirit as cheering, shouting, and clapping – physical signs of support for one’s sports 

team. However, educators also conceived of school spirit as an interior sentiment of 

loyalty and affection for one’s institution, a sentiment that could aid in developing 

community and democratic values in the university community. With the host of benefits 
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that educators believed school spirit could bestow, educators clearly had good reason to 

nurture school spirit. Inculcating it in students also prevented crowds of boisterous 

adolescents from turning into destructive mobs. According to the contemporary 

transformation theory of crowds, crowds of adults could regress into children or even 

automata, thereby losing their rationale and performing horrific acts that they would 

never commit on their own.30  

 In chapter five, I examine the expression of nostalgia for college life in poetry, 

songs, and audio recordings. In all of the examples given, university community 

members testify to the ability of campus sounds to elicit memories, or they reference or 

use campus sounds to elicit nostalgia. Connecting campus sounds, especially bells, with 

fond memories seemed to transform these sounds into a more musical ones. By looking at 

particular instances of college memorabilia, I show that university community members 

believed that sounds could uniquely access memories and trigger nostalgia, even if their 

success in doing so is questionable. Audio recordings of various campus sounds failed, 

despite their pronouncement that they could conjure up memories like no other sensory 

representation of the past. These college memorabilia emphasize the divide between the 

past and present, ideal and real. The desire to reach the idealized past turns out to 

motivate the development of American higher education greatly, and the desire is 

renewed in each generation of American college students. 

                                                 
30 Gustave Le Bon, The Crowd: A Study of the Popular-Mind, 2nd ed. (1895; reprint, 
Dunwoody, Georgia: Norman S. Berg, 1968); Sigmund Freud, Group Psychology and the 
Analysis of the Ego, trans. and ed. James Strachey (1922; New York: W. W. Norton & 
Company, 1959). 
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 Extracurricular music at twentieth-century American universities did not only 

train and entertain the university community, but it also inculcated collegiate values, 

which stem from an idealization of pre-modern college life. In the interwar period, 

campus music not only propagated this idealized vision of college life, but it was also 

meant to induce nostalgia for an alumnus’ personal past as a college student. Like other 

college traditions, such as football and homecoming, campus music reinforced the 

collegiate ideals that became an accepted part of the college experience by the interwar 

period. University communities thought of campus music as both a transmitter of 

collegiate ideals and an inducer of nostalgia for this ideal vision. This potent combination 

of abilities made campus music especially powerful in the eyes of university 

communities, so much so, that it was used to promote the broader agenda of the 

university itself.   
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Chapter I: The Collegiate Model vs. the University Model 

I. Introduction 

 During the twentieth-century interwar period, two higher education models were 

in conflict in the United States: the collegiate model and the university model.1 Both were 

steeped in the history of the American educational system, and their ideologies supplied 

contrasting scenarios to the objective of a relevant, meaningful education in the modern 

world. The collegiate model, dating from the colonial era, prioritized teaching over 

research and the transmission of classical knowledge and morals. The university model, 

in contrast, which emerged in the mid to late nineteenth century, accommodated a variety 

of different, sometimes conflicting, ideologies in one institution. For example, students 

could study the liberal arts for its philosophical insights into life or receive practical 

training to become an engineer, doctor, or lawyer. From the beginning, the university 

model, which was essentially pragmatic in orientation, did not develop with a consistent 

or principled ideology.  

 With the introduction of the university model in the nineteenth century, the two 

educational models sometimes conflicted with each other. The pragmatic orientation of 

the university model allowed it to prosper by the early twentieth century, since it could 

more easily serve a variety of students and their disparate educational goals. While the 
                                                 
1 In this chapter and throughout the dissertation, idealizations and manifestations of the 
competing educational models of colleges vs. universities will be referred to with their 
respective adjectival descriptors: collegiate model vs. university model, collegiate ideals 
vs. university ideals, etc. When referring to institutions of higher education in general, 
especially in the twentieth century, I will use the term “university” with the 
understanding that almost all American institutions by the interwar period blend aspects 
of both educational models, although a single institution may resemble one model more 
than the other. 
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university model expanded its reach and influence through publicly and privately funded 

institutions that sought to leverage prestige by supporting faculty research, the collegiate 

model was also gaining prestige. By the end of World War I, the dominant university 

model had to contend with vigorous proponents of the collegiate model. The interwar 

period was one of the most volatile stages of the struggle between the ideals of these two 

models, and reforms led toward the higher education model familiar to us today.2 Neither 

                                                 
2 For this dissertation, the primary source for the history of American higher education is 
John R. Thelin’s A History of American Higher Education (Baltimore: The Johns 
Hopkins Press, 2004). Other recent books on the topic, such as Christopher J. Lucas, 
American Higher Education, 2nd ed. (New York: Palgrave Macmillan, 2006) and Arthur 
M. Cohen, The Shaping of American Higher Education: Emergence and Growth of the 
Contemporary System (San Francisco: Jossey-Bass Publishers, 1998) are not as 
insightful, since they aim to provide an even more condensed history, providing little new 
knowledge or interpretation to histories written in the 1960s-70s. In their update to 
Higher Education in Transition: A History of American Colleges and Universities, John 
S. Brubacher and Willis Rudy provide new chapters on recent history, but unfortunately 
they offer little revision to chapters written in the 1950s. Higher Education in Transition: 
A History of American Colleges and Universities, 4th ed. (New Brunswick, N. J.: 
Transaction Publishers, 1997). Thelin, by contrast, synthesizes numerous secondary 
sources to present a revised overview of American higher education. He pays close 
attention to aspects of higher education that had previously been given little attention in 
books on the subject: women, African-Americans, colleges and universities below the top 
tier (Southern universities, community colleges, etc.), and private foundations and 
government agencies that have exerted great influence on higher education. Thelin also 
provides some cultural history by exploring depictions of college life in American 
popular culture. For all of these reasons, Thelin’s book is the best history of American 
higher education available, even if the depth of his narrative on intellectual history and 
instruction is lacking. Although older, Frederick Rudolph’s The American College and 
University: A History (New York: A. Knopf Press, 1962; reprint, Athens and London: 
The University of Georgia Press, 1990) remains indispensable for his unparalleled use of 
primary sources and institutional histories. Thelin and others have pointed out that 
Rudolph is overly weighted toward the most prominent institutions, focuses too much 
attention to the traditional campus as opposed to the non-traditional ones, makes use of 
an overly simplistic dichotomy of university vs. college in the nineteenth century, and 
neglects demographics and statistics. He has also been criticized for paying inordinate 
amounts of attention to student life, such as devoting an entire chapter to football. Yet I 
regard Rudolph’s attention to the extracurriculum as a particular strength of the book. 
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model, it turns out, entirely eliminated the other, despite strong proponents on both sides. 

In this chapter, I will explore how the ideals of each educational model informed the 

interwar higher education debates. I will demonstrate, however, that the debates cannot 

be simply reduced to collegiate model vs. university model. Proponents on both sides, but 

especially those of the collegiate model, idealized higher education in the American past 

– idealizations from which they fashioned their visions for contemporary higher 

education. I use the dichotomy of collegiate model vs. university model because 

proponents drew their inspiration from their idealizations, however inaccurate they may 

have been. 

Mid-twentieth-century supporters of the collegiate model idealized its strong 

sense of community and prescribed Classical curriculum. Some early twentieth-century 

proponents sought to recapture the collegiate model by imitating the residential scheme 

of Oxford and Cambridge. Whereas dormitories had been a prominent feature of colonial 

colleges, over time they were not built to keep pace with expanding enrollment, so that in 

the nineteenth century many students boarded in private homes, lived in fraternity or 

sorority houses, or commuted. During the interwar period, Harvard and Yale fostered a 
                                                                                                                                                 
The unofficial college life goes far in answering his main question posed at the beginning 
of the book: “How and why and with what consequences have the American colleges and 
universities developed as they have?” Noting the drawbacks of Rudolph’s book, I still 
refer to his careful depiction of the collegiate model and its manifestations during the 
interwar period. Laurence Veysey’s The Emergence of the American University 
(Chicago: The University of Chicago Press, 1965) addresses the ideology behind the 
university system to a much greater extent than Thelin, so I use it as a source for 
describing the ideologies behind the university model. Veysey’s book is rightly lauded 
for its depth of research, although Thelin points out that, like Rudolph, Veysey focuses 
on prominent universities at the expense of the lesser known, skewing his sense of 
structural and curricular patterns. As with the collegiate model, Thelin’s book will be the 
primary source in describing the history of the university model. 



 32 

close student community by creating a system of colleges in which all undergraduates 

lived together, separated by graduation class.3 Other efforts to bring back the collegiate 

model were directed toward the interaction of students and the faculty. In response to the 

rise of the impersonal lecture course, for example, Swarthmore established the first 

honors program in 1922.4 The program allowed for small classes, one-on-one interactions 

between professor and student, and self-directed course work. The use of Neo-Gothic 

architecture in the early to mid-twentieth century revealed the desire to physically enclose 

collegiate communities in order to foster an intimate atmosphere, a desire idealizing the 

traditional collegiate ambiance reflected in the architecture of Oxford and Cambridge.5 

Other signs of a resurgent collegiate model are evident in vigorous calls for curricular 

reform. Robert Maynard Hutchins, president of the University of Chicago from 1929 to 

1945, argued for a curriculum that somewhat resembled the prescribed courses of the 

American colonial college; it should center on “the greatest books of the Western world 

and the arts of reading, writing, thinking, and speaking, together with mathematics.”6 In 

this way, students would acquire the timeless lessons from great historical figures and 

learn to apply that knowledge to solve contemporary society’s problems. The presently 

contested term “great” signals the moral and authoritative underpinnings of these notions. 

                                                 
3 Rudolph, The American College and University, 460-61. 
4 Ibid., 456-57; Thelin, American Higher Education, 236. 
5 See especially M. Perry Chapman, American Places: In Search of the Twenty-first 
Century Campus (Westport, Conn.: Praeger Publishers, 2006); Richard P. Dober Campus 
Planning (New York: Reinhold Publishing Corporation, 1963), 73-87; Paul Venable 
Turner, Campus: An American Planning Tradition (Cambridge, Mass.: The MIT Press, 
1984), 215-45. 
6 Robert M. Hutchins, The Higher Learning in America (New Haven: Yale University 
Press, 1936; reprint, New Haven, Yale University Press, 1962), 85. 
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Hutchins directly challenged the university educational model, which he believed was 

overly concerned with scientific empirical methods and vocationalism.  

The traditional collegiate model also highly valued the development of the entire 

student – character building – rather than only intellect, yet this value was already 

thriving in the extracurriculum.7 Proponents of the collegiate model, then, did not need to 

focus their efforts on restoring character building. Athletics, the Greek system, and an 

entire array of clubs gave expression to the idea that the college years were not only a 

time to develop one’s intellect, but also a chance to develop leadership and interpersonal 

skills – to build character and become a well-rounded person. The popularity of the 

extracurriculum among students, alumni, and the general public ensured its survival, and 

as I will explain in this dissertation, university administrators used its popularity to 

generate support for the university’s broader goals. The extracurriculum, then, was the 

crucial lynchpin that allowed higher education to flourish and expand during the interwar 

period. 

 In contrast, the university model was based on the ideals of social utility, research, 

and liberal culture, or the humanities.8 The university model, which had been the 

experimental model in the nineteenth century, became better established by the early 

twentieth century. At this time, institutions that had fashioned themselves closely after 

the university model included Johns Hopkins, Columbia, University of Chicago, 

University of California, Cornell, Princeton, Stanford, Harvard, and Yale.9 The inclusion 

                                                 
7 Rudolph, The American College and University, 464. 
8 Veysey, The Emergence of the American University. 
9 Thelin, American Higher Education, 110-111. 
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of Princeton, Harvard, and Yale attests to their adaptability. Although they had been 

established as colonial colleges, they shifted toward university ideals; their long history 

with the collegiate model made this shift contentious, as we will see later in this chapter. 

The university model never possessed a consensus of purpose; thus, older colleges and 

the new land-grant universities alike adopted the university model’s ideals of social 

utility, research, and liberal culture in differing, sometimes contradictory, 

configurations.10 Instead of a classical curriculum in service of mental (and moral) 

discipline, the new university model privileged technological and scientific research for 

the pursuit of knowledge freed from theological concerns.11 The university model also 

held up the ideal of social usefulness;12 students’ education and professors’ research 

should be applied to contemporary problems, leading to vocationalism and pragmatic 

research.13 The ideal of liberal culture, although not as pervasive as the others, advocated 

the study of a broad range of the humanities in order to instill “culture” in all of its 

                                                 
10 Thelin, American Higher Education. The ideals of the university are taken from 
Veysey, The Emergence of the American University. Thelin includes discipline and piety 
as another university ideal, but this is a misreading of Veysey’s book. As Veysey presents 
it, discipline and piety are the ideals of the collegiate model that, for the most part, the 
university model did not adopt. 
11 Veysey, The Emergence of the American University, 124-25. 
12 The contemporary American university appears to have changed from this ideal. As 
Bill Readings argues in The University in Ruins (Cambridge, Mass.: Harvard University 
Press, 1996) the American university of the late twentieth century prioritizes “excellence” 
in all of its academic endeavors, so that its academic missions are emptied of any direct 
usefulness to society, whether in solving contemporary problems or transmitting culture. 
This attests to the ability of the university to alter its methodologies and goals to the 
political and social climate. Readings argues that this shift in emphasis onto excellence 
occurred, because in an increasingly globalized society, a national culture means less and 
less, so that the content at a university matters less than formerly. 
13 Veysey, “Utility,” in The Emergence of the American University, 124-25. 
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aesthetic, moral, and social implications.14 In this conception of liberal culture, students 

are supposed to learn artistic and aesthetic standards of good taste and absorb moral 

standards via the beauty and truth displayed in forms of artistic expression. The 

aristocratic bent of this philosophy of liberal culture is undeniable, especially since 

proponents sometimes expressed that this education came easier for those in the upper 

class, and that it was best suited for those who looked forward to a life of gentlemanly 

leisure. At first glance the principles of liberal culture closely resemble the goals of the 

collegiate classical curriculum. While Veysey notes their similarities – for instance, they 

both insist on the aesthetic value of classical texts – differences exist. Proponents of 

liberal culture taught current developments in the arts and philosophy and did not 

compromise their conclusions to Christian theology. Even after Veysey’s detailed 

explanation, one still gets the sense that liberal culture may have stronger ties to the 

collegiate curriculum than he presumes. Liberal culture in the university may be little 

more than an updated collegiate curriculum with a secularized mission statement.  

The university community lacked a sense of cohesion, and this lack resulted from 

the absence of unitary mission (exemplified by the lack of a strong core curriculum), an 

endless array of courses, and the expanded number of students. However, the university 

often compensated for its disunity by allowing students an unprecedented measure of 

freedom in their curricular choices. The free elective system initiated at Harvard in 1872 

spread throughout the country,15 but at the same time, this freedom was accompanied by 
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the obligation of upperclassmen to specialize in one of the many fields available.16 The 

professionalization of faculty, graduate degrees, and a corporate administrative model are 

other familiar hallmarks of the university model by the beginning of the twentieth 

century.17 It is important to note what is absent from the top priorities of the university 

model: administrators did not overly concern themselves with the lives of the students 

beyond their intellectual development. Therefore, in the beginning stages of the 

university model they tended to focus less on the extracurricular and religious 

orientations of the institution.  

 Whereas Rudolph’s influential history of higher education stresses the way in 

which resurgent collegiate values tempered the university model during the interwar 

period,18 the relationship between the two models may be more accurately viewed as the 

university model absorbing the collegiate model. It is true that university administrations 

redressed problems associated with the university model by adopting solutions inspired 

by the collegiate model. University administrators sought to remedy the students’ diffuse 

intellectual experience, which was brought about by the large, impersonal workings of 

the university model, by imparting a sense of intellectual vigor and community to the 

enormous student body. At the same time, collegiate ideals flourished in the 

extracurriculum. As we will see in interwar curricular debates, though, the proponents of 

a prescribed curriculum in the spirit of the collegiate model were forced to retreat from 

their claims of universal truth. Whereas in the colonial classical curriculum the 
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authoritative claims for what is great and true would not have been contested, in interwar 

institutions modeled after university ideals, no claims for universality could be honored. 

The university model allows for a multiplicity of perspectives and goals, embracing 

debate as healthy scholarship. The collegiate model exists within the university primarily 

as the liberal arts college – the haven for humanistic studies disassociated from 

vocational interests. Yet, the liberal arts college can only purport to transmit relative 

beauties and truths. Although the collegiate model was stripped of its universal 

educational claims when it was absorbed within the university model, the collegiate 

ideals of character building and camaraderie nonetheless lived on in the extracurriculum, 

which commanded so much of the students’ time and energy that university 

administrators sought to bring student culture in line with intellectual pursuits. Although 

the collegiate model inspired reforms in interwar higher education, it was within the 

extracurriculum that collegiate ideals were the strongest.  

George Frederick Gundelfinger, a Yale faculty member, describes his desire for 

the curriculum and extracurriculum to complement rather than oppose one another: 

The great mistake, to my mind, in regard to extracurriculum activities, is that they 
are too widely separated from scholarship instead of standing in closer relation to 
it. If these smaller forces were given a direction not so decidedly different from 
that of the scholarship vector, they would intensify the resultant not only in 
direction, but in magnitude as well. All these other interests should, in addition to 
serving as a means for bringing students together, serve to stimulate study and not 
to stifle it. Editorial work on college papers ought to strengthen a boy’s desire to 
learn more about books and writers. A boy should be able to study far better after 
he has done a little punting or sung a few glees.19 

 
                                                 
19 George Frederick Gundelfinger, Ten Years at Yale, A Series of Papers on Certain 
Defects in the University World of Today (New York: The Shakespeare Press, 1915), 
166-67. 
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Gundelfinger’s assessment partially captures the tone of the educational debate involving 

the extracurriculum and collegiate values. He acknowledges that student activities serve 

the purpose of fostering camaraderie among the students, but even so, he thinks that the 

skills and knowledge learned in the curriculum and extracurriculum should be mutually 

reinforcing. Outside student interests should not be a distraction from intellectual 

pursuits, but an aid to them. Gundelfinger’s musings point toward a widespread concern 

during the interwar period: while university community members sought to correct the 

diffuse curricular experience of the students, using solutions motivated by collegiate 

ideals, they also sought to inject intellectual aspirations into the extracurriculum. The 

collegiate model had fostered student activities that threatened to distract students 

altogether from their true intellectual purpose on campus. The university of the interwar 

period had to find a way to incorporate the popular student culture without allowing it to 

destroy the university from within. 

 

II. The Collegiate Model 

 The university model for American higher education emerged during the second 

half of the nineteenth century. The older collegiate model, however, was never entirely 

superseded, and it provided an appealing alternative to the problems endemic to the 

university model. Various skirmishes over the official curriculum early in the twentieth 

century, notably the debate between three- and four-year programs, demonstrate the 

tenacity of some tenets of the collegiate model held by administrators.20 By the end of 
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World War I, support for it grew stronger. To Rudolph, the movement was so powerful 

that he characterizes it as a “counterrevolution.”21 George P. Schmidt cites America’s 

self-examination after the devastation of World War I as a reason for the fervor to return 

to this traditional educational model,22 yet more compelling are the internal reasons for 

the debate. As many universities established in the nineteenth century under the auspices 

of the university model had grown in prestige (e.g. Johns Hopkins), the negative aspects 

of the system were becoming more and more apparent.23 Undergraduates displayed a 

growing indifference to their studies. Undergraduate education consisted of more lectures 

than personal interaction, leaving a student feeling distant from the very people who were 

supposed to inspire and guide them.24 The emphasis on professional research over 

instruction in the faculty ranks further exacerbated the problem.25 Set adrift in a huge, 

complex institution, undergraduates often felt lost trying to navigate the various 

possibilities open to them. Few possessed a strong enough sense of identity and self-

reliance to find an intellectual passion and pursue it.26 Given so little academic 

supervision, undergraduates directed little energy into their studies. The student 

indifference toward their intellectual pursuits was the primary target of many reform 

efforts in the interwar period.27 

                                                 
21 Ibid., 440-61. 
22 Ibid., 449; George P. Schmidt, The Liberal Arts College: A Chapter in American 
Cultural History (New Brunswick, N. J.: Rutgers University Press, 1957), 207. 
23 Rudolph, The American College and University, 449. 
24 Ibid., 450. 
25 Ibid. 
26 Ibid. 
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 The reaction against this impersonal student experience manifested itself in many 

ways. To some reformers, the traditional collegiate model offered antidotes, and as 

mentioned above, Swarthmore introduced an honors program in 1922 to restore 

something of the spirit of the collegiate model.28 Small seminars promoted interaction 

among faculty and students, and the special courses and undergraduate thesis requirement 

separated the serious students from the rest, demanding higher scholastic standards from 

honors students. As early as 1877, Johns Hopkins had created new advising positions, 

and other institutions soon followed suit, since administrators realized that 

undergraduates needed formal guidance in choosing courses among the vast number 

available.29 Universities across the country continued to refine their elaborate system of 

undergraduate counseling during the interwar period: freshman orientation, faculty 

advisers, campus psychologists, and college chaplains guided the undergraduates in the 

ways that faculty had informally done so in the past. 

 In their attempt to recreate a collegiate community, architects and university 

administrators designed campuses to emphasize smaller communities within the larger 

university. They implemented the Neo-Gothic style for its symbolic allure. M. Perry 

Chapman summarizes the intent behind the use of the style in campus planning. 

The collegiate Gothic design style espoused by Klauder, James Gamble Roberts, 
and the style’s most ardent proponent, Ralph Adams Cram, flourished from the 
1890s to the 1930s. Neo-Gothic and Tudor architecture had a magnetic appeal 
during that period with its genteel scale, refined detailing, and use of iconic 
towers and spires that gave campuses an appealing collegiate identity. More than 
architectural style, however, the collegiate Gothic idiom’s signal contribution to 
campus form in America was in organizing architecture to create enclosed 
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courtyards, quadrangles, and loggias reminiscent of the cloistered spaces of 
medieval Oxford and Cambridge. This reflected an educational philosophy of the 
time that sought to restore a sense of fellowship between students and professors, 
a more communal, introspective environment free of the distracting influences 
that many educators saw in the growing complexity of universities.30 

 

The importance of the Neo-Gothic style was two-fold. First, it provided “an appealing 

collegiate identity” through its architectural details and icons reminiscent of European, 

primarily English, societies and universities. Although Chapman does not explicitly 

characterize this style as reflecting a turn toward exclusivity in higher education, the Neo-

Gothic style does speak to an attempt to lend importance, history, and elitism to 

universities undergoing growth and diversification of purpose. While this style was 

sometimes combined with the grand urban scale of a Beaux Arts scheme, the “impressive 

without being monumental” Neo-Gothic style by itself still effectively captured a sense of 

exclusivity.31 Second, this style signaled nostalgia for a more intimate educational system 

from the American and European, particularly English, collegiate past. The residential 

scheme of enclosed courtyards emphasized a physical and mental space separated from 

the rest of the world. The tranquil courtyard represented an academic enclave to nurture 

close relationships among faculty and students. Universities adapted the Neo-Gothic style 

formally or informally, sometimes combining it with a modern Beaux-Arts scheme, 

which provided a sense of hierarchy and order on the large scale. Duke, the University of 

Chicago, Washington University, Princeton, Swarthmore, and Bryn Mawr all adopted a 

                                                 
30 Chapman, American Places, 22. Two other authoritative books in campus planning 
support this general characterization of Neo-Gothic campus architecture: Richard P. 
Dober, Campus Planning, 73-87 and Turner, Campus, 215-45. 
31 Dober, Campus Planning, 75. 



 42 

Neo-Gothic style.32 Yale also adopted this style in its new student residence hall, the 

Memorial Quadrangle. Its architecture, combined with its later reconfiguration into 

residential colleges, manifested a resurgence of collegiate ideals of close community.33 

This building, its bells, and its residential pattern will be discussed at greater length, and 

with regard to collegiate ideals, in chapter four. 

 The curriculum debate that permeated higher education during the interwar period 

showcases the resurgence of the collegiate model on the broadest scale. Espousing 

collegiate ideals were figures such as Irving Babbitt and Paul Elmer More, both founders 

of New Humanism in literary criticism; Abraham Flexner, a researcher of higher 

education affiliated with the Rockefeller as well as the Carnegie Foundation; and most of 

all, Robert Maynard Hutchins.34 Having received a degree in law, instructed as a 

professor, served as a dean, and served as the President of the University of Chicago, 

Hutchins had experienced higher education from the perspective of a student, professor, 

and administrator when he entered the national curriculum debate.35 In 1936 he published 

The Higher Learning in America, in which he expressed his dissatisfaction with the 

confusion of purpose in the American university and what he saw as its mediocre effects 

on the student body. Hutchins decried the reliance of universities on monetary support 
                                                 
32 Chapman, American Places, 23. 
33 In addition to Chapman, American Places, Dober, Campus Planning, and Turner, 
Campus, on Neo-Gothic architecture, see Patrick Pinnell, The Campus Guide: Yale 
University (New York: Princeton Architectural Press, 1999), 59-62. 
34 Schmidt, The Liberal Arts College, 215. Schmidt provides an entire chapter on the 
curriculum debate between the groups he terms the progressives (Dewey, Gideonse) and 
the conservatives (Hutchins).  
35 Robert M. Hutchins, “Robert M. Hutchins Assesses the State of the Higher Learning, 
1936,” in American Higher Education: A Documentary History, eds. Richard Hofstadter 
and Wilson Smith, vol. 2 (Chicago: The University of Chicago Press, 1961), 924. 
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from students, donors, and the government, since, according to him, such support 

compromised the universities’ ability to define their educational purpose, leading to “the 

service-station conception of a university” – education dictated by those who pay for it.36 

Hutchins claimed that the reliance on monetary donations is tied to a misconception of 

the idea of democracy:  

The universities are dependent on the people. The people love money and think 
that education is a way of getting it. They think too that democracy means that 
every child should be permitted to acquire the educational insignia that will be 
helpful in making money. They do not believe in the cultivation of the intellect 
for its own sake. And the distressing part of this is that the state of the nation 
determines the state of education.37 

 

In other words, the universities’ reliance on tuition dollars and other donations led the 

university to cater to the desires of its students. Universities updated their curriculum not 

necessarily to reflect current developments in research and thought, but to attract the most 

students – and tuition dollars. Hutchins also believed that American higher education had 

been corrupted by empiricism, which he defined as experimental methods that do not 

allow moral or philosophical consideration of the technological and scientific progress 

that they engender.38 Empiricism resulted in an accumulation of vast amounts of data, but 

not wisdom or insight. From empiricism, he argued, it is but a short step to 

vocationalism, since empirical data is useful only if it is applied to an immediate goal.39 

In Hutchins’ perspective, precious resources were spent on empty empiricism and job 
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training, rather than on “the pursuit of truth.”40 The modern university, by placing priority 

on practical, immediate considerations over intellectual ones, had turned into a paradox: 

“an anti-intellectual university.”41 Using the ideologically-loaded term “anti-intellectual,” 

Hutchins forcefully indicted the modern university. 

 Hutchins argued instead for a prescribed, broad curriculum. According to him, the 

best education is one that is universally applicable – an education that draws from all the 

wisdom of the past:  

We have then for general education a course of study consisting of the greatest 
books of the Western world and the arts of reading, writing, thinking, and 
speaking, together with mathematics, the best exemplar of the processes of human 
reason. If our hope has been to frame a curriculum which educes the elements of 
our common human nature, this program should realize our hope. If we wish to 
prepare the young for intelligent action, this course of study should assist us; for 
they will have learned what has been done in the past, and what the greatest men 
have thought. They will have learned how to think themselves.42 

 

In short, Hutchins proposed a prescribed liberal arts curriculum. While the colonial 

college coursework included Latin, Greek, mathematics, logic, and other related subjects 

to develop mental discipline, Hutchins proposed reading “Great Books” in the Western 

world in order to glean the philosophical truths and moral lessons from them. Whereas a 

student in a colonial college would have studied the philology of The Odyssey, a student 

of Hutchins would have studied the moral lessons of The Odyssey by reading it in 

translation. To Hutchins, the first two years of higher education should contain classes 
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that address the perennial puzzles of mankind, and the obtained “intellectual virtues”43 

would serve as a foundation for any possible specialization.44 Hutchins’ conviction that 

everyone enrolled at the university should take an identical core of general education 

courses was in the spirit of the collegiate model, yet the differing subjects and 

methodology diverged markedly from the historical collegiate experience, and in many 

respects his proposal resembled more the liberal culture ideal associated with the 

university model. 

 Rudolph characterizes these proposals as “a forthright return to the old scholastic 

curriculum,” but in doing so he glosses over the subtle, but significant, differences 

between Hutchins’ proposal and the actual classical curriculum of early American 

colleges.45 For although Hutchins’ proposals may restore the collegiate model in spirit, 

they depart from it rather substantially in actual content and methodology. The 

connection between Hutchins and the collegiate model become even more tenuous after 

further evaluating his denigrations of contemporary higher education. Hutchins decries 

the emphasis on the peripheries of college life, that is, the extracurriculum: 

Another theory we have developed is the character-building theory. It may be that 
we don’t teach our students anything, but what of it? That isn’t our 
purpose….Association with one another, with gentlemanly professors, in 
beautiful buildings will, along with regular exercise, make our students the kind 
of citizens our country needs. Since character is the result of choice it is difficult 
to see how you can develop it unless you train the mind to make intelligent 
choices. Collegiate life suggests that the choices of undergraduates are determined 
by other considerations than thought. Undoubtedly, fine associations, fine 

                                                 
43 Ibid., 62-63. 
44 Ibid. 
45 Rudolph, The American College and University, 480. 



 46 

buildings, green grass, good food, and exercise are excellent things for anybody. 
You will note that they are exactly what is advertised by every resort hotel.46 

 

The “character-building theory” is directly connected to the ideals of the colonial 

colleges, despite Hutchins’ insinuation that it is a recent argument. In the colonial 

collegiate model, the development of the intellect was only one aspect of students’ 

education.47 Acquiring the morals and social skills necessary to become a Christian 

gentleman were more important for the students’ development.48 The extracurriculum 

grew out of the early nineteenth-century collegiate model as a means to provide 

intellectual outlets for students desiring critical thinking and contemporary studies 

beyond the limited focus of the official curriculum on assimilating dogma and ancient 

teachings.49 Starting around 1870, however, with the increased intellectual focus in the 

curriculum, the extracurriculum expanded and switched to provide outlets for collegiate 

values of “character-building.”50 Higher-education reformers in the twentieth century 

reacted as a group against the extracurriculum, since it distracted students from their 

classes. Students and alumni, not surprisingly, were the strongest proponents of the 

extracurriculum. When Hutchins derides those resources that were thought to develop the 

entire student – dormitory living, rural settings, and extracurricular activities – he is 
                                                 
46 Hutchins, The Higher Learning in America, 29. 
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48 Ibid. 
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50 Rudolph, The American College and University, 464-65. For another account of the 
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rejecting both the means and the ends of the colonial college. Hutchins discards both the 

extracurriculum, which colonial colleges did not have, and their other fundamental 

aspects: dormitories and rural settings. In addition, Hutchins rejects the basic educational 

aim of the original colleges: moral development. Rather than argue for a return to a 

Christian-centered education, Hutchins advocates a greater measure of intellectual 

exploration, even if it is still limited to the “Great Books” of Western society. Thus, when 

Rudolph and Schmidt describe Hutchins as revitalizing the collegiate model, their 

characterizations can only go so far – Hutchins is not actually seeking to reinstate the 

colonial collegiate model. Instead, he is reinterpreting the collegiate model for the 

twentieth century by focusing on intellectual communities that study a core curriculum, 

just as students in colonial colleges all studied the same disciplines. Liberated intellectual 

exploration is the new glue that holds the college community together, not a personal 

development aligned with Christian doctrine. This translation of the collegiate model is 

now generally understood to represent the small liberal arts college in the twentieth and 

twenty-first centuries. While the extracurriculum, dormitories, and campus lawns 

remained hallmarks of the collegiate model, the notion of this model promoting 

intellectual exploration freed from moral or theological constraints caught on, becoming 

the new centerpiece for the updated collegiate model. 

 Few universities adopted the radical overhaul of Hutchins’ “Great Books” 

curriculum.51 Instead, American universities negotiated between the totally free elective 

system introduced by Harvard in the late nineteenth century and a prescribed liberal arts 
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curriculum by devising a system of required courses, majors, and concentrations. In this 

way, students were able to choose their courses from a subset offered by the university, 

mixing together courses inside and outside of a chosen field of specialization.52 This 

compromise indicates the general response to the proposals aligned with collegiate ideals: 

– they were reconciled with the ideals of the university. Most universities did not have 

the resources to build expensive Neo-Gothic facilities or hire the faculty required to tutor 

individual students or teach smaller classes. But the resurgence of collegiate ideals in the 

interwar period served as a corrective to the excesses of the university model, urged 

greater attention to the students’ intellectual experience, and helped give direction to the 

otherwise aimless intellectual journey of an undergraduate. The collegiate ideals had 

never died out in the first place, though; as noted above, they had merely migrated to the 

extracurriculum.53  

 

III. The University Model 

 The university model had been in ascendancy since the second half of the 

nineteenth century, and its ideals dominated American higher education by the end of 

World War I.54 Thelin argues that, by the turn of the twentieth century, the typical 

American university exhibited the following characteristics.55 First, a business model 

guided the operation of the university and whatever ideals the university otherwise 
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expressed needed to be consistent with that business model. This meant that professors 

were understood as experts in their own fields, conducting research independent of their 

teaching duties. In addition, students were understood as needing professional training for 

future careers – undergraduate students in business and science, for example, and 

graduate students in law and medicine. Like other large corporations, universities were 

run by presidents who managed the university and represented its interests to the outside 

world. To run the huge enterprise day to day, a complicated network of administrators 

was instituted. Second, universities depended on large-scale philanthropy, which allowed 

them to build large, modern facilities for scientific and library research. The financial 

base created by philanthropy – for both private and state universities – gave them a level 

of financial security hitherto unknown. Universities had more leeway in using their 

resources, rather than anxiously awaiting for their state appropriations or tuition dollars. 

Third, undergraduates had a dizzying number of courses and disciplines to choose from. 

While many of these classes were taught in lectures, with the professor speaking to a 

large class, small seminars on specialized topics also developed. Both diverged 

dramatically from the collegiate-model course, which consisted primarily of students 

reciting memorized texts. Undergraduates primarily attended lectures, while seminars 

were usually reserved for graduate students. The number of students attending college 

dramatically increased in the interwar period, judging by enrollment figures of general 

higher education. In the interwar period, the number of enrolled students increased by a 

factor of five.56 In 1917, fewer than five percent of Americans between eighteen and 
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twenty attended a university or college, but by the late 1930s that percentage had 

increased to fifteen percent.57 Higher education was gradually becoming part of the 

mainstream of American life.58  

 Stanford University’s development of corporate partnerships serves as an 

excellent example of how the university model was reconciled with business interests.59 

In the late 1930s, Stanford physicists and administrators desired more research 

opportunities and greater prestige, so they sought industrial sponsors. The physics 

department had already solicited funds for an X-ray tube from the non-profit Rockefeller 

Foundation, but to no avail, and President Ray Lyman Wilbur, the trustees, and other 

administrators did not want to receive funds from the government if it meant being 

tethered to a political agenda in the future. Thus, when the physics department developed 

a new microwave tube, the kylstron, a device with useful application in airplanes, the 

department attracted a sponsor: the Sperry Gyroscope Company. Sperry provided much-

needed funding to further develop the product in exchange for the exclusive license to 

produce, use, and sell the microwave tube. Despite Sperry’s withdrawal after eighteen 

months, due to the encroaching war and contention among the faculty and administration, 

Stanford’s physics department continued to actively seek corporate funding for these 

mutually beneficial research projects. Clearly, the Stanford physics department, and other 

departments, privileged applicable, profitable research that could garner them prestige. 
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 Besides the more obvious instance of corporate sponsorship, university ideals 

found expression through more subtle avenues during the interwar period, such as Beaux 

Arts architectural schemes. With the increase in the number of students and facilities, 

universities by the end of the nineteenth century were conceived as small cities, rather 

than small, intimate villages like the traditional colleges.60 Famously exhibited at the 

1893 Columbian Exposition in Chicago, the Beaux Arts design used large axial 

arrangements and symmetries to lend a grand, formal atmosphere to an urban landscape. 

This large-scale planning design lent organization to established campuses with scattered 

buildings and to new campuses anticipating future growth. The University of Texas at 

Austin adopted a Beaux Arts plan in the 1930s.61 When Cass Gilbert served as the 

campus architect from 1910-1922, he had proposed a Beaux Arts scheme, planning 

existing and new buildings along two intersecting axes.62 In addition, he planned 

quadrangles in each of the four corner quadrants. The Board of Regents failed to find 

funding for his large-scale campus plan, so it was never fully realized. Gilbert’s 

successor, Paul Cret, who began working at The University of Texas in 1930, used a 

similar plan of intersecting axes with a grand central building. Cret also planned 

peripheral quadrangles, although they were open, not closed, a significant divergence 

from the collegiate ideals of an intimate, introspective community represented by 
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enclosed quadrangles.63 The presence of quadrangles in many Beaux Arts plans suggests 

design ideals that are not entirely antithetical to the collegiate ideals expressed in the 

Neo-Gothic style. In effect, the university structure represented by the organization of the 

Beaux Arts scheme incorporates the structure of the college via the interlinked 

quadrangles. Thus, the interwar university simultaneously presents the intimacy of a 

college community and a large-scale orderliness through its architecture. The University 

of Chicago stands as an example of the university absorbing collegiate ideals in its 

campus plan and architecture: the new campus erected in the late nineteenth century was 

planned along strong axes idealized in the Beaux Arts movement, but its architectural 

style was Neo-Gothic, and it had mostly enclosed quadrangles.64 Campus planning for the 

nascent Stanford University began in 1886 on a large tract of then undeveloped land.65 

The Stanfords insisted on a very formal, monumental scheme as a memorial to their son, 

so Frederick Law Olmsted and Charles Coolidge provided a campus plan with 

intersecting axes and enclosed quadrangles linked by arcades. Large grandiose buildings, 

such as Memorial Church and Memorial Arch, defined the major axis. Stanford 

University’s campus plan reflected collegiate ideals within the broader scope of the 

university model.  

 Despite its rapid acceptance and growth, the university model’s lecture format and 

free elective system generated a significant problem: a seemingly uninspired intellectual 

                                                 
63 Ibid., 85. 
64 Turner, Campus, 172-77. 
65 This characterization of Stanford University’s campus plan is taken from Turner, 
Campus, 169-72 and Richard Joncas, David J. Neuman, and Paul V. Turner, Stanford 
University (New York: Princeton Architectural Press, 2006), 2-5. 
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experience for undergraduates. Whereas students were also likely bored in the prescribed 

classical curriculum of the college model, the problem of apathetic students was of a 

different nature in the early twentieth-century university model: students of a prescribed 

classical curriculum were bored because the knowledge seemed irrelevant, while students 

in the university model were bored because the instructors seemed so distant and 

impersonal. Hutchins proposed a prescribed “Great Books” curriculum to remedy the 

problem, a solution that suggested the broad, prescribed classical curriculum of the 

colonial colleges. Although most educators agreed that the current student experience 

was a problem, some disagreed with Hutchins’ proposal, devising solutions that aligned 

more with the university ideals of social utility and research. Hutchins’ stance was 

contested by both Harry D. Gideonse, a faculty member at the University of Chicago and 

afterward the president of Brooklyn College, and John Dewey, a major contributor to 

educational philosophy who taught philosophy at the University of Michigan, the 

University of Chicago, and Columbia University. Both argued that Hutchins’ proposed 

curriculum denied a necessary dialogic process in learning and research, and Hutchins’ 

proposal relied instead on a few authorities to determine the appropriate curriculum to be 

studied by all undergraduates. According to Gideonse and Dewey, correcting student 

apathy was mostly a matter of balancing the relevance of the instruction to contemporary 

problems with its theoretical underpinnings; the foundation of the university model was 

sound. 

 Gideonse challenged Hutchins’ vague notion of metaphysics guiding the proposed 

common curriculum: 
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By a process of elimination many readers and most reviewers have come to the 
conclusion that the heritage in question is the Platonic-Aristotelian-Thomistic 
tradition. This is precisely the tradition from which modern science progressively 
freed itself. Is this the metaphysics which is to be used as the core of the higher 
education and the norm for the contemporary world?66  
 

Gideonse explains that Hutchins’ preferred intellectual tradition not only predates the 

scientific method used in contemporary times but also opposes it. To use this 

philosophical foundation would imply that the scientific method would have to be 

discarded, or it would have to coexist in contradiction with Hutchins’ curriculum. The 

former possibility would have been impossible, given the general acceptance of the 

scientific method and its findings. The latter choice also would have been undesirable, as 

it would have still led to a deficient, confused understanding of science and its origins, 

despite its use in specialized courses and research.  

 Hutchins does not explain the crucial point of exactly who chooses the curriculum 

and how, which is a larger problem to his detractors. Dewey charges, 

[A]ny scheme based on the existence of ultimate first principles, with their 
dependent hierarchy of subsidiary principles, does not escape authoritarianism by 
calling the principles ‘truths.’ I would not intimate that the author has any 
sympathy with fascism. But basically his idea as to the proper course to be taken 
is akin to the distrust of freedom and the consequent appeal to some fixed 
authority that is now overrunning the world…. As far as I can see, President 
Hutchins has completely evaded the problem of who is to determine the definite 
truths that constitute the hierarchy. (italics in original)67 
 

                                                 
66 Harry D. Gideonse, The Higher Learning in a Democracy: A Reply to President 
Hutchins’ Critique of the American University (New York: Farrar & Rinehart, Inc., 
1937), 6. 
67 John Dewey, “John Dewey on Hutchins’ Philosophy of Education, 1937” in American 
Higher Education: a Documentary History, vol. 2, ed. Richard Hofstadter and Wilson 
Smith (Chicago: The University of Chicago Press, 1961), 952. 
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Dewey asserts that the choice of a unitary curriculum, despite its foundation on objective 

“truths,” relies on the deliberation of a few authoritative figures. Dewey amplified the 

insidiousness of the authoritarian procedure by associating it with fascism; Dewey’s 

poisonous diatribe would have immediately alarmed any contemporary reader. While, 

like fascism, Hutchins’ proposal relied on fixed authorities, the scope of fascist control in 

society is much larger than Hutchins’ proposed reform, making Dewey’s assertion 

disingenuous. Nevertheless Dewey’s rhetorical strategem successfully moves the debate 

to the topic of a democratic nation’s education, a debate that Dewey is more likely to win, 

since he values a variety of academic perspectives reflective of a democratic society. 

Even though democratic societies do not replicate the democratic procedure in all of its 

institutions, Hutchins is nonetheless at a disadvantage in this argument for having been 

associated with fascism.  

 The solution Gideonse and Dewey proposed is little more than an affirmation of 

the university model. If students are uninspired by their studies, then they have most 

likely been taught too much theory and too little real-world application, or vice versa. 

Gideonse supports the interdependent relationship between “theory and practice” and 

“the universal and the particular,” since for him the necessary attention to both leads to 

“new knowledge and insight.”68 This assertion directly supports the handling of concrete, 

contemporary problems in the university, since they will inform the general theory 

applied to them, and vice versa. Gideonse guards against the bifurcation of intellectual 

pursuits and real-world application in the university, which Hutchins’ proposal 
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assumes.69 It is only when the two separate concerns work together that universities can 

simultaneously advance knowledge and remain relevant to the broader world.70 

Vocationalism is not a short-sighted endeavor as long as both the generalities and details, 

ideas and applications, are taught. Gideonse’s arguments suggest that if the contemporary 

university suffers from focusing too much on vocational development, especially in 

undergraduates, then the university instruction can be corrected by providing along with 

it a more theoretical, general knowledge of the discipline. 

 While Hutchins bemoans the chaotic nature of higher education, Gideonse views 

this as an indicator of its good health: 

While chaos and disorder have their disadvantages, they at least maintain a field 
that is widely open to new truth and new methods of gaining insight….Truth to 
finite man is never single, complete, and static. It is rather multiple, fractional, 
and evolving. The true scholar finds his unifying principles in the humanistic 
spirit and in the methods of science.71 
 

Gideonse denies that the “truths” we espouse are immutable; rather, they are constantly 

developing through new research and insight. Since fields of scholarship are organized 

around methodologies, not static “truths,” a multitude of competing ideas can coexist, the 

relative values of which should be determined by the consensus of scholars, not the 

assertion of a few authorities. Like Dewey, Gideonse further argues that to deny this 

multiplicity of ideas in academia would be to deny the nature of democracy itself. By 

extension, Hutchins’ proposal is undemocratic because the immutable idea of truth upon 

which it is grounded cannot embrace the variety of perspectives representative of 

                                                 
69 Ibid. 
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American society. Hutchins claims that the current university system misconstrues 

democracy by allowing anyone to enroll, even if the student is unprepared or unwilling to 

receive the available instruction. Obviously, arguing for democracy is a powerful 

rhetorical move in this debate. Hutchins is arguing for a more Jeffersonian notion of 

meritocratic democracy, in which the talented, regardless of social or economic standing, 

should have equal access to an education, and, in turn, that education is determined by 

high-ranking authorities.72 In this formulation, equal access to education is afforded to 

those intellectually capable, but a democratic consideration of viewpoints is not allowed 

in determining curriculum. Gideonse and Dewey support a more Jacksonian notion of 

democracy, in which education is determined by a multitude of scholars and their 

competing views. This procedure would create a disorderly, but representative, 

curriculum.73 Because of its rhetorical malleability, democracy was a strong 

argumentative point in a nation that at the time feared the infiltration of fascism. 

 In a final retort against Hutchins, Dewey claims that resurrecting the philosophies 

of the early Western thinkers amounts to a superficial understanding of their teachings. 

Contemporary scholars should instead emulate their curiosity and willingness to address 

contemporary problems: 

Their [Plato, Aristotle, and St. Thomas] work is significant precisely because it 
does not represent withdrawal from the science and social affairs of their own 
times. On the contrary, each of them represents a genuine and profound attempt to 
discover and present in organized form the meaning of the science and the 

                                                 
72 This characterization of Jeffersonian education is drawn from Norman Foerster, The 
American State University: Its Relation to Democracy (Chapel Hill, N. C.: the University 
of North Carolina Press, 1937), 18-20. 
73 This characterization of Jacksonian education is drawn from Foerster, The American 
State University, 20-27. 
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institutions that existed in their historic periods. The real conclusion to be drawn 
is that the task of higher learning at present is to accomplish a similar work for the 
confused and disordered conditions of our own day.74 
 

Dewey does not dismiss modern chaos as inherently deplorable. Our perception of chaos 

simply means that we have not yet come to understand the order underlying it; modern 

research should help make sense of disorder, to impart organization to something that 

seems disorganized. In summary, both Gideonse and Dewey assert that both social utility 

and research in higher education play important roles in preventing its stagnation or 

irrelevance. They do not offer concrete answers to the problem of uninspired 

undergraduates, but they suggest broadly that students would become more motivated in 

university courses if they were taught both the theory and real-world application of a 

discipline. Furthermore, their reactions reveal the troubling implications of Hutchins’ 

proposal as well as the advantages of an educational system and world in disarray. 

 If the university model formulated its own response to a problem borne out by its 

system, universities during the interwar period also reacted to a perceived problem borne 

out by collegiate values: a student extracurricular life beyond the administration’s 

control. Rudolph articulates the problem: 

Just as the extracurriculum in the collegiate era was a response to the sterility of 
the curriculum, in the university era it became a compensation for the one-sided 
intellectuality and the overwhelming impersonality of the official scheme of 
things. The great extracurricular growth of the 1920’s, the remarkable advances 
made by intercollegiate athletics during these years, were only partially the 
conscious efforts of young men to learn organization values and to sharpen their 
other-directedness on the way to success. The extracurriculum was also an agency 
of the collegiate emphasis on fellowship, on character, on well-roundedness.75 
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The extracurriculum, unlike the official curriculum, was the sphere in which students had 

some power; their presence and desires dominated the extracurricular activities. Through 

the extracurriculum, students formed smaller communities that promoted relationships 

and the development of interpersonal, not necessarily intellectual, skills. University 

administrators became increasingly discomforted by the domination of “an unruly, 

autonomous student culture” evident by 1900.76 From the viewpoint of the administration 

and faculty, students were too preoccupied with their many extracurricular activities and 

not focusing enough attention on their official studies. The problem of an extensive 

extracurriculum, then, was the flip side of the problem of apathetic students in the 

curriculum. Paradoxically, although students retreated to the extracurriculum to escape 

the anonymity of official student life, the extracurriculum also molded students into 

crowds, especially into fans at sports games. Unless students could distinguish 

themselves in an extracurricular activity, they were often trading one type of conformity, 

distance, and anonymity for another. Although the university model did not concern itself 

much with extracurricular activities, by the turn of the twentieth century institutions 

patterned after this model realized that in order to control their directions and priorities, 

they must control the extracurriculum that enveloped their students’ lives and, more 

importantly, commanded their alumni’s loyalty. 

 According to Thelin, students’ investment in the extracurriculum made it difficult 

for the university administration to control: 

The typical university president of 1920 had essentially mortgaged his tenure in 
office in such a way that educational policies had to coexist, and even compete, 
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with the sideshows of college life. Henceforth he would have to cooperate with a 
coalition that included a board of trustees, an athletics association, and an alumni 
office that were often all enthusiastic products of the same undergraduate ‘college 
system’ the academic administration wanted to bring to heel.77 

 

The paradox that Thelin reveals, one that is hardly addressed by Veysey in his account of 

the growth of the American university, is that while the university model grew in power 

after the Civil War, the character-building aspects of the collegiate model migrated to the 

extracurriculum, which had come to define “college life.”78 Of course, a pure expression 

of the university model could rarely be found in the late nineteenth century; instead 

official university academic life existed side by side with extracurricular student life, a 

strong holdout of collegiate values. Thelin notes that one of Rudolph’s most valuable 

theses concerns the process by which the university assimilates these student activities: 

first, a renegade student activity arises outside of the administrators’ awareness; next, 

administrators attempt to squelch the activity but fail; then administrators begrudgingly 

acquiesce; and finally they appropriate the activity into official university life.79 By 1920, 

various extracurriculars were sanctioned by universities, yet the extracurriculum as a 

whole still seemed out of control. According to administrators, the common image of a 

fun-filled college life had to be balanced with a commitment to academic development, 

and it was increasingly harder to make their case when other forces (especially alumni 

and trustees) strongly supported the extracurriculum.  
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Higher Education, 155-204. 
79 Thelin, introduction to The American College and University: A History, by Frederick 
Rudolph. 



 61 

 Popular culture depicted universities with extracurricular activities as the center of 

the college life. The 1932 Paramount movie Horse Feathers employs familiar stereotypes 

to glorify college student life.80 Featuring the comedy of the Marx Brothers, it portrays 

flirting co-eds, the all-around American college boy, pompous professors, and yes-men 

administrators. Hardly a word is spoken about the students’ studies; rather, the story 

centers on the intense football rivalry between Huxley College and Darwin College.81 

Administrators on both sides go to great lengths to secure their college’s victory: for 

example, they secretly hire ringers to play in the football match. A few telling exchanges 

reveal the important place football holds at these fictional colleges. In one scene, the son 

of the ungainly president of Huxley, played by Groucho Marx, tells his father that a 

college should offer something more than a good education: football. In another scene, 

the president spontaneously enrolls the local dogcatcher and speakeasy worker, played by 

two other Marx Brothers. In so doing, he hands each a pennant and tells them to report to 

football practice the next morning. Although the colleges are fictional and the antics are 

outrageous, the point that football was the true preoccupation of college students, and 

perhaps even the administrators, could hardly have been lost on the audience. 

                                                 
80 Bert Kalmar, Harry Ruby, S. J. Perelman, and Will B. Johnstone, Horse Feathers, 
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Scopes Trial. Charles Darwin published his theory of evolution in On the Origin of 
Species, while Thomas Henry Huxley, a British scientist, voiced his support for the 
theory in a famous 1860 discussion in Oxford. 
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 Life magazine devoted an entire issue to college life in its 7 June 1937 issue. Short 

photo spreads and article segments appear on topics that now seem widespread in the 

American cultural consciousness, indicating that while many Americans were fascinated 

with college life, they did not actually know much about it. One segment described 

fraternities and their hazing rituals for initiates, complete with a photo of members poised 

to paddle a freshman. Sororities are summed up as social clubs for the wealthiest, 

prettiest women on campus. Another spread highlights private tutoring services near 

prestigious Ivy League schools for those rich students who needed help cramming for an 

exam. While one segment focuses on Doane College, a smaller, more affordable college 

compared to its more prestigious counterparts, the association of high social and 

economic class with college attendees is barely concealed in these accounts. From this 

issue, one easily gleans the image of college as one long social engagement for the 

wealthy and well-connected. 

 The university administration had to overcome this pervasive conception of the 

university in order to make higher education a place of intellectual pursuits. Too much 

emphasis on the extracurriculum could sprout a host of problems: growing distance 

between faculty and students, declining academic standards, declining academic 

reputation, and disgruntled faculty, to name a handful. According to Thelin, one of the 

most dramatic consequences of a completely autonomous, dominant student culture was 

the alumni’s power to reshuffle priorities on a university campus.82 Alumni associations 

first formed in the 1890s, and at first, administrators did not take too much notice. 
                                                 
82 The remainder of this paragraph summarized from Thelin, American Higher 
Education, 198. 
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Through their associations, alumni donated money to their universities, but not toward 

academic projects. Instead, they donated money to those college activities that they most 

enjoyed and perceived as defining their college years: extracurricular activities, 

especially sports. The priorities of alumni differed from those of administrators and 

sometimes opposed them outright: alumni often aimed to strengthen student culture while 

the administrators favored improving academic affairs. By the early twentieth century, 

administrators had difficulty influencing the donations and energies of these alumni 

associations. At best, administrators hoped that the alumni’s focus on extracurricular 

activities, like football, would either distract them from academic changes to their alma 

mater altogether or perhaps encourage donations to other university projects aligned with 

the administration’s priorities. 

 After World War I, highly organized alumni began exerting extraordinary control 

over academic affairs. At Yale, for instance, alumni had already been organizing 

themselves for decades before World War I. Yale clubs formed in metropolitan areas as 

social and networking outlets.83 The Yale Corporation84 formed the Yale Alumni Fund in 

                                                 
83 “AYA History,” Association of Yale Alumni, 
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1890 to promote and handle alumni donations.85 In 1906, the Yale Alumni Advisory 

Board was created by the Yale Corporation to promote better communication between 

alumni and the University.86 The first Alumni University Day was held in February 

1914.87 In 1916-17, two Yale administrators in particular, Secretary Anson Phelps Stokes 

and Treasurer George Parmly Day, convinced the Yale Corporation to solicit alumni 

input on the ongoing changes at Yale.88 Consequently, the Alumni Committee on a Plan 

for University Development was approved and set to work in fall 1917. 

 Yale University had begun curricular reforms before its alumni were organized. 

Under the influence of the Harvard elective system, Yale had introduced more choices for 

its students, although its elective system was not nearly as free as Harvard’s.89 More and 

more vocational and professional courses were being offered, so that by 1907 a student 

could specialize in a professional subject as early as his sophomore year, and by 1914 

professional courses existed in law, medicine, divinity, and architecture.90 At the same 

time, the years leading up to and including World War I saw a movement toward more 

prescriptive courses primarily in the liberal arts.91 The constant tinkering with the 

curriculum was “an attempt not only to recapture old values but also to deal with the fact 
                                                 
85 Brooks Mather Kelley, Yale: A History (New Haven: Yale University Press, 1974), 
277. 
86 Ibid., 325-26. 
87 Ibid., 326. 
88 The two main sources for the alumni’s demands at this time are George Wilson 
Pierson, Yale College: An Educational History 1871-1921 (New Haven: Yale University 
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 65 

that Yale students were more interested in their games, newspapers, sports, and societies 

than they were in the curriculum.”92 The administration and faculty at Yale hoped that 

modifications to the curriculum would somehow create the magic formula that would 

inspire students to devote themselves to their studies. Despite their continual efforts at 

improvement, the administrators and faculty would balk at the extreme changes 

demanded by the alumni.  

 Once they were organized into a committee, it became clear that Yale alumni 

were severely discontented with their alma mater. Alumni in the Midwest and West were 

dismayed about the continued use of required entrance examinations in subjects such as 

Latin and Greek, since these subjects were rarely taught outside the East Coast. Alumni 

had other, more general complaints: 

The curriculum still seemed out of touch with the realities of the day, as well as 
increasingly aimless and easy. Where were the hard work, competition, and 
camaraderie of the old required curriculum? Gone, they thought, into a pallid 
reflection of the Harvard elective mess.93 
 

Typically, curricular reforms in the interwar period are characterized as a collegiate 

resurgence, a movement away from vocationalism and toward liberal arts courses. The 

Yale alumni, however, wanted reforms that aligned with values of both collegiate and 

university models. They desired courses that were relevant to life outside the university – 

a university ideal – but at the same time they also desired the “camaraderie” resulting 

from the shared curriculum: a collegiate ideal. Since the alumni’s discontent did not 

result from either collegiate or university ideals, neither could their recommended 
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reforms be understood as belonging strictly to one ideal or the other. In 1919, the Alumni 

Committee on a Plan for University Development demanded a number of sweeping 

reforms at Yale:  

1) making Sheffield Scientific School a part of the University 

2) appointing all faculty for a term of years, thus doing away with the tenure 

system 

3) organizing faculty into departments 

4) creating a single curriculum for all entering freshmen 

5) creating executive boards for Sheffield Scientific School, Yale College, and the 

combined freshman year 

6) raising faculty salaries but lifting the cap on their teaching loads 

7) offering prescribed courses in preparation for students’ careers 

8) creating common entrance requirements that did not include Latin, among 

other recommendations.94  

The power of Yale alumni in this situation was unprecedented. Despite the intense 

debate, especially from the faculty, regarding the reforms many of the reforms stipulated 

by the alumni were adopted (excluding proposals 2 and 5 listed above), since Yale 

depended heavily on alumni donations. A similar situation could hardly be imagined 

today. Yet, at the time, the alumni were so important for the health of Yale that the Yale 

Corporation and administration knew that they could not afford to alienate them. Many of 

their proposed reforms were aligned with a corporate mentality, such as making the 
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university more centralized and efficient (1, 2, 3, 5, and 6). A couple of the reforms, such 

as preparing students pragmatically for future careers and expanding educational 

opportunities, are in the spirit of the university model (7 and 8). One attempts to capture 

the old collegiate spirit that the alumni remembered from their own college days (4). On 

the whole, these reforms do not conform to the typical characterization of interwar 

curricular reforms as collegiate-based, although the notion of a common curriculum did 

match it, and the alumni had enough power to see through their vision of an appropriate 

higher education informed by their collegiate experience. 

 After the continual debate between proponents of the collegiate and university 

models during the interwar period, the university model had thoroughly absorbed the 

collegiate model after World War II, forming a more stable model of higher education. 

This stable form is represented by the 1947 report of President Truman’s Commission on 

Higher Education for Democracy. At the time, veterans were flooding universities under 

the GI Bill, and the exploding enrollment called for a national evaluation of higher 

education’s ability to serve the nation.95 An implicit duty for the commissioners was to 

investigate extending the access and affordability available in the GI Bill to more 

Americans.96 While the Commission recommended investing more federal money into 

higher education, President Truman did not pursue it because of the possible political 

fallout of redirecting vast amounts of federal money.97 Besides funding, the Commission 

called for a blend of both specialization and general education, for attention to both 
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vocational preparation and a common liberal arts culture. The Commission’s report sums 

up this difficult task: 

The crucial task of higher education today, therefore, is to provide a unified 
general education for American youth. Colleges must find the right relationship 
between specialized training on the one hand, aiming at a thousand different 
careers, and the transmission of a common cultural heritage toward a common 
citizenship on the other.98 

 

These recommendations, which seek to reconcile competing educational models, became 

the trend for the mass education after World War II. The federal government, however, 

never turned these recommendations into policy. Rather, “state governments, private 

foundations, and individual colleges and universities” carried out the Commission’s 

recommendations.99 The university model proved its superiority over the collegiate 

model, but values of the collegiate model survived in the mid-twentieth-century 

university.  

 

IV. Conclusion 

 The interwar period was an unstable one for American higher education. A 

revitalization of values derived from the older collegiate model motivated large, 

impersonal universities to turn into communities that cared about the undergraduate 

experience. By instituting honors programs, intimate dormitories, and prescribed courses, 

proponents of the collegiate model emphasized the importance of community for the 
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successful development of the students’ intellectual lives. While colonial colleges also 

valued a strong sense of community, colonial students were united in their quest to 

become Christian leaders, a goal that placed intellectual development in a subservient 

role to a more general moral development. During the interwar period, supporters of 

collegiate values reinterpreted this notion of community for the students’ intellectual 

journeys: students were now united around a common quest to freely explore the life of 

the mind, unbridled by the mandatory study of Christian theology. The valuing of 

community and camaraderie was transmitted to the twentieth century, but the central goal 

of the collegiate model had changed, lending energy to a particular expression of it 

common today. 

Despite the reforms inspired by the older collegiate model, the university model 

proved hegemonic. The interwar university maintained its commitment to intellectual 

growth and exploration, and while it adapted reforms reminiscent of the collegiate model, 

the university did not yield to its claims for universal truth and authority, as expressed by 

Hutchins in his curricular proposals. Yet the interwar university had to contend with the 

strongest holdout of collegiate ideals: the extracurriculum. To administrators and faculty, 

the extracurriclum distracted students from their studies, undermining the purpose of the 

university. Losing control of the extracurriculum meant losing control of the university, 

as governing bodies and alumni sympathetic to the extracurriculum would seek to nurture 

it instead of academics. Even in the popular imagination, college student life was all 

about the extracurricular activities; a university was known by its sports teams (especially 

football), marching bands, and perhaps their glee clubs and other touring acts. 
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Administrators no doubt desired to control the activities that captured the fascination and 

loyalty of so many people inside and outside the university community. They had 

realized by the interwar period that the extracurriculum could be used to their own 

advantage: the administration sought to control the extracurriculum not only because they 

wanted to raise academic standards but also because they desired to control how their 

image was being presented to the rest of the nation. Higher education was entering the 

mainstream of American consciousness in the interwar period, even though the vast 

majority of young people never enrolled. The concern over image became even more 

critical as the competition for funding, status, and students increased throughout the 

middle of the century. As a prelude to considering the ways in which the official 

university utilized the extracurriculum, especially music, to control its image, in the 

following chapter I will explore the histories of university marching bands, glee clubs, 

and bells, and their association with collegiate values. 
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Chapter II: The History of Campus Marching Bands,  

Glee Clubs, and Bells 

I. Introduction 

 Extracurricular campus music developed alongside curricular music. Lowell 

Mason, one of the most important figures of American music education, was one of the 

two founders of the first music school in higher education in 1832: the Boston Academy 

of Music.1 It was not until the second half of the nineteenth century, however, that 

American universities began rapidly incorporating music into the official curriculum.2 

Yale and Ohio Wesleyan were early leaders in this movement, since they established 

music instruction in 1854.3 Extracurricular music also rapidly expanded in the second 

half of the nineteenth century. Campus music took on many forms: marching bands, 

concert bands, glee clubs, choirs, guitar and mandolin clubs, musicals, orchestras, operas, 

chamber music, and others. Because of their long histories, ubiquity, and importance to 

the extracurricular life of campus, I will focus on marching bands, glee clubs, and bell 

instruments in this dissertation. Although, strictly speaking, bell instruments fall outside 

the extracurriculum of student life, they nonetheless are not part of curricular music 

making and, like the marching band and glee club, served as a medium for transmitting 

collegiate values.  

                                                 
1 Rodney E. Miller, Institutionalizing Music: The Administration of Music Programs in 
Higher Education (Springfield, Ill.: Charles C. Thomas, 1993), 32. 
2 Ibid., 38. 
3 Ibid., 35. 
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Extracurricular music was an especially contentious subject in the interwar 

educational debate because of its association with collegiate ideals of character building 

and community. Progressives earlier in the late nineteenth and early twentieth century 

argued for the beneficial and deleterious moral effects of music, so that by the 1920s, a 

belief that the uplifting power of music could mold people’s character still had strong 

cultural currency. Thus a concern for students’ prospects of becoming good, productive 

members of society naturally led to discussions of what constituted appropriate music for 

the extracurriculum. University marching bands, glee clubs, and bells were also 

associated with community in the nineteenth century. Marching bands promoted “school 

spirit,” an expression of allegiance and support towards one’s team, and the very act of 

singing together in glee clubs fostered a sense of community, while bells were associated 

with European communities. In the twentieth century, the ideal of community inspired 

alumni and administrators to maintain, and in some cases to restore, via music the 

collegiate life that they idealized. Alumni and administrators recalled their own college 

days with nostalgia, regarding campus music making as an important part in the 

expression of college camaraderie. In addition, interwar administrators sought control 

over the musical activities in order to promote school spirit and nostalgia among the 

students and alumni; by doing so, administrators could foster loyalty and support for their 

institution. I will examine these topics in the remaining chapters of the dissertation, but 

for now, I will explore the collegiate ideals of character building and community that 

underpin university marching bands, glee clubs, and bells, since these ideals will direct 

the course of their development in the twentieth century.  
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 Beyond a few histories of specific institutional marching bands and glee clubs, 

few secondary sources address the history of music making on American campuses.4 The 

summary below will focus primarily on the institutions I discuss in this dissertation – 

Stanford University, The University of Texas, and Yale University – since I pieced 

together their histories through primary documents and a few secondary sources. The 

history of collegiate music making before the turn of the twentieth century is still vague 

and calls for additional research. A synthesis of all the independent institutional histories 

of marching bands is needed. As for the glee clubs, there are only a few sources on 

individual glee clubs, so more research needs to be done on them before synthesizing 

                                                 
4 Secondary sources on the history of marching bands at American universities include 
Margaret Berry, “Student Life and Customs, 1883-1933, at the University of Texas” 
(Ed.D. diss., Columbia University, 1965), 566; George A. Brozak, Diamond Ohio: A 
History of the Ohio University Bands (Athens, Ohio: Diamond Ohio Press, 2004); 
Thomas C. Duffy, “Yale University Bands,” (unpublished, 6 December 2006); Carl J. 
Eckhardt, Facts and Stories About Fifty Golden Years At the University of Texas (Austin, 
Texas: unknown, 1970s?), 22; Kushol Gupta, The University of Pennsylvania Band 
(Charleston, S. C.: Arcadia Publishers, 2006); Curtis B. Littlegreen, II, David H. Mailer, 
and Marc S. Yabroff, Script Ohio: The Ohio State University Marching Band, Columbus, 
Ohio, 1878-79—1988-89, Time and Change (Columbus: Ohio State University, Kappa 
Kappa Psi, 1989); Lamar Keith McCarrell, “A Historical Review of the College Band 
Movement from 1875 to 1969” (Ph.D. diss., Florida State University, 1971); Robin J. 
Richards, The University of Georgia Redcoat Band, 1905-2005 (Charleston, S. C.: 
Arcadia Publishing, 2004); T. T. Tyler Thompson, The University of Arkansas Razorback 
Band, A History, 1874-2004 (Fayetteville, Arkansas: The University of Arkansas Press, 
2004). Secondary sources on the history of glee clubs at American universities include: 
Marshall Bartholomew, The First Hundred Years 1861-1961: The Story of the Yale Glee 
Club (New Haven: n. p., 1961); Bruce Montgomery, Brothers, Sing On!: My Half-
century around the World with the Penn Glee Club (Philadelphia: University of 
Pennsylvania Press, 2005); Michael Slon, Songs from the Hill: A History of the Cornell 
University Glee Club (Ithaca, New York: Cornell University Glee Club, 1998); Arnold 
Ray Thomas, “The Development of Male Glee Clubs in American Colleges and 
Universities: A Report of a Type C Project” (Ed.D. dissertation, Columbia University, 
1962). 
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them into a more general project. There are virtually no sources that focus primarily on 

the history of bells in American higher education. Finally, all of these entities need to be 

connected to other musical and cultural trends in the United States. The broad outlines of 

the extracurricular musical activities are discernible, though, and they leave the general 

impression that music formed a vibrant part of student life. 

 

II. Marching Bands 

 Campus marching bands reflected broader developments of both military bands 

and non-military professional and amateur bands. Although the term “military band” was 

and is often used to describe any mixed brass and woodwind band, despite the military 

status of the members, professional bands that were affiliated with the military were often 

the premier bands of the nation in the nineteenth century.5 Military bands had existed in 

the colonies as early as 1756 in a volunteer regiment in Philadelphia.6 Typically these 

                                                 
5 One of the most detailed sources on the history of American bands is Margaret Hindle 
Hazen and Robert M. Hazen, The Music Men: An Illustrated History of Brass Bands in 
America, 1800-1920 (Washington, D.C.: Smithsonian Institution Press, 1987). Other, 
more condensed sources that do not differ in these basic historical outlines include Raoul 
F. Camus, “The Brass Band in the Nineteenth Century,” in On Bunker’s Hill: Essays in 
Honor of J. Bunker Clark, eds. William A. Everett and Paul R. Laird (Sterling Heights, 
Mich.: Harmonie Park Press, 2007), 27-43; Raoul F. Camus, “Military Music and the 
Roots of the American Band Movement,” in New England Music: The Public Sphere, 
1600-1900, ed. Peter Benes and associate ed. Jane Montague Benes (Boston: Boston 
University, 1998), 151-59; Richard Crawford, “Of Yankee Doodle and Ophicleides: 
Bands and Orchestras, 1800-1870s,” in America’s Musical Life: A History (New York: 
W. W. Norton & Company, 2001), 272-92; Richard K. Hansen, The American Wind 
Band: A Cultural History (Chicago: GIA Publications, 2005); H. Wiley Hitchcock, Music 
in the United States: a Historical Introduction, 3rd ed. (Englewood Cliffs, N. J.: Prentice-
Hall, 1988); Harry W. Schwartz, Bands of America (Garden City, N.Y.: Doubleday, 
1957). 
6 M. H. Hazen and R. M. Hazen, The Music Men, 6. 
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early, small ensembles consisted primarily of woodwinds. By the 1830s and 40s, the 

growth in population, prosperity, and leisure time increased the number of military bands, 

as well as amateur bands.7 The introduction of valved and keyed brass instruments at this 

time altered the bands’ instrumentation to feature more brass.8 In 1834, the General 

Regulations for U.S. Army regiments provided for the funding of a band of two chief 

musicians and ten regular musicians.9 By 1900, these provisions had expanded to include 

twenty-eight musicians. The Civil War provided more opportunities for band musicians, 

since most regimental units had a band. State militia units, later replaced by the National 

Guard, continued the tradition of military bands after the Civil War. Military bands 

played for a variety of official and unofficial events: parades, recruitment rallies, 

funerals, balls, ceremonial events, and serenades.  

Some campus marching bands arose late in the nineteenth century in close 

connection to military bands.10 The University of Arkansas was established in 1871 as a 

land-grant institution obliged to teach subjects related to mechanic arts, agriculture, and 

military tactics, and it possessed a university band modeled after this military tradition.11 

The first evidence for a small brass band connected to the university’s Military 

Department appeared in the university’s annual report in 1874. This “cadet” band 

consisted of fewer than twenty players until 1905, and it performed for various campus 

                                                 
7 Ibid., 7-8. 
8 Ibid. 
9 The following summary of military bands in the nineteenth century is taken from ibid., 
22-24. 
10 McCarrell, “College Band Movement.”  
11 This summary of the University of Arkansas band is taken from Thompson, The 
University of Arkansas Razorback Band. 
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ceremonies, such as commencements and soldier memorials, although it did not perform 

at university football games until around 1910.  

Although established much later, the Yale University Band was also closely 

connected with the military, as it was formed with the introduction of military training 

during World War I.12 Lieutenant Joseph R. Ellis was assigned to the Yale Student Army 

Training Corps in 1918, and he had the idea to form a marching band at his new 

institution. After collecting a bit of money from other military units, Lt. Ellis and Charles 

Smith, an experienced band musician, formed a small band, drawing members from the 

Student Army Training Corps. After the war, Lt. Ellis stayed at Yale as the Registrar of 

Freshmen, and he and Smith reformed the band to perform at football games. At first 

consisting of only twenty students and performing at minor football games, the band had 

thirty-two members by their second season in 1920, and they were invited to play at the 

popular Princeton and Harvard football match-ups. 

 Besides military connections, the formation of campus marching bands mirrored 

the rise of professional and amateur bands in the late nineteenth century throughout the 

                                                 
12 This information on the history of the Yale University Band is taken from an 
unpublished article by the current band director, Thomas C. Duffy, “Yale University 
Bands.” Another source (McCarrell, “College Band Movement,” 22) claims that a Yale 
University Band began as early as 1827 but quickly dissipated, for which I have found 
corroborating evidence in Lyman Hotchkiss Bagg, Four Years at Yale (New Haven, 
Conn.: Charles C. Chatfield & Co., 1871), 305. McCarrell claims that the Yale University 
Band was then revived in 1889, although I have not yet found other evidence to confirm 
this statement. It is unclear whether this incarnation of the band marched or not. If the 
Yale marching band had indeed formed in 1889, then it would have gained new vigor 
under the direction of Lt. Joseph Ellis and Charles Smith, bringing the band increased 
visibility and prestige. 
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nation.13 As noted above, the decades leading up to the Civil War was a time of general 

prosperity and population increase. Professional bands were becoming more established 

around the time of the Civil War. In 1859, Patrick Gilmore took over the Boston Brigade 

Band and turned it into a mixed woodwind and brass ensemble of the highest caliber. His 

band was one of the first professional bands in the United States to support itself through 

concert tours. Professional bands, which included military units, also found engagements 

at circuses, parades, balls, and ceremonial events. Individual musicians could also 

occasionally find work with traveling medicine shows, vaudeville acts, and minstrel 

shows. Also during the time leading up to the Civil War, community bands were 

becoming common. Town bands, supported by donations or taxes, performed regular 

concerts for local entertainment. Industrial bands were formed by the management to 

stave off worker unrest and unions.14 Prisons, reform schools, and mental health facilities 

established bands for their alleged healing effects on its members. Amateur bands also 

formed around ethnic or national identity and for women and children. The peak of 

amateur bands occurred in the first decade of the twentieth century, which is about the 

same time that many university bands were established, although they had certainly not 

yet reached their peak in numbers or reputation.15 

                                                 
13 This paragraph is summarized from M. H. Hazen and R. M. Hazen, “The 
Professionals” and “The Band Boys,” in The Music Men, 15-67. 
14 A case study of industrial bands in nineteenth-century Lindale, Georgia explores the 
connection between industrial bands and Progressivism: Hoyt F. LeCroy, “Community-
Based Music Education: Influences of Industrial Bands in the American South,” Journal 
of Research in Music Education 46, no. 2 (1998): 248-64. 
15 McCarrell, “College Band Movement,” notes that the initial rise of campus bands 
coincided with the expansion of higher education in the last quarter of the nineteenth 
century, while the first two decades of the twentieth century saw a continued growth in 
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 Whereas Yale’s marching band was only firmly established after the First World 

War, the marching bands at Stanford University and The University of Texas formed 

somewhat earlier, around the turn of the twentieth century. Stanford University first 

enrolled students in 1891, and around that time the Stanford Band was founded along 

with the Glee Club, Orchestra, Women’s Choral, and Mandolin Club.16 The Stanford 

Band had a meager beginning; early on there were only thirty-three members. It also does 

not seem to have grown out of a military group. Indeed, one of its early purposes seems 

to have been to perform at football games, since evidence for their performance at 

football games dates to as early as 1898, and it is possible they performed at games 

before then.17 The University of Texas Longhorn Band started a bit later, in 1900 under 

the direction of Eugene Paul Schoch, a chemistry instructor.18 Almost from the beginning 

the Longhorn Band was linked to football, marching for the first time at a game against 

the University of Missouri in October of the same year.19  

                                                                                                                                                 
the number, size, quality, and support of university bands. The peak of university 
marching bands is debatable, but generally it could be said to take place in the mid-
twentieth century. 
16 Information on the history of the Stanford Band is taken from “For 45 Years Stanford 
has Listened to Martial Strains As the Band Marches On,” in Stanford Illustrated Review 
30 (March 1938): 14-15. There are competing accounts of the starting year of the band. 
In “For 45 Years Stanford has Listened” the date is mentioned as 1893. In “The 
University Brass Band,” The Daily Palo Alto, 22 November 1892, the author mentions a 
serenade by the Stanford brass band. McCarrell states the beginning year for the Stanford 
Band as 1891. 
17 Ernest Whitney Martin, “Tooting the Horn for Stanford,” in Stanford Illustrated 
Review 30 (November 1928): 79-80. 
18 Eckhardt, Facts and Stories About Fifty Golden Years, 22. 
19 Berry, “Student Life and Customs, 1883-1933,” 566, citing The Daily Texan, 29 
October 1900. 
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 Before World War I, the repertoire of these campus bands probably closely 

resembled the music of other amateur bands. Amateur and professional band concerts 

alike featured a mix of marches, patriotic songs, popular songs, programmatic pieces, 

solo pieces, classical transcriptions, and dance pieces.20 Marches were often written by 

the leaders of professional bands, such as Karl King, David Wallis Reeves, and John 

Philip Sousa. Nationalist sentiment on the heel of the Civil War promoted the use of 

patriotic songs such as “Hail, Columbia,” “The Star-Spangled Banner,” “Yankee 

Doodle,” and “The Battle Hymn of the Republic.” Vocal pieces were a fixture at 

concerts, so hymns, ballads, and operatic airs were performed. Bands also played 

instrumental arrangements of popular songs, such as those by Stephen Foster or medleys 

of Irish and Scottish folksongs. Programmatic pieces depicting a familiar, dramatic 

narrative were common, such as J. Hewitt’s “Battle of Trenton,” or tender stories of 

young love, as depicted in David Wallis Reeves’ “The Evening Call.” Solo pieces tended 

to feature the cornet, with other instruments occasionally featured too. Transcriptions of 

orchestral works by Rossini, Wagner, Mozart, Verdi, Mendelssohn, Massenet, Weber, 

Liszt, Meyerbeer, and Bellini provided a purportedly more sophisticated treat among the 

rest of the lighter programming, Lastly, any dance engagement would surely require a 

variety of popular dance tunes, such as waltzes, quadrilles, polkas, galops, and Viennese 

waltzes. 

 Civic bands served as a pleasurable diversion for communities. The town band 

was a point of pride for town members, and it often served as a primary amusement 
                                                 
20 This paragraph is summarized from M. H. Hazen and R. M. Hazen, “Discoursing 
Sweet Music,” in The Music Men, 112-27. 
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attraction in the area, especially on Sundays, when most other forms of entertainment 

were banned.21 With improvements in instrument technology in the nineteenth century, 

the instruments became easier to play, more durable, and louder, making outdoor band 

performance a more feasible proposition. Improved transportation allowed the 

instruments to be shipped around the country and made it easier for music teachers to 

spread their craft. With an initial investment and modest training, an amateur band could 

ostensibly provide years of weekly or biweekly entertainment for the local residents. 

Besides providing entertainment, bands were effective publicity tools for various causes 

from commercial ballyhoo to religious celebrations.  

Proponents championed other benefits of bands. The physical exertion in playing 

and marching were thought to improve the health of the musician.22 Band music was 

thought to enrich the lives of Americans by familiarizing them with the revered art works 

from the Western European tradition.23 More importantly, bands were viewed as vehicles 

of cultural improvement and a civilized marker of democracy itself.24 The band reflected 

democracy by influencing the community as whole: concerts were meant for everybody 

in that community, and they would all benefit from it at the same time.25 A review in the 

Minneapolis Tribune in 1875 sums up this view: “These concerts are the contribution of 

art to the people, to be enjoyed by the occupant of the humblest cabin and by the master 

                                                 
21 This paragraph is summarized from M. H. Hazen and R. M. Hazen, “Music for the 
People,” in The Music Men, 1-14. 
22 Ibid., 11. 
23 Ibid., 11-12. 
24 Ibid., 11. 
25 Ibid., 12. 
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of a mansion, and harmonizing all classes in the democracy of music.”26 Band concerts 

were the cultural equalizer among the social classes. 

 Proponents of campus bands also extolled its health and democratic benefits, but 

the theme of local pride took on special significance for campus bands. From their 

earliest days, campus bands promoted local pride in the form of “school spirit.”27 An 

alumnus of the Longhorn Band of the early 1900s, John L. Sinclair, claims that the 

marching band at that time “had a tremendous influence in the development of what you 

might call university spirit.”28 In university settings, school spirit was thought of as 

vigorous, outward pride and support, but the term was especially linked to sports from its 

earliest references in the second half of the nineteenth century.29 Indeed, from the 

beginning, the primary function of those campus bands not specifically associated with 

military training was to serve as semi-official “rooters” for football games. In performing 

college songs and cheers, the marching band revved up the student fans to cheer for their 
                                                 
26 Ibid. quoting Clayton Howard Tiede, “The Development of Minnesota Community 
Bands during the Nineteenth Century” (Ph.D. dissertation, University of Minnesota, 
1970), 125. 
27 McCarrell, “College Band Movement,” 20. 
28 John L. Sinclair interview, Byers Oral History Collection/Dulaney (H.G.) Oral History 
Collection/Longhorn Alumni Band Records, Center for American History, The 
University of Texas at Austin. 
29 School spirit or morale was a topic in educator journals and magazines during the 
interwar period: Mignon Quaw Lott, “Speaking of School Spirit,” Journal of Education 
124 (November 1941): 268; Agnes C. Murphy, “Developing the Proper School Spirit,” 
Virginia Journal of Education 25 (March 1932): 280; M. L. Staples, “School Morale 
Through the Pep Assembly,” School Activities 11 (Sept. 1939): 17-18; C. B. Wilson, 
“School Spirit in a Democracy,” Bulletin of the National Association of Secondary-
School Principals 25 (February 1941): 37-40. Many of these articles try to expand the 
notion of school spirit beyond sports-team chauvinism to a pride and interest in the well-
being of the entire school. Their efforts point toward the general parlance of school spirit 
as an outwardly physical, vocal support for the sports team. Use of the term “school 
spirit” earlier in the century suggests the same meaning. 
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team. Director of the Stanford Band, Ernest Whitney Martin, recounted his first 

impression of the band at a football game in 1898: 

Your band paraded on that day, sixteen strong and a bit weak in ensemble, but 
vibrant. You played repeatedly a song called “Come Join the Band.” [Stanford’s 
fight song] You played it with a soul-filling zest, and on your campus there was a 
spirit of friendliness and hospitality which I had never seen in the East.30 

 

Although Martin does not mention school spirit directly, “soul-filling zest” similarly 

signifies a person’s metaphysical presence, his “soul” or “spirit,” and while “spirit” in 

“school spirit” means enthusiasm or attitude, the term still suggests a connection to a 

metaphysical dimension. The “zest” or enthusiasm that feeds the soul in Martin’s 

description is a similar force implicated in the term “school spirit.” Suffice it to say that 

the desire for an instigator of school spirit supported early university bands. The 

discourse of school spirit in interwar universities will be examined more closely in 

chapter four. 

 

III. Glee Clubs 

 University glee clubs arose slightly before marching bands, and they too mirrored 

larger trends in American music making. By the beginning of the Civil War eight 

university glee clubs had already been established in the United States, at Harvard, the 

University of Michigan, Yale, Georgetown, Trinity, Wesleyan, Mercer, and Brown.31 The 

Yale Glee Club started tenuously in 1860, when six sophomores who had sung together 

                                                 
30 Martin, “Tooting the Horn for Stanford,” 79. 
31 Thomas, “The Development of Male Glee Clubs,” 41-42. 
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in prep school formed their own singing group.32 Their numbers expanded to thirteen 

members of their class, and they sang together until their graduation in 1863.33 The class 

of 1867 followed suit, and by the academic year 1870-71, the glee club had been 

regularized and expanded to include all classes.34 In 1873 the Yale Glee Club came under 

the professional direction of Thomas Shepard, who had conducted a local German 

singing society in New Haven.35 Concert tours occurred very early. Already in 1864 the 

group was traveling to various cities in New York and Connecticut.36 By 1874 their tours 

had expanded as far west as Cleveland.37 The histories of The University of Texas and 

Stanford Glee Clubs are somewhat harder to discern. At The University of Texas, clubs 

had formed sporadically since the university’s inception in 1883.38 They stabilized 

around the turn of the century with the establishment of the Men’s Glee Club and the 

Girls’ Glee Club. The Men’s Glee Club quickly set out on concert tours; in 1903 the 

ensemble performed in eight cities, accompanied by the University Mandolin Club, a 

group of mandolin players that performed a wide range of repertoire, including 

contemporary popular music. The Stanford Glee Club, like the marching band, began 

within a few years of the university’s founding in 1891.39 

                                                 
32 Maurice Faulkner, “The Roots of Music Education in American Colleges and 
Universities” (Ph.D. diss., Stanford University, 1956), 182. 
33 Ibid. 
34 Ibid. 
35 Bartholomew, The First Hundred Years, n. p.. 
36 Ibid. 
37 Ibid. 
38 The following information on The University of Texas Men’s Glee Club is taken from 
Berry, “Student Life and Customs,” 566-68. 
39 “For 45 Years Stanford has Listened,” 14-15. 
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 In the United States, the glee club grew out of the male singing society, especially 

those organized by German Americans. Informal male singing ensembles had roots in 

Europe. For example, the Noblemen and Gentlemen’s Catch Club, founded in London in 

1761, exemplified the English eighteenth-century tradition of singing glees, and the 

group survived into the twentieth century.40 Dating from the early nineteenth century, 

German singing societies, or Männerchöre, more strongly influenced the development of 

American glee clubs.41 Immigrant groups from all over Europe formed singing societies 

in the United States, but the Germans formed a large percentage of immigrants in the 

mid-nineteenth century, and so their singing groups were the most widespread.42 The 

earliest German-American singing societies were founded in Philadelphia in 1835 and in 

Baltimore in 1836 or 1837. By 1850 many of the larger cities had at least one German-
                                                 
40 Ibid. 
41 Suzanne G. Snyder, “The Indianapolis Männerchöre: Contributions to a New 
Musicality in Midwestern Life,” in Music and Culture in America, 1861-1918, ed. 
Michael Saffle. (New York: Garland Publishing, Inc., 1998), 111-140. 
42 Michael Broyles, “Immigrant, Folk, and Regional Musics in the Nineteenth Century,” 
in The Cambridge History of American Music, ed. David Nicholls (Cambridge, UK: 
Cambridge University Press, 1998), 145-48. The remainder of this paragraph is 
summarized from this source. Other articles on singing societies in the United States 
include: Irving Babow, “The Singing Societies of European Immigrant Groups in San 
Francisco: 1851-1953” Journal of the History of the Behavioral Sciences 5, no. 1 (1969): 
10-24; Alan R. Burdette, “’Ein Prosit der Gemütlichkeit’: the Traditionalization Process 
in a German-American Singing Society,” in Land without Nightingales: Music in the 
Making of German-America, eds. Philip V. Bohlman and Otto Holzapfel (Madison, 
Wisconsin: Studies of the Max Kade institute for German American Studies, 2002), 233-
257; Mary Jane Corry, “German Singing Societies in New York City in the Nineteenth 
Century,” in On Bunker’s Hill: Essays in Honor of J. Bunker Clark, eds. William A. 
Everett and Paul R. Laird (Sterling Heights, Mich.: Harmonie Park Press, 2007), 45-52; 
Mary Sue Morrow, “Somewhere between Beer and Wagner: the Cultural and Musical 
Impact of German Männerchöre in New York and New Orleans,” in Music and Culture 
in America, 1861-1918, ed. Michael Saffle (New York: Garland Publishing, Inc., 1998), 
79-109; Snyder, “The Indianapolis Männerchöre,” in Music and Culture in America, 
1861-1918, 111-140. 
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American singing society, and by the end of the nineteenth century many smaller 

communities with a reasonably-sized German immigrant population had one too. Their 

repertoire consisted of nostalgic German folksongs and contemporary art music. 

Performances were given to the German-American community and the broader 

community as well, while singing festivals, or Sängerfesten, on a national scale provided 

opportunities for fellowship, competition, and improvement. Male camaraderie and a 

shared remembrance of the homeland figured prominently in the attraction of these 

groups. While they did not single-handedly influence other Americans to create singing 

societies or glee clubs, the German-American singing societies were in a mutually 

reinforcing relationship with other American men’s singing groups.  

 Besides the broader American trend toward men’s singing groups, other informal, 

homegrown roots figure into the founding of university glee clubs. In the case of Yale 

University, accounts of student life in the mid- to late-nineteenth century frequently 

describe informal singing on the Yale Fence, a precursor to the official glee club and a 

practice that would become the focus of nostalgia well into the twentieth century. The 

Yale Fence, erected in 1833, spanned one side of campus facing the public New Haven 

Green.43 Yale students would fraternize on the fence, divided according to their yearly 

class, and sing for their own entertainment. The class of 1863 formed their glee club on 

the fence, and as mentioned above, this ensemble became the foundation for the official 

glee club that would emerge in the next decade.44 Alumni of the mid- to late-nineteenth 

                                                 
43 Bartholomew, The First Hundred Years, n. p. 
44 Ibid. 
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century sentimentalized what they remembered as bountiful, vibrant singing. Lyman 

Hotchkiss Bagg, a graduate of 1869, describes the scene: 

Singing, too, is never entered into or enjoyed so heartily as when sitting on the 
fence; the subtle fascination of that locality – seeming to accord well with the 
spirit of melody. One of the pleasantest recollections of a graduate is the memory 
of moonlight evenings under the elms, enlivened by the inspiring sounds of grand 
old college tunes….Often a party will sing for an hour or more, – changing from 
grave to gay, from lively to severe – while the windows and balconies of the New 
Haven Hotel testify their appreciation of the music.45 

 

The college songs remembered so fondly are not completely lost to memory, though, 

since Bagg further explains that Yale college songs had been published. In 1867, a new 

collection featured about fifty college songs that originated at or were adapted to Yale; 

the remainder of the collection consisted of popular airs.46 This publication was no 

exception; Yale song collections were published regularly throughout the second half of 

the nineteenth century and into the twentieth, as were collections by other schools and 

general collections.47 Another Yale alumnus from the second half of the nineteenth 

century describes the ubiquitous singing:  

College singing occupies a much more prominent place in the daily life at Yale 
than one might infer from a perusal of the college catalogue, or an examination of 
the prescribed text-books. Indeed, to such an extent is this true, that from the 
earliest attempts of Freshman year within the secret walls of Delta Kappa, to the 
sad Parting Hymn of Commencement week, it is hardly possible, in term time, to 
escape, for many consecutive hours, the echo of some college song….[S]o general 
is participation and so expressive is spontaneous music of the moods and feelings, 

                                                 
45 Bagg, Four Years at Yale, 300. 
46 Ibid., 301. 
47 A cursory search brings up several publications of Yale college songs printed in the 
years 1867, 1870, 1873, 1876, 1880, 1882, 1885, and 1889. In addition, many 
compilations included songs from Yale and other American colleges. Examples of these 
more general compilations were published in 1860, 1889, 1897, 1906, 1907, and 1918. 
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that we may regard college singers as a pretty reliable barometer of the prevailing 
sentiment.48 

 

Whether this anonymous alumnus’ assertion is true or not is less important than his 

remembering that singing occurred all the time. For both of these alumni, the rose-tinted 

glasses of nostalgia may have influenced their accounts to include more singing than had 

actually occurred. The description of these college songs as particularly apt 

encapsulations of the “prevailing sentiment” prefigures college songs as pure 

expressions, untainted by emotional restraint or stylistic mores. This understanding of 

college songs as pure, “spontaneous” expression would haunt the Yale Glee Club into the 

twentieth century, making repertory and stylistic changes difficult. Even in the mid-

twentieth century, Yale students and alumni still continually sought to recapture these 

halcyon images of hearty, impulsive singing passed down from alumni long ago, despite 

the questionable accuracy of their reminiscences. The sentiment behind these legendary 

singing sessions would be conflated with a generalized vim for college life: the college 

spirit. As in other educational debates of the interwar period, the desire to restore 

community based on an idealized vision of the past would guide the development of the 

glee club. 

 As indicated by these reminisces, the repertory of the nineteenth-century campus 

glee clubs included many college songs. The publication of Yale songs from 1867 is a 

reasonable indicator of the types of music sung by official and informal class glee 

                                                 
48 John Addison Porter, ed., Sketches of Yale Life: Being Selections, Humorous and 
Descriptive from the College Magazines and Newspapers (Washington, D.C.,: Arlington 
Publishing Co., 1886), 129-30. 
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clubs.49 Judging by the preface, it is unclear whether the songs in this compilation strictly 

represent songs sung informally by Yale students or presented formally in Yale Glee 

Club concerts. In the introduction, Ferd. Garretson notes that these songs were “simply 

sung traditionally on the jolly occasions and festivals of college life” which gives little 

indication as to whether these were sung by the Yale Glee Club or the student population 

in general. Given that the Yale Glee Club was still young at this time, and that it began as 

an offshoot of the informal class glee clubs, the collected songs were probably sung by 

both the informal and formal glee clubs. Included is at least one ancient college song 

dating from thirteenth-century European institutions: “Gaudeamus.” This song, as well as 

many others in this collection, was given new lyrics to reflect the particularities of Yale 

life and customs. A few songs have four or more sets of new lyrics. “Brothers’ Campaign 

Song” is a contrafact of a chorus from Bellini’s opera Il Puritani. Other songs combine 

two incongruous songs for humorous effect. One song alternates the lyrics of “Mary Had 

a Little Lamb” with the popular song from the Civil War, “Battle Cry of Freedom,” 

resulting in this opening line: “Mary had a little lamb, its fleece was white as snow. 

Shouting the battle cry of freedom.” At least one minstrel song is in the compilation, 

“The Black Brigade” by Dan D. Emmet. Scottish airs, such as “Oft in the Stilly Night,” 

are given new lyrics. Many of the songs in the collection appear to be original Yale 

college songs, although these too have several separate sets of lyrics. Contrafacta of the 

popular songs of the day appear to reign supreme as Yale college songs. The 

                                                 
49 Ferd. V. D. Garretson, compiler and arranger, Carmina Yalensia: A Complete and 
Accurate Collection of Yale College Songs with Piano Accomapniment (New York: 
Taintor Brothers & Co., 1867). Garretson is a Yale alumnus of the class of 1866. 
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arrangements range from three- or four-part a cappella songs to solos or unison choruses 

accompanied by piano. The vocal ranges, melodic contours, and rhythms are all in 

keeping with the abilities of amateur singers, suggesting the modest ability of the 

nineteenth-century Yale Glee Club.  

 

IV. Bells 

 The usual themes of fun times and mischief are present in the Yale college songs, 

but another theme is the campus bell. This is not surprising, given that the college bell 

figured prominently into the lives of the students. Campus bells were not, like marching 

bands and glee clubs, part of the extracurriculum in the nineteenth century; they were 

administratively controlled by someone appointed to supervise (and play) the instrument 

and so were a part of the official life of the college or university. However official, they 

were not part of the curriculum but were more in line with official pronouncements of the 

institution. It was in the late nineteenth century that the college bells began to be 

aestheticized and sentimentalized, which aligned them with the extracurricular music of 

the marching band and glee club. 

 The bell as a signal for daily events and duties on the American campus is 

indicative of its monastic and community origins in medieval Europe.50 Small hand bells 

                                                 
50 While there are a reasonable number of books in English on the history and cultural 
history of bells, most pale in comparison with the thorough Percival Price, Bells and Man 
(New York: Oxford University Press, 1983). Other sources on bells, chimes, and 
carillons, even if dated, include: Arthur Lynds Bigelow, Carillon: An Account of the 
Class of 1892 Bells at Princeton with Notes on Bells and Carillons in General (Princeton: 
Princeton University Press, 1948); Satis N. Coleman, The Book of Bells (New York: John 
Day Co., 1938); Brian Eno, “Bells and Their History.” In Sound Unbound: Sampling 
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were used in Christian ceremonies before the fall of the Roman empire, since the use of 

bells was an adaptation of pagan rituals.51 Larger bells used in church towers were 

actually derived from this same practice in monasteries. The earliest known set of bells in 

a monastery tower was in the mother house of the Benedictine Order at Montecassino in 

the Province of Campania, in what is now Italy.52 The Benedictines cast bronze bells, 

rather than forging them from iron, and their practice spread to other Benedictine houses 

and then to churches during the next five centuries.53 Before the fourteenth century, when 

tower clocks appeared, the cast bell in the monastic community regulated daily life. 

Disciplined religious life was ordered by the regular bell signals that could be heard 

within the vicinity. Similarly, church bells summoned the faithful to services, a function 

which symbolically endures today. In the late thirteenth century, European towns and 

cities began using bells for civic signals.54 The municipal privilege to use bells was 

difficult to obtain from ecclesiastical rule, and the use of the civic bell could be restricted 

                                                                                                                                                 
Digital Music and Culture, ed. Paul D. Miller (Cambridge, Mass.: The MIT Press, 2008), 
343-351; Bessie Lee Fitzhugh, Bells Over Texas (El Paso, Texas: Texas Western Press, 
1955); Karel Keldermans and Linda Keldermans, Carillon: The Evolution of a Concert 
Instrument in North America (Springfield, Ill.: Springfield Park District, 1996); André 
Lehr, The Art of the Carillon in the Low Countries, trans. Christina Anderson, Stuart 
Doughty, Paul Rans, and Neil Race (Tielt, Belgium: Lannoo Printers and Publishers, 
1991); William Gorham Rice, The Carillon in Literature: A Collection from Various 
Authors with Some Notes on the Carillon Art (New York: John Lane Company, 1916); 
William Gorham Rice, Carillon Music and Singing Towers of the Old World and the New 
(New York: Dodd, Mead and Company, 1925); L. Elsinore Springer, That Vanishing 
Sound (New York: Crown Publishers, Inc., 1976). 
51 Price, Bells and Man, 79. 
52 Ibid., 86. 
53 Ibid., 86-91. 
54 Ibid., 134-163. 
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or rescinded altogether.55 Although for centuries the secular life of the city had revolved 

around the regular signals from the churches and monasteries, the erection of city walls 

necessitated new signals to alert residents to curfew (closing of the gate) and fire.56 Thus 

began a process of civic and secular bell ringing that would only expand during the 

following centuries into civic bell towers, guild halls with bells, and carillons. The bells 

on American campuses, then, are associated with this disciplined regulation in the sacred 

and secular spheres of life. To be sure, Americans had been using bells for religious and 

municipal purposes since colonial times, yet the association of bells with both the church 

and civic community harkens back further to their strong traditions in the Old World. 

 More than functional objects, bells were the pride of European communities. 

When civic bell towers independent from the churches arose in the twelfth through 

fourteenth centuries, they were objects of intense civic pride.57 In the Low Countries, the 

several bells grew in number and were tuned to diatonic or chromatic series of pitches. 

The bells were then attached to a keyboard so that a single musician could ring several 

bells simultaneously, forming instruments that we now classify as chimes (fewer than 23 

bells) or carillons (23 bells or more).58 The earliest carillons were installed in the early 

sixteenth century in this prosperous area of Europe.59 Wealthy merchants paid for these 

                                                 
55 Ibid. 
56 Ibid. 
57 Ibid. 
58 I use the current definition of “chime” and “carillon” given by the Guild of 
Carillonneurs in North America, although the classifications are anachronistic and 
modern Europeans define chimes and carillons slightly differently. See footnote five in 
the introduction. 
59 Price, “Bell Music,” in Bells and Man, 184-242. 
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extravagant bell instruments to represent their civic pride.60 Neighboring towns competed 

with each other to see which could create the largest, most beautiful bell instrument.61 No 

longer merely a long-range signaling device, the bell thus became integrated into a 

musical instrument. This aesthetic turn would manifest itself on American campuses with 

the installation of chimes and carillons in the nineteenth and twentieth centuries. As bell 

instruments expressed civic pride in Europe, so too would their American counterparts 

project a strong sense of community.62 While the added aesthetic role of bells did not 

confer a new pride in them, since community members also viewed with pride the bells 

that did not play melodies, the aestheticization of bells on American campuses seems to 

have made them riper for expressing or nurturing school spirit and nostalgia. I will 

explore the role of these instruments in displaying and inculcating school spirit and 

nostalgia in the interwar period in chapters four and five. 

In Europe, the tradition of ringing bells to signal daily events on campuses dates 

back to the fourteenth century. The Sorbonne in Paris received its first bell in 1358, 

although it could not ring for curfew, which was two hours later than the rest of the city, 

until the seventeenth century.63 English colleges also possessed distinctive bells to signal 

to their students.64 Starting in 1643, Harvard University rang a bell to announce classes. 

The tradition of manually ringing this bell lasted until the late 1950s. Other early East 
                                                 
60 Ibid. 
61 Ibid. 
62 Bells have also been used in modern art installations in an effort to evoke or instill a 
sense of community. See, for example, Anton Hasell and Neil McLachlan, “The Secular 
Bell,” in Acoustic Ecology: An International Symposium (Melbourne: World Forum for 
Acoustic Ecology, 2003). 
63 Price, Bells and Man, 148. 
64 Ibid. 
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Coast colleges and universities had bells since at least the nineteenth century: Brown, 

Amherst, Yale, and Dartmouth, for example.65 Nineteenth-century accounts describe the 

college bell at Yale as one among the many in New Haven: 

When one first comes to New Haven, there is nothing that confuses him so 
constantly as the number, variety and continual ringing of bells. There are the 
bells of all the churches round the city green, which ring on every conceivable 
occasion whenever anything is to be done or not done. There is the bell at the 
depot, which rings every time a train is expected to come or go. There are the 
numberless shirt factories and carriage factories, each of which has its own 
particular bell, and its own particular time for ringing it. All these bells besides 
chime in the hours according to their own peculiar chronology, so that noon is any 
time between 11:45 A.M. and 12:15 A.M. [sic] And to swell the harmony, there is 
the College bell, which warns the student when in the morning to turn over for his 
last nap; when, an hour afterward, to go to breakfast, and in three minutes again, 
to come back to prayers; which rings every half hour for the time, and every half 
hour for a recitation; which proclaims the anniversary of every meal; and after the 
shades of night begin to fall, calls alike to prayer-meetings or large society – the 
revival of religion, or the decay of eloquence.66 

 

The college bell at Yale regulated life for its community, but it was one among the 

countless bells that regulated life in the town. The author later notes that freshmen at first 

have difficulty distinguishing the college bell from the other local bells, but the senior 

easily discerns its calling and has memorized all of its various signals.67 Less an occasion 

for aesthetic contemplation than for practical signaling, the sound of the college bell at 

Yale was the literal voice of authority bidding students to their next item on the daily 

itinerary. Another account from the nineteenth century describes the bidding of the bell 

interrupting the students’ leisure time: 

                                                 
65 Springer, That Vanishing Sound, 43. 
66 Porter, ed., Sketches of Yale Life, 29-30. 
67 Ibid., 30. 
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Under the elms five minutes before the clanging of the remorseless old sentinel in 
Lyceum belfry! What a fluttering and sometimes cutting of leaves! What a racing 
through the whole lesson to catch some cue which will enable colloquy men to 
save an inglorious fizzle, and philosophicals to make a triumphant rush. What 
varied expressions of countenance! Here smiling complacency, there scowls; this 
man whistles, that one swears; here the serenity of indifference, there the serenity 
of despair. Now the bell begins to ring. What slow and toilsome ascent up the 
narrow stairs! What a sudden bolting into the recitation room as the last stroke 
dies away, and the door closes with a slam behind the last loiterer, and upon a 
division meekly expectant of the hour’s worse contingencies.68 

 

The bell is clearly viewed with some derision as the spoiler to the students’ precious free 

time. The sound of the bell alerts them to make their way to class; it is not a watch, 

whistle, or shout that calls them to their next class. The students know intimately the 

bell’s pattern of rings and its ultimate authority, since they slowly make their way to the 

classroom, but then hurriedly dash into the room as the last stroke decays. To arrive after 

the sound of the bell has died away is to be late. The bell’s signal changed over time, 

however. In the mid-1870s, Yale installed an automated chime in the new Battell Chapel, 

which struck the hours and every fifteen minutes rather than signaling for classes, chapel, 

meals, or curfew, as did the college bell.69 The customary signaling for chapel, noontime, 

and curfew would resume with the Harkness Memorial Chime in the early 1920s. 

 Stanford University, The University of Texas, and Yale University all installed 

carillons in the interwar period after installing smaller chimes. Stanford’s campus was 
                                                 
68 Ibid., 35. 
69 Pinnell, The Campus Guide: Yale University (New York: Princeton Architectural 
Press, 1999), 18-20; W. E. Decrow, Yale and “The City of Elms” (Boston: W. E. 
Decrow, 1885), 21-22. While it is clear that the construction of Battell Chapel from 1874-
76 included the installation of a chime that rang every fifteen minutes, there is no 
mention of when the manual ringing of the college bell stopped. Since I cannot find any 
mention of this ringing tradition after the installation of the Battell Chime, I assume that 
the redundancy of two sets of bells eroded the older ringing tradition until it ceased.  
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built quickly in the late nineteenth century according to the grandiose scheme desired by 

its benefactors. The centerpiece of the campus design was the Memorial Church, a 

striking building with colorful sculpture, mosaic, fresco, and stained glass. By the time 

the church was completed in 1902, a set of chimes had been installed in the tower.70 The 

automatic chimes rang out the Westminster chime pattern every fifteen minutes.71 The 

disastrous 1906 earthquake, in which many of the buildings on campus were destroyed, 

also leveled the bell tower.72 A makeshift tower for the bells was erected during the 

reconstruction of the campus, although the tower for Memorial Church was never rebuilt, 

and now the bells hang in a freestanding campanile. The University of Texas’ first set of 

bells was not installed until 1929. Bells had not been the university’s idea; the chime was 

donated by an anonymous alumnus (now known to be Albert S. Burleson, former 

Postmaster General and 1884 UT Law School graduate).73 The quality of the bells 

evidently left much to be desired, so when the Old Main Building was razed in 1936, they 

came down and were not installed in the new Main Building.74 However, this was not the 

first time someone had expressed interest at the prospect of bells on The University of 

Texas campus. In 1913 the graduating class donated money to install a chime on campus, 

forming the chimes committee.75 Little is mentioned about the committee, other than that 

they had been doing research on chimes for the university, and that the graduating classes 
                                                 
70 Paul V. Turner, Stanford University (New York: Princeton Architectural Press, 2006), 
27-28. 
71 Margaret Cummings, “Clock Tower Chimes Once Hung in Memorial Church,” The 
Stanford Daily, 13 October 1927. 
72 Ibid. 
73 Eckhardt, Facts and Stories, 89. 
74 Ibid. 
75 The Alcalde 1, no. 3 (1913), p. 292 
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of 1914-16 and 1918 had donated money to the cause.76 The committee was not 

successful, since by 1927 they had turned their fund into a student scholarship.77 

 Through their association with community, campus bells represented collegiate 

ideals. As with the marching band and glee club, the bells’ association with this ideal 

alone could turn its sound into a nostalgic trigger. Alain Corbin argues that during 

nineteenth-century France, though, bells accumulated a direct association with 

nostalgia.78 Rural French bells shifted from serving as signaling objects to evoking 

nostalgia for an idealized time before the Revolution. For centuries, bells had been used 

by French churches as auditory signals, but after the Revolution, the government forbade 

the religious use of bells, and in many cases the bells were confiscated by the 

government, then turned into cannons or used to signal governmental business and 

holidays. Although churches were able to ring bells for some religious purposes again in 

1802, the intense debate over the use of the bells had shifted their significance. No longer 

as potent in their ability to transmit their auditory signals, bells instead began to 

symbolize a simpler, more innocent pastoral world before the devastating Revolution; 

they were portrayed and understood as triggers of nostalgia. Corbin draws from a variety 

of Romantic writings to make his broader case for the association of bells with 

sentimental emotions. Corbin claims that the sentimental attachment and glorification of 

bells began with Friedrich von Schiller’s “Das Lied von der Glocke” (1797) and Johann 

                                                 
76 Catalogue of The University of Texas 1927-1928, p. 66. 
77 Ibid. 
78 Alain Corbin, Village Bells: Sound and Meaning in the 19th-Century French 
Countryside, trans. Martin Thom (New York: Columbia University Press, 1998). 
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Wolfgang von Goethe’s “Die wandelnde Glocke” (1813).79 French poets like 

Chateaubriand, Hugo, and Lamartine also expressed this nostalgic theme.80 In landscape 

painting by such artists as Corot, the bell tower was re-centered in the depicted rural 

village, privileging a reflection on memories associated with the bells.81 As in France, 

bells on American campuses would also accrue an association with nostalgia. The 

understanding of bells as nostalgic markers for bygone college days would be circulated 

by alumni and administrators in university alumni memorabilia, which I will discuss in 

chapter five.  

 

V. Conclusion 

 Campus marching bands, glee clubs, and bells were associated with collegiate 

ideals of character building and especially community even before the interwar period. 

Marching bands were thought to aid the health of the performers and presented cultural 

fare that would unite the entire community. At universities, their music helped instill 

school spirit into fans at football games. The act of singing together on campus 

represented the broader experience of community, which is not to mention the 

idealization of community in their song lyrics, a topic that I will present in chapter four. 

Bells possessed a strong association with European communities, which university 
                                                 
79 Ibid., 289. 
80 Corbin in Village Bells discusses the writings of these authors in relation to bells. 
Another article that discusses the bells as nostalgic symbols in nineteenth-century French 
poetry is Aimée Boutin, “’Ring out the Old, Ring in the New’: The Symbolism of Bells 
in Nineteenth-Century French Poetry,” Nineteenth-Century French Studies 30, nos. 3 & 4 
(2002): 267-281. 
81 Corbin, Village Bells, 296, quoting Françoise Cachin, “Le paysage du painter,” in 
Nora, ed., Les lieux de mémoire, vol. 2, “La Nation,” pt. 1, p. 465. 
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communities latched onto when they installed the aesthetic manifestations of the college 

bell in the form of chimes and carillons. 

 The campus music’s connection to community was perpetuated by nostalgic 

alumni and administrators in the twentieth century. Alumni and administrators in the first 

half of the twentieth century felt nostalgic for their idealized memories of campus 

community, memories which were triggered or represented by campus music. Thus, 

nostalgia gave an impetus to university communities to uphold campus music making. In 

turn, alumni and administrators used campus music in the interwar period in the hopes of 

generating school spirit in students and nostalgia in alumni. The crucial ideal of 

community, aided by nostalgia, fueled the success of campus marching bands, glee clubs, 

and bells into the second half of the twentieth century. In the following chapter, I will 

examine the universities’ ambivalent response to modernity and modernism in the 

extracurriculum, since they desired to maintain their idealized vision of collegiate 

community based in the nineteenth century.  
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Chapter III: The Ambivalent Response to Modernity 

I. Introduction 

 In the 1925 film The Freshman, Harold Lloyd plays Harold Lamb, an 

enthusiastic, naïve freshman bent on becoming the biggest man on campus at Tate 

College.1 At the beginning of the film, students pour out of the train near Tate’s campus. 

They have arrived to begin the fall semester; upperclassmen and freshmen alike crowd 

the platform. Whereas upperclassmen greet old friends or walk confidently to their 

destination, Harold looks slightly confused, as he is unsure of where he should proceed in 

this unfamiliar place. He tries to get his bearings by observing other students. At one 

point, he starts to follow a crowd of students, only to be distracted by a passenger whom 

he thought called his name. Finally, after the crowd clears, some upperclassmen offer him 

a ride in their car. Harold hops in and is driven off to campus. 

The above description of mechanized transportation and confusion among the 

masses serves as a metaphor for the experience of modernity as defined by Marshall 

Berman. In his seminal All That is Solid Melts into Air, Berman defines modernity as a 

heightened experience of alienation and chaos amidst the growth in mechanization, 

industrialization, urbanization, mass communication, and a global capitalist economy.2 

When I use the term “modern,” I refer to these defining aspects of modernity that Berman 

lists, although in my use of “modern” I highlight the faith in scientific discoveries and 

new technology for humankind’s progress. Berman’s definition of modernity suits the 
                                                 
1 Sam Taylor, Ted Wilde, John Grey, and Tim Whelan, The Freshman, DVD. Directed 
by Fred C. Newmeyer and Sam Taylor (The Harold Lloyd Corporation, 1925). 
2 Marshall Berman, All That is Solid Melts into Air: The Experience of Modernity (New 
York: Simon & Schuster, 1982; reprint, New York: Penguin Books, 1988). 
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experience of higher education in the late nineteenth and the first half of the twentieth 

century, since it emphasizes the universities’ new aspiration to produce scientific 

knowledge and technology, while also referencing the main drawbacks of the student 

experience: a widening gulf between students and their instructors and the students’ 

feeling of being overwhelmed by the number of courses available. Starting in the 

nineteenth century, American institutions fashioned after the university model facilitated 

modernity by producing, assimilating, and spreading the ever-growing expanse of 

scientific and technological knowledge. Thus, the university model, with its growing use 

and development of technology, can be viewed as closely aligned with modernity. As 

shown above, better mass transportation is a positive effect of modernity on American 

campuses, since students can travel more conveniently and comfortably. However, 

universities also felt the negative effects of modernity. Harold felt confused at the train 

platform, since there were so many people going in every direction, and almost no one 

seemed willing to help him. In a similar way, students acutely felt the “alienation and 

chaos” through the bureaucratic, impersonal university system. As we saw in chapter one, 

by the turn of the twentieth century the university model’s large lecture courses and free 

elective system hardly inspired the intellect of the students. Too often, students felt lost 

amid the vast number of classes open to them. 

According to Berman, modernism is defined as the visions, ideas, and values 

devised in response to the experience of modernity; modernists attempt to claim the 

“maelstrom” of modern life as their own or lend power to people to change the 
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modernized world that has shaped them.3 These specific reactions to modernity, and the 

people who enact them, are not passive receptors of modernization. Different strands of 

modernism may affirm or denounce modernity,4 but they all actively engage with the 

ramifications of living in a modern industrial world and take a stance on it. As we saw in 

chapter one, university community members proposed solutions to the troubling problem 

of student academic apathy. Both the collegiate model and the university model inspired 

solutions to rejuvenate the academic experience. These remedies constituted a negative 

response to modernity and thus were themselves a form of modernism, since the 

proposals all aimed to correct the sense of isolation resulting from an educational model 

aligned with modern ideals. With this broad definition of modernism, it may seem that 

nearly any movement in the first half of the twentieth century could be construed as 

modernist. However, that is not how I understand Berman’s definition. Non-modernists, 

for example, would attempt to carry on a tradition while giving little thought to its 

meaning in the changing industrialized world or in light of other intellectual or artistic 

developments. Modernists, in contrast, would directly incorporate developments from 

modernity, such as new technology, and/or articulate a response to the chaos of modern 

life, whether that response is affirmative, negative, or ambivalent. 

I use Berman’s definition of modernism here because it emphasizes the reaction 

against the experience of modernity without immediately limiting the reaction to certain 

                                                 
3 Berman, “Introduction: Modernity – Yesterday, Today and Tomorrow” in All That is 
Solid Melts into Air, 15-16. 
4 Ibid., 15-36. 
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artistic expressions, ideologies, or ideas.5 Thus, the university communities’ reaction to 

student apathy is considered modernist, but so also is the university communities’ 

embrace of new technology. While I consider the university communities’ reactions to 

modernity and its effects, I also examine their reaction to those forms of modernism that 

affirm particular manifestations of modernity, such as jazz. This broad definition of 

modernism allows me to evaluate the university communities’ generalized response to 

modernity across a variety of institutions and extracurricular activities. 

                                                 
5 Scholars have defined modernism according to a wide range of parameters, but few so 
broadly as Marshall Berman. Matei Calinescu, like Berman, views modernism as a direct 
reaction to modernity, although he classifies these reactions into two categories. He does 
not use the term “modernism” but instead describes “aesthetic modernity” in contrast 
with “bourgeois modernity” as split modernities originating in the nineteenth century. 
The aesthetic modernity (what we would term “modernism”) is defined as the complete 
rejection of bourgeois modernity (what we would ordinarily term “modernity”). Five 
Faces of Modernity: Modernism, Avant-Garde, Decadence, Kitsch, Postmodernism 
(Durham, North Carolina: Duke University Press, 1987), 41-42. Andreas Huyssen refines 
his discussion of modernism by limiting himself to two particular, but not exhaustive, 
strands of modernism according to their relationships to mass culture. After the Great 
Divide: Modernism, Mass Culture, Postmodernism (Bloomington: Indiana University 
Press, 1986). “High modernism” is characterized as antagonistic to mass culture and is 
divorced from political, economic, and social issues. The “historical avant-garde” 
engages with the mass culture, implicitly questioning the high/low split and directly 
challenging the autonomy of art. Some scholars define modernism according to shared 
ideas or ideologies. William R. Everdell suggests that central ideas rejecting ontological 
continuity and objectivity are the basis for modernism. The First Moderns: Profiles in the 
Origins of Twentieth-Century Thought (Chicago: University of Chicago Press, 1997): 9-
11. Raymond Williams characterizes modernism as sharing three main beliefs: an 
emphasis on creativity, the rejection of tradition, and a stance against the bourgeoisie 
based on aesthetic, moral, or economic grounds. The Politics of Modernism: Against the 
New Conformists (New York: Verso, 1996), 52-54. Peter Gay claims modernists are 
united by two qualities: the “lure of heresy,” or a self-satisfied jab at the status quo by 
breaking through the boundaries of conventionality, and a commitment to self-
exploration. Modernism: The Lure of Heresy (New York: W. W. Norton & Company, 
2007), 1-5. 
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 Changes and debates regarding the university extracurriculum attest to university 

communities’ ambivalence to modernity and modernism. In general, the extracurriculum 

embraced advances in technology, such as bell instruments that used new wiring and 

transfer systems to enable nuanced playing, so that, on the whole, this was an affirmative 

response to modernity. Berman describes the machine aesthetic as a form of affirmative 

modernism: it expresses a fascination with modern mechanics.6 The specialized roles of 

football players, for example, and also the choreography of marching bands manifest the 

wondrous absorption with machines. Jazz, under the dominant reading an affirmation of 

modern industrial life,7 was contested in the university extracurriculum. At times, 

                                                 
6 Berman, All that is Solid Melts into Air, 26-27. Calinescu considers Baudelaire’s artistic 
work a turning point in aesthetic modernity for its rejection of the past, and Baudelaire’s 
work shuns organicism in art in favor of aestheticizing mechanics. Five Faces of 
Modernity, 46-58. Huyssen claims the avant-garde after 1910 aestheticized technology, 
even while they recognized both the benefits and horrors that modern technology could 
bring to the world. “The Hidden Dialectic: Avantgarde – Technology – Mass Culture” in 
After the Great Divide, 3-15. Examples of twentieth-century artistic movements widely 
regarded as aestheticizing the machine include futurism, vorticism, art deco, and 
Bauhaus. 
7 For discussions on jazz reflecting modern industrial life through its timbres, tempos, 
and rhythms, see Joel Dinerstein, Swinging the Machine: Modernity, Technology, and 
African American Culture between the World Wars (Amherst, Mass.: University of 
Massachusetts Press, 2003); Lawrence W. Levine, “Jazz and American Culture” Journal 
of American Folklore 102 (January-March 1989): 6-22; and Kathy J. Ogren, The Jazz 
Revolution: Twenties America and the Meaning of Jazz (New York: Oxford University 
Press, 1989). While interwar jazz may not have readily adopted the term “modernist,” 
bebop has been associated with modernism in its own time and by later scholars. Bernard 
Gendron claims that bebop jazz of the mid-1940s was construed as “modern” or 
“modernistic,” heralding jazz’s entrance into art music from an entertainment category. 
The debate between swing modernists and New Orleans revivalists just prior to bebop’s 
breakthrough configured a new aesthetic discourse for jazz, which allowed for bebop’s 
categorization as art music and alignment with modernism. “Moldy Figs and Modernist” 
in Between Montmartre and the Mudd Club: Popular Music and the Avant-Garde 
(Chicago: The University of Chicago Press, 2002), 121-141. Guthrie P. Ramsey, Jr. 
similarly characterizes bebop jazz of the 1940s as a form of Afro-modernism, which is in 
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students pushed to place jazz on glee club or band programs, while administrators 

sometimes restricted jazz in student activities. 

 By examining the American university communities’ response to these examples 

of modernity and modernism in the extracurriculum, especially in campus music, I will 

add nuance to the portrayal of student activities as transmitting collegiate values opposed 

to modernity. As I presented in chapter one, Frederick Rudolph considers the 

extracurriculum as a strong holdout of traditional collegiate values of community and 

character building.8 These values were placed in opposition to the university model, 

which aligns with the impulse of modernity through its privileging of scientific methods, 

new technology, and dialogic scholarship. The assimilation of some aspects of modernity 

into the extracurriculum reveals that it absorbed modern values associated with 

technology, innovation, and the machine aesthetic alongside the traditional collegiate 

values it overtly espoused.9 Yet the way the student activities incorporated these values 

                                                                                                                                                 
turn a reaction to modernity as Berman defines it. “‘We Called Ourselves Modern’: Race 
Music and the Politics and Practice of Afro-Modernism at Midcentury” in Race Music: 
Black Cultures from Bebop to Hip-Hop (Berkeley and Los Angeles: University of 
California Press, 2003), 96-130. 
8 Frederick Rudolph, The American College and University: A History (New York: A. 
Knopf Press, 1962; reprint, Athens, Georgia: The University of Georgia Press, 1990), 
464-65. 
9 In studying the raucous, yet conformist, student life of the interwar period, David O. 
Levine views the avid participants of the extracurriculum as conservative. Students had 
boundaries within which they could indulge in youthful mischief, but their activities did 
not challenge their society’s status quo. Levine argues that many students attended 
college to garner connections and prestige to land a well-paying job after graduation. 
“The Middle-Class Culture on the Campus” in The American College and the Culture of 
Aspiration, 1915-1940 (Ithaca: Cornell University Press, 1986), 113-135. Thus, 
according to Levine, the extracurriculum was conservative in the fact that it did not 
question society’s values, and at the same time the students were modern in accepting the 
growing consumer culture and the “culture of aspiration” that drove them to pursue 
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was sometimes subtle, which created a curious paradox: while the extracurriculum and 

campus music instruments had undergone modern updates, it could still appear or sound 

as if it had come straight out of the nineteenth century.10 The developments, then, were 

inconspicuous, so that the extracurricular activities still resembled an idealized vision of 

student life rooted in the former century. Rather than distracting from this honored image, 

modern developments seemed to be used in order to reinforce the representation of 

student life as carrying the traditional values of community and character building. 

Incorporating modern developments does not always comprise an affirmation of 

modernity; instead, the fruits of modernity can be used to present a seemingly traditional 

experience that seeks to ameliorate the effects of modernity itself.  

 Various individuals and coalitions had a hand in the regulation of the 

extracurriculum. Students, of course, had a large say. Adult leaders, such as directors for 

glee clubs or coaches for sports, also guided student affairs. Alumni voiced their opinion 

primarily by donating money and attending extracurricular events. The administration 

also stepped in to regulate student affairs. John Thelin, indeed, finds this interwar period 

characterized by the administration’s attempt to “bring to heel” the overwhelming 

extracurriculum.11 As I argued in chapter one, this was part of a larger attempt to 

assimilate the collegiate model into the university model. In this chapter, I will not only 
                                                                                                                                                 
financial success. I add to this that administrators and other non-students involved in the 
extracurriculum had a hand in keeping the youthful fun within certain boundaries. 
10 Eric Hobsbawm examines traditions that were created in twentieth-century England but 
seem much older. The seemingly old patinas of these new traditions obscure their modern 
agendas and grant them authority. The Invention of Tradition (New York: Cambridge 
University Press, 1983). 
11 John R. Thelin, A History of American Higher Education (Baltimore: The Johns 
Hopkins Press, 2004), 198. 
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analyze the ways in which the coordinators of the extracurriculum reacted ambivalently 

to modernity, preserving the appearance of traditional student life, but also I will show 

the role of the administration in guiding the extracurriculum. For example, the 

administration supported profitable events, such as football games, since they could bring 

in almost as much as their primary source of revenue, tuition. The administration was 

also concerned about the representation of the university to the outside world. For 

example, it wanted glee clubs to present appropriate music, not morally-questionable 

jazz.  

 In this chapter, I move from conservative decisions that kept student activities 

closer to the nineteenth-century traditional ideal to extracurriculars that more and more 

affirm modernity. I will examine the repertoire of the glee club and marching band first, 

since it changed little from the nineteenth century.12 Next, I will explore the incorporation 

of new technology in bell instruments, which widened their musical potential while 

maintaining their conventional timbre. Finally, I will investigate football and the 

marching band in relationship to new technology, the machine aesthetic, and commercial 

entertainment. Football games created a spectacle that affirmed modernity the most out of 

the extracurriculars presented here.   

 

                                                 
12 In the interwar period, university glee clubs and marching bands undoubtedly availed 
themselves of modern audio-reproductive technologies, such as radio and audio 
recordings. Although the use of these media constitutes an obvious example of 
modernity, I do not deal with these media and media effects in this chapter. Rather, I 
focus on the incorporation of technology that would alter even live performances of the 
music, showing that even those music presentations that are closely modeled after the 
idealized past reveal some influence of modernity. 
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II. The Glee Club and Marching Band Repertory 

 Music reform efforts from the early twentieth century influenced debates over 

interwar glee club and marching band repertory. In line with the values of music 

reformers, some university officials rejected the popular, modernist jazz, since its 

detractors considered the music lowbrow. In line with the same values, some 

administrators and music directors advocated what they considered highbrow music, such 

as western art music, since this music allegedly promoted moral development. Students 

and alumni audiences, on the other hand, generally wanted music that reflected their 

vision of a jolly student life. College songs fit the bill, but so did minstrelsy, ragtime, and 

jazz, of which the administration did not always approve. In these debates over the 

appropriate music for glee clubs and marching bands, the administrators’ bid for musical 

control opposed both modern musical styles and the collegiate tradition of students’ 

management of the extracurriculum. Music directors and administrators rejected certain 

kinds of modern music in the extracurriculum insofar as they did not present the desired 

university image to the outside world. These leaders may have been concerned about the 

moral development of their students, but they also seemed worried about the possible 

ramifications of presenting controversial music that did not fit an idealized image of 

college life derived from the nineteenth century. 

 An account of the music reformer’s efforts will illustrate the alleged powers of 

music that still held sway in the interwar period. Several days before Christmas in 1896, a 

teenage Polish immigrant, Hilda Satt, attended the annual Christmas concert at the Hull 
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House in Chicago.13 Being Jewish, Satt had some misgivings about attending, since Jews 

were not safe on the streets of Poland at Christmas time. Satt accompanied her friends to 

the concert, though, and discovered a warm, welcoming atmosphere. She immediately 

noticed that people from all nations and religions were attending the event, putting her at 

ease. The Christmas carols sung by the children melted any of her lingering fears: 

I shall never forget the caressing sweetness of those childish voices. All feelings 
of religious intolerance and bigotry faded. I could not connect this beautiful party 
with any hatred or superstition that existed among the people of Poland.14 
 

The beautiful music mirrored the kindness and tolerance of the variegated group. 

Through her new connections to other immigrants, Satt was transformed: 

As I look back, I know that I became a staunch American at this party. I was with 
children who had been brought here from all over the world. The fathers and 
mothers, like my father and mother, had come in search of a free and happy life. 
And we were all having a good time at a party, as the guests of an American.15 
 

Satt was united with the other party attendees, as she saw how people from all 

backgrounds could get along, a situation which was inconceivable in Poland. Through the 

Christmas music, Jane Addams had reached this girl by conveying a sense of community 

among the disparate people who moved to America.  

 As described above, music reformers believed that music could unite people as a 

community. Derek Vaillant argues that music reformers in Chicago strove for public 

concerts because audience members would develop a sense of civic awareness and 

                                                 
13 This account of Hilda Satt attending a Hull House Christmas concert is taken from her 
autobiography, Hilda Satt Polacheck, I Came a Stranger: The Story of a Hull-House Girl, 
ed. Dena J. Polacheck Epstein (Chicago and Urbana-Champaign: University of Illinois 
Press, 1991), 51-52. 
14 Ibid., 52. 
15 Ibid. 
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responsibility, thus strengthening the function of democracy in the nation.16 In addition, 

music had accrued almost magical properties through the moral and mental benefits they 

could bestow on listeners.17 Devotees of music would abandon their vices and instead 

cultivate good morals, good citizenship, and a love for the beautiful and true.18 The broad 

notions of uplift in the early twentieth century fueled many beneficial claims by the early 

1920s; journals published a variety of articles that claimed that “music improved the 

average player’s golf game, eased the anxiety of patients undergoing surgery, 

emboldened timid swimmers to jump into the pool, contributed to greater typing accuracy 

and efficiency, prompted more graceful penmanship, and helped workers remain calm 

and refreshed.”19 By the interwar period, these bold pronouncements on the power of 

music were still in cultural currency. 

                                                 
16 Derek Vaillant, Sounds of Reform: Progressivism and Music in Chicago, 1873-1935 
(Chapel Hill, NC: University of North Carolina Press, 2003), 2. 
17 Gavin James Campbell, “‘A Higher Mission Than Merely to Please the Ear’: Music 
and Social Reform in America, 1900-1925,” The Musical Quarterly 84, no. 2 (2000): 
259-86. Other sources describe music reformers efforts to improve the moral and mental 
habits of Americans: Mark Katz, “Making America More Musical through the 
Phonograph, 1900-1930,” American Music, 16, no. 4 (1998): 448-76; William R. Lee, 
“Music Education and Rural Reform, 1900-1925,” Journal of Research in Music 
Education 45, no. 2 (1997): 306-26; Kiri Miller, “Americanism Musically: Nation, 
Evolution, and Public Education at the Columbian Exposition, 1893,” 19th-Century Music 
27, no. 2 (2003): 137-55; Catherine Parson Smith, Making Music in Los Angeles: 
Transforming the Popular (Berkeley and Los Angeles: University of California Press, 
200); and Vaillant, Sounds of Reform. 
18 Katz, “Making America More Musical,” 449-450. 
19 Campbell, “‘A Higher Mission Than Merely to Please the Ear,’” 260, citing “More 
Music, Less Cussing, for Golfers,” Literary Digest, 26 Jan. 1924, 58-60; “Surgery to 
Music,” Literary Digest, 18 Dec. 1915, 1424; Percy N. Stone, “Swimming to Music,” 
Etude 41 (Aug. 1923): 516; Victrola advertisement in Playground 12 (Apr. 1918): n. p.; 
Victrola advertisement in Playground 13 (Jan. 1920): n. p.; F. L. Gatewood, “An 
Experiment in the Use of Music in an Architectural Drafting Room,” Journal of Applied 
Psychology 5 (Dec. 1921): 350-58.  
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 Not just any kind of music would confer all these benefits, however, since music 

reformers adhered to a hierarchy of music, inheriting musical categories of the 

“highbrow” and “lowbrow” from mid- to late-nineteenth-century sacralizers of the Gilded 

Age. In his landmark book Highbrow/Lowbrow, Lawrence Levine describes the Gilded 

Age elites’ desire to differentiate themselves from the lower classes by controlling the 

“high” arts.20 The Gilded Age elites sacralized the arts, especially music; they valued an 

attentive, respectful approach to art works in order to experience spiritual transcendence. 

Sacralizers opposed the “highbrow” music to the popular, “lowbrow” music, which they 

believed to be devoid of aesthetic value. In the last few decades of the nineteenth century, 

arbiters of good taste frequently denounced popular standards and marches performed by 

brass bands as “lowbrow.”21 Music reformers of the early twentieth century generally 

agreed upon the existence of these categories, although the categorization of music 

                                                 
20 For the highbrow vs. lowbrow debate and jazz, see Lawrence W. Levine, 
Highbrow/Lowbrow: the Emergence of Cultural Hierarchy in America (Cambridge, 
Mass.: Harvard University Press, 1988); Levine, “Jazz and American Culture”; John 
Ogasapian and N. Lee Orr, Music of the Gilded Age (Westport, Conn.: Greenwood Press, 
2007). Ralph P. Locke counters Levine’s claim that social status drives music reception 
in “Music Lovers, Patrons, and the ‘Sacralization’ of Culture in America,” 19th-century 
Music 17, no. 2 (1993): 149-173. 
21 Levine, Highbrow/Lowbrow, 165-66. The highbrow vs. lowbrow distinction is similar 
to H. Wiley Hitchcock’s cultivated vs. vernacular music distinction. Music in the United 
States: A Historical Introduction (Englewood Cliffs, N. J.: Prentice Hall, 1988). 
Hitchcock describes cultivated music as that which is consciously studied and developed, 
and it is valued for its ability to provide moral, spiritual, or aesthetic edification. 
Vernacular music, on the other hand, is music that is not self-consciously learned, like 
one’s vernacular language, and it is valued for its utilitarian functions and its ability to 
amuse or entertain. While there is much overlap between these two dichotomies, I will 
use the highbrow vs. lowbrow distinction, since it foregrounds the ideology inherent 
within the dichotomy. 
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altered somewhat.22 For most, western art music clearly belonged in the “good” category 

and emerging ragtime and jazz fell into the “bad” category, but there was still plenty of 

music left over that fell somewhere in the middle. Music reformers, then, did not always 

agree on what constituted “good” or “bad” music.23 Vaillant claims that music reformers 

in Chicago harnessed European folk songs, marches, and popular standards (those 

without sexual innuendo) to their civic-building efforts, although other reformers may 

have disagreed with the promotion of this music.24 Some music between the “highbrow” 

and “lowbrow” categories was formed into a “middlebrow” category in the interwar 

period, which will be discussed later in this chapter.  

 The efforts of these musical reformers fit within the broader social reform 

movement of Progressivism. Although “Progressivism” is a particularly fraught term,25 it 

generally indicates the range of social and political reforms in the United States from 

roughly 1890 to 1920.26 These reforms included limiting the power of businesses in favor 

                                                 
22 Campbell, “‘A Higher Mission Than Merely to Please the Ear,’” 260. 
23 Ibid. 
24 Vaillant, Sounds of Reform, 3. 
25 For a history of the debate surrounding the analytical category of “Progressivism,” see 
especially Richard L. McCormick, “Public Life in Industrial America, 1877-1917,” in 
The New American History, rev. ed., ed. Eric Foner (Philadelphia: Temple University 
Press, 1997), 107-32; and Daniel T. Rodgers, “In Search of Progressivism,” Reviews in 
American History 10 (1982): 1143-32. 
26 There is an abundant amount of scholarship on Progressivism, but a few of the leading 
sources are as follows, in chronological order: a seminal book interpreting the movement 
as the upper-classes seeking to regain their status is Richard Hofstadter, The Age of 
Reform; from Bryan to F.D.R. (New York: Knopf, 1955); Gabriel Kolko contends that 
businesses promoted minor reforms to prevent more consequential political reform in The 
Triumph of Conservatism: A Reinterpretation of American History, 1900-1916 (New 
York: Free Press of Glencoe, 1963); the reform efforts of those most affected by the 
depression of the 1890s is explored in David P. Thelen, The New Citizenship: Origins of 
Progressivism in Wisconsin, 1885-1900 (Columbia, Missouri: University of Missouri 
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of workers’ and consumers’ rights, providing accessible education to children and adults, 

and increasing sanitary standards. The prevailing Progressive temperament was one of 

compassion to the poor and downtrodden and the victims of greedy corporate leaders. 

Progressives championed government regulation as the cure for ailments stemming from 

the private sector. Questions about Progressivism’s origins, ramifications, and boundaries 

persist in historical studies today, making it difficult to arrive at a meaningful definition 

of the Progressive movement. A perpetual nagging question is why the various calls for 

change came about at all. While it is now understood that individuals in the Progressive 

movement came from all walks of life, it is not clear why one person would be a 

Progressive and another a political conservative, given that both individuals belonged to 

the same social, economic, and racial group.27 The individual determination to participate 

in political and social reforms seems to be a highly individual choice. Historians also 

debate the lasting effects of Progressivism. Did the Progressive movement serve as a 
                                                                                                                                                 
Press, 1972); Robert M. Crunden explores the role of religion in determining an 
individual’s participation in reform efforts in Ministers of Reform: The Progressives’ 
Achievement in American Civilization (New York: Basic Books, 1982); John Milton 
Cooper, Jr. brings together social, economic, and political histories to provide a more 
comprehensive view of the Progressive Era in Pivotal Decades: The United States, 1900-
1920 (New York: Norton, 1992); the role of women in the Progressive movement is 
explored in Eleanor Flexner and Ellen Fitzpatrick, Century of Struggle: The Women’s 
Rights Movement in the United States (Cambridge, Mass.: Harvard University Press, 
revised and enlarged edition, 1996); Elizabeth Sanders argues for the importance of 
farmers’ efforts in shaping reform in Roots of Reform: Farmers, Workers, and the 
American State, 1877-1917 (Chicago: University of Chicago Press, 1999); David Traxel 
highlights the contradictions in the concept of Progressivism, since he presents a variety 
of reform efforts, some at cross-purposes, in Crusader Nation: The United States in 
Peace and the Great War, 1898-1920 (New York: Random House, Inc., 2006); and T.J. 
Jackson Lears traces the Protestant regenerative spirit that informs both Progressivism 
and militarism in Rebirth of a Nation: The Making of Modern America, 1877-1920 (New 
York: Harper Collins, 2009). 
27 McCormick, “Public Life in Industrial America, 1877-1917,” 121. 
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precursor for later political reforms, such as Franklin D. Roosevelt’s New Deal, or was it 

a singular movement, unrelated to American reform politics that followed?28 Historians 

have debated whether Progressivism embodied a genuine interest in political and social 

change, or merely an elitist attempt to rally for modest changes to divert attention away 

from potentially more consequential reforms.29 Clearly, the analytical category of 

Progressivism is highly contentious, and I will not add to this debate. I mention the 

connection between early twentieth-century reform efforts and Progressivism because 

music reformers themselves identified with this social and political movement. In 

addition, it is important to note this connection because the broader movement lent power 

to music reformers’ more specific efforts. Through their increased publicity in social-

work and popular journals and attention from figures in the United States Congress, 

armed forces, prisons, schools, and corporate executives, music reformers were able to 

push forward their agenda much more successfully than if their efforts had been 

supported only by musicians.30 Music reformers at the turn of the twentieth century were 

associated with the larger Progressive movement insofar as music reformers drew 

strength and authority from other Progressive reform efforts. 

In line with music reformers’ denouncement of certain kinds of music, university 

administrations and music directors rejected some modern music, namely jazz. In the 

1920s, the university students’ enjoyment of jazz mirrored its popularity across the 

                                                 
28 Lewis Gould, America in the Progressive Era, 1890-1914 (New York: Longman, 
2001), xi. 
29 Hofstadter, The Age of Reform; Kolko, The Triumph of Conservatism. 
30 Campbell, “‘A Higher Mission Than Merely to Please the Ear,’” 261. 
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nation.31 Jazz was seen as the exciting new band music in contrast to the old-fashioned, 

traditional music of wind bands. Jazz dance steps channeled youthful energy and 

provided a setting for flirting. As an example of the contrast between wind bands and jazz 

bands within American culture, the 1941 movie Birth of the Blues presents a Dixieland 

band’s search for a talented cornet player around 1920. On the way to recruiting a reputed 

hot jazz cornetist, the band encounters a very formal, straight-laced trumpeter 

accompanied by an obviously bored percussionist. Relieved that he is not the cornetist 

their servant had recommended, the band eventually find their colorful player – in jail. 

The oppositions between old and new, old-fashioned and modern, stale and exciting, licit 

and illicit, are clear.32 Despite students’ enthusiasm for jazz, administrators had 

reservations about this new buoyant music that they thought evoked both the barbarism 

of primitive peoples and the cold mechanism of modern industry.33 Jazz was banned from 

the radio station at The University of Texas, and the Dean of the Yale Music School, 

David Stanley Smith, dismissed it as music merely for entertainment, not for serious 

study, like western art music.34 In some cases, glee club directors avoided jazz, and 

administrators prohibited it in the university band. The attitude toward jazz resembles 

that of many music reformers of the late nineteenth and early twentieth centuries: music 

                                                 
31 Margaret Berry, “Student Life and Customs, 1883-1933, at the University of Texas” 
(Ed.D. diss., Columbia University, 1965), 598. 
32 Margaret Hindle Hazen and Robert M. Hazen, The Music Men: An Illustrated History 
of Brass Bands in America, 1800-1920 (Washington, D.C.: Smithsonian Institution Press, 
1987), 198. 
33 Levine, “Jazz and American Culture,” 6-22. 
34 “Putting Jazz in its Place,” Literary Digest 80 (5 July 1924), 31. 
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was considered to have strong moral effects, so music had to be closely regulated in order 

to instill the proper moral lessons in youths.35  

 In 1920, the programming recommendations of The University of Texas 

administration clashed with the music preferences of the marching band and its audience. 

For the first time, the band joined with the Varsity Minstrels to perform in various cities 

in North Texas. The performances were evidently quite successful with the audiences. 

Upon their return to Austin, the leaders of the band and the Varsity Minstrels, Leon 

Stanley and John Moon, respectively, were reprimanded by the Faculty Discipline 

committee. The band was charged with insubordination; it had not revised the program to 

exclude some of the popular music, as ordered by the Faculty Committee on Musical 

Organizations shortly before their tour. Stanley claimed that they had not been given 

enough time after the program revisions to learn substitute repertoire, but despite his 

protests he and another band member, Wilbur Duke, were found guilty, and they 

apologized to the Committee. The remaining band concerts in the spring of 1920 were 

postponed after this hearing, and while Stanley’s directorship was rescinded in the spring, 

it was reinstated by the end of summer 1920.36 

 This concert tour had a range of music, from “standard, operatic, and classical to 

ragtime and jazz.”37 A sample program from the tour, which was also performed on 

campus, featured a blackface minstrel portion (the information in brackets are my own): 

                                                 
35 Campbell, “‘A Higher Mission Than Merely to Please the Ear,’” 259-86. 
36 The Cactus, 1921, p. 152; “Band Charged with Insubordination in Making Program,” 
The Daily Texan, 15 April 1920, p. 1. 
37 “Longhorn Band to Give Free Campus Concert Wednesd’y” The Daily Texan, 4 April 
1920, p. 1. 
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1. March, “Washington Grays.” [march] 
2. Overture, “Light Cavalry.” [operetta] 
3. Operatic selections, “Scenes from Operland.” [opera] 
4. Waltz, “My Isle of Golden Dreams.” [Tin Pan Alley] 
5. Foxtrot, “Lucile.” [jazz] 
6. March, “Little Giant.” [march] 
7. “Southern Wedding,” a Coon’s Wedding Day – [blackface minstrelsy] 
 (a) The coon slumbers; (b) he awakens at dawn; (c) the coon whistles his 
favorite melody; (d) he dances his favorite step; (e) the coon band plays the 
wedding march in its own peculiar way; (f) the procession arrives at the church 
and the church organist plays a favorite hymn; (g) the wedding cremony [sic]. The 
saxaphone [sic] takes the part of the preacher, the clarinet takes the part of the 
bride, and the trombone the part of the groom. After the ceremony, the preacher 
gives the newlyweds advice. The number closes with a popular coon melody. 
8. “The Eyes of Texas.” [college song]38 

 

The second and third selections would have been considered “light” classics, while the 

other selections would have been lower on the highbrow/lowbrow scale. The foxtrot and 

the blackface minstrelsy may have been especially objectionable to the university 

administrators. The climax of the performance was clearly the minstrel narrative, 

“Southern Wedding,” based on its length and program placement. The “Southern 

Wedding” stands out to us in particular because of its blatant racial stereotypes. Minstrel 

shows at this time were a regular feature on the campus, but this program was performed 

for audiences around Texas, so many of the audience members may have never been to 

The University of Texas before. It is unknown which exact pieces the Faculty Committee 

on Musical Organizations crossed out, yet it is reported that “it blue-penciled all or nearly 

all the popular pieces on the program.”39 Racial politics may have prompted the 

Committee to ban “Southern Wedding,” or it may have found too much of the music 

                                                 
38 “Ibid., p. 4. 
39 The Cactus, 1921, p. 152. 
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lowbrow. It seems clear, though, that the Committee was concerned about the band’s 

representation of the university to audiences across Texas. For their own benefit, the 

University had to put its best foot forward in its few and scattered cultural presentations 

off of campus. The tour itself indicates a desire in line with the university model to 

cultivate good will toward the university, yet the administrators would only go so far in 

providing university-sponsored entertainment to the general public. The committee’s 

dictate may have been more pragmatic than moral or aesthetic, but it shows that it was 

aware of the potential for music to reflect the institution’s values. 

 The university glee club also became a battleground in the debate over highbrow 

and lowbrow music. In the case of the Yale Glee Club, Marshall Bartholomew stated his 

goal to program more western art music when he began conducting the club in 1921. 

Prior to his leadership, the Yale Glee Club sang primarily college songs with a mixture of 

popular tunes, spirituals, and minstrel and vaudeville numbers. Bartholomew stated:  

I adopted what you might call the middle road, because the college glee club of 
the present has, in my opinion, a two-fold function. First, definitely one that has to 
do with music education, and second, also definitely, singing just for fun. After 
all, Yale is an educational institution, and I feel that we have an obligation to give 
our musically minded students and our public something serious, something that’s 
worthwhile. On the other hand, there is no better time to sing for fun than when 
one is in college.40 
 

Bartholomew drew a musical distinction in line with contemporary debates. Music 

categorized as highbrow would have included the cultivated, serious, worthwhile music – 

western art music meant for musical education and edification. Music in the lowbrow 

category would have included popular music thought to be the most debased, such as 
                                                 
40 Marshall Bartholomew, The First Hundred Years, 1861-1961: A Short History of the 
Yale Glee Club (New Haven: n. p., 1961), n. p. 
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jazz, vaudeville, minstrelsy, and ragtime. Between the two extremes lay an abundance of 

musical styles: Tin Pan Alley (without sexual innuendo), college songs, “light” classics, 

spirituals, folk songs, and marches, for example. By professing to take “the middle road,” 

Bartholomew aimed to include music that was highbrow, or at least nearly highbrow, and 

other music that fell in the middle of these two extremes. His “middle road” resembles 

the middlebrow category of literature evolving during the interwar period.41 Without 

overstating the connections between middlebrow literature and the “middle road” of 

Bartholomew, there is a striking similarity in their aim to mediate between high and low 

art. The term “middlebrow” is often used in connection with literature – with regard to 

novels for book-of-the-month clubs – not to art or music. As Jaime Harker writes, 

“‘middlebrow’ is an invective that dismisses writing that is neither trash nor art, but 

somewhere, uncomfortably, in between.”42 Harker explains that while most middlebrow 

scholarship reproduces the complaints of “aesthetic inferiority and political obtuseness,” 

she focuses on middlebrow writing as “created by design, not by default.”43 I agree with 

Harker, that like middlebrow writing, the “middle road” of Bartholomew was of his own 
                                                 
41 Sources on middlebrow culture include: Lisa Botshon and Meredith Goldsmith, eds., 
Middlebrow Moderns: Popular American Women Writers of the 1920s (Boston: 
Northeastern University Press, 2003); Victoria Grieve, The Federal Art Project and the 
Creation of Middlebrow Culture (Chicago and Urbana-Champaign: University of Illinois 
Press, 2009); Jaime Harker, America the Middlebrow: Women’s Novels, Progressivism, 
and Middlebrow Authorship Between the Wars (Amherst, Mass.: University of 
Massachusetts Press, 2007); Nicola Humble, The Feminine Middlebrow Novel, 1920s to 
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making and was obviously a site of contention, which contradicts any notion of its 

passive acceptance and default status. 

As evidenced by Bartholomew’s qualitative judgments of music, the highbrow vs. 

lowbrow debate from the early twentieth century had not dissipated. The combined 

Harvard-Yale Musical Club Concert from November 1926 exemplifies a typical program 

under Bartholomew’s direction (the descriptions in brackets are my own): 

1. Yale Medley….Royale Merwyn, 1923 [college song] 
Yale Glee Club 
 
2. (a) Zut, Zut....Elgar [partsong] 
(b) The Ride....Daniels [unknown] 
Harvard Glee Club 
 
3. (a) Intermezzo from Naila by Leo Delibes (arranged by H.F. O’Neil) [western 
art music] 
(b) Song of the Volga oBatman [sic] – (arranged by H. F. O’Neil.) [Russian 
folksong] 
Harvard Mandolin Club 
 
4. (a) Eli Yale [college song] 
Solo by R. C. Durant, 1928 
(b) Little Knot of Blue – T. C. Shepard [college song] 
(c) Serenade....F. B. Tourtellot [unknown] 
Solo by T. G. Sinclair, 1927 
(d) Mother of Men – Seth Bingham, 1904 [college song] 
Yale Glee Club 
 
5. (a) Second Connecticut Regiment March by A. W. Reeves [march] 
(b) Football Medley – Arranged by William G. Rice [college song] 
Harvard Banjo Club 
 
Intermission 
 
Part II 
1. (a) Climbing up the Ladder of Love – by Greer [Broadway musical] 
(b) Meditation from Theis – by Massenet, arranged by J. W. Green [western art 
music] 
Gold Coast Orchestra 
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2. (a) An Indian Syncopation....Bassett [unknown] 
(b) A Stroll Through Cairo....J. J. Derwin [unknown] 
Yale Banjo Club 
 
3. (a) Give a Rouse….Bantook [unknown] 
(b) Football Songs – [college song] 
Harvard Glee Club 
 
4. (a) Hand Organ Man….A. von Othegraven [unknown] 
(b) Summer Evening – Selin Ualmgren [sic] [unknown] 
Solo by L. P. Ross, 1928 
(c) Old Man Noah – M. M. Bartholomew, 1907S. [spiritual] 
Yale Glee Club 
 
5. (a) Fair Harvard – Words by Samuel Gilman [college song] 
(b) Bright College Years – R. S. Durand, ’81. [college song]44 

 

The glee clubs, banjo and mandolin clubs, and orchestra join forces to present a hodge-

podge of selections. Most of the concert consists of college songs, but in addition there is 

at least one folk song, black spiritual, march, and a few selections of western art music. 

Jazz, ragtime, and blues are absent. The inclusion of Old Man Noah indicates the larger 

trend of programming black spirituals by college glee clubs. Despite the absence of other 

African-American music, the Yale Glee Club and other elite college glee clubs, 

consisting almost exclusively of white men, regularly programmed black spirituals. The 

Fisk Jubilee Singers, as well as other black college singing groups, popularized spirituals 

in their late nineteenth-century tours.45 Their concerts were a huge success, and their 

arrangements of spirituals were quickly imitated by other college glee clubs. W. E. B. Du 

                                                 
44 “Combined Organizations Give Annual Concert,” Yale Daily News, 19 November 
1926, pp. 1, 8. 
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Bois notes that these renditions were sometimes accurate, while other times they turned 

into caricatures.46 Although it is impossible to know without hearing a performance, this 

rendition of a black spiritual by the Yale Glee Club may have barely resembled a spiritual 

performed by a group such as the Fisk Jubilee Singers. Since the subject matter was 

sacred, Old Man Noah and other black spirituals could overcome the taint of association 

to African Americans and be accepted by white college glee clubs. With the explicit goal 

of trying to run the middle course in musical taste, Bartholomew and the other 

coordinators seemed to have avoided the extremes of long, difficult western art music 

composed by the most hallowed figures and popular music too degrading for polite 

society – nothing too “heavy” nor too “light.” In this way, the university would sponsor 

music highbrow enough to represent the institution, yet at the same time present enough 

other music, especially college songs, to engage the student and alumni audiences. 

 Bartholomew’s programming changes were controversial when he first introduced 

them in the early 1920s and remained so into the late 1930s.47 Alumni audiences in 

particular complained about the glee club concerts. The Yale Glee Club Christmas tour of 

1928 to the Southern United States failed for this reason. The many letters from alumni 

criticizing their annual tour led the glee club to undertake an alumni survey to determine 

their shortcomings and possible improvements. In March 1929, The Yale Daily News 

reported the results. The problem with the tour was summarized as follows: “the most 

tangible cause for the rather poor success of the concert was the lack in the program of 

diversion in a light vein, of humorous specialties and stunts which are expected from a 
                                                 
46 Ibid., 156. 
47 Bartholomew, The First Hundred Years, n. p. 
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college glee club.”48 Rather than a particular kind of music, the alumni desired the 

comedic sketches to which they had grown accustomed. The banjo club had regularly 

toured with the glee club since 1887.49 The banjo club performed ragtime and minstrel 

selections, a lighter complement to the western art music offered by the glee club since 

Bartholomew’s direction. When Bartholomew broke from this beloved tradition, which 

may have been part of his effort to elevate the glee club’s cultural standing, the alumni 

were severely disappointed to not taste their college years again. 

 The director of the Stanford Glee Club, Warren D. Allen, modeled the clubs’ 

repertoire after that of East Coast glee clubs, invoking similar musical debates:  

 Many people expect a college glee club to put on a spicy musical 
vaudeville in the traditional rah-rah style. A number of musical clubs of coast 
colleges do give such a program. But under the direction of Warren D. Allen, the 
Stanford Glee Club composed of about eighty-five men, has developed into a 
high-class musical body capable of interpreting the works of the masters. The 
songs selected are of the type used by the leadings clubs of the eastern colleges. 
The glee club is one of the few male choruses in the west to appear in concert 
with such foremost musical organizations as the San Francisco Symphony 
Orchestra, and with the Philharmonic Orchestra of Los Angeles…. 
 Among eastern colleges glee clubs are given deserved support by the 
students, home concerts and contests with the clubs of other colleges being of 
frequent occurrence. Last year at the Hotel Pennsylvania in New York the annual 
intercollegiate glee club contest was entered by musical organizations from all 
over the east. This year the contest will be held in Carnegie Hall about March 1. 
 Here are a few suggestions: that the glee club give home concerts more 
frequently than has been its custom, thus offering a fair opportunity for the 
student body to learn to appreciate the club and support it; that efforts be directed 
toward a glee club contest with California and other coast colleges; that an 
attempt be made to arrange an intercollegiate glee club contest between as many 
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coast colleges as possible, the winner to be sent to the annual eastern club 
competition in New York on March 1.50 
 

The Ivy League institutions, then as now, were the models to which other American 

universities aspired. Marshall Bartholomew’s effort in transforming the repertoire of the 

college glee club, an effort that actually began at Harvard University,51 infiltrated other 

institutions that wanted to raise their own cultural status. While Bartholomew’s ideas 

were not readily accepted by alumni, they were well respected by other glee club 

directors around the country. The editorial writer evidently wanted the Stanford Glee 

Club to compete against the best East Coast glee clubs in the intercollegiate glee club 

contest, which began in 1914 and included Harvard, Columbia, Dartmouth, and 

Pennsylvania.52 After being put on hold during World War I, the contest was revived in 

the early 1920s and expanded to include Yale, Princeton, Amherst, New York University, 

and Fordham. Glee clubs mushroomed throughout the nation in the 1920s, and many 

requested to compete in the contest. By 1930, the contest was broken up into regional 

sections, with the regional winners competing in New York against the East Coast 

colleges. Participation in the intercollegiate glee club contest was an important mark of 

the ability and aspirations of the university glee club. 

 To judge by the anonymous Stanford student’s recommendation for more home 

concerts, Stanford students apparently did not take much notice or pride in their glee 

club. With proper exposure, though, the writer optimistically predicted that they would 
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grow to appreciate the sophisticated cultural offerings of the glee club. The incorporation 

of western art music had already proved successful on some occasions. In December 

1922, the Stanford Glee Club performed a Christmas concert that featured “classical and 

semi-classical numbers, together with lighter selections of a humorous nature.”53 The 

writer notes that this repertoire combination “proved so successful last year.”54 However, 

resistance to the western art music programming also surfaced in the student newspaper:  

 Considerable criticism accompanies the glee club on its return from a 
southern tour as a result of a concert that was given at a Los Angeles high school. 
A few years ago the Stanford Glee Club appeared before the student body of this 
same institution and gave a delightful concert – not too much comedy, and not too 
much so-called ‘heavy stuff.’ 
 This year the same student body was greatly disappointed. Instead of 
listening to a concert that was entertaining as well as edifying they were forced to 
maintain a polite indulgence during forty minutes of choral numbers and hymns 
colored only once by the rendition of a time-worn ballad based upon a Biblical 
incident of alleged humor. 
 The same numbers were sung on several occasions to groups of alumni 
who had come prepared for just such a concert, and they were highly pleased. The 
club should realize that in order to gain sympathy from an audience they must 
first of all give it what it wants. High school students do not appreciate a heavy 
concert. 
 The same thing in general holds true on the campus. It is correct that the 
home concert of the glee club is well attended, but the audience is always 
composed chiefly of the older residents of the campus and Palo Alto.55  
 

The writer of the editorial made familiar distinctions from this time period: western art 

music, hymns, and other “heavy” music were not as engaging as comedic elements, 

especially for younger audiences. By programming “heavy” music for a high school 

audience, the concert seems to have served an educational and edifying purpose: 
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introducing the allegedly timeless works of art to listeners who may not otherwise have 

the chance to listen to them. The concert failed, however, because it did not balance the 

program by presenting a variety of works that were “entertaining as well as edifying.” 

The Stanford Glee Club did not meet the audience halfway by presenting middlebrow 

music, as the writer suggests, “in order to gain sympathy from an audience they must first 

of all give it what it wants.” While the writer does not dismiss efforts of uplift, he/she 

notes that the glee club must perform some music that the audience finds entertaining to 

uplift them at all. The Stanford alumni, however, enjoyed the same “heavy” music that 

disappointed the teenagers. Here the writer’s impressions contradicted those findings of 

the Yale Glee Club. Stanford alumni preferred the western art music and sacred music 

over lowbrow music such as minstrel and vaudeville numbers. Judging by the limited 

programs published in the Stanford student newspaper, it seems that the Stanford Glee 

Club did not have the history of performing with the banjo or mandolin clubs like the 

Yale Glee Club did. Stanford University lacked both the idealized communal memory of 

singing on the Yale fence and a glee club with a history of singing primarily college 

songs, so Stanford alumni probably did not experience the same level of nostalgia for 

college singing as did Yale alumni. Without the strong precedence of banjo and mandolin 

clubs and idealized campus singing, Stanford alumni probably had different expectations 

for their glee club repertoire, and subsequently they were pleased with “heavier” 

programming. Thus, the Stanford Glee Club was still a battleground for the contemporary 

aesthetic and moral debate, but alumni did not participate in the debate as much as at 

Yale. 
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 At one level, the debates surrounding the appropriate music for the university glee 

clubs and marching bands seem to be simply a matter of taste. Glee club directors tended 

to prefer highbrow western art music, while students and alumni preferred lowbrow 

music, including jazz and minstrelsy. It is not difficult to uncover the Progressive values 

in some music directors’ and administrators’ preference for western art music. Their 

inclination toward western art music and avoidance of lowbrow music points toward 

another concern besides the concern of the students’ moral development; the university 

was evidently worried about its representation to the broader community, whose support 

could greatly benefit it.  

 

III. Chimes and Carillons 

Compared to the traditional repertory choices for glee clubs and marching bands, 

the technology of university chimes and carillons reflect a greater acceptance of 

modernity. The bell instrument’s mechanism reveals its intimate connection to recent 

technological developments, despite a timbre evocative of an Old Word past. It was only 

through the improved technology and knowledge of the early twentieth century that 

larger and better-tuned instruments could be installed in the New World. Thus, chimes 

and carillons embody an inherent ambivalence toward modernity: they strike the ancient 

sound of bells, yet modern technology enabled bell founders to make well-tuned and 

responsive instruments which rivaled much older bell instruments. In addition to the 

timbre and mechanism of chimes and carillons, their unique performative setting reveals 

an ambivalence toward modernity. 
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 While Americans had used bells since colonial times, chimes played from a 

manual keyboard did not appear until the mid-nineteenth century.56 Swinging bells in the 

English change ringing tradition57 and single bells played by means of an automatic 

mechanism dominated American bell towers until this time. American bell founders 

began manufacturing bells played from a chime stand or keyboard around 1850; in the 

next ninety years, about five hundred chimes would be produced in the United States, 

more than in Europe.58 The heyday of carillon installation began in the 1920s.59 

Americans were led by their simultaneous desires to memorialize the fallen from the just 

ended World War and to display the wealth and power of American institutions. Ever-

larger chimes and carillons were part of the postwar industrial fervor for all things bigger, 

better, and louder. During this unofficial race, the largest carillon in the world by weight 

was installed by 1931 in the New York City Riverside Church; the bourdon alone 

weighed twenty tons. The popularity of the instrument in the 1920s is closely tied with 

the wealth and power of America earned from its modern industry. Although the carillon 

dated back to the sixteenth century, its size was fetishized like other modern 

technological marvels. The carillon melted into the American display of modern 
                                                 
56 Percival Price, Bells and Man (New York: Oxford University Press, 1983; reprint, 
1984), 205.  
57 In this mode of ringing bells, a rope is attached to the wheel on which the bell rotates. 
With the mouth of the bell pointed up, the ringer pulls the bell a distance below to swing 
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melodic, like a chime or carillon (Price, Bells and Man, 235-39). 
58 Ibid., 205. 
59 The remainder of this paragraph is summarized from William De Turk, “William 
Gorham Rice and the North American Carillon Movement” Bulletin of the Guild of 
Carillonneurs in North America 39 (1990): 14-37. 
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progress, symbolizing the improvements that modern technology could bring to an old 

instrument. 

 Although the basic technology of the chime and carillon remained similar to its 

original conception, modern improvements were made to the instruments around the turn 

of the twentieth century, encouraging its adoption in America. André Lehr considers the 

turn of the twentieth century the renaissance of the carillon art, in fact, because of these 

decisive improvements.60 In 1892, Jef Denyn, the carillonneur of the large and famous 

carillon in Mechlin, Belgium, drastically altered the transmission system from the 

console to the bell clapper.61 His changes allowed for a much more quick and controlled 

response from the performer, resulting in more nuanced playing. His transmission system 

was eventually adopted as the standard by many existing and new carillons by the mid-

twentieth century. Chimes and carillons also benefited from the rediscovery of lost bell-

tuning methods, which allowed bells to ring together more harmoniously. In the 

seventeenth century, the brothers Pieter and François Hemony were the first to tune bells 

according to their unique partials. They did not pass their tuning knowledge to other bell 

makers, so their bells were the best tuned from the seventeenth century to the early 

twentieth.62 In the late nineteenth century, Canon Simpson, an Anglican clergyman, 

laboriously researched the tuning of historical bells, concluding that the Hemony bells 
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were the best tuned.63 More importantly, he discovered how bell founders could tune new 

bells to reach the standard of the Hemony bells. In short, the partials of bells could be 

tuned by carefully shaving bronze off from specific spots inside the bell. The two 

bellfounders John and Dennison Taylor had independently discovered some knowledge 

about bell partials and tuning, yet Simpson surpassed even their research. Simpson 

published his results in the Pall Mall Magazine in 1895, and two English bell foundries, 

Taylor and Gillett & Johnston, eagerly applied his findings. By the 1920s, these two 

companies were well equipped to provide well-tuned, equal-tempered bells along with 

Denyn’s sensitive transmission system for a fertile American market. Developments in 

carillon technology recaptured the best of lost historical knowledge while simultaneously 

improving the musical possibilities of the instrument. 

 Some technological advancements of the carillon at this time failed because they 

proved more expensive than hiring live musicians.64 Because of their eagerness to 

embrace new technological advances, bellfounders sometimes lost sight of the quality of 

the music and, especially, the cost of upkeep. American clients, with limited knowledge 

of chimes and carillons from the Low Countries, adopted various electrical devices to 

render bell music automatically, devices that served alongside the traditional manually-

played console. The Taylor foundry, for instance, with the aid of Aeolian Company, 

marketed a pneumatic device that used paper rolls like those in player pianos. These 

elaborate and expensive developments proved unsuccessful, since they “played as 
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expressionlessly as the old chiming cylinders, and their owners soon found that it was 

cheaper to hire a good carillonneur than to keep them in running order.”65 By first noting 

that these automatic mechanisms produced expressionless music, Price seems to suggest 

that this should have been the primary rationale for their discontinuation. However, he 

implies that the owners were bothered less by bad music than by cost. In this case, it 

seems that the mechanical improvements could not pay for themselves, and thus this 

particular technology fell out of favor. Price, as a strong advocate for the carillon, may 

have slightly exaggerated the situation to promote the musician-played carillon. 

Subsequent automatic technologies have proved cost-effective, since many bells in the 

United States in the present day operate through an automatic mechanism, or the sound of 

the bells is rendered through a loudspeaker either digitally or via a recording. 

 Besides the modern impulse to incorporate updated technology, Progressive ideals 

supported the installation of chimes and carillons in America and thus tempered the 

instruments’ affirmative response to modernity. In line with Progressive ideals, chimes 

and carillons were thought to foster community and work against the isolating effects of 

modernity. William Gorham Rice, an influential civil servant and carillon enthusiast, 

almost single-handedly popularized the instrument in North America.66 Although Rice 

was fairly conservative politically, since he served as the secretary for the Democratic 

Governor Grover Cleveland, he nonetheless aligns with some of the same principles of 

Progressivism. Rice was the best advocate for the instrument on the continent. He was the 
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first person in the world to write books on the carillon; he regularly gave presentations 

about carillons; he raised funding for the establishment and continuation of the world’s 

first carillon school in Belgium; and he brought Jef Denyn, the esteemed Belgian 

carillonneur and director of the Royal Carillon School, to America for his only North 

American concert tour. Rice strove to make the instrument appealing to people beyond 

the elites – an urge closely related to Progressive music reforms. Rice stated that 

American carillon concerts should program familiar music, so that audiences “may 

become thus acquainted with the carillon idiom.”67 For Denyn’s concert in Albany, New 

York, Rice requested that he arrange familiar pieces such as Schubert’s Serenade and 

“The Star-Spangled Banner.”68 It is noteworthy that Rice does not suggest lowbrow 

music such as jazz for the carillon; this is in keeping with the typical carillon program of 

folk songs, hymns, and western art music arrangements. Akin to Progressives’ judgments 

of music, Rice, and more generally the American carillon movement, abstained from 

presenting lowbrow music and instead presented middlebrow music. 

Rice recognized the wide accessibility of the instrument’s music. A carillon’s 

bells rang from a tower, so that audiences listened outside in its vicinity. Unlike concert 

halls, then, carillon concerts were much more informal: people had more liberty to move 

around and mingle, and most importantly, they could not be charged admission. Through 

its open-air performance venue, a carillon concert could not be limited to ticket holders; 

its music was available to anyone located within its aural reach. American carillon 
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concerts in the 1920s grew to be huge affairs. In Cohasset, Massachusetts, a summer 

concert could draw up to 14,000 people.69 Carillon concerts were even broadcast over the 

radio.70 Rice described the widespread appreciation for the carillon located in the Park 

Avenue Baptist Church in New York City: 

Pleased be assured yourself, and tell Mr. Denyn that the New York carillon has 
given phenomenal satisfaction. Many letters have been received from invalids, 
and others, telling of their delight in the music. The few people who have made 
objection might much better endeavor to get the noise of automobiles in the 
streets restrained. Not a few people who live near the present Park Avenue 
Church have told me that they will be most regretful when the carillon is moved 
in the course of a couple of years to its new and splendid location on the Riverside 
Drive. From all parts of the country have come letters of appreciation of the 
weekly recitals transmitted over the radio. The New York carillon has 
undoubtedly done splendid work in attracting the attention of music lovers 
everywhere.71 
 

Although an audience of 14,000 paled in comparison to the tens, or even hundreds of 

thousands attending college football games in the same decade, nonetheless, the newly 

arrived instrument had attracted attention from around the country. The already long 

aural reach of the carillon had been drastically elongated via the new radio technology. 

We can also interpret Rice’s views regarding the Belgian carillon school and the 

Albany city carillon as Progressive. In 1927, Rice recommended that the carillon school 

focus less on publishing books about the carillon, since he thought they were not of 

interest to the general public.72 He also recommended that they produce recordings by Jef 

Denyn and Kamiel Lefevere, Belgian carillonneur of the Riverside Church in New York 
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City, since recordings made by Percival Price, Dominion Carillonneur of the Peace 

Tower carillon in Ottawa, had become so popular in North America.73 The best evidence 

for his Progressive ideals was his proposal for a carillon in his hometown of Albany, New 

York. The carillon was funded by numerous small donations, making it a municipal 

instrument. This was a break from the precedent set by other single-donor carillons on the 

continent. Twenty-five thousand Albany citizens donated the necessary funds to install 

the instrument in 1927. In the carillon Rice seems to have found a worthy manifestation 

of the Progressive ideal of community building. 

Rice’s high-minded ideal for the American carillon does not reflect the 

authoritarian function of the campus bell in American college history. Campus bells were 

long the symbol and figurative voice of authority on early American campuses; campus 

life was regulated by the bell, and the ringing campus bell urged the student to go to 

class, to chapel, or to bed. Students needed the bell to function as a community, since its 

loud sound could reach them all at once. This particular college tradition began with the 

founding of universities in Europe in the twelfth and thirteenth centuries, and it 

transferred over to the young American colleges.74 As mentioned in chapter two, one 

anonymous nineteenth-century student at Yale vividly describes the frenzy of the 

students darting off to their dreaded class after hearing the campus bell’s bidding.75 The 

student illustrates the strictness of campus life by describing the frenetic rush into the 
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students’ seats before the last toll of the bell. Students risked punishment by being even 

slightly tardy. 

By the twentieth century, however, campus bells had taken on a less authoritarian 

role and a more aesthetic one. With the countless classes, schools, and majors within the 

American university by World War I, any pretence of a common academic schedule had 

been lost.76 A common schedule was further eroded at Yale when compulsory chapel was 

dropped in 1926.77 While the announcement of the bells had long been made obsolete by 

watches, its role of signaling authority was being made irrelevant by the absence of an 

enforced schedule. During the interwar period, the figurative voice of the university was 

tempered to the extent that it became benevolent, making it still universally applicable 

and available to the students, but it inspired warm sentiments, not fear and dread. So 

whereas the Yale chime, installed in the Harkness tower in 1922, performed four times a 

day, announcing two chapel times, noontime, and curfew,78 Yale students heard the 

chime more as a musical instrument than as a command of authority. This is reflected in 

the structure of the instrument: a chime, after all, consisted of several tuned bells that 

could play melodies and even simple harmony rather than the single tone of the usual 

college bell. One student relates his aesthetic perception of the chime in 1924: 

At present the selection [of chime music] seems limited to one series of a few 
mournful notes emitted at rare intervals on week days and supplemented by many 
verses of some sad hymn on Sundays. Without advocating a catering to modern 
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jazz it would seem that a little of that cheerfulness, so traditionally associated with 
chimes in legend and song, would not be out of keeping with the tone of college 
life.79 

 

This student clearly thinks of the chime as a musical instrument, but one that should play 

more upbeat, “cheerful” music, although he is quick to note that he does not necessarily 

mean jazz. According to the student, the chime plays “mournful” music throughout the 

week and is accompanied by “some sad” hymn on Sundays. At this time, the chime rang 

for important daily events, but the student seems not to recognize this authoritative 

function. Since he does not understand the bells’ signals, the student interprets the bell’s 

sound aesthetically, and he finds it wanting. He views the bells as a medium on which to 

express the jovial “tone of college life,” and the “mournful” tone of the bells does not fit 

his vision of college life. His perceived function of the bells perhaps reflects the more 

relaxed university regulations. Though occupying a similar function and bearing a similar 

acoustic signature to the old campus bell, in the eyes of the students the campus chime by 

the mid-1920s has relinquished its authoritarian duty and become a musical instrument. 

 While the central tower at Yale may not have been successful in conveying 

authority, the central tower at The University of Texas at Austin clearly broadcast its 

official power. In 1936, during the Centennial Exposition commemorating one hundred 

years of Texas’s nation- and statehood, the newly built tower at The University of Texas 

broadcast sounds far beyond its bells’ usual range: 

From the top of the 315-foot Library tower, giant loudspeakers broadcast the 
proceedings as the flags of Spain, France, Texas, Mexico, the Confederacy, and 
the United States appeared, each heralded with music of that nation…To Austin 
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people as far as four miles around, the loudspeakers carried the music and 
speeches of the opening day.80 

 

A four-mile radius is a formidable distance – much farther than the sound of bells, which 

may reach about one mile. With this huge range, almost all Austinites would have had an 

opportunity to audibly experience these celebrations. The sounds of the broadcast music 

and speeches were undoubtedly one of the farthest-reaching (in terms of numbers of 

people) and invasive statements of the University. The literal voices of authority were 

broadcast from atop the most iconic building on campus, forcing those within audible 

range to hear them. This much is clear in these broadcasts: the university celebrates 

Texas history, and it wants Austinites to recognize its authority. In the examples above, 

whether the bells have lost or retained their authoritative function, they still uphold a 

communal experience: in either case, the bells unite listeners in a given area under the 

shared experience of hearing their unique bells. 

The ambivalence of chimes and carillons towards modernity is represented by the 

ideal of community on one side and their reliance on new technology on the other. Bells 

in general are associated with the ideal of community, as I discussed in chapter two. Yet 

this ideal, which is so susceptible to disintegration in the face of the alienating effects of 

modernity, is delivered through an instrument that relied on modern technological 

developments to both revive and improve its structure. The instruments’ ambivalence 

toward modernity is also manifested in its performance conventions. On the one hand, the 

timbre of the bells itself, regardless of the melody being played, evokes a sense of an Old 
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World community. A listener may think of an old European town, church, or monastery. 

Hearing the bells gives listeners the sense that they are within the space of a defined 

community, with a specific set of rules, unlike the diffuse, weak communities 

characterizing many urban spaces in the twentieth century, such as urban shopping 

districts which contain masses of people who do not know each other. On the other hand, 

the bell instruments bear a strange resemblance to audio-reproductive technologies 

developed in the late nineteenth and early twentieth centuries. As with audio recordings 

and radio, listeners cannot see the performer; the chimer or carillonneur is tucked away in 

a small console room at the top of the tower, a room that cannot be seen from the ground. 

Often, listeners cannot see the mechanism of the bell instruments either. They may be 

able to catch a glimpse of the bells, but their distance precludes them from seeing the 

clappers strike the bells. Listeners must rely on their sense of directional hearing to 

ascertain that the bell sounds are coming from the top of the tower.  

During the interwar period, some cultural critics were alarmed by the uses of 

mass-mediated technologies and their music. Theodor Adorno denounced the 

phenomenon of background music, since he believed that listeners did not pay close 

attention to the music; the presentation denigrated the music itself.81  He dismissed radio 

as a medium with a built-in propensity to promote itself and its material, disallowing a 

full understanding of the music, especially western art music.82 Walter Benjamin claimed 
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that the mechanical reproduction of an artwork diminishes the unique aura surrounding 

the original object.83 In a sense, chimes and carillons were mass-mediated instruments 

long before the advent of audio-reproductive technologies, and some of the concerns 

raised above could be applied to these instruments. Bell music is often performed for an 

incidental audience on the ground far below, much like background music. The inability 

to see the performer or instrument mechanism makes it harder for listeners to appreciate 

the music as a live performance, perhaps making them disinclined to listen closely.  

Although the listener’s distance from the performer and mechanism may promote 

inattentive listening, as Adorno feared would occur in response to mass-mediated music, 

listeners of chimes and carillons may be either fascinated with or long to escape the 

machinery that directs the instruments. Bell instruments bring together two disparate 

elements from the old and new, traditional and modern. The instrument at once reminds 

listeners of a communal possibility, a nostalgic, idealized history of Old World Europe, 

but it also arouses curiosity about the complex mechanism producing the music. Its 

sounds can evoke this interest because of the absence of a visual explanation; one can see 

the mechanism of a violin when it is performed, while listeners must imagine the 

mechanism that allows for a single player to ring so many bells. Or perhaps the sound of 

the bells arouses no interest in the mechanism at all, and listeners would rather keep the 

bells shrouded in mystery, so as to imagine the instrument as a magical being.84 This 
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desire for an enchanted music is a reaction against modernity,85 a wish that opposes 

aestheticizing the machine, which is an equally possible response to the technologically-

sophisticated, yet hidden, bell instruments. 

 

IV. Football and Marching Bands 

 Despite the rejection of modernist music by some administrators and music 

directors, and an ambivalent reaction to modernity through bell instruments, American 

universities did embrace some elements of modernity in the extracurriculum. After all, 

many institutions were based on the university model, which prioritized modern values of 

scientific and empirical methods in the official curriculum. As for the extracurriculum, 

football reflected modern values. By the 1920s, intercollegiate football games had grown 

into massive spectacles accompanied by the grand displays of the marching band. 

Although football was originally championed as a physical corrective to the overly 

mechanized modern condition, football still affirmed modernity by aestheticizing 

mechanization. Football also relied on technology and innovation, both markers of 

                                                                                                                                                 
automata are magical because they are animated from within. This realization is also 
terrifying, as it questions humanity in music performance and presents a distorted music 
of the dead; the unmediated version of the music is impossible to realize, but the heard 
music refers to it. If we were break open the mechanism and attempt to find the 
impossible music, we would encounter “vulgarity” and “melancholy”(520). 
Disenchantment of the machine, then, is a frightening proposition to some French 
modernists, including Ravel, so that musical automata are represented in their music as 
fascinating and disquieting. 
85 Daniel K. L. Chua, Absolute Music: And the Construction of Meaning (Cambridge, 
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modernity.86 In addition, the full transformation of the football spectacle into a form of 

commercial entertainment reveals American universities’ acceptance of modernity87 – 

even if that acceptance was never unconditional and only reluctantly given.  

 A number of books, many published within the past decade, analyze football 

within its cultural and historical context. Frederick Rudolph devotes an entire chapter to 

college football in The American College and University,88 and while he is to be admired 

for his pioneering attempt at describing college football within an institutional history, his 

reliance on only a few sources led to inaccurate, and at times, erroneous descriptions.89 A 

later monograph that is still revered today is Ronald A. Smith, Sports and Freedom: The 

Rise of Big-Time College Athletics.90 John Thelin, in Games Colleges Play: Scandal and 

Reform in Intercollegiate Athletics, places the development of intercollegiate athletics 

after World War I within the context of institutional changes.91 The best and most recent 

overview of college football during the interwar period is John Sayle Watterson’s, 

College Football: History, Spectacle, Controversy. While Watterson does not provide 

Thelin’s level of detail on the relationship between the changing institution and college 

football, Watterson deftly weaves together larger cultural trends with fine-grain details of 
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individual coaches, players, and institutions to create a convincing portrayal of college 

football in the country at large.92  

By the interwar period, intercollegiate football had expanded into a profitable 

commercial venture, a spectacle that relied on modern developments and commanded the 

loyalty of students, alumni, and the broader community alike. As Watterson explains, the 

match-up of Princeton and Rutgers in 1869 is often credited as the first intercollegiate 

football game, although the sport was in fact much closer to soccer. He argues that a 

better starting point for football would be the match-up of McGill University and Harvard 

in 1874. The teams first played a game of the soccer-like “Association” football, which 

was typically played by American East Coast institutions, and then they played McGill’s 

preferred ball game, rugby, which Harvard and other East Coast institutions soon 

adopted. Over the following years, the East Coast teams modified rugby to form the sport 
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of football that we recognize today.93 By the 1890s, football had spread throughout the 

country’s colleges and universities and had turned into a powerful public-relations tool.94 

Winning football teams meant higher revenue: Yale made a surplus of $100,000 in its 

football budget in the 1890s, the second highest source of revenue behind tuition.95 By 

the 1920s, the rowdy sport became a gladiator display of large proportions, drawing huge 

crowds in the tens of thousands, which included fans who had no affiliation with the 

university other than their love of the football team.96 Mass transportation made these 

large gatherings possible: the huge number of spectators arrived in countless automobiles 

and in specially chartered trains. To accommodate the ever-growing crowds and to 

increase revenue, universities raced to build ever-larger stadiums, many as memorials to 

the fallen soldiers of World War I. The size of these stadiums is hardly surpassed today, 

which is surprising given that universities currently enroll far more students than they did 

in the 1920s. Stanford built a 65,000-seat stadium in 1921; Ohio State built a 63,000-seat 

stadium in 1922; University of California Berkeley built a 73,000-seat stadium in 1923.97 

Other institutions built somewhat smaller stadiums, such as the 1924 University of Texas 

Memorial Stadium, which seated 27,000.98 Yale had already constructed their 70,000-seat 

stadium in 1914, yet a proposal in 1921 sought to expand the Yale Bowl to 117,000 
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seats.99 The proposal was shot down by C. W. Mendell, the chairman of Yale’s Athletic 

Board of Control, who argued that the cost of additional maintenance would only take 

away from any additional revenue. The proposal was brought to the Board again in 1923, 

this time for an expansion to 125,000 seats. This proposal, too, was denied, since it was 

seen as contradictory to the new reformatory spirit of the Big Three’s Triple Agreement. 

This agreement by Harvard, Yale, and Princeton, who had all dominated intercollegiate 

football early on, sought to scale back the excesses of intercollegiate sports and instead 

promote academics. While these schools reduced their sports programs in the interwar 

period, in general, college football increased in popularity across the country: for 

example, by the end of the 1920s, ten million more total spectators had attended football 

games in a single year compared to a few years back in the decade.100 

 With the lure of publicity and revenue, university officials increased practices that 

compromised any lingering amateur ideal of college football, thus moving even farther 

away from its original collegiate aims of fostering camaraderie and character building 

among the students.101 Although these practices had already begun in the 1890s,102 by the 

1920s they had became entrenched in college football everywhere. Coaches, who had 
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initially been recruited from the general faculty, were now assigned full-time positions to 

teach physical education, so that they could devote their full attention to the preparation 

of athletes. Coaches’ pay skyrocketed; in 1923, when star coach Alvin Neale “Bo” 

McMillin was approached by his alma mater Centre College (Danville, Kentucky) to 

coach their team, he would not accept less than a $9000 salary. This amount is striking 

considering that it exceeded the annual salary of the president by $1500 and a full 

professor by $7000. Eventually, the president convinced the Board of Trustees not to hire 

McMillin, since such a move would clearly signal a shift in priorities toward athletics and 

away from academics. The fact that McMillin would even propose such a high salary to a 

struggling small college demonstrates coaches’ rising pay and leverage. Subsidies for 

players in the form of awards, scholarships, or outright payments were common, 

sometimes amounting to enough to pay their entire tuition bill and cost of living. Easy, 

well-paying jobs on campuses were often reserved for the football players, as were seats 

in the classes of sympathetic professors. Aggressive recruiters scoured high schools for 

talented athletes, while prospective football players also marketed themselves to 

universities in order to negotiate the coveted subsidies. These practices were revealed in 

the Carnegie Report of 1929, a thorough study of intercollegiate and intramural sports 

sponsored by the Carnegie Foundation for the Advancement of Learning. The Carnegie 

Foundation disliked the commercialization of athletics, believing that these priorities 

debased higher education. The authors noted that college sports were  

not so much activities of undergraduate life as joint cooperative enterprises 
involving presidents, trustees, faculties, alumni, and townsmen, and the vast 
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publics of radio and the press; they are undertaken less for the diversion of the 
schoolboy or the undergraduate than for the amusement of others.103 
 

 The report’s authors criticized college sports, especially football, for turning into a 

commercial venture that did not cater primarily to its students. Their criticism implies 

that football served the ideals of neither the university nor the collegiate model: it neither 

encouraged academics nor provided a low-stakes, amateur pastime that fostered 

camaraderie and character building among the players. The foundation had hoped that its 

study would catalyze change in university athletics. Despite its scathing report, a reform 

effort spearheaded by the American Association of University Professors, and many cries 

for reform from individual administrators and faculty, a more professionalized, 

commercial model of football held fast even through the harsh Depression and is still the 

dominant model for college football today. 

 The football spectacle of the interwar period reflected certain aspects of 

modernity, despite its emphasis on physicality.104 As Gems explains, “During a tense 

period of transitional turmoil football both rejected the modern world in its emphasis on 

physicality, and embraced modernity in its claims to science, technology, and 

innovation.”105 Football teams constantly sought after new equipment to give them an 

added edge: cleats and protective gear, for example. New tactics were continually added 
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to outworn plays: the introduction of the quarterback, new formations, trick plays, and the 

forward pass are a few examples of football innovations in the late nineteenth century. 

Many of these game changes were instituted for player safety, paralleling efforts in 

industry for worker safety. The more football distinguished itself from rugby, the more it 

resembled the industrial world. Game play occurred on literal grids, plays became 

prearranged, roles became more specialized, and full cooperation among the players 

became crucial for field success. Even in 1890, before the forward pass was made legal, 

one observer keenly noted that each player was “a part of the machine; the failure of one 

part to perform its function, causing a collapse in its entire working….The idea of 

individuality was lost and swallowed up in the more important element of combined 

effort.”106 Even though football presents a confrontation among human bodies, the bodies 

represent the various parts of a machine. As the observer notes, however, football could 

not entirely erase the individual. It relies on split-second decisions, often diverging from 

the assigned play, to win the game. Sal Paolantonio uses these players’ qualities, 

“improvisational skill and judgment,” to argue against industrialization as a unilateral 

explanation for the development of football.107 Yet the ability to make and enact quick 

decisions is also valued in the efficient operation of modern industry; workers need to 

know when to deviate from their routine to ensure safe, quality production. 
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 Football also held strong ties to the military, which uncovers other connections to 

modernity.108 Gems notes overt connections between football and the military through 

game plays; in general, the choreographed precision echoed the movements of the 

military, while more specifically, mass plays and wedge formations were adapted from 

standard military tactics. Battle terminology was applied to football games from the 

beginning. One description of a Princeton play in the 1880s compares it to Napoleon’s 

attack at Waterloo, with “flying columns” attacking “the enemy’s line.”109 Football was 

seen as a proving ground for men, much like warfare. Football “fostered an aggressive, 

masculine culture that taught military strategy, self-sacrifice, discipline, and loyalty to a 

cause.”110 The intertwining of football and militarism was complete by World War I, as 

college football players, including all of Harvard’s lettered players of 1916, promptly 

enlisted for war duty. This was in stark contrast with professional baseball players, who 

avoided enlisting. Football became the theater of masculinity in an increasingly industrial 

world that had taken away the usual markers of masculinity: physical labor, bravado, and 

aggression. Yet in war as in football, the constant search for innovation and mechanical 

precision belied their separation from the developments of modernity. 

 Football’s spectacle would not have been complete without the marching band.  
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As I demonstrated in chapter two, college marching bands partially modeled themselves 

after military bands. While military musicians originally served to regulate camp life and 

troop movements, in the nineteenth century, military musicians formed bands that played 

primarily for ceremonial and festive events.111 The function of military music was 

increasingly aestheticized; military bands served as the aesthetic complements to the 

violence of the units in which they served. In this way, college marching bands continued 

the tradition of presenting musical pleasantries to accompany or downplay brutality. 

Football was the spectacle of violence, and the marching band could be interpreted as 

either glorifying it or distracting the audience from it. In either case, the music of the 

marching band civilizes explicit displays of aggression.  

College marching bands also resembled military bands in their choreography. The 

members step exactly together to the beat of the music; each marcher follows a carefully 

choreographed set of steps to form the large geometric patterns across the field. 

Individuals are not supposed to stand out in the marching formations or music, and 

nothing is left to chance or individual decision in the performance. In this way, the 

marching band’s movements are even more mechanical than football plays. The spirit-

rousing band is measured according to its organized precision in movement; each band 

member is one part of an intricately-designed music-making entity. Dance choreography 

in Broadway musicals of the interwar period also resembled large-scale mechanical and 

military formations. In the 1920s, the usual dance choreography included a line of 

women all performing the same motions precisely together. These chorus dances were 
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very formulaic, and little varied among these dances except for the order of the dancers’ 

steps and the large-scale geometric pattern. In the 1930s, musical directors such as Busby 

Berkeley, who also directed musicals for Hollywood films, changed the predictable 

chorus line by having the line members perform different rhythms simultaneously.112 As 

for his films, one of his stylistic hallmarks was a camera shot from above showing the 

kaleidoscopic effect of the circular arrangement of women dancing below.113 Berkeley’s 

attention to precision in geometric formations was honed early in his life when he 

conducted parade drill during World War I.114 He grew bored of this routine and gained 

permission to devise trick drills for twelve hundred soldiers; they would form geometric 

patterns far more intricate than those of their typical drills.115 Siegfried Kracauer argues 

that the geometric formations like Berkeley’s constitute mass ornaments, which use 

component organic substances (here, body parts) to form patterns that do not refer to the 

underlying organicity.116 The mass ornament dazzles and astounds, but it is emptied of its 

organic meaning, and its linear patterns are its end goals. The choreography of dancers 

and marching bands mesmerizes audiences with its modernity-affirming machine 

aesthetic, but its forms do not reference the human life that comprises them. Inspired by 

the military, marching band formations nonetheless tie the band to modernity. 
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 The function of football and the marching band as commercial entertainment 

indicates its connection to modernity. College football became a business early on. By 

1874 Harvard charged admission to its games, while Yale collected revenue from over 

one thousand spectators the following year.117 Institutions soon started negotiating for 

profit guarantees from opposing teams; in 1901, the University of Michigan secured a 

$3500 guarantee for their game against Stanford.118 Coaches and promoters were sharply 

attuned to the fans’ desire for drama. Amos Alonzo Stagg, Yale football star and later 

head football coach at the University of Chicago, explained that “when playing against a 

team we can beat it yields a better result from the spectators stand point to have the game 

end up in brilliancy; so that where substitutes are used they better go in at first & then 

taken out for the regular men to finish the game in a rush.”119 By orchestrating a close 

game until a victorious end, the coaches knew they could maintain the tense excitement 

and attention of the spectators. They were willing to risk their chance at winning a game 

if it meant a better show for the fans, which in turn would mean a better spectator turnout 

for the next game. Bowl games, processions, and parades further amplified the growing 

function of football, and the marching band, as commercial entertainment.120  

 Marching bands, fulfilling a crucial entertainment role alongside the actual 

football game, were well aware of their function to entertain the crowd. As football 
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stadiums grew larger, marching bands grew in size and precision. Former director of the 

Stanford Band, Ernest Whitney Martin, explained the growth of the band in 1928: 

Then came the great American university stadiums. College bands passed over 
into the realm of Roman pageantry and Olympian splendor. To be heard, they had 
to expand to at least a hundred players. To beguile the impatient hordes they had 
to parade and march with a pomp and circumstance never dreamed of in the older 
days.121 
 

This increased spectacle was true for both Stanford and The University of Texas. In 1917 

the Stanford Band had fifty members, doubtless because many would-be members were 

fighting in World War I.122 By 1928 it had 104 members.123 The University of Texas 

Longhorn Band had only 35 members in 1917, and the peak number in the 1920s was 

reached in 1927 with 167 members.124 With the size of audiences running into the tens of 

thousands, it was necessary to engage the audiences with louder volume, greater 

organization, and more awe-inspiring display. Indeed, because of their increasing 

numbers, fans were sitting farther and farther away from the field; consequently, larger 

visual effects were also needed to impress them. The increased distance of spectators 

created new possibilities for large-scale displays. By calling the fans “impatient hordes” 

Martin expresses his belief in the unpredictability of large crowds. Martin’s description is 

informed by the contemporary transformation theory of crowds, which holds the belief 

that individuals were psychologically altered when they formed crowds. The 

transformation theory of crowds was perpetuated by a few key figures in the late 
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nineteenth and early twentieth centuries, and it dominated American academic and 

popular sociology until at least mid-century. Gustave Le Bon claimed that groups were 

directed by a “collective unconscious,” not individual thought or emotion.125 Sigmund 

Freud argued that individuals within a crowd experienced mental and emotional 

regression.126 Martin appears to have been influenced by this pervasive theory, since he 

seems to suggest that spectators needed a series of titillating thrills to capture and 

maintain their interest; as a crowd, spectators could not be expected to engage patiently 

with a slow, monotonous presentation. Martin’s underlying fear seems to be that if the 

band did not engage the fickle audience with one crowd-pleaser after another, the crowd 
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further perpetuated and systematized the transformation theory. “Collective Behavior” in 
Principles of Sociology, ed. Robert E. Park (1939; reprint, New York: Barnes & Noble, 
1946): 219-288. Other theories have emerged since mid-century to challenge the 
transformation theory. An enigmatic, but influential, study by Elias Canetti presents 
crowd formation as directed by individuals, not leaders, and as an overall positive 
phenomena. Crowds and Power (1960; reprint, London: Gollancz, 1962). Emergent norm 
theories contend that individuals participate in crowds in different ways, although 
individuals interact with each other in ambiguous situations to determine their resultant 
actions. A norm emerges from the ambiguous situation, a norm which most individuals of 
the crowd follow. Ralph Turner and Lewis M. Killian, Collective Behavior (Englewood 
Cliffs, N. J.: Prentice Hall, 1972). Rational calculus theory explains individuals’ behavior 
in a crowd according to the amount of rewards they would receive vs. the costs of the act, 
making an individual’s assessment of other crowd members important. Richard Berk, 
Collective Behavior (Dubuque, Iowa: Wm. C. Brown, 1974). Complexity and control 
systems theories understand crowd behavior as necessarily variable and describe three 
basic ways in which people decide to act within a crowd: 1) independently, 2) in 
accordance with their small group of companions, or 3) by following the lead from 
someone else in the crowd. Clark McPhail, D. S. Schweingruber, A. Ceobanu, 
“Describing and Explaining Collective Action,” in Purpose, Meaning, and Action: 
Control Systems Theories in Sociology, eds. K. McClelland and T. Farraro (New York: 
Palgrave-MacMillan, 2007). 
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could actually turn into a hostile mob bent on denouncing the band or worse: the crowd 

could become violent. Brutality was sanctioned on the playing field, where it could be 

controlled, but the aggression of crowds was much more difficult to contain. Given the 

size of the audience for a football game, the placation of the crowd was the marching 

band’s central concern, lest the crowd’s reaction took a dangerous turn. 

The university football game, although valued for its capacity to mold the 

character of young men and create a passionate community, nonetheless affirmed 

modernity itself through its strong mechanical metaphors and reliance on technology and 

innovation. The marching band, through its mechanistic choreography derived from 

military bands, revealed this university spectacle’s connection to modernity. In a way, 

though, their modern incorporations were not as obvious as in other spheres of life. 

Football and marching bands did not accommodate technology conspicuously; players 

did not use new technology to throw, catch, or tackle, even if technology aided in 

improving their equipment or strategy. Ultimately, the focus was on the physical ability 

of players, not on the science and technology that allowed them to reach their high 

performance levels. As for marching bands, in terms of technology they functioned in 

much the same way as they did in the nineteenth century. It is only through recognizing 

the mechanical precision and organization of such a large ensemble that one can connect 

the marching band to modernity. Football’s and the marching band’s bonds to modernity 

may be shrouded behind rhetoric celebrating collegiate ideals of community and 

character building, but they exist nonetheless.  
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V. Conclusion 

 The modernizing impulse arrived in American higher education through the 

establishment of the university. Valorizing scientific research, problem-solving, and 

vocational development, the educational system meshed well with modernity’s own 

unending quest for technological progress. Collegiate values inspired efforts to reform the 

students’ academic experience via the official curriculum, while other efforts sought to 

control student activities for the university’s agenda. The extracurriculum expressed 

collegiate values of community and character building, yet football, marching bands, and 

bell instruments also embodied modern values primarily through their use of modern 

technology and the machine aesthetic. Just as the broader educational debate can be 

viewed in terms of the university model absorbing aspects of the collegiate model for its 

own gain, the extracurriculum of the interwar period can be viewed in terms of taking 

collegiate ideals and adapting them to modern values.  

The overall ambivalent reaction to modernity through the glee clubs, bell 

instruments, football, and marching bands at Yale, Stanford, and The University of Texas 

demonstrate their oppositional values in contention. Glee club directors and some 

administrators rejected jazz in campus music, exposing beliefs harkening back to music 

reformers. Bell instruments relied on new technological developments to make the 

seemingly old, traditional instrument sound harmonious and sophisticated. Football and 

marching bands latched onto technological improvements and displayed a machine 

aesthetic. In effect, to increase the aesthetic capabilities and thus the nostalgic possibility 

of the instrument, it was necessary to utilize modern science and technology. 
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It is no surprise to claim that the American interwar university contended with the 

oppositional ideals of two different educational models, and that universities neither 

wholly embraced nor rejected these selected elements of modernity. What is interesting 

to note, however, is the way modern developments were used to reinforce a popular 

image of college life as filled with traditional extracurricular activities that largely 

coalesced in the nineteenth century. Modern technology and innovation made football 

more exciting, thus increasing the likelihood of community and loyalty formation around 

the team. It also enabled bell instruments to sound more aesthetically pleasing than the 

college bell ever had in the past, increasing the potential for fond reflection or even 

nostalgia. Modernity was used in the service of tradition, cultivating an appealing image 

that in turn furthered the university’s goals for increased prestige, loyalty, and financial 

support. 
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Chapter IV: School Spirit 

I. Introduction: “Booster Nation” 

 In the 1936 film Pigskin Parade, school spirit rallies the football team to victory.1 

Provincial Texas State University takes on the experienced Yale University on the 

gridiron, and throughout the film we see displays of school spirit to support the underdog, 

Texas State, against one of the best college football teams in the nation. At a pep rally to 

introduce their new coach, Texas State students first sing a slow, reverent tune to honor 

their alma mater, then they break into a rousing fight song to cheer on the football team. 

During the song, cheerleaders in the front pump their arms to the beat, encouraging the 

rest of the students to sing along. The students leap to their feet, sing along, and applaud 

at the end of the song. Afterwards, when the coach is introduced, the cheerleaders lead 

the audience in giving him three cheers. Weeks later, at the Yale vs. Texas State match-

up, the Texas State fans heartily root for their team. Whether they are simply yelling or 

chanting “block that ball,” the fans are constantly making noise. The marching band is 

shown three times, each time performing music that is followed by exuberant shouting. 

The Texas State crowd erupts in a loud frenzy when they win the game by a last-minute 

touchdown. 

Loud, enthusiastic cheering is usually defined as school spirit in the interwar 

period. The louder and more enthusiastic the noise generated by the students, the more 

school spirit they had. This was the default mode of measuring school spirit, even if 

                                                 
1 William M. Conselman and Mark Kelly, Pigskin Parade, DVD. Directed by David 
Butler (Los Angeles: Twentieth Century Fox Film Corporation, 1936). 
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educators attempted to add more nuance to its meaning.2 Educators sought to ascribe 

community and democratic values to school spirit, despite its often superficial 

appearance. According to such writers as Sister Maureen, Agnes C. Murphy, and M. L. 

Staples, strong school spirit promoted community ideals of teamwork and cooperation.3 

Students working together and managing their own affairs in the name of school spirit 

also promoted democratic values by modeling democratic elections, debate, and civic 

participation.4 Expressions of enthusiastic, cooperative support of institutions were 

considered an important trait of American democracy, so proper preparation in school 

served to mold good democratic citizens. As Staples, a teacher from Evansville, Indiana, 

bluntly wrote, “Booster training is training in the American style of democracy. This is a 

booster nation.”5  

 Educators’ desires to inculcate community values conformed to both collegiate 

and university models, although each model upheld community values differently. A 

strong sense of community among students and faculty had been a crucial tenet of the 

collegiate way since colonial times. Proponents of the collegiate model emphasized a 

                                                 
2 Charles I. Glicksberg, “Extracurricular Activities and School Morale,” American School 
Board Journal 110 (May 1945): 36-37; M. L. Staples, “Building a Desirable School 
Spirit,” School Activities 11 (December 1939): 143-44; C. B. Wilson, “School Spirit in a 
Democracy” Bulletin of the National Association of Secondary-School Principals 25 
(February 1941): 40. 
3 [Sister] Maureen, “School Spirit and the Student Council,” School 27 (October 1938): 
100-103; Agnes C. Murphy, “Developing the Proper School Spirit,” Virginia Journal of 
Education 25 (March 1932): 280; M. L. Staples, “School Morale Through the Pep 
Assembly,” School Activities 11 (Sept. 1939): 17-18. 
4 Glicksberg, “Extracurricular Activities and School Morale,” 36-37; [Sister] Maureen, 
“School Spirit and the Student Council,”100-103; Murphy, “Developing the Proper 
School Spirit,” 280. 
5 Staples, “School Morale Through the Pep Assembly,” 17. 
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tight community within its walls, with less regard to how education directly aided those 

outside of the community of the school. On the other hand, while educators supporting 

the university model did not necessarily foster a strong sense of community among its 

numerous university members, they nonetheless espoused an obligation to serve the 

broader community through research and teaching. Because educators most closely 

aligned with the university model propagated an ethos of social utility, they hoped that 

the university’s work would directly benefit those beyond their campus, although the 

university community itself was held together by little more than its commitment to this 

ethos. In practice, educators often conflated the two notions of community in the interwar 

discourse on higher education. Within “The Harkness Chimes,” for instance, loyalty to 

Yale and its community is attached to the obligation to serve those outside of it: “Seek ye 

here Light and Truth,/Nurture soul and mind,/Dedicate here your youth,/Learn to serve 

mankind.”6 

 The differences in how community was conceived under the collegiate and 

university models are perhaps better demarcated by introducing the distinction between 

the community and the crowd. Education theorists always described community and 

community building positively in period accounts of school spirit. Their descriptions of 

community adhered to the usual notions of mutual cooperation, fellowship, and a sense of 

shared history, values, and goals. The undertone of their descriptions of school spirit, on 

the other hand, revealed a distrust of crowds, which are also gatherings of like-minded 
                                                 
6 “The Harkness Chimes,” text by Philip E. Browning. The melody is based on the theme 
from Antonin Dvorák’s  “Largo” movement from Symphony No. 9, “From the New 
World.” James R. Angell Presidential Papers, box 98, folder 1000, Yale University 
Library. 
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people. Interwar educators were aware of the theory of contrasting communities 

established by Ferdinand Tönnies: “Gemeinschaft” or Community7 and “Gesellschaft” or 

Civil Society.8 His theory argued that communities could be established toward 

competing aims. In “Gemeinschaft” or Community, the ties among Community members 

are based on the sharing of tradition, work, history, and religion. According to Tönnies, 

Community members regulate their own behavior by developing a sense of morality and 

obligation toward the rest of the community. In contrast, the members of “Gesellschaft,” 

or Civil Society, are united by their shared goal in furthering their individual interests. 

They are not united by any commonalities except by following a prescribed set of rules 

and conventions in order to facilitate the mutually beneficial workings of government and 

business. Members of a Civil Society are united together and feel an obligation towards 

one another only to the extent that it advances their own individual agendas. Thus, 

educators were aware that communities could be structured by self-interests, not by 

obligations to others, so some communities could disintegrate if these self-interests were 

not served. 

If the theory of Civil Societies raised suspicions about large gatherings of people, 

the transformation theory of crowds common in both academic and popular culture 

elevated suspicions even more. The transformation theory held that individuals within a 

crowd lost their ability to reason and feel emotion as adults, and were subsequently 

turned into very suggestible children or automata that could be easily led to commit 
                                                 
7 I will use “Community” with a capital “C” to indicate Tönnies’s specific theory of 
“Gemeinschaft.” 
8 Ferdinand Tönnies, Community and Civil Society, ed. Jose Harris, trans. Jose Harris and 
Margaret Hollis (1887; reprint, New York: Cambridge University Press, 2001). 
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incredibly destructive actions.9 According to Tönnies’ theory and the transformation 

theory, riots were some of the worst displays of crowds, and protest marches were 

slightly better, since they were usually not destructive. Moreover, civic assemblies and 

church congregations represented some of the best kinds of community. Concerned 

educators and parents hinted at the threat of agitated youths at sporting events turning 

into out-of-control crowds.10 Educators worried that university students had little 

personal investment in the official curriculum: moreover, the large mass of anonymous 

students attending athletic events resembled uncontrollable crowds, which posed another 

threat to the formation of a cohesive community. According to the theory of the time, 

crowds formed around sporadic, emotional causes that could temporarily unite 

individuals, but the lack of a spirit of community abolished any sense of rational 

conscience in their collective actions. As we will see, educators believed crowds were the 

opposite of strong communities in the modern urban world, so a sense of community was 

cultivated in universities to guard against the irrational acts of crowds. 

 Aligned with this goal of community formation and service, educators fashioned 

school spirit as an interior sentiment, not just as physical expressions of cheering. Staples 

describes school spirit as starting from within, and contends that the usual yelling and 

cheering at sports games is only one prominent example of its outward manifestation.11 

                                                 
9 Gustave Le Bon, The Crowd: A Study of the Popular-Mind, 2nd ed. (1895; reprint, 
Dunwoody, Georgia: Norman S. Berg, 1968). Sigmund Freud, Group Psychology and the 
Analysis of the Ego, trans. and ed. James Strachey (1922; reprint, New York: W. W. 
Norton & Company, 1959). 
10 Mignon Quaw Lott, “Speaking of School Spirit,” Journal of Education 124 (November 
1941): 268; Staples, “School Morale Through the Pep Assembly,” 17-18. 
11 Staples, “Building a Desirable School Spirit,” 143-44. 
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During the interwar period, universities promoted this more generalized idea of school 

spirit as well, using music to both instill and induce this sentiment. While the marching 

band primarily elicits the externalized form of school spirit at athletic events, the glee 

club and bell instruments instead invite an internal reaction. It is due to their performance 

conventions that glee clubs and bell instruments encourage an internal response. Listeners 

do not ordinarily respond physically to glee club songs or bell music during the actual 

moments of performance, although it is certainly not out of the question; a listener may 

hum along with the bells’ tune, for example. Glee club song lyrics, and in some cases text 

applied to the tunes played on bells, invite students and alumni to ruminate on their 

loyalty to the school community and their obligations to the greater society. Students and 

alumni may not have internally explored the sentiment of school spirit without the 

catalyst of the music and text. Universities use campus music to inculcate school spirit 

and remind the university members of their large community, partially to mitigate the 

threat of crowds, but perhaps more as a tactic to reap the many rewards of communities 

themselves: loyalty and support. 

 

II. Exterior School Spirit 

 “School spirit” during the interwar period primarily referred to the enthusiastic 

support for the school sports teams. The more cheering, shouting, singing, clapping – in 

short, noise – the students made at an athletic contest, the more school spirit they had. 

Educators clearly understood sound level as a standard measure of school spirit, even if 

they also wanted to expand its definition beyond enthusiastic cheering. C. B. Wilson, a 
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high-school principal in Vicksburg, Mississippi, decried the shallow definition of school 

spirit in terms of noise: 

The term school spirit has been too often used to designate the percentage of 
pupils attending an athletic contest engaged in by that school and the amount of 
noise made at that contest. Obviously, the amount of support given school 
activities by the student body is a proper index of concerted action necessary in a 
proper spirit. However, a winning team with the student body basking in its glory 
can too often be taken as the sole index of sound school spirit and the school be 
entirely over-rated.12 

 

Wilson acknowledged the usual indicators of school spirit, the number of students 

attending sports games and their noise level, but he claimed that this definition did not 

sufficiently capture school spirit. Staples similarly characterized school spirit this way: 

“Yelling, singing, boosting, support co-operating, etc. – are differentiations from the total 

pattern rather than factors which added together give the summation called school 

spirit.”13 Staples essentially agreed with Wilson that the level of noise produced at a 

sports game was an insufficient measure of school spirit. On the other hand, Charles 

Glicksberg, a high-school English teacher in Newark, determined the level of school 

spirit through students’ characteristic response to their school’s song: 

The school song is being played. How does the audience react? If the school spirit 
is strong and vital, their eyes will show a bright glimmer of recognition, the feet 
will tap softly in consenting unison. Then their voices well up joyously, a chorus 
of jubilation, a hymn of confident praise…. Their voices are charged with the 
deep emotional response as they linger over the name of their school. Here is the 
modern equivalent of the tribal ritual of old: the ecstasy and release of tribal 
identification.14 

 

                                                 
12 Wilson, “School Spirit in a Democracy” 40. 
13 Staples, “Building a Desirable School Spirit,” 143. 
14 Glicksberg, “Extracurricular Activities and School Morale,” 36. 
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According to Glicksberg, the students’ reaction is at first barely evident but eventually 

becomes fully discernible: the eyes glimmer, then the feet tap, then they sing along 

joyfully to the school song. He described the ultimate physical reaction of joyful singing 

as a product of exteriorization of a basic interior feeling. (The interiority of school spirit 

will be discussed more in the next section of this chapter.) Comparing the “deep[ly] 

emotional” response to the event to a primitive identification ritual, Glicksberg 

emphasized the deep-seated urge to belong to a community. What he does not note, 

though, is that modern societies differ from pre-modern tribes, in that the sheer number of 

people belonging to a modern community creates a sense of anonymity among its 

members. The possibility of anonymity facilitates the modern threat of crowds, which 

will be discussed at the end of this section. 

 Glicksberg claimed that music elicited outward manifestations of school spirit, 

and university communities agreed that marching band music raised school spirit. At The 

University of Texas, for instance, Andrew Patterson, Jr., argued in April 1927 for a new 

band hall by claiming that “the consensus of opinion places full credit for the 

rejuvenation of school spirit on the campus this year to the services of the Band.”15  

Members of the Longhorn Band well understood their contribution to school spirit when 

they provided a boost to the “rooting” at these events. Hervey Lazenby, a member of the 

Longhorn band from 1939-1941, recalled in a later interview that the band was a 

                                                 
15 Andrew Patterson, Jr., “Longhorn Band Needs Hall,” Alcalde 35, no. 7 (1937): 155. 
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“motivating force” in arousing school spirit at football games.16 Leonard Smith, who 

marched in the band from 1931 to 1936, likewise considered the band “a leader in school 

spirit.”17 In response to the Musical Observer naming the Longhorn Band one of the best 

in the nation in 1926, Jon Palmer concluded “that a good band is a tremendous asset to 

any school, not only as an organization that injects pep at athletic events, but as an end in 

itself.”18  

 The situation at Texas was typical. At Stanford, students also acknowledged the 

crucial role of the marching band in raising school spirit:  

It was not until the band showed up at the bleachers last Saturday that Stanford 
students knew how necessary the red-coated musicians are. Everybody realized 
that something was wrong, but they never suspected for a moment that a lot of the 
trouble with the rooting section was caused by the lack of a band. Rooting without 
music somehow is flat. 

While we are on the subject, we might as well admit that music without 
rooting is also flat. It is with some satisfaction that students today are pointing to 
Saturday’s rooting section as the best of the season, despite the lifeless start. 
Students are beginning to get wise to the fact that the bleachers have to fight with 
the same untiring regularity and enthusiasm as the men on the field.19 
 

The author describes the necessary pairing of music and cheering in creating the best 

expression of school spirit for the benefit of the football players. Separately, the band and 

rooting fall “flat,” are ineffectual, lack spirit. Whether intentional or not, the writer’s 

notion of spirit seems analogous to the Holy Spirit in Christian theology; when a 

                                                 
16 Hervey Lazenby interview, Byers Oral History Collection/Dulaney (H.G.) Oral History 
Collection/Longhorn Alumni Band Records, Center for American History, The 
University of Texas at Austin. 
17 Leonard Smith interview, Byers Oral History Collection/Dulaney (H.G.) Oral History 
Collection/Longhorn Alumni Band Records, Center for American History, The 
University of Texas at Austin. 
18 Editorial, The Daily Texan, 31 March 1926, p. 4. 
19 Editorial, The Daily Palo Alto, 6 November 1922, p. 2. 
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community of believers gather, the Holy Spirit is present. In the same way, a community 

of students will outwardly project the school spirit that is present in their gathering. As 

part of common cultural currency of the time, it is unsurprising that an author would thus 

invoke the sacred conception of spirit. In my interpretation, the combination of cheering 

and music is effective because it links interior school spirit to its outward manifestations. 

Cheering by itself is antagonistic, and it does not reference the internalized sentiment of 

school spirit. Music, on the other hand, touches upon the interior sentiment of school 

spirit. Band music acts as a civilizing dimension to the aggression underlying the yelling, 

chanting, and clapping for the sports team. Together, the raw, primal energy of cheering 

and the emotional, cultivated expression of music reconcile the aggression and 

sentimentality bound up in school spirit. 

This Stanford editorial advances the idea that sounds not only encourage the 

appearance of school spirit, but also measure it. “Saturday’s rooting section [w]as the 

best of the season” because of the loud volume and enthusiasm of the cheering students 

combined with the performing band. Of course, the quality of the band played a role in 

the amount of cheering; it was based on audience participation, however, not just on the 

aesthetics of the music performed or elicited. This mode of assessment creates a circular 

argument, making it difficult to ascertain the characteristics of the music that incited 

student response and in turn qualified the band music as good. A paradox is bound up 

with the size and quality of the marching band: the better its quality, the more sound it 

draws out from student crowds at football games. For a student fan sitting in the rooting 

section, the sound of the band may be drowned out by the sound of the surrounding 



 166 

cheering crowd. Students sitting in the stands may primarily experience the band as a 

catalyst for the louder, more prominent cheering going on around the student. A football 

game may be embodied on the one hand by sounds that are highly musical and on the 

other hand by the spontaneous, uncoordinated shouts and cheers – noise. The best music, 

then, is that which elicits enthusiastic noise from the audience, instead of enraptured 

silence.  

In the Intercollegiate Song Book: Alma Mater and Football Songs of the 

American Colleges published in 1927, fight songs from universities across the nation 

script the enthusiastic responses of students.20 The band and students are meant to 

perform the fight songs at sporting events in order to encourage the athletes; the songs are 

generally upbeat and the lyrics proclaim the strength and inevitable victory of their team. 

While the marching band performs the song, the students in the stands are supposed to 

sing along. In addition, many of these fight songs designate shouts and cheers in specific 

places. Shouting the name of the school is common: in “Yea, Alabama!” the school name 

“Alabama” is spelled out in shouts, while “Harvardiana” scripts the shout “Harvard!” 

nine times in a row. Many school fight songs include interjections of “Yea!” or “Rah!”: 

The United States Military Academy includes “Rah! Rah! Rah! Boom!” at the end of 

each verse; Cornell features “Yea! Yea! Yea!” at the end of its verse; George Washington 

University includes a swift “Rah! Rah! Rah!” before the ending “Touchdown for G 

double U.” In these moments it is as if the excitement of the students cannot be 

                                                 
20 Thornton W. Allen, comp., and arr., Intercollegiate Song Book: Alma Mater and 
Football Songs of the American Colleges (New York: Intercollegiate Song Book, Inc., 
1927). 
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contained, so the singing turns into shouting. The university fight songs channel the gusto 

of student fans into songs that refine exterior displays of school spirit, although these 

songs allow for specific cheers too, representing the height of school spirit fervor. 

 While the evaluation of the marching band was based on its ability to elicit 

audible signs of school spirit, educators also recognized the danger that large crowds 

could easily devolve into mobs. Translated in the late nineteenth century and widely 

disseminated in the United States, Gustave Le Bon’s The Crowd: A Study of the Popular-

Mind presented the prevailing theory of crowds through the mid-twentieth century; it 

espoused the idea that individuals were transformed emotionally and mentally within a 

crowd, so they could act in irrational and extraordinary ways. Le Bon writes, 

We see, then, that the disappearance of the conscious personality, the 
predominance of the unconscious personality, the turning by means of suggestion 
and contagion of feelings and ideas in an identical direction, the tendency 
immediately to transform the suggested ideas into acts; these we see, are the 
principal characteristics of the individual forming part of a crowd. He is no longer 
himself, but has become an automaton who has ceased to be guided by his will.21 

 

Individuals, Le Bon suggests, lose their autonomy and will within a crowd, so they are 

overcome by the “collective mind” that directs their actions. A mere suggestion, however 

irrational, can goad the entire crowd into vicious acts. The final phrase of the passage 

encapsulates the greatest fear of the time: that individuals within the crowd become mere 

machines guided by another’s will. In the 1920s, Sigmund Freud criticized Le Bon for 

not distinguishing crowd psychology from hypnosis,22 but Freud reinforced the 

                                                 
21 Le Bon, The Crowd: A Study of the Popular-Mind.  
22 Freud, Group Psychology and the Analysis of the Ego, 12.  
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underlying transformative theory of crowds by emphasizing individuals’ emotional and 

mental regression within a group: 

It might be said that the intense emotional ties which we observe in groups are 
quite sufficient to explain one of their characteristics – the lack of independence 
and initiative in their members, the similarity in the reactions of all of them, their 
reduction, so to speak, to the level of group individuals. But if we look at it as a 
whole, a group shows us more than this. Some of its features – the weakness of 
intellectual ability, the lack of emotional restraint, the incapacity for moderation 
and delay, the inclination to exceed every limit in the expression of emotion and 
to work it off completely in the form of action – these and similar features, which 
we find so impressively described in Le Bon, show an unmistakable picture of a 
regression of mental activity to an earlier stage such as we are not surprised to 
find among savages or children.23 

 
If Freud did not go so far as to characterize crowd members as automata, he did see the 

crowd as exhibiting a regressive form of consciousness. Furthermore, according to Freud, 

crowd members experience “intense emotional ties” that facilitate their unified actions: a 

crowd has the discernment of a child but the strength of multiple adults. A crowd is 

therefore easily manipulated and can be guided into very destructive actions; it is always 

only a small step away from a mob. With this prevailing academic and popular theory of 

crowds in the interwar period, it is little wonder that educators and parents were 

apprehensive of the mass displays of school spirit in pep assemblies and sports games. 

 Large gatherings of people centered on political agendas created the threat of 

crowds in the 1930s. Alan Brinkley examines the stunning abilities of Louisiana Senator 

Huey P. Long and Father Charles E. Coughlin to gain followers for their reactionary 

political agendas.24 Both prominent figures claimed a belief in the power of local 

                                                 
23 Ibid., 62.  
24 Alan Brinkley, Voices of Protest: Huey Long, Father Coughlin, and the Great 
Depression (New York: Alfred A. Knopf, 1982). 
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communities to heal the ills of the Depression. They both espoused an ideology 

promoting a locally-built and governed middle class, and they blamed the greedy wealthy 

and elite for destroying the American Dream for the remainder of Americans.25 Neither 

leader overly concerned himself with the details of their paradoxical ideology. Their 

messages channeled the anger and frustration of many Americans during the Depression, 

and on the eve of the 1936 presidential election, they each rallied for their own national 

political organization to challenge the two-party political system.26 While neither one was 

successful in forming a coherent third party, they did hold political rallies across the 

country, drawing thousands of people. For those who did not subscribe to Long’s or 

Coughlin’s political ideas, these mass rallies presented a threat against the order of 

American democracy, since the crowds may have become so agitated as to attempt to 

overthrow the government. Interwar politics, then, provided disturbing images of the 

potential danger of large crowds. 

 Mignon Lott, an educator from Baton Rouge, warned against the overwrought 

emotions induced by some pep assemblies: “The bad effects of such ‘school spirit’ have 

prompted parents in some districts to protest against rallies and tournaments. They state 

very plainly that their children are strung up to a terrific pitch of excitement and 

undesirable emotion.”27 We can only speculate on the “bad effects” of this “excitement 

and undesirable emotion,” for Lott does not elaborate upon them in the article. However, 

it seems that, for Lott, parents are afraid of the consequences of students making rash 

                                                 
25 Ibid., 144. 
26 Ibid., 169-193. 
27 Lott, “Speaking of School Spirit,” 268. 
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decisions because they are riled up into “a terrific pitch of excitement” – an echo of the 

same threat from crowds. Staples also described the deep suspicion educators held toward 

pep assemblies: 

Many educators look upon the pep session with suspicion. They are afraid of it…. 
It is high pitched. It is far removed from the customary type of regimentation. It 
has become rowdy…. The pep assembly generates a mountain of enthusiasm 
which he [the school head] [hopes] will [not] become an active volcano and spill 
red-hot lava all over a traditionally established decorum.28 

 

Educators worried about the possibility of the students’ enthusiasm at pep rallies taking 

over their better judgment. A gymnasium full of excited teenagers could potentially 

revolt, defying the authority of the greatly outnumbered educators and administrators. 

Nevertheless, Staples recognized that banning pep rallies because they posed this 

potential danger would only backfire:  

With his [the principal’s] thumbs down on the pep meeting he hesitates to take 
hold of this lively social opportunity for fear of burning his fingers. He has failed 
to keep pace with the spirit of modern youth. This “collective insanity” is a not-
to-be-condemned expression of youth living in a youthful society.29  
 

Ultimately, the principal relents to the students’ requests for a pep session, hoping that 

they will not become so excited as to revolt against their superiors, knowing that they 

would revolt if he took away their event. 

 Robert Cooley Angell, an Assistant Professor of Sociology at the University of 

Michigan, reveals his discomfort with large crowds at football games: 

There is something akin to self-expression in the experience of undergraduates at 
a football contest. Their team is a part of a vividly realized group self. The student 
body asserts itself by means of the team in no merely figurative sense. The 

                                                 
28 Staples, “School Morale Through the Pep Assembly,” 17. 
29 Ibid. 
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partisan feels anger toward the opposing team or knows fear in the sensation 
called a “sinking heart.” And to cap the climax the games are not played with the 
students only as witnesses. Thousands of alumni and other citizens flock to our 
seats of learning to watch the contests. The “mob mind” is produced in the mass 
of spectators and acts to intensify the feeling produced by other causes.30 
 

Angell explains that student fans identify themselves with their team, which heightens 

their emotions felt in response to the team’s performance. The sheer number of 

spectators, consisting of students, alumni, and members of the general public, create the 

“mob mind” that increases the emotions produced by the game. Angell does not go on 

further to elucidate the dangers of this “mob mind.” Presumably, the consequences of a 

mob would have been clear to the contemporaneous reader. It seems that the threat of 

crowds increased with its size, so university football games created some of the most 

threatening possibilities for a mob at the time. 

 

III. Interior School Spirit 

 Administrators and educators strove to develop the term “school spirit” beyond 

enthusiastic noise making and into an interior sentiment that cultivated community 

values. They expanded the term to encompass an overall good attitude toward the school 

and all of its endeavors, meaning that students would take their studies seriously, excel in 

all extracurricular activities, and respect their superiors, fellow students, and competitors. 

From this point of view, nurturing school spirit engaged the students in more important 

goals of fostering community engagement, teamwork, and democracy. In explicitly 

connecting the value of strong school spirit to communal and democratic values, 
                                                 
30 Robert Cooley Angell, The Campus: A Study of Contemporary Undergraduate Life in 
the American University (New York: D. Appleton and Company, 1928), 152. 
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educators were distancing themselves from the potential perception of gatherings of fans 

as threatening crowds – a group without school spirit. Fans did express themselves 

through vigorous aural and physical responses, which could be perceived as dangerous, 

but as long as the group of fans had school spirit, they would possess enough personal 

awareness not to spiral out of control. 

 In order to foster school spirit conducive to a democratic government, interwar 

educators rejected the conception of school spirit as merely fair-weather support for 

sports teams. Lott calls the “narrow partisanship” of the insatiable desire to win the 

“‘Must Win’ complex.”31 Learning to win and lose gracefully instilled humility and 

understanding, Lott argued, as opposed to the blind desire to win at all costs, which led to 

a chauvinism that encouraged foul play. As late as the 1970s, this facet of school spirit 

still appeared in a manual for cheerleaders; Herkimer and Hollander note that true school 

spirit is supporting the team, “win or lose.”32 Other educators denigrate overtly emotional 

appeals for school spirit in pep assemblies. Leland Jacobs, an elementary and secondary 

school teacher in Michigan, complained, “In school assemblies that are intended to foster 

school spirit, too often the appeals are obviously trite and emotional. Few assemblies of 

this type aim definitely to clarify the school’s program and to create an intelligent desire 

on the part of the student body to make this program function adequately.”33 Jacobs here 

marks a dichotomy between emotions and the intellect, and he clearly favors an 

                                                 
31 Lott, “Speaking of School Spirit,” 268. 
32 L. R. Herkimer and Phyllis Hollander, The Complete Book of Cheerleading (Garden 
City, New York: Doubleday & Company, Inc., 1975). 
33 Leland B. Jacobs, “Spirited School Assemblies,” Nation’s Schools 23 (January 1939): 
28. 
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intellectual approach to instilling school spirit over more emotional appeals. He 

consistently described proper school assemblies as reasoned and restrained; dignified 

ritual and discussion replaced frenzied cheering. His suggestions for school assemblies 

included new teachers introducing themselves, a senior giving a “hearty welcome” to the 

incoming seventh-graders, new student council members undergoing a ritual installation 

“in simple dignity,” and representatives of the various departments and committees 

presenting their plans for the upcoming year. According to Jacobs, students would 

develop a deeper, intellectual appreciation and attachment to their school through these 

subdued presentations. 

 In general, educators downplayed the emotional frenzy that could accompany 

displays of school spirit and instead promoted its ties to community building. Expressions 

of school spirit promoted discipline and teamwork among the students, according to 

Sister Maureen, principal of a Catholic School in Ottawa, Ontario: 

The end and aim of school management should be to build up such a healthy 
school spirit that discipline, as such, will be largely unnecessary. This spirit 
makes a school proud of its ability to do things, encourages good team work, and 
expresses itself in a healthy, friendly rivalry with other schools.34  

 

School spirit is described here as a good attitude toward the school that manifests itself in 

two desirable communal qualities: cooperation and good sportsmanship. With a healthy 

school spirit, students would not misbehave, and therefore punishment would be 

unnecessary. Staples similarly argued that the goal of school spirit was to develop 

citizens for a cooperative society:  

                                                 
34 [Sister] Maureen. “School Spirit and the Student Council,” 100. 
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The ultimate aim of the booster assembly in any school should be to present 
ample situations and opportunities for the boys and girls to develop, in this real 
area of social living, attitudes and ideals which are desirable for a more complete 
life in a co-operative social order.35 
 

Charles Glicksberg also claimed that school spirit encouraged the production of self 

through community identification: “By thus identifying themselves with the school, 

youth are helped to identify themselves, now as well as later, with the larger community 

and its institutions. From that it is but a step to identification with the state, the nation, 

and finally the world at large.”36  

Sister Maureen further argued that this sense of school spirit is best developed 

through the student council, since students democratically elect their leaders and direct 

their own affairs as much as possible: 

Many possible means have been suggested for building up this school morale – 
entertainments, assemblies, school improvement leagues, scouts and guides, 
group activities, games, etc. Each serves its purpose, but actual experience has 
proved that the best means and one that has stood the test of time and sustained 
interest, is the student council…. The school is thus the training-ground for future 
good citizens, and experience has proved that in our schools the means best fitted 
to foster, to test, and to develop efficiency and leadership is the student council.37 

 

Relating school spirit directly to good citizenship, Sister Maureen defined school spirit, 

or school morale, as civic awareness within a democratic society, and believed that the 

best route for achieving school spirit modeled the democratic system on a smaller scale. 

Agnes C. Murphy, an educator from Lynchburg, Virginia, likewise argued that “the 

highest test of a desirable school spirit is that of a properly functioning pupil participation 

                                                 
35 Staples, “School Morale Through the Pep Assembly,” 17. 
36 Glicksberg, “Extracurricular Activities and School Morale,” 36-37. 
37 [Sister] Maureen, “School Spirit and the Student Council,” 101, 103. 
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in government.”38 Here, again, the ultimate aim for school spirit was to produce good 

democratic citizens, an aim which demonstrated a more nuanced understanding of proper 

institutional support compared to chauvinistic or fair-weather support of standard school 

spirit. A good democratic citizen would responsibly and thoughtfully participate within 

the governing system, using reason to guide decisions, rather than participating 

impulsively or blindly adhering to a position based on emotion. 

 This conception of community expressed through school spirit resembles 

contemporaneous ideas of community. In Middletown: A Study in American Culture, 

Robert Staughton Lynd and Helen Merrell Lynd examined the strength of the community 

in of Muncie, Indiana in the 1920s.39 The Lynds equated community with group 

solidarity, which for them encompassed the strength of the amorphous sense of 

community among the residents and its more tangible manifestations in their cooperation. 

According to their study, community divisions along the lines of race, religion, and 

economic class seemed to have deepened in the 1920s. They noted, however, that the 

volunteer and organizing efforts of the Chamber of Commerce and the high-school 

basketball team had strengthened Middletown’s sense of community. High-school sports, 

then, brought together the broader community, not just the students. One town resident 

described the shift in community spirit according to their newfound willingness to help 

each other:  

“Some time ago” commented a member of Rotary, “one of the papers asked a lot 
of us what was the most important change we noted in Middletown. I said it was 

                                                 
38 Murphy, “Developing the Proper School Spirit,” 280. 
39 Robert Staughton Lynd and Helen Merrell Lynd, Middletown; A Study in American 
Culture (1929; reprint, New York: Harcourt, Brace and Company, 1959).  
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the change in community spirit. In 1910 nobody would help anybody else. Such a 
thing as the President’s Club over here at the Chamber of Commerce that brings 
the head of all the civic clubs together would have been out of the question then – 
the men just wouldn’t have come together. The war did it – forcing men to learn 
to coöperate.”40  

 

The ability to work together on a common cause defined community spirit for this 

resident and for the authors, signaling its general understanding and use throughout the 

United States. 

 As I have suggested above, school spirit could be thought of as an interior 

sentiment that may or may not manifest itself outwardly. It is a sense of loyalty, 

attachment, or identification with one’s school. Staples explained it this way: 

The whole school in its total situation develops from within, a school spirit which 
might be called a behavior pattern characteristic of the school organization. This 
spirit can be expressed by yells[,]… speeches, team-work, etc., but cannot be 
defined in these terms.41 

 

The idea that an interior life cultivates various sentiments that guide external behavior is 

not new to the twentieth century. Peter Gay describes the consuming introspection of 

nineteenth-century Europeans.42 The bourgeoisie led the way for the lower classes in the 

art of self-scrutiny through their intimate writings of memoirs and correspondence. The 

nineteenth-century bourgeois had not discovered the inwardly-directed life on their own, 

but rather, “the secret life of the self had grown into a favorite, an wholly serious, indoor 

                                                 
40 R. S. Lynd and H. M. Lynd, Middletown, 484-85. 
41 Staples, “Building a Desirable School Spirit,” 143. 
42 Peter Gay, The Naked Heart, vol. 4 of Bourgeois Experience Victoria to Freud (New 
York: W. W. Norton & Company, 1995). 
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sport.”43  The very idea of being able to know oneself is highly contentious, though, since 

our perceptions are invariably colored by our subjectivity, and thus our self may be little 

more than a constant construction rather than a collection of stable elements. Rather than 

addressing our ability to know ourselves in this dissertation, I instead explore the ways in 

which the inner life of university community members was molded by the sensibilities 

nurtured in campus musical life. 

 For some bourgeois devotees of music in the nineteenth century, listening to 

music was an invitation for intimate self-exploration,44 a notion that is echoed in the 

purported significance of campus music. Through silent, focused attention listeners could 

explore the depths of a composer’s emotions and/or their own. For some nineteenth-

century listeners, the absent physical reaction to music listening contrasted sharply with 

the imaginative inner response. Listening to music was elevated to an art and a religion. 

Glee club song lyrics and other accounts of campus music suggest a similar conception of 

listening: campus music can instill a sense of school spirit and loyalty. Music is thought 

of as a portal into the sentimental emotions tied to the university. 

 Whereas Gay explores the idea of internal exploration via listening, Marshall 

McLuhan and Walter Ong argue for the intrinsic ability of sound to reveal interior events 

and sentiments.45 The theories of McLuhan and Ong overlap to such an extent that I will 

                                                 
43 Ibid., 4. 
44 Gay, “Bourgeois Experiences, IV: The Art of Listening,” in The Naked Heart, 11-35. 
45 Marshall McLuhan, The Gutenberg Galaxy: The Making of Typographic Man (1962; 
reprint, Toronto: University of Toronto Press, 1964); Marshall McLuhan, Understanding 
Media: The Extensions of Man (New York: McGraw-Hill, 1964; reprint, Cambridge, 
Mass.: The MIT Press, 1994); Walter J. Ong, Orality & Literacy: The Technologizing of 
the Word (New York: Methuen & Co., 1982; reprint, New York: Routledge, 1995). Eric 
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consider them as a unit here. Their dichotomy of sound vs. visual stimulus, oral culture 

vs. print culture, underwrites the larger theory that a predominantly visual or oral culture 

necessarily leads to changes in cognitive patterns in society. For example, Ong argues 

that the shift from oral culture to print culture in the Western Hemisphere presaged a shift 

from cyclic thinking toward linear thinking. He further suggests that new oral 

communication technology heralds an era of “secondary orality,” which blends an 

entrenched print culture with new modes of oral communication.46 McLuhan explores in 

detail the cognitive effects of modern electronic media; he argues that the medium itself 

creates cognitive effects, not the content – “the medium is the message.”47 They both 

espouse the idea that vision primarily reveals external aspects of an object, whereas 

sound reveals the interiority of that object, so sounds are a more intimate reflection of the 

object in question. Ong writes, 

Sounds all register the interior structures of whatever it is that produces them. A 
violin filled with concrete will not sound like a normal violin. A saxophone 
sounds differently from a flute: it is structured differently inside. And above all, 
the human voice comes from inside the human organism which provides the 
voice’s resonances.48 

 

The description of sound originating from the inside seems fairly innocuous and self-

evident, yet Ong’s theory of the interiority of sound production and listening becomes 

more pointed with his discussion of the listener. “Sight isolates, sound incorporates. 

                                                                                                                                                 
Havelock’s Preface to Plato (Cambridge, Mass.: Belknap Press of Harvard University 
Press, 1963) argued for a cognitive shift in ancient Greece during the shift from oral to 
written communication, a study which also influenced McLuhan’s work. 
46 Ong, Orality & Literacy, 136. 
47 McLuhan, Understanding Media, 7. 
48 Ong, Orality & Literacy, 72. 
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Whereas sight situates the observer outside what he views, at a distance, sound pours into 

the hearer.”49 According to Ong, sound thoroughly penetrates the listener, whereas visual 

stimuli remain apart from the viewer and are always kept on the outside. This primary 

distinction between sound and sight leads to a long list of their essential differences in the 

combined theory of Ong and McLuhan. Jonathan Sterne characterizes these differences 

as the audiovisual litany, a selection of which include: 

- hearing immerses its subject, vision offers a perspective; 
- sounds come to us, but vision travels to its object; 
- hearing is concerned with interiors, vision is concerned with surfaces; 
- hearing places us inside an event, seeing gives us a perspective on the event; 
- hearing tends toward subjectivity, vision tends toward objectivity50 
 

Sterne criticizes McLuhan and Ong for falsely characterizing hearing as an interior sense, 

going so far as to accuse them of nostalgia for a medieval age in which the mystery of 

orality is preserved in the aural word of God.51 To Sterne, one of the fundamental 

miscomprehensions of these sense theories is the assertion that a dominating sense 

necessarily degenerates another sense.52 In reality, the senses work together, so it is too 

simplistic to conceive of one sense dominating over and subsequently decaying another. 

Even if one considers the physiology of hearing vs. seeing, one quickly realizes that 

hearing an object is truly no more of an interior process than seeing it. A sound wave 

enters into the ear and is changed into an electrical signal for the brain, similarly, light 
                                                 
49 Ibid. 
50 Jonathan Sterne, The Audible Past: Cultural Origins of Sound Reproduction (Durham: 
Duke University Press, 2003), 15. 
51 Ibid., 342. 
52 Ibid., 16. Other scholars who have similarly argued for a more nuanced assessment of 
the senses working in tandem include: Veit Erlmann, ed. Hearing Cultures: Essays on 
Sound, Listening, and Modernity (New York: Berg, 2004); W.J.T. Mitchell, “Showing 
Seeing: a Critique of Visual Culture,” Journal of Visual Culture 1, no. 2 (2002): 165-181. 
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enters into the eye and is also changed into signals for the brain. In other words, sound 

waves and light both penetrate to the interior of the body. In my own assessment of 

listening to campus music, I do not advocate the hierarchy of senses, nor do I subscribe to 

the differences in senses that follow from this perceived hierarchy. As Sterne argues, the 

audiovisual litany traces its origins back to Plato’s teachings on speech and hearing and 

Christian spiritualism,53 so that university communities espoused beliefs that were 

already entrenched in Western thought for millenia. I do not strive to settle the question 

of the connection between hearing and interiority, but rather I examine this link as a 

historical conception that guided the decisions of university communities.  

Whether or not sound can actually physically and emotionally penetrate more 

deeply than visual stimuli, university community members adhered to this principle 

through their use of campus music. Yale University exemplifies early twentieth-century 

desires to recapture the sense of community in the collegiate system, doing so by 

promoting an interiorized school spirit via the sound of bells. As I have described in 

chapter one, during the 1910s, Yale administrators and alumni bemoaned the decline of 

camaraderie among its students, blaming the growing student population and impersonal 

curriculum of the newly adopted university system. They felt that something had to be 

done to bring back the golden Yale days of community and character building under the 

collegiate system. The administrators’ and alumni’s intense fear at losing their beloved 

vision of Yale prompted sweeping reforms following World War I, and it is this fear that 

sparked such drastic changes that I examine here.  

                                                 
53 Sterne, The Audible Past, 16. 
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Even before Yale’s alumni decided to promote community by demanding a 

common freshman year in 1919, the administration had already enacted an architectural 

change toward the same end. In the late 1910s, Yale built a network of dormitories 

modeled after the Gothic-styled buildings of Oxford and Cambridge. On 8 October 1917, 

at the laying of the cornerstone of the Memorial Quadrangle, President Hadley addressed 

those gathered: 

They [students] breathe the spirit of the place…. Of the various means to develop 
and perpetuate this spiritual side of education beautiful buildings are one of the 
most important…. A monumental building, if it be really beautiful and glorious, 
gives a visible and permanent object round which life and loyalty can grow, and 
to which tradition and sentiment can attach.54 
 

The value of the Memorial Quadrangle lay not primarily in the utilitarian fact that it 

eased the shortage of housing for over six hundred Yale students, but in its capacity to 

inspire students toward the beautiful, which in turn would inspire them to learn. At the 

same time, beautiful buildings continued Yale traditions and garnered affection from 

students. The dormitories also served as “object[s] round which life and loyalty can 

grow,” which prioritized fostering a communal atmosphere for those living in the 

Memorial Quadrangle. President Hadley was not the only one to proclaim the building’s 

intangible worth; the themes of beauty, inspiration, and tradition reappear repeatedly in 

contemporary descriptions of the building.55 As we can see in figure 1, Neo-Gothic 

                                                 
54 George Nichols, “The Memorial Quadrangle of Yale University and the Harkness 
Memorial Tower,” Architecture: The Professional Architectural Monthly 44, no. 4 
(1921): 293. 
55 See articles and editorials by James Gamble Rogers, George Nichols, and anonymous 
in Architecture: The Professional Architectural Monthly, 44, no. 4 (1921). 
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decorations adorn the Harkness Tower, revealing that European church towers are the 

standard of beauty.  

 

Figure 1 

 

 

Photograph by the author 

The stonework becomes smaller and more intricate going up the tower, which many have 

noted makes the tower seem to dissolve into the sky. From the aerial view inside the 

Harkness Tower, we can see a few of the enclosed courtyards and the narrow, packed-in 

buildings that form them (see figure 2). The courtyards provide an outdoor space for 

students only, so that they can nurture their own college community.  
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Figure 2 

 

 

Photograph courtesy of Tiffany Ng 

Professor William Lyon Phelps proclaimed the value of Memorial Quadrangle:  

The buildings stand, in the midst of traffic, a monument to the life of beauty, to 
the life of the spirit… For my part, the Memorial Quadrangle gives me actual 
happiness every day of my life; for a thousand years to come it will educate, 
inspire, and civilize those who live within its enclosure and those who come to 
see it.56 
 

The naming of everything from doorways to courts in the Memorial Quadrangle after 

famous Yale personages also attested to the concern for community; in this way, living 

Yale students were connected to those who had passed before them. On the ceremonial 

opening of the Quadrangle in 1922, President Angell ended his reception speech by 

extolling the value of Yale friendships: 

                                                 
56 Editorial in Architecture: The Professional Architectural Monthly, 44, no. 4 (1921): 
306. 
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It will be our grateful task, so far as in us lies, to safeguard for future generations 
the inner spirit of the Quadrangle; to keep it a place where joyfully the soul of 
youth may open out into the full flower of sturdy manhood, where ennobling 
companionship may flourish, where hope and aspiration and high resolve may 
find congenial abode.57 

 

Added to President Hadley’s desire for the Memorial Quadrangle to connect the past 

Yale community with the present, the Quadrangle’s “inner spirit” would also nurture life-

long friendships, which were the basis for an intimate, strong college community. The 

Memorial Quadrangle was an early testament to the attempted return to the idealized 

collegial atmosphere. 

The crown jewel of the Harkness Memorial Tower in Memorial Quadrangle was 

the new ten-bell chime, whose tonal compass permitted the sounding of melodies and so 

extended its function beyond the traditional commemorative and signaling roles of the 

bells to one of inspiring the community with song, just as the architecture of Memorial 

Quadrangle was meant to do. The funds to construct the Quadrangle and chime were 

donated by Mrs. Stephen V. Harkness in remembrance of three groups of people: as a 

memorial to her son, Charles William Harkness, an alumnus of Yale, as a memorial to 

fallen soldiers of World War I, and in remembrance of notable Yale alumni and faculty.58 

Yet, the Quadrangle, and particularly the chime, were more than commemorative objects. 

The ten-bell chime continued the established ringing tradition, connecting current 

students with the aural experiences of past Yale students. Yet, this chime played 

melodies, not a single note, so it similarly fostered the fond sentiments that Hadley 

                                                 
57 James R. Angell Presidential Papers, box 98, folder 1000, Yale University Library. 
58 Ibid. 
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claimed the beautiful architecture would inspire. The architecture provided a visual, 

tactile link with the idealized collegiate utopia, while the bells provided the aural link. 

 Text adapted to a daily tune on the Harkness Memorial Chime represents not only 

the bells’ aural authority but also a sentimental attachment to Yale. Until at least 1946, 

the Yale chime played the same four pieces every day: “Scalero, Italian Tune” rang for 

chapel at 8:00 a.m., the well-known melody from “Largo” from Dvorák’s Symphony No. 

9 “From the New World” played at noon, Richard Wagner’s “Bell Motif” from Parsifal 

announced vespers at 6:00 p.m., and a Gregorian chant rang for curfew at 10:00 p.m.59 

Dated December 1924, a small notecard for “holiday greetings” presents a text to be sung 

to the famous melody from the “Largo” movement of Dvorák’s Symphony No. 9, “From 

the New World” (see example 2).60  

 

Example 2 

The Harkness Chimes 
Lyrics by Philip E. Browning 
 
Hail to thee, dear old Yale, 
Mother of us all; 
Far or near though we be 
Still we hear thy call. 
‘Neath they elms’ friendly shade, 
Far in alien climes, 
we thy sons hear thy voice 
In the campus chimes: 
 
“Seek ye here Light and Truth, 
Nurture soul and mind, 

                                                 
59 Catherine Bradford, “A History of the Yale Memorial Carillon,” 
http://www.yale.edu/carillon/bradfordhistory.html (accessed 2 August 2010). 
60 James R. Angell Presidential Papers, box 98, folder 1000, Yale University Library.  
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Dedicate here your youth, 
Learn to serve mankind.” 
 
Age comes on, cares oppress, 
Other mem’ries fail; 
Lessons learned at thy feet 
Linger, Mother Yale. 
In our hearts, still enshrined, 
youth eternal dwells 
Stirred anew by thy voice 
In the campus bells: 
 
“Seek ye here Light and Truth, 
Nurture soul and mind, 
Dedicate here your youth, 
Learn to serve mankind.” 
 

The voice of Yale itself is embodied in the sound of the chimes, as stated in the last two 

lines of the first stanza: “we thy sons hear thy voice/In the campus chimes.” The message 

of Yale, heard via the bells, is stated in the chorus: the students are to educate themselves, 

both “soul and mind,” while cultivating skills to serve the broader society as well. In 

addition, upon hearing the bells, alumni recall their inner youth: “In our hearts, still 

enshrined/youth eternal dwells/Stirred anew by thy voice/In the campus bells.” The 

broad, benevolent message of self-improvement reaches beyond campus; the bells are 

“heard” by students and alumni almost anywhere: “Far or near though we be/Still we hear 

thy call.” It is interesting to note that the sound of the bells is characterized as a “call” or 

“voice,” but not in musical terms, reinforcing their portrayal as an aural authority. The 

function of the bells as a symbolic voice of the University overtakes the perhaps more 

obvious function of a musical instrument – providing beautiful music for aesthetic 

enjoyment, the obvious analogue to the beautiful buildings  – or this function is so self-
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evident in the singing of the tune itself that this musical characterization of the chime 

does not even need to be mentioned in the text. 

The act of singing or contemplating the text along with the chimes’ melody 

signals more than just aural authority; it signals school spirit, specifically an interior form 

of school spirit. A longing for the ideal college campus encouraged the installation of 

these instruments on campuses in the first place, but the sound of a familiar melody on 

the bells, coupled with the magnanimous message of the university, could also instill a 

sense of affection toward the bells, and by extension the university. The slow, cantabile 

melody from the second movement of the New World Symphony is ripe for sentimental 

exploitation. First of all, the melody is easy to adapt as a song to which a sentimental text 

can be attached. The melody is slow, and it is neatly divided into three four-measure 

phrases, with smaller, two-measure question-and-answer phrases constituting the larger 

phrase (example 3 shows the first phrase, mm. 7-10).61 

 

Example 3 

 

The undulating melodic contour features mostly stepwise motion with a few small skips. 

The rhythm is also not difficult to sing, since it is slow, it repeatedly uses the rhythmic 

motive of a dotted eighth-note followed by a sixteenth-note, and it lacks syncopation or 
                                                 
61 Antonín Dvorák, Symphony No. 9 (“New World”) (New York: Dover Publications, 
Inc., 1984), 207-208. 
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particularly long or short rhythms. In addition, the melody is ripe for sentimental 

appropriation because the melody of the first four measures and the modified repeat in 

the last four measures of the melody conform to a pentatonic scale, making it sound like a 

folk song.62 In the modern world, singing music that sounds like folk songs already 

suggests an affinity for a time and place removed from the present. In this way, music 

promotes an affection for the past – college days at Yale. The aural authority of the bells 

inscribed in the text is softened by the sentimental tune. Seeing the text on this holiday 

greeting card, long after one has been on campus, could reawaken memories and a 

fondness for student days. Similar to Staples’ argument that school spirit starts from 

within, which then manifests itself in the community and governmental service, the text 

and tune tie together an emotional attachment to college community with a call to serve 

the broader community. To love Yale is to help society. In this song the diverging 

communal goals of the collegiate and university models – intimate college community vs. 

social utility – are strategically conflated, so that Yale stays true to its heritage but also 

remains useful in the modern world. 

                                                 
62 Scholars have debated the origins of the melodies in Dvorák’s Symphony No. 9, “From 
the New World.” Michael Beckerman has argued that at least two movements of the 
symphony were intended as the basis for a future cantata or opera (never written) on 
Henry Wadsworth Longfellow’s The Song of Hiawatha. (“Dvorák’s ‘New World’ Largo 
and ‘The Song of Hiawatha,’” 19th-Century Music 16, no. 1 (1992): 35-48). Richard 
Taruskin notes that although the Largo theme is also known as the spiritual “Goin’ 
Home,” the Largo theme most likely predated the spiritual. At the time of its premiere 
and throughout the twentieth century, the symphony’s Largo theme was understood as 
“American,” and its pentatonic structure could be construed as Native-American or 
African-American (The Nineteenth Century, vol. 3 of The Oxford History of Western 
Music [New York: Oxford University Press, 2005], 765-66). 



 189 

In 1933, the Provost of Yale, Charles Seymour, wrote a paper titled “History of 

the College Plan.”63 Seymour primarily discusses the living arrangements of Oxford and 

Cambridge and their transfer to colonial America, specifically Yale. His description of 

the “Yale Spirit” reinforces my interpretation of “The Harkness Chimes” as promoting an 

interior school spirit that encourages students and alumni to aid their communities: 

From the earliest days, the Faculty, primarily the tutors, regarded themselves as 
responsible for the intellectual welfare of the students. The students, following the 
natural tendencies of youth, emphasized the social rather than the intellectual 
aspects of the bond, and developed that sentiment of solidarity that came to be 
called “Yale Spirit.” Both aspects have persisted and their vitality may explain the 
fact that Yale has produced both eminent scholars and distinguished citizens. Four 
years on the Yale Campus prepared the undergraduate not merely for intellectual 
power but for a sense of social responsibility.64 

 

Seymour describes the “Yale Spirit,” or their school spirit, as the sense of unity among 

the faculty and students. He notes two aspects that contribute to their “sentiment of 

solidarity”: intellectual pursuits and social bonds. He further explains that this dual nature 

of their school spirit produces those who have honed their intellect, scholars, and those 

who prioritize community service, “distinguished citizens.” An education at Yale 

prepared students for both the life of the mind and the life of social service. While his 

assessment of colonial Yale College is debatable, he clearly views Yale’s particular 

school spirit as an internalized sentiment that molds students into socially responsible 

citizens. 

                                                 
63 Charles Seymour, “History of the College Plan,” 1933, Provost’s Office, Records 
Concerning Residential College System, ca. 1928-1937, unit 38, box 10, folder 150, Yale 
University Library. 
64 Ibid. 
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Similar to the Yale administration, the administration at The University of Texas 

at Austin seemed aware of the potential of chime music to promote school spirit. The first 

campus bells were donated in 1929 by Albert S. Burleson, a Law School alumnus of the 

class of 1884.65 The set of eleven bells hung in the Main Building, the central building on 

campus. In negotiating this generous donation, William Battle, chairman of the faculty 

building committee, requested that the bells be able to play certain patriotic and Texas-

themed tunes: “America” and “Eyes of Texas.”66 “Dixie” and “Come to the Bower” 

would have also been desirable, although Battle speculated that they may have too many 

short rhythms to be able to render properly on the chime.67 The quality of chimes and 

their mechanisms varied widely, although Battle was likely correct that “Dixie” would 

have been difficult to play at tempo; “Come to Bower,” however, with its moderate 

tempo and lilting rhythms, would probably not have posed a problem. The desire to hear 

“America” on the chime speaks of patriotic inclinations. The “Eyes of Texas” had served 

as the unofficial school song for The University of Texas since 1903, when J. L. Sinclair, 

a Texas student, wrote new Texas lyrics to the tune “I’ve Been Working on the Railroad” 

for a minstrel show.68 “Dixie” still strongly represented the American South after the fall 

                                                 
65 Cheryl Kaufman, “Ring Those Bells,” The University of Texas at Austin, 
http://www.utexas.edu/tours/mainbuilding/carillon/ (accessed 2 August 2010). 
66 William Battle to Alfred Burleson, 4 November 1927, William James Battle 
Collection, Center for American History, The University of Texas at Austin. 
67 Ibid. 
68 Margaret Catherine Berry, UT Austin: Traditions and Nostalgia (Austin, Texas: Shoal 
Creek Publishers, Inc., 1975), 23-24. The origins of  “The Eyes of Texas” are unknown, 
although it “has been credited to various sources, from Negro laborers on the levee to 
Irish immigrant workers on the rails to a popular nineteenth-century hymn.” Thomas S. 
Hischak, The Tin Pan Alley Song Encyclopedia (Westport, Conn.: Greenwood Press, 
2002), 188. One of the earliest publications of “I’ve Been Working on the Railroad” was 
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of the Confederacy. “Come to the Bower,” an Irish folk song, was sung by Texas troops 

fighting for independence from Mexico in the battle of San Jacinto. Battle was obviously 

aware of the representational power of the anticipated chime; he understood that the tunes 

it played would project a university identity across the entire campus. The tower chime 

brought a recognizable piece of university identity to the community during an otherwise 

ordinary part of the day. Chime tunes could serve as mild propaganda, urging listeners to 

connect with the university community in particular ways. Both the timbre of the bells, 

unique for that place, and its regular performance of “The Eyes of Texas” promoted an 

emotional attachment to that time and place of walking on campus. 

While “The Harkness Chimes” discussed above encourages a sentimental 

reflection on college days at Yale, “The Eyes of Texas” seems to arouse instead a sense 

of the school spirit’s vigor at The University of Texas. The song is arranged in four-

measure phrases with the form AA'BA'', with two-measure question-and-answer phrases 

constituting each of these larger phrases.69 The first two phrases sound strong and 

determined, given the repeated movement from the fifth scale degree to the first scale 

degree in the opening of each phrase (see example 4). 

 

 

 
                                                                                                                                                 
in Princeton’s songbook, suggesting that university students around the country were 
familiar that tune around the time that Sinclair wrote “The Eyes of Texas.”  Carmina 
Princetonia; The University Song Book, 8th ed. (Newark, M. R. Dennis & Co., 1894). 
69 John Lang Sinclair, “The Eyes of Texas,” in Intercollegiate Song Book: Alma Mater 
and Football Songs of the American Colleges, comp. and arr. Thornton W. Allen (New 
York: Intercollegiate Song Book, Inc., 1927). 
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Example 4 

 

The first scale degree in this oscillation is also positioned on the strong beats (one and 

three) of the meter. For both phrases, these first scale degree notes represent the words 

“eyes” and the first syllable of “Texas,” emphasizing the act of “the eyes of Texas” 

watching over you. The third phrase represents an attempt to evade the ever-watchful 

gaze. The melodic contour is immediately much more restricted than the skips of a fourth 

in the first two phrases. The melody in the third phrase moves stepwise by semitone, and 

it avoids the first scale degree. The third phrase ends on V/vi, which harmonically points 

away from the tonal center of the song. The last phrase, while it begins with the same 

lyrics as phrases one and two, does not begin with the same scale degree oscillation. It 

does end with a perfect cadence, though, which affirms that one indeed cannot escape the 

key of the song, and also the eyes of Texas. The music of “The Eyes of Texas” seems less 

inclined to instill sentimental reflection in its listeners. The robust, confident song was 

more appropriate to stimulate exterior displays of school spirit at a football game, but 

nonetheless it too was played on the university chime in a situation that promoted an 

interior school spirit. 
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 Students at The University of Texas appeared to have latched onto the idea of the 

chime as promoting school spirit. Long before Burleson donated the bells in 1929, they 

had organized a committee to raise money for a campus chime. The Alcalde, the alumni 

magazine, reported in 1913 that the chimes committee had looked into the price of a 

chime or peal (a small number of bells designed to ring together, but usually not creating 

melodies), concluding that a peal would be satisfactory for the university.70 The classes 

of 1913-16 and 1918 had each contributed to the chimes fund, yet apparently this was not 

enough for the chime originally estimated at $4,000-$5,000 or the peal at $1,500.71 The 

committee appears to have lost momentum and was never able to raise enough money to 

purchase bells, since the chimes money was eventually used for student loans.72 Despite 

the fact that the project was not realized, the existence of this organization nonetheless 

shows widespread student interest in obtaining bells for the campus. 

 Decades later, university administrators and media recoiled from certain music 

played on the carillon, which revealed the limits of the university’s representation via bell 

music. James. R. Lawson, carillonneur at Stanford University, heard that Vyacheslav 

Molotov, foreign minister of Russia, was to visit Stanford during the 1945 United 

Nations Conference in San Francisco. To welcome the delegate, Lawson played what he 

assumed was the Soviet Union’s national anthem, the “Internationale.”73 Lawson did not 

                                                 
70 Alcalde 1, no. 3, (1913): 292. 
71 Harry Benedict to William Battle, 14 June 1915, Benedict (Harry Yandell) Papers, 
1855-1865, 1874-1940, Center for American History, The University of Texas at Austin; 
Catalogue of The University of Texas, 1927-28, p. 66. 
72 Catalogue of The University of Texas, 1927-28, p. 66. 
73 James R. Lawson, “I Ring for Peace – the Bells at Stanford” Bulletin of the Guild of 
Carillonneurs in North America 38 (1989): 48. 
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realize, though, that the “Internationale” had ceased to be The Soviet Union’s national 

anthem in 1944, 74 and it was, and still is, considered the crusading song for communism. 

The incident made national news. In the “Talk of the Town” section, the New Yorker 

described the event along with another piece of evidence for the infiltration of 

communism: 

Incidental Intelligence: When Molotov visited Stanford University during his stay 
in San Francisco, the “Internationale” was played in his honor on the Hoover 
Memorial Chimes. At the same time, here in New York, the hammer and sickle 
was flying over the Union League Club, along with the flags of the other United 
Nations.75 

 

The New Yorker lampooned the fear surrounding the alleged spread of communism 

through these events. Lawson received a serious reprimand for his infamous mistake. 

After all, the carillon was housed in the Hoover Tower, which contained the collection of 

the Hoover Institution on War, Revolution, and Peace. Part of its mission was (and still 

is) to facilitate the study of war and to preserve peace and American democracy.76 It is 

not surprising, then, that the administration objected to the playing of the “Internationale” 

on the instrument representing the Hoover Institution. This anecdote suggests that the 

representational power of the carillon is matched by few other instruments. The sound of 

the instrument emanates from the tops of looming towers, buildings such as The 

University of Texas Tower and the Hoover Tower that themselves embody institutes and 
                                                 
74 “Internationale,” in The Oxford Dictionary of Music, 2nd ed. rev., edited by Michael 
Kennedy. Oxford Music Online, 
http://www.oxfordmusiconline.com.ezproxy.lib.utexas.edu/subscriber/article/opr/t237/e5
182 (accessed 2 August 2010). 
75 “Talk of the Town,” New Yorker, 19 May 1945, p. 20. 
76 “Mission Statement,” Hoover Institution, http://www.hoover.org/about/mission-
statement (accessed 2 August 2010). 
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university systems. The performer remains unseen, so that responsibility for a particular 

musical utterance is not easily ascribed to a performer. The sound of the chime or carillon 

seems, as the lines of “The Harkness Chimes” put it, like the voice of the university itself, 

and any sound that diverges from the university’s mission therefore becomes of grave 

concern. The sound of the chime or carillon can be a powerful tool to establish an identity 

in a large space, or it can undermine the institution to which it belongs. 

 A strikingly similar incident occurred at The University of Texas in March of 

1953. The student carillonneur at the time, Tom Anderson, performed a few special 

selections on the event of Stalin’s death: “Old Black Joe,” “Massa’s in the Cold, Cold 

Ground,” and Chopin’s Funeral March. Although Anderson meant the pieces to be 

tongue-in-cheek, an angry alumnus wrote to the Chancellor of the University expressing 

his discontent that the University would allow such an endorsement of communism or the 

Soviet Union. The Chancellor replied that he did not know about the program in advance, 

and that he himself would not have approved it, since “any mention of Communism or 

Russia or anything referring to either of them by any person connected with the 

University apparently is construed as an endorsement, whatever the actual intent was.”77 

In a political climate fearful of anything tainted with communism, the administration had 

to be extremely careful not to even discuss or ridicule it, let alone endorse it. Irony is 

difficult to convey in music, and Anderson’s attempt to inject a bit of ironic humor in a 

very serious matter fell flat. While ordinarily an employee discussing communism may 

not have been devastating for the university, Anderson’s performance was more 
                                                 
77 James P. Hart to Judge Robert Lee Bobbitt, 11 March 1953, UT Chancellor’s Office 
Records, 1941, Center for American History, The University of Texas at Austin. 
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consequential because it came off as an endorsement of communism, and it was heard by 

many people across campus. Furthermore, no one could see Anderson performing, so the 

transgression was more easily attributed to the university itself, rather than to a single 

misguided individual. 

Like the bells, the Yale Glee Club was viewed as an instigator of school spirit. 

Students and alumni viewed the glee club as the transmitter of all-important collegiate 

songs. Collegiate songs unabashedly declare their love and loyalty toward their school, an 

unequivocal statement of school spirit that beckons for the same sentiment from student 

and alumni listeners. An example is “Yale, Old Yale!” from the early twentieth century 

(see example 5).78 

 

 

 

                                                 
78 Thomas G. Shepard, “Yale, old Yale!” lyrics by Lyttleton Fox, in Yale Melodies: A 
Collection of the Latest Songs Used by the Yale University Glee Club, ed., comp. and 
composer Thomas G. Shepard (New Haven, Conn.: Thomas G. Shepard, 1903), 15-16. 
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Example 5 
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The praise “For Yale, old Yale” is sung or referenced repeatedly. As in “The Eyes of 

Texas,” the beginnings of multiple phrases oscillate between strong scale degrees, 

lending melodic strength to words that most resemble cheers or shouts. In the very 

beginning, for example, the melody jumps among the fifth, first, and third scale degrees. 

This same pattern occurs in mm. 17 and 25. This melodic pattern does not always 

coincide with the text of “For Yale, old Yale,” however, and this betrays the textual 

setting of the piece as a whole. There is no musical repetition in the verses, and only mm. 

17-18 recur in modified form in mm. 25-26 in the chorus. While musical phrases cadence 

at the end of textual phrases, the general lack of phrase repetition within the verse and 

chorus undermine the couplet rhyme scheme and the four-measure phrase structure. Like 

the proclamation in the first verse that the praise for Yale will go on for an endless 

amount of time, the song itself seems to go on and on, because there is very little musical 

repetition to lend structure to the song. In the chorus, the lyrics claim that even when one 

faithful Yalie passes on, a hundred more will arise to continue revering their college. 

Similar to the text written to the “New World” Symphony melody, the chorus also 

characterizes the bells of Yale as ringing an “anthem of praise.” While here the bells are 

not described as explicitly calling Yale men to serve their community, they still carry a 

message for the Yalies that herald the school and its students. In the third verse the “spirit 

of Yale” guards the college in a metaphoric blue dome (Yale’s color), although the spirit 

is not limited to this one location, since Yale graduates have traveled and lived near and 

far, so all over “there lives the name of Yale.” The fourth verse asserts that the love for 
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Yale does not abate with age, suggesting nostalgia for college days, a topic that will be 

discussed more in chapter five.  

The glee club could elicit an external display of school spirit, or foster an 

internalized school spirit. Given the performance conventions of the time, the audience 

members consisting of alumni and students most likely would have remained politely 

silent, except for applauding after the songs. In this usual case, any sentiment of school 

spirit would have largely remained internal. The glee club was especially praised when 

they performed in a seemingly spontaneous manner, encouraging others to join in, which 

was reminiscent of the mid-nineteenth-century singing on the Yale Fence.79 After the 

glee club performed an informal concert outdoors on a Friday night, an editorial in the 

Yale Daily News (later reprinted in the Yale Alumni Weekly) stated that the event captured 

the essence of Yale: 

Rare are the functions which represent to undergraduates the genius of Yale. The 
singing in Harkness was, therefore, one of the most refreshing occurrences of the 
college year. The News can only congratulate the Glee club and the originators of 
the idea and express the strongest possible hope that the incident of Friday night 
will be made a weekly occurrence. Tradition would do well to place her stamp of 
approval on such a feature.80 
 

The Yale Alumni Weekly elaborated on the value of this rare event: “there was some of 

that general singing of old Yale songs that the Campus used to hear of spring evenings 

but which has been unknown in recent years.”81 The author approved of the performance 

because it encouraged the participation of non-glee club members. School spirit, then, 

                                                 
79 Marshall Bartholomew, The First Hundred Years 1861-1961: A Short History of the 
Yale Glee Club (New Haven: n. p., 1961), n. p. 
80 Editorial, Yale Alumni Weekly, 27 May 1927, p. 996. 
81 Ibid., 989-990. 



 201 

was quite literally vocalized rather than just felt internally. Both students and alumni 

recognized the value of the glee club in bringing students together to sing college songs, 

simultaneously nurturing and eliciting affection for Yale. The spontaneous sing-along 

with the glee club incorporated external displays of school spirit, while also cultivating an 

interior sense of school spirit that could be drawn out later by hearing or singing the 

college songs again. 

 

IV. Conclusion 

 School spirit during the interwar period was often characterized as an external 

display of support for a sports team, although the fear of crowds and a desire to build 

community values directed educators’ energy toward building a more nuanced 

conception of school spirit. In this broadened conception, teamwork, fair play, and 

rational participation became the agents of building healthy democratic, community-

minded citizens. In order to instill this sense of obligation and loyalty, music was 

employed to nurture this interior sense of school spirit. On university campuses, 

marching bands riled up fans at football games, while glee clubs and bell instruments 

became crucial means of inculcating internal school spirit. 

 The examples of university music described above suggest that music is a nearly 

perfect agent of school spirit, both external and internal. For external, music encouraged 

the rowdy noises of the crowd, and it also complemented cheering, as it added an 

enlightened touch to the aggressive cheers and chants. Music civilized the raucous yells 

and created the perfect blend of exteriorized aggressive energy and interiorized emotional 
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sentiment. As for interior school spirit, the accounts above suggest that music was 

thought to instill a strong emotional attachment to the university. Sound, believed to 

penetrate deeply into body and psyche, thereby possessed the power to build school spirit 

unlike other sensory experiences. Music that could elicit school spirit provided another 

bonus: it was portable. Through musical recordings and sheet music, students could 

easily hear the music that reminded them of their university beyond the physical campus. 

Up to this point, the value of school spirit for the university from the perspective of the 

administration has been speculated as loyalty, which might then translate into financial 

support. The evidence supporting this speculation will be presented in the next chapter, 

where I will show that administrators took an active hand in manipulating alumni 

nostalgia for financial support. After all, from student school spirit it was but a small step 

to alumni nostalgia, and the purported power of music to elicit emotion would figure 

heavily in the production of alumni memorabilia meant to elicit nostalgia. In the 

following and final chapter, I will explore how campus sounds, especially music, feature 

in the nostalgia of college alumni. 
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Chapter V: Listening to Nostalgia 

I. Introduction 

American universities of the interwar period inspired college memorabilia 

designed to induce nostalgia in their alumni. College songs, poems, and recordings from 

Stanford University, Syracuse University, The University of Texas at Austin, and Yale 

University all expressed nostalgic sentiments toward their alma mater and elicited 

nostalgic reactions from alumni. These tokens convey nostalgia for the sights and sounds 

of college life outside the classroom. Poems by Stanford students and alumni articulate 

their fondness upon hearing the Stanford bells, and the poets claim that their sounds 

release potent memories. The lyrics of a Yale Glee Club song reminisce about college 

friendships, while also recalling the aural authority of the campus bells that dictated the 

students’ schedule. Recordings capture distinct campus sounds, such as the marching 

band performing the college fight songs, the glee club singing the alma mater, or the 

campus bells ringing – sounds that listeners would associate with campus life. 

The production of audio recordings to induce memories and nostalgia from 

college alumni supplemented the strong tradition of yearbooks. In the 1950s, the students 

of Syracuse University as well as the administration of The University of Texas produced 

recordings of campus sounds, including those of marching bands, glee clubs, bells, fans 

at a football game, pep rallies, musicals, radio broadcasts, presidential speeches, and 

homecoming announcements. At Syracuse, the annual Onondagan yearbook packaged a 

flexi-disc in the back, underlining the proximity of recording with photography as an 

inducer of memories and nostalgia. Administrators and producers at The University of 



 204 

Texas sold a recording, The Cactus in Sound, separate from its yearbook, The Cactus. 

The liner notes claim that this recording will “bring back memories” and “evoke a fond 

remembrance” for alumni.1 While the nostalgic intent of the recordings seems apparent, 

the actual success of the recordings in this mission is uncertain. Indeed, the recording 

project was not replicated at either university, although the exact reasons for 

discontinuing the experiments are unknown. In the case of The Cactus in Sound, I 

speculate that it failed at least in part because the narrator distracted listeners away from 

the aural excerpts. 

Whereas most of the college memorabilia examined in this chapter were made by 

students or alumni, The Cactus in Sound is significant because it was conceived and 

produced by university administrators. Administrators certainly understood the link 

between fond campus memories, nostalgia, and increased alumni engagement with their 

alma mater, which ultimately increased financial support. An object such as The Cactus 

in Sound attests to the fact that administrators recognized the potential benefits of 

eliciting specifically aural memories and nostalgia from alumni. 

Nostalgia, as Vladimir Jankélévitch explains it, relies on a temporal divide 

between the past and present.2 Through college memorabilia, universities could stand to 

benefit by exploiting the divide between the reality of the present and the seemingly 

halcyon days of college. The wider the perceived divide, the more nostalgia could be 

                                                 
1 M. W. Widener and Robert M. Adams, liner notes for The Cactus in Sound, RCA 
Victor Custom Record Division for Regional Custom Recording Co., Austin, Texas, 
1954. 
2 Vladimir Jankélévitch, L’Irréversible et la Nostalgie (Paris: Flammarion, 1974), 276-
280. 
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generated and tapped for increased university financial support. In such objects as The 

Cactus in Sound the past is idealized in such a way that it can become confused with the 

real past. The consequences of conflating an ideal and real past are both detrimental and 

beneficial. If administrators, alumni, and students believed in such idealized visions of 

the past, their visions could perpetuate old problems, such as focusing on the 

extracurriculum at the expense of the curriculum, rather than remedying them. On the 

other hand, the idealized past could provide a powerful vision that would motivate 

improvements, such as fostering a sense of community among the large number of 

students. The history of American higher education in the twentieth century hinges on the 

perceived divide between past and present, ideal and real. Nostalgia a crucial sentiment in 

articulating this divide in each successive generation of college students and alumni. 

 

II. Poems 

Nostalgia is more than a simple recollection of past memories: it is a sentiment 

that combines thought and emotion. As Janelle L. Wilson describes it, nostalgia requires 

a selective, active remembrance of the past, and this is accompanied by an emotional 

longing.3 The remembrance idealizes a past time or place, independent of one’s actual 

personal experience. As Svetlana Boym defines it, “nostalgia is a longing for a home that 

no longer exists or has never existed. Nostalgia is a sentiment of loss and displacement, 

but it is also a romance with one’s own fantasy.”4 It can apply to a place where one no 

                                                 
3 Janelle L. Wilson, Nostalgia: Sanctuary of Meaning (Lewisburg, PA: Bucknell 
University Press, 2005), 25. 
4 Svetlana Boym, The Future of Nostalgia (New York: Basic Books, 2001), xiii.  
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longer inhabits, but it often applies to a past time. The “romance with one’s own fantasy” 

that Boym describes is the idealization of the past, the rosy tint with which we remember 

distant times. The halcyon past does not even need to be one’s own; people wax nostalgic 

about times and places they never came close to experiencing firsthand. The idealized 

past can painfully reveal the inadequacies of the present, although waxing nostalgic can 

also be a pleasurable flight of the imagination.  

Alumni expressed affection for campus bells through poetry, and in at least one 

case, the sound of the bells triggered an alumnus’ nostalgia for former college days. All 

three poems considered below – two by Stanford alumni, one by a visiting poet there – 

were the only poems I found that idealized campus bells from the perspective of an 

alumnus or visitor, and the fondness for the bells seems to grow in each successive poem. 

They highlight the role of the bells in campus life or alumni recollections, and through 

their publication in the Stanford alumni magazine or Stanford yearbook, they invite, even 

encourage other Stanford alumni to view the bells in a similar fashion. Indeed, the 

affection for the bells displayed in these poems is not disingenuous; Stanford University 

has a long history with bells. The Memorial Church, a stunning focal point for the 

campus, housed four bells when the University opened, and by the spring of 1941, the 

Hoover tower housed a four-octave carillon, the largest range generally available on this 

instrument at the time. Since the poets idealize the bells and past college days, it is fitting 

that they describe the bells’ sounds as musical, rather than as a sound signal that directs 

them to class. Not only are Stanford alumni invited to make their own nostalgic journeys, 

but they are prompted to consider these perhaps hitherto unnoticed sounds as music.  
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Example 6 

“The Bells from Belgium” by Wm. Leonard Schwartz 
 
Sing, bells from Belgium, sing 
 Those Stanford hymns we know; 
Ring, carillonneur, ring 
 Your air from long ago! 
 
Chime, bells from Belgium, chime, 
 In hours of work and play: 
Time’s hope for man is time – 
 Time’s fear, some man’s delay. 
 
Strike, bells from Belgium, strike 
 For freedom, justice, truth, 
That East and West alike 
 Heed Belgium’s song to youth.5 

 
 The speaker treats the carillon as a musical instrument, calling out for it to 

metaphorically “sing.” In the first stanza, the author, both an alumnus and professor of 

French at Stanford, commands the Belgian bells and the carillonneur to perform Stanford 

hymns and an “air from long ago.” The request for Stanford hymns is predictable. A 

musical instrument as public and far-reaching as the carillon would seem obliged to play 

songs of the campus to which it belongs. The call for an additional air rounds out a 

repertoire tinged with sentimentality. 

                                                 
5 William Leonard Schwartz, “The Bells from Belgium,” Stanford Illustrated Review 42, 
no. 8 (1941): 28-29. Although published in early 1941, before the installation of the 
carillon in the Hoover tower, the poem no doubt references this carillon. Stanford 
administration had publicly announced in 1940 that Stanford was acquiring the carillon in 
the Belgian exhibition at the New York World’s Fair. Since the older chime on 
Stanford’s campus came from New York State, there could be no doubt from the opening 
line that Schwartz was honoring the new carillon that had yet to arrive.  
 



 208 

 The speaker implores the bells to play at times of “work and play,” so that they 

can regulate the time for their activities. The last two lines of the second stanza reference 

the time-keeping function of the bells. The benevolence of time to wish more of itself for 

people echoes through the bells’ signals. The bells, the steward of time, supply a friendly 

reminder of the hour to assist people in their daily schedules. The regular ringing of the 

bells may be construed as dogmatic or beneficial; here the poet confirms a positive 

assessment of public timekeeping.  

 The last stanza underlines the political situation in early 1941. Although the 

United States had not yet entered World War II, the war was already raging in both 

Europe and East Asia. A message for “freedom, justice, truth” was a timely one. I have 

found no evidence that Schwartz knew that the largest bell in the Belgian carillon was 

inscribed “uno pro pace sono” (“I Ring for Peace”), but given the final stanza it seems 

likely. “Belgium’s song to youth” – the bells – transmits a message of peace that the 

speaker hopes will be heard by “East and West alike.”  

 Although Schwartz’s poem does not testify to the emotional power of the bells, it 

does describe the sound of the carillon as specifically musical, calling it to “sing” and to 

perform hymns and airs. There is no doubt that the speaker conceives of the carillon as a 

musical instrument, and he invites other alumni to hear the music in the sound of the 

bells.  
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Example 7 

“The Bells at Stanford” (To James R. Lawson) by John Gould Fletcher 
 
Over the scattered trees, over the sunbrowned meadow,  
The bells wove their rhythm of delicate, proud airborne music; 
Fragments of lacework through the far-air falling, 
Trails of tone going outward, loops and loud curves of sound, 
The bells threw a Sabbath of peace against the shadow 
Of a mid-century torn with war, with lust, with famines; 
Borne from their Belgian coast, they shaped the enclosing magic; 
Sky blessing spread upon a wide Pacific ground. 
 
Here as in days gone by, through centuries forgotten, 
They sang through the sky to man, they wove the secret 
Will of eternity, that passes to peace through strife. 
Quivering from plain to peak, they shaped the heavenly garments, 
And, as in older lands, they moved; angelic footfalls  
Going, but none knew how, apart from death to life6 

 
 In this poem, Fletcher, a Pulitzer-prize winning poet and author from Arkansas, 

has also latched onto the message inscribed on the lowest bell: “uno pro pace sono.” The 

bells spread their Belgian-born, timeless message far beyond the scope and time of 

Stanford. Of the three poems discussed in this section, this one is the most metaphorical 

in its description of hearing the Stanford carillon. Here too the speaker refers to the 

sounds of the carillon as music, granting the bells additional ancient, supernatural 

properties. 

 In the first line, the poem locates the speaker at Stanford with the description of 

“scattered trees” and “sunbrowned meadows.” While scattered trees may not be unusual, 

sunbrowned meadows are distinctive of the Stanford campus. The next line makes it clear 

that it is the sound of bells, and a musical sound at that, that is ringing out high in the air. 
                                                 
6 John Gould Fletcher, “The Bells at Stanford,” Stanford Alumni Review 49, no. 5 (1948): 
8. 
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The music is both delicate and proud, perhaps in reference to the bells’ bright timbres, 

strong attacks, and fast, tinkling rhythms in the upper range. The intricacy and delicacy of 

the bell music is further detailed with the metaphor of lacework. The fourth line evokes 

the tower as the sound emanates out from it. The tones do not simply project outward, but 

move in “loops and loud curves,” enveloping and reverberating off their surroundings. 

Here, rather than being described as musical, the bell sounds are described with the 

neutral term “sound,” perhaps acknowledging their ability to signal as well as provide 

music.  

Lines five and six break with the opening metaphorical description of carillon 

music; the bells give not only music but also a message of peace for an ailing world 

recovering from World War II. Fletcher describes the message and sound within the bells 

as no less than magical and blessed. The profound ability of the bells to convey sacred, 

peaceful messages to its listeners is reminiscent of the ideas of Marshall McLuhan: 

members of primarily oral/aural societies experience sounds as lending personal 

significance to them, while the members of the “cool, neutral world” of literate cultures 

do not comprehend the variety of sounds as personally relevant.7 The next two lines trace 

the journey of the bells. Made in Belgium, the bells now play over the Pacific Ocean at 

Stanford University. The trope of the far reach of the bell sounds returns again in the last 

line of the first stanza.  

 In the beginning of stanza two, the author broadens the scope of influence of the 

bells’ message of peace. In the first stanza the bells reach out into the distance, while here 
                                                 
7 Marshall McLuhan, The Gutenberg Galaxy: The Making of Typographic Man (1962; 
reprint, Toronto: University of Toronto Press, 1964), 19. 
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their sounds reach back in time. For centuries the bells have rung their message. So long, 

in fact, that the centuries themselves have fallen away in timeless wonder, revealing the 

“secret Will of eternity.” Is this the Will of God? Peace, as it is inscribed on the bells? 

The answer is unclear, but this timeless Will grants bells the highest esteem, since it 

“passes to peace through strife.” In the next line, the author notes the long distance the 

bells’ sounds travel “from plain to peak.” Furthermore, the sound vibrations reach up to 

the heavens, “shap[ing] the heavenly garments.” The meaning of the last two lines is even 

more opaque. The “angelic footfalls” may be likening the sound of the bells to the tread 

of angels. The last line, “Going, but none knew how, apart from death to life” may be 

referencing the sound of these “angelic footfalls” – the ringing bells – as one that 

embodies or signifies life itself.  

 

Example 8 

“The Bells of Stanford” by Judge Ernest Klette, ‘06 
 
The bells of Stanford ringing, 
 With low and sweet refrain; 
The church choir softly singing, 
 Now call me back again. 
 
And they call me back once more, 
 Where Stanford mem’ries cling; 
To the church and classroom door, 
 Where oft’ I’ve heard them ring. 
 
Through the corridors of time, 
 They echo, o’er and o’er, 
With that tuneful cadent rhyme, 
 I’ve heard so oft’ before. 
 
As they mingle with the past, 
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 In accents, soft and low, 
Swiftly in my mind they cast, 
 The scenes of long ago. 
 
And while there I pause again, 
 And gaze across the years, 
‘Tis with mingled joy and pain, 
 My eyes are filled with tears.8 

 
This poem references the set of bells installed in the Memorial Church tower in 

1901. Only four bells rang the Westminster chime, and as a physical and aural part of the 

Memorial Church they no doubt had a sacred association. His graduation date suggests 

that Judge Ernest Klette witnessed the earthquake on 18 April 1906, which brought down 

many beloved buildings on Stanford’s campus, including the Memorial Church tower and 

its bells. The bells were reinstalled in a makeshift tower in 1915. In 1940 it was 

announced that a full-size carillon was to be installed in the new Hoover tower. Whereas 

the two other poems reveal affection for the bells and consequently an understanding of 

its sounds as music, this poem additionally demonstrates the poet’s nostalgia for his 

college days. The nostalgic reveries initiated by the sounds of bells in this poem both 

recall the intense emotional connection of the original chime to the poet, and hint at the 

anticipation of the newer and bigger bell instrument that will grace the campus. 

 In the first stanza, the poet hears “the bells of Stanford,” which refers to the 

original chime of four bells. “With low and sweet refrain” references the repetitive 

Westminster chime melody, harmonious to the poet, and evidently not too loud, as if he 

were on a distant side of campus. These terms are also commonly used in reference to 

                                                 
8 Judge Ernest Klette, “The Bells of Stanford,” Stanford Illustrated Review 42, no. 8 
(1941): 28-29. 
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music, suggesting that the speaker regards the bells as musical. The sounds of these bells 

are coupled with the quiet singing of the choir, which together “call me back again.” 

Although this poem opens with the sound of ringing bells, which remains the subject of 

the remainder of the poem, the sound of the choir is also associated with the bells, 

perhaps because they both functioned as sacral markers. The choir also represents the 

Stanford community, and here the bells serve as a stand-in for the choir; in that sense the 

bells also come to represent the community. These sounds call the poet back again, back 

to the campus, back to fond memories, and perhaps back to the church.  

 In the second stanza the poet reasserts that they are calling him again, as if he is 

hearing the bells ring through each fragment of the Westminster chime melody, one at a 

time. Although the first line uses an indefinite pronoun, making it unclear at first if he is 

referencing the bells or choir, or both, by the end of the stanza the “ringing” of the sound 

makes it clear that he is referring only to the bells. The second line mentions memories 

on Stanford’s campus, demonstrating that the sound is not bringing him back to the 

campus not physically, but metaphorically – back in time to his own college days. The 

reach of the bells is wider than the choir, since the bells can be heard at the church and 

classroom door, testifying to the pervasiveness of their sound on campus. The bells are 

heard in a variety of contexts on campus, whether at a service in Memorial Church or on 

a walk between classes on a normal class day. The sound of the bells, then, while 

associated with the church choir, is not bound to that association exclusively, but can 

relate to nearly any campus experience. 
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 “Through the corridors of time, They echo, o’er and o’er” imparts a temporal 

distance from the first-heard memories of the bells. Yet Klette has heard them, perhaps in 

reality, perhaps only metaphorically, many times since his student days. The “tuneful 

cadent rhyme” alludes to the bells’ Westminster chime, which is repetitive but well-

structured, short but patterned, simple but pleasant. This description is another indication 

that the speaker considers the sound of the bells musical, while the last line demonstrates 

the pervasiveness of it during his time on Stanford’s campus. 

 In the fourth stanza, the sounds of the bells “mingle with the past.” Whereas 

earlier in the poem Klette describes the sounds calling him to old Stanford memories, 

here he admits to the nostalgic reveries he feels upon hearing the bells. “In accents, soft 

and low” could be referring to the sound of the Westminster chime from a distance, as he 

remembers it. As each bell is struck, an accent is heard, while overall the sound is mellow 

and quiet. As if there were any doubt now as to the power of the bell sounds, the last two 

lines state directly that they bring back images and memories from times past. The 

remembrances come to mind quickly, it should be noticed, further attesting to the 

powerful nostalgic effect of the bells. The use of the verb “cast” connects the line to the 

casting of bells. It is as if the images of the past are being cast into the speaker’s mind 

just as bells are: initially amorphous, they are molded into their final stable form. The 

bells influence the speaker to the extent that he relates the metaphysical process of 

remembrance to the process of creating bells. 

 In the final stanza, Klette lingers on these memories for a while. He could be 

physically pausing at the place of the tower bells while they are ringing, or perhaps his 
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lingering is a written out moment of listening. At this point he remembers his college 

years fondly. Curiously, he does not “hear” across the years, but “gazes” across them. 

The sound of the bells, then, is not so important to be remembered by itself, but is 

important in its power to trigger memories and images from the same time and place. It 

leads alumni to nostalgically engage with their personal, dearly held memories associated 

with the same time and place. Nostalgia is often bittersweet, as the third line describes. 

Memories from the past can be unpleasant, or at least throw into relief the less carefree 

days of maturity. The last line demonstrates Klette’s first physical reaction. He tears up, 

demonstrating the powerful surge of emotions caused by his sudden upwelling of 

nostalgia. It is at this point that the speaker can say no more. Words fail to capture the 

wrenching emotions of remembering youthful memories. The sound of the bells is nearly 

indescribable for its seemingly direct connection to the complex experience of 

remembrance and nostalgia. 

 While the poem does not directly reference the new carillon expected to be 

installed within the year, Klette’s strong nostalgic attachment to the older Stanford chime 

serves as a model for the treatment of the newer instrument. Klette displays a nostalgic 

reaction to its sound, honoring its simple, pervasive, and regular melodies. Through his 

idealization of the past, he perceives the bells’ sound as musical, not as a mere sound 

signal. His poem gently suggests how current students might react to the new carillon 

when they have turned into alumni. 

 These three poems provide clear evidence that the sound of the bells made an 

impression on both Stanford alumni and visitors; bell sounds evidently created a striking 
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experience on the Stanford campus. All three poets display an affection for the bells, a 

fondness that translates into their perception of the bells’ sounds as musical. In addition, 

Klette’s poem shows an understanding of hearing as intimately connected with the 

recollection of memories and, concomitantly, with nostalgia. For Klette, the sound of the 

campus bells formed a portal into intimate memories that triggered nostalgia. Of the three 

poems presented above, Klette’s prodded alumni readers the most to consider the bells as 

a nostalgic trigger. 

 

III. Songs 

 Whereas poetry in alumni publications was intended primarily for alumni, glee 

club performances for alumni necessarily included current students, who would have both 

performed and listened in the audience. Men’s glee clubs began forming at American 

colleges after the Civil War, and into the 1920s their repertoire consisted primarily of 

college songs. From their beginnings into the mid-twentieth century, glee clubs’ main 

audience members, besides students, were alumni. College glee clubs toured their region 

and beyond to present alumni with familiar songs from their alma mater. Since the 

students witnessed alumni reactions to the nostalgic songs at performances, glee club 

songs and concerts served to train current students in sentimental and nostalgic reception 

of the songs. Many lyrics of these glee club songs extolled the unofficial life of college 

students, the good times one had with friends, not the intellectual journey taken through 

classes. Through glee club songs and concerts, alumni indirectly mentored students on 

how and what to value in college life.  
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The lyrics of “Stanford Mandalay” evoke the unique sensations of Stanford’s 

campus, including the sound of the bells (see example 9).9 

                                                 
9 Henry Trevannion, “Stanford Mandalay,” in Stanford Songs, Centennial Facsimile 
Edition (Stanford, California: Stanford Book Store, 1984), 14-16. 
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Example 9 
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The opening verse of this song establishes the perspective of an alumnus. The Quad (the 

central courtyard on Stanford’s campus, bounded on one side by Memorial Church) calls 

out to the “laddie” to come back to Stanford to enjoy its benefits. Fond details of campus 

life are recalled through the rest of the song: the traits of each year of students, strolling, 

western breezes, golf, football, palm trees, jasmine, sunshine, etc. The bells of Stanford 

are referred to in this song as well. The first reference is in verse one, in which the sound 

of the bells is referred to as an alarm that, we are to infer, announces and directs students 

to go to their next class. This depiction is not particularly endearing or musical, but it is 

accurate from the viewpoint of a tardy student. In verse three, the author describes the 

bells with the more neutral term “ringing.” The sound of the bells at this point signals a 

preoccupation: “No, you’ll care for nothing else/But those spicy jasmine smells/And the 

sunshine and the bamboos, and the ringing of the bells.” Here it is obvious that bells form 

a fond memory, along with other related sensual experiences. The smell of the jasmine, 

the feel of the sunshine, the sight of the bamboos, and the sound of the bells together 

describe the unique sensation of standing on the Quad at Stanford University. With the 

exception of the bell ringing as an alarm, there are no references to official university life, 

i.e., classes. The lyrics suggest that fond college memories are made outside of the 

official business of going to class. The bells perhaps enter into the lyrics as the sole 

representative of the university mission and authority, because their distinctive sound is 

pervasive across the campus. 

  It is not only the lyrics of “Stanford Mandalay” that induce a nostalgic response. 

The music itself promotes a sentimental or nostalgic understanding of the subject matter. 
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The music in the first part of the verses gives a sense of a sentimental reflection. The 

melody, which is played at a moderate tempo, gradually moves up and down with a 

stepwise motion, the melody presented in mm. 5-6 is treated in sequence in mm. 7-8, and 

the rhythm in the verses until m. 11 consists of smoothly-running eighth-notes, all of 

which lends a sense of a dreamy reflection. The shift in rhythm and melodic contour at 

the end of m. 10 highlights the start of Stanford’s quoted “call” in the first verse. Dotted 

rhythms occur more frequently from this point until the end of the verse, while more 

skips occur in the melody too. This shift makes the call seem more pointed and 

imperative, separating it from the sentimental reflection represented in the first part of the 

verses. The chorus combines the character of both sections of the verses: the first part of 

the chorus (mm. 17-18) repeats a phrase heard in the verse, while m. 19 reverts back to 

straight eighth-notes in an ascending melodic contour (although not in stepwise motion), 

which indicates the reflective atmosphere first heard in the song. The shift in character in 

this song is subtle, but it nonetheless heightens the sentimental effect that opens it.  

 The lyrics and music establish a sentimental or nostalgic subject and mood, but it 

is the particular performance situation of college songs that helps students acquire a 

sentimental understanding. Janelle Wilson has demonstrated that nostalgia can be felt for 

a past that one has never experienced before; in her case, the youth of the 1990s looked 

back affectionately to the 1950s or 1960s.10 In the case of glee club songs, students are 

trained to have a nostalgic response to a present time that is not yet the past. The students 

experience, as it were, preemptory nostalgia, rather than the more common displaced 
                                                 
10 Wilson, “A Case of Displaced Nostalgia: Young Adults Look Back,” in Nostalgia: 
Sanctuary of Meaning, 88-104. 
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nostalgia that Wilson describes. Given that this song appears in the publication Stanford 

Songs, described as “A Collection of Cardinal Favorites,” and that the Stanford Glee 

Club performed college songs, this song was most likely sung by the Stanford Glee Club 

for interwar performances attended by alumni. From the standpoint of the alumni hearing 

a student performance, the song creates nostalgia. But singing the song for the alumni 

also results in an emotional reaction in the students, who see the alumni’s nostalgic 

response. In this way, the performance of college songs for alumni serves to train the 

performing students in the proper nostalgic response to the music they sing. The lyrics 

express sentimentality or nostalgia for college life by enumerating its pleasant details, 

while the music aids in coding it as a sentimental or nostalgic song. While singing the 

song, the sentimental or nostalgic music helps elicit a corresponding reaction, thus 

associating the reaction with the music as well as the lyrics. Or it could be the other way 

around: the lyrics elicit a sentimental reaction, which is then associated with the music. 

 Of course, Stanford University is hardly alone in having sentimental or nostalgic 

college songs performed for the benefit of alumni and students. By the early years of the 

twentieth century, many college campuses had glee clubs. In the early twentieth century, 

The University of Texas had its own men’s glee club that catered to its alumni audience. 

While in “Stanford Mandalay,” the bells formed one element of the fond memories of 

college days at Stanford, the bells in “The Clock on the Varsity Tower” reference the 

bells in connection with a more significant memory of love. Dating from the late 1930s, 

shortly after the installation of the chime in the new Main Tower building, the lyrics of 

“The Clock on the Varsity Tower” explicitly describe the sound of the ringing chime 
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when the speaker first met his or her lover:11 “If you’ll first recall our meeting. I don’t 

remember the hour. But just as we exchanged our greeting the clock rang out from the 

Tower ‘one, two three.’”  The subject of the memory is one of the most sentimentalized 

feelings in songs: love. By recalling the sound of the bells during that momentous 

occasion, the speaker remembers experiential details beyond those that directly pertained 

to the lovers’ interaction. The sound of the bells is a stand-in for the more significant 

memory associated with it. As with “Stanford Mandalay,” the college memory glorified 

in this song has nothing to do with classes. However, once again the bells enter into the 

lyrics as a representative of university authority. 

The music heightens the sentimental or nostalgic effect. In the early 1940s, 

Cecille Music Company in New York produced recordings of several University of Texas 

songs, featuring the Republic Glee Club, a professional ensemble based in New York.12 

One of their recorded songs was “The Clock on the Varsity Tower,” and their rendition 

brings out the sentimental mood of the song. The song opens with a long, drawn-out “ah” 

sung with a bit of portamento and close harmony, as in a barbershop quartet. The slow 

song alternates between soloists and the chorus; underneath the soloists, the chorus sings 

subdued vocalise on “ooh” and “ah.” The soprano soloist in particular sings with soft 

attacks and a touch of portamento, heightening the sentimental effect. The sound of the 

bells is referenced in the melody; the various instances of arpeggios ascending or 

descending suggest the ringing of the Westminster chimes, which features skips of thirds 
                                                 
11 John Young, “The Clock on the Varsity Tower,” in Songs of the Forty Acres (Austin, 
Texas: The University of Texas, c1942), n. p. 
12 Jim Nicar, “Songs of the University of Texas,” Texas Exes, 
http://www.texasexes.org/heritage/songs.asp (accessed 2 August 2010). 
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and fourths, as in arpeggios. This pattern was played on the chime at The University of 

Texas. The opening four measures feature this gesture, as do mm. 19-20, m. 31, and mm. 

33-34 (see example 10). 

 

Example 10 

 

The languorous soprano solo is interspersed with the sounds of ringing bells; they are 

actualized rather than only referenced. Appearing in an otherwise a cappella song, the 

bells capture and represent an ephemeral aural fragment of a listener’s student life – a 

fragment that cannot be captured adequately with lyrics or vocal music.  

 The repertory of the Yale Glee Club includes songs that similarly sentimentalize 

college life and bells. “‘Neath the Elms” by H. Baldwin and arranged by Gustave J. 

Stoeckel, has been a staple of the club since the mid-nineteenth century (see example 

11).13 

 

                                                 
13 H. Baldwin, “‘Neath the Elms,” in The New Yale Song-Book, comp. and ed. G. Frank 
Goodale (New York: G. Schirmer, 1918), 27-31. 
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For the student singers, the lyrics are filled with fond references to their time at Yale, 

although judging by the lyrics, one could hardly guess that the students actually attend 

class or do any work. The first verse proclaims their joyful singing with only nocturnal 

winds to disturb them. The chorus expands on this same theme: they have no troubles, so 

they “sing with cheerful hearts songs of home, tra la la la!” The baritone solo clarifies 

where home is: “dear old Yale.” The song ends with the climactic point that the days at 

Yale are “jolly” and friendships made there last a lifetime.  

There are a few references to actual Yale places and objects in “’Neath the Elms.” 

The elm trees are one, the tower and hall another, and finally the evening bells. The 

speaker hears the bells chiming, commands the others to listen to them, and interprets the 

bell as a call to rest. This bell ringing coincides with the function of the Harkness 

Memorial chime. Installed in the Harkness Memorial Tower in 1922, it rang four times a 

day: for morning Chapel, noon midday, evening Vespers, and a late evening curfew. The 

bells in the song, then, can represent for alumni after 1922 the ringing of the nightly 

curfew on Yale campus. Even before the Harkness chime was installed, and long before 

the piece was composed, a bell on campus rang for the same purpose. The music 

establishes a sentimental or nostalgic mood when the solo baritone describes the bells. It 

slows to a moderate pace and calls for heightened expression in the “espressivo” 

marking. The accompanying voices sing “ding, dong,” suggesting the ringing of bells. 

The baritone sings two ornamental turns, in m. 43 and m. 51, adding a delicate touch. The 

rest of the song is more light-hearted: the tempo is faster and the frequent interjections of 

“tra, la, la” indicate a light-hearted gaiety, mirroring the lyrics praising Yale and 
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friendships made there. At the end, the exaltation of Yale reaches a new height when the 

rhythm slows down to quarter notes and most of the notes on “of dear old Yale, of dear 

old Yale” are accented. The voices sing the highest notes in the song very loudly in the 

third-to-last chord, further emphasizing the point of “dear old Yale.” 

As with “Stanford Mandalay,” the full sentimental and nostalgic potential of this 

song lies in its performance by student groups. The Yale Glee Club has toured since the 

end of the Civil War and was one of the first college glee clubs to do so. It first toured 

New England, then later throughout the United States and internationally. Especially 

before World War I, its programs of college songs were meant to entertain Yale alumni. 

Even after World War I, its programs included Yale songs among the selections of 

standard concert choral works. As explained in chapter three, Marshall Bartholomew 

began directing the glee club in 1922 with the explicit purpose of taking the musical 

middle road by presenting both western art music and college songs.14 The prestige and 

popularity of the group greatly increased during his tenure, which lasted until 1953. 

Alumni, then, heard songs like “’Neath the Elms” when the Yale Glee Club went on tour. 

It is certainly possible that hearing these songs with all of the fond references to their 

alma mater made Yale alumni feel nostalgic for their own college days. The training in 

sentimental and nostalgic reception is the same for the Yale students as well: they witness 

the alumni’s nostalgic reactions, outpourings that serve as guides for their own emotions 

and conduct. 

                                                 
14 Marshall Bartholomew, The First Hundred Years, 1861-1961 (New Haven: n .p., 
1961), n. p. 
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 All of the above songs reference campus bells, but are there any that 

sentimentalize the glee club or marching band? After initial reflection this may seem like 

a strange notion. Why would a glee club, for example, sing a song tenderly depicting life 

in the glee club to an audience that is not part of it? The sentimental associations would 

be lost on those audience members without such experiences. As for the marching band, 

their members do not typically sing, which might explain the absence of lyrics that could 

express nostalgic sentiments. Even though college marching bands perform pieces with 

which fans sing along, the repertoire that encourages such audience participation is 

usually limited to the fight song, alma mater, and a few other pieces for cheering on the 

sports team. Perhaps it is not surprising, then, that I have found only one college song 

from the three universities in question that refers explicitly to the marching band or glee 

club. The song is “Come Join The Band” by R. B. Hall, which appeared in Stanford 

Songs, the same publication in which “Stanford Mandalay” is found.15 Neither the lyrics 

nor the music are particularly sentimental. The subject of the song is that one should 

“come join the band” in cheering on “Stanford red.” It is not a call to join the band by 

becoming a member and enjoying fun times. It is a fast march, precluding any tender 

singing. It takes the perspective of the majority of Stanford students and alumni, all of 

whom hear the band as sports spectators, rather than play as members. It seems, then, that 

college songs that aim to be sentimental or nostalgic attempt to capture references to 

student culture that are distinctive enough to be associated with their university, yet 

                                                 
15 R.B. Hall (music) and Aurania Ellerbeck (lyrics), “Come Join the Band,” Stanford 
Songs, Centennial Facsimile Edition (Stanford, California: Stanford Book Store, 1984), 
32-33. 



 234 

familiar to most members of the student body and alumni. Bells fit well within these 

restrictions, and the sound of the marching band and glee club could too, although 

sentimentalizing membership in the marching band or glee club would be too narrow of 

an experience for most students and alumni to relate with. 

 

IV. Recordings 

 In the poems and songs above, alumni and students expressed their tender 

sentiments toward college life for their fellow college companions to hear. As I already 

mentioned, in the 1950s, Syracuse University and The University of Texas both issued 

audio recordings of university events in the style of a yearbook. The recordings featured a 

variety of sounds, not just music, familiar to the student of that particular university, just 

as yearbooks catalog photographs of the important people and events on campus. Like the 

glee club song lyrics, the recorded excerpts focused primarily on the fun times of college, 

not on the official business of attending classes. For example, the Talking Page of the 

1958 Onondagan, the yearbook for Syracuse University in New York State, included 

short excerpts of music performed by the campus chime, the marching band, and vocal 

groups. Curiously, though, the recording also contained an excerpt from the stands during 

a Syracuse football game. Capturing the announcer, snippets of conversations among 

fans, the shooting of a cannon, and most of all, the cheering crowd, it constructed the 

perspective of a listener experiencing a football game. The Cactus in Sound, a full long-

play record released by The University of Texas, included these sounds but also other 

hallmark events such as the announcement of The University of Texas Sweetheart and 
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the inaugural speech of the new university president. Unlike the Talking Page, The 

Cactus in Sound featured frequent narrations by Richard “Cactus” Pryor, an alumnus and 

frequent Master of Ceremonies for official University of Texas events.  

Since neither project was replicated, it would seem that these novel complements 

to the yearbook did not prove successful. In the absence of documentary evidence, it is 

difficult to say for certain why these experiments were not continued. The engineers of 

The Cactus in Sound may have inadvertently placed too much focus on the narrator rather 

than on the aural excerpts. The liner notes explicitly state that the idea for The Cactus in 

Sound was first championed by President Wilson, and the recording was produced by 

university administrators, not students. The taint of authority on something so personal as 

college memories might have deflated the nostalgic reaction from alumni. This does not 

explain the Syracuse Talking Page, however, since the Onondagan yearbook was 

managed by undergraduate students, and it does not have a narrator. I cannot find a 

sufficient answer to explain the failure of both recordings, although they suggest a closer 

look at the operation of nostalgia.  

Through the recording of the Talking Page, the undergraduates at Syracuse 

clearly intended to elicit nostalgia. This intent is supported by the Talking Page’s 

inclusion in the yearbook, the choice of the aural excerpts, and the quality of the musical 

performances. Yearbooks are designed to index the various student clubs and activities 

throughout the year, so that alumni can peruse photographs to remind themselves of their 

personal memories. An aid to remembering, yearbooks are also objects sold to trigger 

nostalgia. Like the photographs in the yearbook, the audio excerpts on the ten-minute 
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Talking Page are indexical. The recording opens with the performance of the alma mater 

on the campus Crouse Chimes. After about one minute, it moves on to the Syracuse fight 

song performed by the marching band. In addition to the music, one can hear a crowd 

talking in the background, which gives the impression of being at a football game. After 

another minute, a fraternity chorus sings about their “Kappa Sig Sweetheart.” Next, a 

sorority chorus sings about a sorority sister who wears the “Sigma pearls.” The recording 

continues through other short musical selections by the chime, the marching band, and 

the men’s glee club. In addition, a short excerpt features crowd chants at a football game: 

“push ‘em back, push ‘em back, way back,” “block that kick,” and “S-Y-R-A-C-U-S-E.” 

The aural examples have evidently been selected to reconstruct a particular soundscape of 

Syracuse University. No other place has a chime that exactly matches the timbre of the 

Syracuse chime, nor plays Syracuse pieces. No other college student sings songs about 

Syracuse, and no other university has the same exact cheers barreling out of their football 

stands. By presenting the specific sounds of the university, the record gives alumni the 

opportunity to recall the specific memories associated with just these sounds. The quality 

of the performances also attests to their nostalgic function. The sound of the chime is 

particularly jarring, since the bells are so out of tune and obvious mistakes occur, 

mistakes that would not be allowed on most commercial recordings. The singing, since it 

is most likely performed by Syracuse students, is also decidedly amateur. This recording 

attempts to recapture the sounds of Syracuse campus, warts and all, not to present the 

most polished performances; it is designed to evoke the experience of being a student 

again, similar to how the photos in a yearbook represent the sights a student sees. 
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If the role in eliciting memories and nostalgia is not clear enough in the Talking 

Page, The University of Texas administrators clearly explain the role of The Cactus in 

Sound in eliciting college memories:  

“The Cactus in Sound” is the first attempt to do for the ear what the University’s 
yearbook, “The Cactus,” has long done for the eye – to capture and preserve an 
authentic memorandum of life on the campus of the University of Texas. Here are 
recorded for you some of the sounds you heard, or might have heard, on the Forty 
Acres during the year 1953-54. It may be that hearing these moments of sound 
will recreate the entire year for you, bringing back memories that can be 
reawakened in no other way. Or it may be that these sounds have in them 
something so typical of the University that they will evoke a fond remembrance 
even for you who had no part in making them, and bring back again your years at 
U. T., whatever they may have been. For this is a document for the ear; these are 
the sounds of actual events as they happened – selected, of course, and brought 
together with a bit of commentary to help you place them properly, but genuine, 
and speaking to the memory and emotions in an unique way.16  

 
Like a yearbook, the recording is meant to preserve campus sounds as close to the 

original as possible for later contemplation. The liner notes confess that the listener, an 

alumnus, may not have heard these sounds when they first occurred, but nonetheless they 

have the power to draw out an emotion. Furthermore, the producers claim that the 

recordings can “bring back memories that can be reawakened in no other way.” Sounds, 

then, are thought to have a unique connection to memories – a connection not bridged by 

any of the other senses. The producers claim too that the “sounds have in them something 

so typical of the University” that they will awaken other unrelated University of Texas 

memories. Evidently the administrators do not doubt the power of sounds to awaken old 

college memories. The last sentence betrays a potential problem with listening to the 

“authentic memorandum” of campus life. The writers claim that the sounds are 

                                                 
16 Widener and Adams, liner notes for The Cactus in Sound, 1954. 
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“genuine,” yet a narrator is provided to help the listener “place them properly.” 

Apparently the narrator is needed to prevent the listener from misinterpreting the 

meaning or context of the aural excerpt, which suggests that the “genuineness” of the 

sounds, or their ability to conjure up images and memories of the event, is precarious. 

Despite the writers’ proclamation that the sounds “speak to the memory and emotions in 

an unique way,” the listener still evidently requires some guideposts in summoning 

memories associated with them. 

 One cannot help but marvel at these recording curiosities, especially The Cactus 

in Sound. It is a full LP, a hodge-podge of selections, to be sure: a pep rally, a football 

game, the Presidential inauguration speech by Dr. Logan Wilson, the chime, singing 

contest winners, Christmas carols, a campus variety show, a College of Fine Arts 

musical, and homecoming winner announcements. One cannot help but wonder what 

made them decide on such a project and how widespread this idea was among American 

universities. These selections may seem odd to us today, and I know of no other extant 

recordings of this type. The failure of these recordings perhaps reveals their level of 

popularity and success. If Syracuse University and The University of Texas did not 

continue to make recordings of campus sounds, then maybe this is because they did not 

evoke the desired memories or nostalgia in the alumni. Evidently, The Cactus in Sound 

fell short of the liner notes’ claim that sounds can elicit memories like nothing else. In 

any case, these recordings did not fail because of a lack of loyal alumni: the continued 

success of yearbooks testifies to the value of that mode of nostalgia. 
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In The Cactus in Sound, the way the narrator is used seems partially responsible 

for the recording’s failure to engage productively with alumni nostalgia. Before each 

aural selection, Richard “Cactus” Pryor describes in a typical disk jockey voice the 

context of the particular university event. For example, before the “Round Up” segment, 

he says that this event was the “climax of the year’s activities” and consisted of a parade, 

BBQ, and Western Dance. He goes on to describe the highlights of the next day’s Texas 

Relays. His presence itself does not automatically mar the recording; after all, even 

yearbook photographs contain captions, and yearbooks are still successful college 

memorabilia. Pryor’s emphatic presence, however, seems to hinder alumni from feeling 

nostalgic. The length of his descriptions, not much shorter than the aural excerpts, along 

with his overly enthusiastic attitude, diverts attention away from the excerpts and toward 

himself. Furthermore, alumni cannot ignore his accounts very easily. While a listener 

may skip from one band on the LP to another, it is harder to find the exact spot on the 

band where Pryor’s narration ends and the aural excerpt begins. If alumni desired to 

recall memories or feel nostalgia associated with these sounds, they were obliged to listen 

to the verbal descriptions first. They might have grown impatient waiting for Pryor to 

finish his explanations, as a result, their enjoyment of the recording would have been 

diminished. In short, Pryor’s strong presence on the recording feels like the unwanted 

parents that hover over the child’s party: they spoil the fun even when they intend to do 

the opposite. For alumni, the spotlighting of Pryor over the aural excerpts redirects 

attention to him, disallowing nostalgia to develop for the campus sounds.  
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The emphatic presence of a narrator may significantly mar the nostalgic potential 

of The Cactus in Sound, but this cannot account for the failure of the Syracuse Talking 

Page, which, since it is part of the student-produced yearbook, does not have the same 

taint of authority. The Syracuse recording also does not have a narrator; it simply cuts 

from one excerpt to another with a couple seconds of silence between the selections. As 

far as I know, there was no textual explanation accompanying the Talking Page. Like the 

concept for The Cactus in Sound, that of the Talking Page was not reproduced at 

Syracuse University. Could the failure of these recordings result from a media effect? It 

seems, in fact, that audio recordings should be particularly apt at inducing nostalgia, as 

the liner notes to The Cactus in Sound suggest. Susan Stewart describes nostalgia as a 

longing for authenticity, a longing only deepened by the recognition that the repetition of 

mass-produced objects only highlights their inauthenticity.17 Although Stewart does not 

make an explicit reference to the work of Walter Benjamin, her idea of inauthenticity in 

mass produced commodities is clearly related to his idea of the “loss of aura” experienced 

in mechanically reproduced art works.18 Audio recordings, therefore, expose their 

inability to capture an authentic past: “The inability…of the genres of mechanical 

reproduction to approximate the time of face-to-face communication leads to a 

generalized desire for origin, for nature, and for unmediated experience that is at work in 

nostalgic longing.”19 If a listener approaches an audio recording hoping to recover some 

                                                 
17 Susan Stewart, On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, 
the Collection (Baltimore: The Johns Hopkins University Press, 1984), 23-24. 
18 Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduction,” in 
Illuminations, trans. Hannah Arendt (New York: Schocken, 1968), 220. 
19 Stewart, On Longing, 23-24. 
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past experience or idealized time, the audio recording is sure to disappoint, this would 

possibly result in nostalgia for that unobtainable experience. The sounds endemic to 

audio recordings themselves invite nostalgia for an unreachable past; pops, scratches, and 

hisses obscure the recorded sound intended for listening, but at the same time impart the 

desire to return to the unmediated past. Phil Ford describes the boredom of listening to 

the Holmes acetates – private audio recordings of Beat poets – as the subjects converse, 

sing jazz, and recite poetry.20 Instead of Ford feeling present in this mythologized past, 

the audio recording only seems to demarcate the long distance between the past and the 

present. Wayne Koestenbaum also describes the sense of disappointment in not being 

able to reach this desired past by listening to audio recordings, in his case, opera records: 

“My hunger for opera records is backwards, inverted. Listening, I try to reverse 

chronology, and the dog-label tells me my desire is devolutionary.”21 Here 

Koestenbaum’s “dog-label” refers to Nipper peering into the gramophone horn on Victor 

Company records. Just as the dog looks into the horn for his master, we also try to find 

the origins of the sound emanating from the record, and while Nipper is left puzzled, we 

are left disappointed.22 

If the medium of the record itself fashions a desire for the unmediated past, which 

in turn elicits a nostalgic response, then why did both the Talking Page and The Cactus in 

Sound fail? Perhaps the older tradition of the visual yearbook made alumni unreceptive to 
                                                 
20 Phil Ford, “Hearing Private History: The Home Recordings of John Clellon Holmes, 
Jack Kerouac, and Allen Ginsberg, 1949-1951” (paper presented at the annual meeting of 
the American Musicological Society, Nashville, Tenn., November 2008), 10-11. 
21 Wayne Koestenbaum, The Queen’s Throat: Opera, Homosexuality, and the Mystery of 
Desire (New York: Random House, Inc., 1993), 53. 
22 Ibid. 



 242 

its new audio counterpart. Perhaps the tangibility of the yearbook made it more desirable 

than an LP or flexi-disc. Or did alumni simply enjoy seeing their past rather than hearing 

it? It might be tempting to cite the dominance of vision in modern life; however, other 

scholars have argued extensively that a hierarchy of senses is ultimately false, whether 

vision or hearing is placed at the top.23 Perhaps the recordings failed because they were 

too real as representations of the lived event, because they could not recede into nostalgic 

representation. Photographs in a yearbook might be better at engendering a distance 

between the original event and a later viewing of its visual remnants, perhaps indicating 

why visual yearbooks have endured to this day. Although, to be sure, probably few 

alumni look over their yearbooks with any regularity, so perhaps a visual rendering of 

university life was thought to be better for future generations who wished to explore the 

past. 

Whether or not these poems, songs, and audio recordings actually elicited 

personal memories and nostalgia, students, alumni, and administrators acted in the 

assumption that such memorabilia did, in fact, fulfill this function. The university 

community had good reason to encourage nostalgia, since it could motivate campus 

improvements and inspire financial support. For nostalgia to operate, students, alumni, 

and administrators must recognize a split between past and present. As Jankélévitch 

explains, a nostalgic subject realizes that the past is ultimately irrevocable.24 Nostalgia 

thus relies on a split consciousness between past and present. Alumni can turn over their 
                                                 
23 Veit Erlmann, introduction to Hearing Cultures: Essays on Sound, Listening and 
Modernity (Oxford and New York: Berg, 2004); W.J.T. Mitchell, “Showing Seeing: a 
Critique of Visual Culture,” Journal of Visual Culture 1, no. 2 (2002): 165-181. 
24 Jankélévitch, L’Irréversible et la Nostalgie, 280-283. 
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memories of college life in their minds, but at the same time they realize that the past can 

never be recaptured, even if they returned to the places where the memories were created. 

As Jankélévitch argues, a trip back to the location of nostalgic longing does not remedy 

nostalgia, since the space is imbued with time, and thus it has invariably changed from 

the remembered past.25 The university community may have realized that their idealized 

past was impossible to recover, but they sought to recapture it anyway. 

Nostalgia for a halcyon past motivated changes to the campus. In chapter one, I 

detailed the university curricular debate during the interwar period. Proponents of the 

collegiate-style curriculum, such as Robert Hutchins, were inspired by an idealization of 

the curricular offerings of colleges prior to the twentieth century. I also demonstrated that 

this idealization of collegiate community inspired administrators and architects to design 

Neo-Gothic buildings that fostered intimacy. The Yale Memorial Quadrangle stands as a 

strong testament to the administration’s desire to recapture an idealized communal past. 

While nostalgia may motivate administrators and alumni to make changes, 

administrators may instrumentalize nostalgia to cloud the differences between the real 

and ideal. To be sure, though, administrators may just as likely believe in the idealized 

past as real, but in either case, it is confused with a real past. In the Memorial 

Quadrangle, for instance, architectural details herald notable figures from Yale’s history. 

Using building decorations to celebrate an illustrious past is not necessarily confusing an 

actual past with an idealized one, but the overabundance of Yale-inspired details in the 

                                                 
25 Ibid., 276-280. 
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Quadrangle crosses the line in asserting a glorified history. Pinnell describes the 

Memorial Quadrangle:  

In contrast to the inscriptional reticence of earlier buildings, the Quadrangle was 
everywhere systematically laden with Yale names, sculpted Yale faces, leaded 
Yale windows. On the main blocks the references are by and large to people and 
events, while on the Tower, Yale rises upward by graduated stages into idealist 
apotheosis; from the ground-level war memorial chapel, to effigies of eight of the 
University’s ‘most eminent sons,’ to representations of Life, Progress, War, 
Death, Peace, Prosperity, Effort, Order, Justice, Truth, Freedom, and Courage. 
Along the way are encountered the subjects and persons of an education in 
Western civilization, guarded by martial and business-professional figures, and 
accompanied by tag-along undergrads and bulldogs.26 

 

All over its façade, the Memorial Quadrangle references important Yale figures and 

events, all of which, their value unquestioned, hold company with personifications of 

virtues – war and death notwithstanding – and other important figures in Western history. 

Through decorative juxtaposition, the Memorial Quadrangle constructs a history of Yale 

guided by virtue and intimately tied to the advances of Western civilization. No sculpture 

or name plate is given over to an average alumnus, nor is there any mention of the darker 

sides of Yale’s history: the extreme discipline, stifling intellectual atmosphere, and harsh 

conformity experienced by generations of former Yale students, for example.27 While no 

institution would be expected to display their historic missteps, and virtually all 

institutions strive toward chosen ideals, the problem of the Memorial Quadrangle seems 

to be one of scale: the copious depictions of historic persons and events in conjunction 

with Yale ideals too strongly asserts their connection without narrating a more nuanced 
                                                 
26 Patrick L. Pinnell, The Campus Guide: Yale University (New York: Princeton 
Architectural Press, 1999), 59. 
27 John R. Thelin, A History of American Higher Education (Baltimore: The Johns 
Hopkins Press, 2004), 18-28.  
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past. The visual and tactile link between the real and ideal confuses the two together in 

the absence of any other explanation. 

 The administrators and producers behind The Cactus in Sound similarly confuse a 

real and ideal past. For most students and alumni, the best moments of college life did not 

occur within the boundaries of official university life. The fondest college memories were 

evidently made in the unofficial social milieu of friends, lovers, parties, and football 

games. Not surprisingly, nearly all of the aural excerpts on The Cactus in Sound belong 

to the extracurricular side of university life. Recording the sound of a fraternity party, or 

any other unofficial university event, however, would have been too exclusive, so such 

excerpts were not selected. The producers sought a middle ground by recording events 

which were officially sanctioned by the university yet still engaged large numbers of 

students: a Greek song competition, university Christmas concert, pageant winner 

announcement, pep rally, football game, and the chime, for example. Except for Dr. 

Logan Wilson’s presidential speech, the recording does not evoke official student life. 

Instead, the aural excerpts are meant to evoke the fondest memories which are often tied 

to student activities. The administrators and producers intended to curate an idealized 

version of past college life filled with extracurriculars, even if their intention was 

partially thwarted by the narrator, Richard Pryor. 

 

V. Conclusion 

 Students, alumni, and administrators all sought to evoke nostalgia through college 

memorabilia. Nostalgia was not limited to one group or agenda, as students and alumni 
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benefited from their pleasurable remembrances of the past, and university administrators 

benefited from their alumni’s continued interest and support. Ignoring stress and hard 

work, college memorabilia consistently glorified the untroubled good times of college 

life. When alumni and students idealized college life in poems and songs, they interpreted 

some campus sounds as more pleasant than students likely thought them to be. Bells, for 

example, were consistently characterized as musical, despite their authoritarian task of 

signaling the time of day. The rosy view of past college life which prods a nostalgic 

response from alumni and students could prompt their positive support, but it could also 

discourage much-needed changes according to the times.  

When universities create idealized versions of their past, confusing the real and 

ideal for students and alumni, they can produce unwelcome results. Presenting an 

idealized past as real can create an unjustified adherence to certain aspects of the past, 

perpetuating problems instead of solving them. In the early twentieth century, when some 

administrators idealized the collegiate curriculum, they denied its rigidity and 

authoritarian roots. An idealization of student life can lead to a disproportionately large 

amount of support for extracurricular activities, especially sports. Despite these 

undesirable outcomes, a university ultimately benefits from confusing a real and ideal 

past. The nostalgia it generates leads to greater alumni involvement and financial support. 

It’s little wonder that The University of Texas administration concocted an audio 

recording of the best moments of college life that they could assemble. Yet, the university 

administrators are not the only ones to benefit from this muddled view of the past. Eric 

Hobsbawm attributes broader benefits to the idea of “invented traditions” – traditions that 
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seem old but have actually been recently created for modern purposes – which similarly 

rely on blurring the distinction between a real and ideal past.28 Hobsbawm argues that 

invented traditions serve to unite groups by emphasizing their (real or imagined) 

continuities from the past to the present. Invented traditions may also serve to pass on 

certain values or beliefs. Idealizing collegiate life, for example, may not only benefit a 

university through increased alumni donations, it can also reinforce a sense of community 

and certain values among alumni.  

 The rift between past and present, real and ideal in nostalgia clarifies the tensions 

within higher education in the first half of the twentieth century. The history of higher 

education at this time could be interpreted as a constant search for a false past – a halcyon 

one always set in relief to the reality of the present. The administration and alumni’s 

argument over collegiate and university values, which I detailed in chapter one, illustrates 

the subordination of an idealized past educational model into a model of higher education 

tailored toward modern demands. As I discussed in chapter three, administrators, alumni, 

and students struggled to maintain an idealized vision of the extracurriculum rooted in the 

nineteenth century while seeking to incorporate modern styles and technology. The 

tension between a real and an idealized history of higher education has been consistently 

in play in the twentieth century. The lure of an idealized past remains strong for 

American universities. As we have seen, this idealized past usually focuses on some 

aspect of student culture: intimate community, strong extracurriculum, developing well-

roundedness, or just fun times. Why do portrayals of college life pervade American pop 
                                                 
28 Eric Hobsbawm, The Invention of Tradition (New York: Cambridge University Press, 
1983), 9. 
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culture? Perhaps it is because college life represents the perfect confluence of 

circumstances valued by Americans: independence from family, intellectual exploration 

(but not too much), socialization with peers, and limited responsibilities. The college life 

is seemingly perfect, and thus it is the time that one looks forward to, and afterwards 

looks back to. Nothing can match the particular carefree happiness of college days, or so 

we are told, and therefore nostalgia for those days is an easy sell. As long as Americans 

remain fascinated with and value college life, nostalgia will endure and shape American 

higher education. 
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Conclusion 
 

 In my dissertation, I have explored how the idealization of collegiate culture – the 

student life that takes place outside of the classroom – maintained its vibrant presence on 

campuses into the mid-twentieth century. From Stover at Yale to The Freshman and 

Pigskin Parade, literature and films from the period show the popular cultural interest in 

collegiate life. In all of these depictions of college adventures, the extracurriculum 

dominates the students’ lives, not classes. In reality, their college experiences were rarely 

so carefree, whether in the seventeenth century or the twentieth. Yet this image of a 

special time and place that would nurture young men and women into responsible, 

capable leaders captivated those in and outside the university community. Twentieth-

century American universities, then, accommodated these ideals of character building and 

camaraderie alongside their other academic goals.  

 The proponents of two separate educational models, the collegiate model and the 

university model, debated the means and ends of higher education. By the mid-twentieth 

century, collegiate ideals of character building and community had been absorbed and 

subsumed into the less ideologically-driven university model. Collegiate ideals thrived in 

the extracurriculum in the twentieth century, so marching bands, glee clubs, and even 

bells – once they were presented as musical instruments – were thought to promote the 

social development of students as well as lend a sense of camaraderie among its 

participants and listeners. The touchstone for the twentieth-century extracurriculum was 

an idealized pre-modern campus of the nineteenth century. However, the student 

activities adapted to modern trends and values, although at times the activities’ 
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modifications were inconspicuous. Administrators, alumni, and students alike used 

campus music to support school spirit and nostalgia for bygone college days. In doing so, 

the university community nurtured a tighter community, which has its own benefits, but 

administrators also knew that this heightened allegiance would translate into increased 

donations – an important consideration as universities increasingly competed for 

resources. 

My study opens up a new line of inquiry because it focuses on the role of 

extracurricular music in shaping this desired collegiate atmosphere. While scholars have 

explored other aspects of collegiate ideals shaping higher education, none examine in 

detail the role of music, especially campus bells, in reinforcing and perpetuating 

collegiate ideals. Thus, my study adds this important dimension to existing scholarship on 

higher education. Music scholars too have not given much attention to extracurricular 

music. While those specializing in music education have long examined music pedagogy 

at all levels of education, few have explored the cultural importance of campus music 

outside the official curriculum. For decades, music scholars have expanded the range of 

music in their purview – most notably to popular music, a term I use in the broadest 

sense. While music scholars today study music from an array of societies, cultures, and 

historical periods, American music on campuses has rarely entered this investigation. 

Perhaps because the music surrounds them, and thus its significance seems so self-

evident, that campus music is relatively absent in music scholarship. I have argued in this 

project that extracurricular music’s importance extends beyond its participants and 

listeners. Campus music plays a critical role in fashioning an idealized vision of 
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collegiate life – a vision that many Americans have quite literally bought into, and they 

continue to do so at a higher and higher cost. With so many resources being invested into 

American higher education, it is imperative to investigate the mechanisms that enable the 

entire enterprise to keep running. The current situation in the early twenty-first century 

makes this inquiry even more urgent; the usual payoff of a college degree – a steady, 

high-paying job – is becoming more uncertain, while student financial debt is rising. 

My project also relates to the field of sound studies. Jonathan Sterne explains his 

study as disassociating himself from the focus on the voice as the center of sound theory.1 

Instead, he understands the voice as a particular instance of sound. In making this 

distinction, Sterne places the emphasis of his inquiry on the social networks of sound 

reproduction, not on the speaking subject as the origin and receiver of interiorized audio 

events. In a similar conceptual shift, I understand music as one particular instance of 

sound. There is no doubt that my project pertains to the music produced by marching 

bands, glee clubs, and bell instruments, but I do not limit my scope to only those sounds. 

I expand my purview to include other sounds that I think are crucial in considering the 

idealization of an American campus. Bell signals are the obvious examples, but also the 

exuberant sounds of cheering students. In expanding the range of sounds in my inquiry, I 

provide more thorough evidence for the idealization of campuses and collegiate life than 

if I had limited my aural span to music; I stay honest to the inquiry of examining the 

idealization of collegiate life via sound instead of unnecessarily limiting my evidence. 

                                                 
1 This summary of Jonathan Sterne’s conception of sound studies is taken from The 
Audible Past: Cultural Origins of Sound Reproduction (Durham, N. C.: Duke University 
Press, 2003), 343. 
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After all, my study suggests that university communities themselves recognized the 

potential of a range of sounds, not just musical sounds, in fostering school spirit and 

nostalgia.  

In following Sterne’s lead, I also address the debate regarding the inherent ability 

of sounds to communicate something of the interiority of the producer and listener. 

Walter Ong and Marshall McLuhan famously espoused the belief that sounds can 

uniquely access the interiority of the listener in a way that visual stimuli cannot.2 Sterne 

rejects this notion and all of its ramifications, which he calls the “audiovisual litany.”3 I 

do not take on this weighty battle in my own project, but neither do I adopt the 

conclusions of Ong and McLuhan. Instead, my project demonstrates that mid-twentieth 

century university communities held a belief in the unique power of sounds to access 

memories and emotions. The actual ability of sounds to do so is called into question by 

the failure of their audio memorabilia. While my study does not provide conclusive 

evidence dispelling Ong’s and McLuhan’s argument, it provides a strong example of this 

belief shaping American higher education and its music.  

 

*** 

 

                                                 
2 Marshall McLuhan, The Gutenberg Galaxy: The Making of Typographic Man (1962; 
reprint, Toronto: University of Toronto Press, 1964); Marshall McLuhan, Understanding 
Media: The Extensions of Man (New York: McGraw-Hill, 1964; reprint, Cambridge, 
Mass.: The MIT Press, 1994); Walter J. Ong, Orality & Literacy: The Technologizing of 
the Word (New York: Methuen & Co., 1982; reprint, New York: Routledge, 1995). 
3 Jonathan Sterne, The Audible Past: Cultural Origins of Sound Reproduction (Durham: 
Duke University Press, 2003), 14-19. 
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 A ten-member group, dressed in black tuxedos, begins singing an a cappella 

rendition of “The 12 Days of Christmas.”4 Before too long comedic moments disrupt the 

cumulative form of the song. After singing about the turtledoves given on the second day, 

the singers jump to the fourth day of Christmas, while other members of the group, in an 

effort to correct the mishap, begin singing about the third day of Christmas. The 

confusion about the order of the days continues, resulting in a complicated, harmonious 

polyphony. In the meantime, quotes of other Christmas carols are thrown into the mix, 

including “Deck the Halls” and “Santa Claus is Coming to Town.” When one member 

defiantly sings the dreidel song, a Hanukah song, the audience erupts into applause, 

stopping the song momentarily. The song takes a startling turn when they sing the twelve 

days of Christmas to the music from “Africa” by Toto. While the members feign a fun-

loving, unrehearsed group of college students, their performance is impeccably polished. 

 Straight, No Chaser, the group behind this performance, started off as an a 

cappella male singing club in 1996 at Indiana University.5 The group quickly gained 

popularity, performing in its hometown and beyond. When founding members began 

leaving the group in 1999 upon graduation, the remaining members chose new students to 

continue the group, which still exists today on the Indiana campus. In 2006, Indiana 

University hosted a ten-year anniversary reunion show for Straight, No Chaser, and the 

original members performed once again after their hiatus. The show prompted one 
                                                 
4 This version of “The 12 Days of Christmas” was arranged in 1998. “The 12 Days of 
Christmas – 1998 Version,” Straight, No Chaser, 
http://www.sncmusic.com/video/original-12-days-of-christmas/ (accessed 2 August 
2010). 
5 All information on Straight, No Chaser is taken from their official website, 
www.sncmusic.com (accessed 2 August 2010). 



 254 

member to post video clips of their performances from the late 1990s on 

www.youtube.com. The group’s arrangement of “The 12 Days of Christmas” went viral, 

attracting seven million views in 2007. Atlantic Record’s Chairman Craig Kallman 

noticed the group and convinced the original members to sign a record deal. The 

professional version of Straight, No Chaser, consisting almost entirely of the founding 

members of the college ensemble, has released four albums since 2008 and performs 

concerts constantly throughout the United States. 

 The repertory of the professional Straight, No Chaser consists almost exclusively 

of popular music and Christmas carols. The ensemble released Christmas albums in 2008 

and 2009 as spin-offs to their online success of “The 12 Days of Christmas.” Both albums 

contain Christmas songs familiar to American audiences: “We Three Kings of Orient 

Are,” “Let It Snow,” and “Rudolph The Red-Nosed Reindeer,” for example. A few 

cheekier songs, such as “Who Spiked the Eggnog?” and “The Christmas Can-Can,” also 

appear. Two other albums feature a cappella arrangements of recent and older American 

pop music. Coldplay’s “Fix You,” Oasis’ “Wonderwall,” Queen’s “You’re My Best 

Friend,” and Frankie Valli’s “Can’t Take My Eyes Off Of You” exemplify the range of 

popular music. For the most part, the selections are taken from recent and past 

mainstream artists, although a few quirky choices defy this trend, especially the medley 

of “I’m Yours” and “Somewhere Over The Rainbow.” College songs are nowhere to be 

found on any of their four albums. Western art music is completely absent as well.  

 As their music selections suggest, the professional Straight, No Chaser has 

severed its ties to the college glee club tradition. In the band’s biography, the members 
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immediately distance themselves from the usual image of a college glee club: “If the 

phrase ‘male a cappella group’ conjures up an image of students in blue blazers, ties, and 

khakis singing traditional college songs on ivied campuses … think again. Straight No 

Chaser (SNC) are neither strait-laced nor straight-faced, but neither are they vaudeville-

style kitsch.”6 Straight, No Chaser refutes some of the long-standing attributes of male 

glee clubs: a preppy dress code and singing college songs. Instead, the group has 

primarily performed arrangements of contemporary popular music. The second sentence 

also explicitly denies other usual attributes of college glee clubs; they are not overly 

formal (as would be a glee club performing western art music), nor do they perform 

vaudeville routines, which glee clubs from the turn of the twentieth century specialized 

in. The ensemble began on a college campus, but it has little to do with collegiate 

traditions, except, perhaps, for their penchant for comedy, as evident in “The 12 Days of 

Christmas.” Their musical slapstick is a vestige of the rich college glee club heritage. 

 Although marketed as a college ensemble, Straight, No Chaser has been 

integrated into the popular music industry. After all, the ensemble signed a contract with 

a major record label, and they tour the United States giving performances. The group’s 

preference for popular music, as opposed to college songs, western art music, or any 

other kind of music, strongly testifies to their commercialization. To be fair, Straight, No 

Chaser did not perform college songs or western art music before they were signed, so 

the label did not necessarily remake this aspect of the group. However, if they had 

performed unusual, funny interpretations of college songs and posted those on 
                                                 
6 “Band Info,” Straight, No Chaser, http://www.sncmusic.com/bio/ (accessed 2 August 
2010). 
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www.youtube.com, Craig Kallman probably would not have paid much attention to them; 

their initial music preferences primed them for the commercial music industry. Straight, 

No Chaser hardly aims to entertain students or induce nostalgia in alumni; rather, the 

group seeks to entertain a broad audience with their practiced singing coupled with their 

youthful energy. Their song choices place the group firmly within contemporary popular 

culture, and their exuberant, playful demeanor is the only trace of the collegiate glee club 

tradition. In a nation with a large music industry and a predominant youth culture, it 

hardly seems surprising that an American college glee club may have trouble appealing 

to students and alumni through college songs. In contrast to fight songs, which still serve 

to encourage cheering at sports events, college songs sung by glee clubs seem to have lost 

their relevance among college students immersed in a much larger consumer music 

culture. 

 From my own observations attending college and graduate school at two large 

state universities, it appears that the idealization of collegiate life has continued through 

marching band music, and less so through glee clubs and bells. Fight songs, played by 

marching bands, are probably some of the most powerful aural symbols for universities, 

since people unaffiliated with a university can recognize a school’s song along with the 

school’s mascot and colors. The continued popularity of college football obviously has a 

large part in the continual importance of these songs. The marching band still gives the 

featured performance at football games to tens of thousands of fans and millions of 

television viewers. The school songs still encourage active audience participation in the 

form of singing, clapping, and gestures. Admittedly, though, many college sports events, 



 257 

like basketball games, feature recorded popular music instead of live music performed by 

a pep band. Although I have never attended an alumni event, I suspect that if any music 

were to be played to represent the alma mater, the fight song and alma mater song would 

be performed, given their significance and ubiquity among university students. The bells 

have not fared so well, perhaps, in idealizing collegiate life. I have not noticed any 

current memorabilia that affectionately refer to the bells, although paraphernalia 

frequently use the tower in which bells are housed as a symbol for the university. The 

University of Texas, for example, often uses an image of the top of the Main Building 

Tower in everything from official documents to their website. Their premiere conference 

center, which opened in 2008, features the formal restaurant The Carillon. Oddly enough, 

when I told the staff and manager that I played the carillon on campus, they had little idea 

of what I was talking about. The name turned out to be an empty reference: for the staff, 

and probably also the clientele, the name sounded elegant and perhaps evoked the notion 

of bells or a musical instrument, but it did not connect to the massive instrument heard 

across campus. College songs as sung by glee clubs seem to reach the fewest students, 

proportionately less than in the past, and this seems to erode their ability to convey an 

idealized collegiate life. As an undergraduate at the University of Michigan, I was barely 

aware of the glee club. I attended one concert, and that was only because a few friends 

were performing. I remember that the program consisted of western art works, folk songs, 

and a few college songs, but I can’t remember any of the college songs. I was much more 

aware of the myriad a cappella groups on campus, and I attended their shows more 

frequently. Like Straight, No Chaser, these ensembles performed renditions of popular 
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music. I suspect that the situation is similar in other universities across the country; newer 

a cappella groups that primarily perform popular music overshadow traditional glee 

clubs. 

 While the idealization of collegiate life has endured in music of marching bands, 

but seemingly less so in that of bells and glee clubs, this idealization has persisted, just in 

other forms. Films probably most strongly perpetuate visions of college life as being 

consumed by extracurricular activities and parties: Animal House, American Pie 2, and 

National Lampoon’s Van Wilder, to name a few. In reality, though, as universities have 

grown ever larger and thus possess a dizzying number of extracurricular activities, 

student bodies have likely grown increasingly fragmented rather than more cohesive. 

Despite this increased fragmentation, football games serve as the biggest unifier of 

students; at a football game student fans can gain a communal experience. Online social 

networking sites, forums, blogs, and email create virtual student communities that seem 

to mitigate the alienating effects of the sheer number of students. Facebook.com, for 

example, provides a virtual tool with which to connect to friends, acquaintances, friends-

of-friends, and strangers. In this way, students are given methods to maintain current 

relationships and discover new ones. Lest my assessment of online networking sound too 

optimistic, online communities can just as easily close off students from the university 

community surrounding them, since instead of making connections with various other 

students, they can just as easily maintain connections with other people outside the 

university. The idealization of collegiate life – the extracurricular activities, the 

mischievous fun, the character development, and camaraderie – live on in American 
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higher education, and for now, music still plays a role in its idealization, while other 

modern media step in to uphold the same ideals.  
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