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In order to relieve the economic distress of unemployed
Americans during the Depression of the 1930s, Congress passed
the Federal Emergency Relief Act (FERA) on May 12, 1933,
Under the FERA, the director, Harry L. Hopkins, set up the
Works Progress Administration (WPA} in 1935, to provide wor
relief instead of dole relief for unemployed Americans,
Under the auspices of the WPA, Hopkins initiated Federal One,
a cultural program to provide work relief Eor unemployed
artists, musicians, dramatists, and writers, The Roosevelt
Administration recegnized that the artist was just as 3ntitled
to employment at public expense as the manuval laborer.

The ideal ©of the arts projects was alse tg extend
cultural programs ocut of the urban areas into American
communities across the country and to develop programs that
would have a long lasting effect on the American public.
Traditignally, the arts were supported by the patronage of the
waalthy and only accessible to people who lived in urban
areas. Art did noet reflect the cultural life of the nation,
nor did it appeal to mass audiences, In order Lo create an
art following, cultural programs were necessary that
integrated the artist and his work into the national life,
thereby, c¢reating a nation of cultural consumers. The
Roosevelt Administration also viewed art as a medium to uplift
and enrich the lives of ordinary citizens. In a sense, the
art projects would be instrumental inm creating a cultural
milieuw based on the advancement of classical music, legitimate
theateg, and the creation of masterpieces of art or the "Fine
Arts.”

Although the government's perception of what the art
projects would accemplish for America was ambiguous, the
projects allowed Americans to express how they viewed their
culture and how they managed with the uncertainties of the
tumul tupus era ©of the 193ps. OKklahoma presents an insightful
study on how two art prejects, the Federal Music and Federal
Theatre, reflected the percepticn of culture in the Oklahoma
mind of the 1930s.

The Federal Theatre and Hasic Projects in Oklahoma
utilized federally funded programs to introduce a culture that
little resembled the culture of the people ¢f the state. The
Music Project emphasized the development of a "high"” music
culture. The philosephy ©f integrating the artists with the
culture of the people was not the main goal. The program was
not attuned to the indigenocus music of the people of QOklahoma,
nor did it recognize social music--music that reflected the
condition of the pecple. The personnel of the Music Project,
instead, channeled most of their energy into the development
of symphony orchestras that only employed professional
musicians with advanced musical training. The Federal Theatre
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Praject in Oklahoma was also an ideal medium for integrating
the artists with the culture of 0Oklahomans in the 1930s,
however, playwrights in the Theatre Project concentrated on
writing plays that glorified Oklahoma's historical image.

Cklahomans had a predilection toward only recognizing a
high artistic cultural environment and a penchant for the
values of their historical past. Burton Roscoe's article, "We
Lead in Culture,” in the Golden Anniversary Edition of the
Daily QCklahoman in 193%, described Oklahoma as "The Cradle of
Literary and Artistic Genius" by listing the Qklahomans who in
music, ark, literatur?, and drama contributed to the cultural
wel fare of the state, In Stanley ¥Yestal's article, "We Come
of Age in Oklahoma,” an editor's preface relates how an
eastern governor, before arriving in QOklahoma City for a
conference, asked if the city had a country club, evidently
assuming the state yet too primitive for such refinement, The
editor also described how a fellow ingquired whether a persan
could actually obtain water out of the faucets in the statg
and if indeed OQklahomans wore cowboy hats and blankets.
Vestal's article defended Oklanoma by elaborating on the
state's historical past which was evidence ©of the uniqueness
of Oklahoma and Oklahomans. Roscoe's and Vestal's articles
are typical of the general theme throughout the special
edition, & theme that celebrated artistic achievements and
looked to the historical past in order to define the cultural
atmosphere of Oklahoma.

The impelling need for the people of Oklahoma to defend
their culture was due to the state's economic instability and
the social disorder caused by the Depression of the 1930s.
Governor Marland estimated thak in 1935, B00,000 of the
2,500,000 inhabitants of the state were on telief.® More
perplexing perhaps than the economic distress was the obvious
condition of the people who found no other alternative than to
leave the state. Between 1930 and the end of the decade,
440,009 or 18.4 percent of Oklahoma's population left the
state, Like many of the homeless peaple of the plains
states, the destination of Oklahomans was California.
Seventy-five thousand or one-fourth of all migrants from the
plains states to California in 1935 and after were from
Ok L ahoma. No matter where the homeless migrants came from in
the plains staktes, once they arrived in California they were
all known as "Okies." An "0Qkie" represented an illiterate,
shiftless, homeless people whe lived out of the backs of their
trucks. In the minds of Oklahomans, BAmerica viewed OQklahoma,
as represented by the "Qkies," as a backward, uncivilized,
calturally deprived state.

The Theatre Project is indicative of how Oklahomans
discounted the culture of the 1930s that manifested the "Okie"
image. The concern was not the depiction of the social and
economic condition of the people. The personnel of the
Theatre Project, instead, emphasized historical achievements,
By doing so, the Oklahoma Theatre did not incorporate an
important ideal of the Mational Federal Theatre.

The main focus of the National Fedeval Theatre Project,
under the direction ¢f Hallie Flanagan, was tg provide work
for unemployed rtheater people. In scope, this included people




3

in all aspects of the theater. 1n the summer of 1935, the
relief rolls in American cities showed that thousands of
acteors, directors, scene-designers, scene-shifters, musiciansg
box-cffice cashiers, ushers, and writers were unemplovyed.

The Federal Theatre cffered these people gainful employment
and utilized their talents to bring theater into American
communities that otherwise would not have the opportunity to
see a play. The first successful unit was the Vaudeville

Theatre, These units played chiefly in CCC and transient
camps aud in state institutions such as hospitals, prisons,
reformatories, and asylums. Circus and Maricnette units

were also an important part of the Federal Theatre and
performed fer thousands of people at schools, sccial
settlements, and playgrounds, Besides these specialized
groups, Flanagan emphasized that the plan for Federal Theatre
was to create theater units vital to the community needs--
theaters which would continue to function as an autonomous
anterprise after federal funding was withdrawn. The plan was
tg develop regional theaters arcund the nucleus of existing
theaters with emphasis on presenting experimental preductions
of new plays by unknown writers in each regiocn, &also, the
plan called for the development of theater units which
traveled from the regional theaters inta the couq&ryside,
presenting plays that illustrated community concerns.

Flanagan was enthusiastic abouk develosping regional
theater centers because she believed that "the future of the
American stage depends iargely on persons who write about
things they know best.," in c¢rder te do this, Flanagan
stressed the importance of developing regional drama and
encouraged the efforts of the state directors to research
regional stories illﬂétrating the culture and the social
concerns of the pecople. 3 Flanagan thecrized that the theater
was not only a medium of entertainment but also a vehicle for
educating American society to soccial injustices and a weapon
to Fight undemocratic principles. In the playwright's search
for regional material, Flanagan Tiressed that they should
study the problems of their region,

On the national level, the Federal Theatre produced plays
that depicted the condition of the country and the concerns of
the many people who were suffering from economic and social
distress. The play Triple-A Plowed Under was a daring praject
that presented explosive facts about the farmers' condition
and the government's ineptness in handling the crisis, The
theme <f the play attacked the Agricultural Adjustment
Administration's unfairness to Lthe tenant farmers and
sharecroppers. The play One-Third of a Nation focused on_the
dirt, disease, and human misery of the metropolitan slums.

In Oklahoma, using the theater as a vehicle to express
the social condition of the people never materialized. This
was due ig part to the lack of professional actors in
Oklahoma.l In 1936, the state director, John Dunn, developed
the Theatre Project into four units that best utilized the few
theater peocple on the relief rolls, These [four units
consisted of the WPA Little Theatre and Marionette %Wit; a
Technical Unit, a Proeductionm Unit; and a Research Unit. The
Little Theatre and Research Units were the most active units
in the state project. The Research Unit, by 1937, became the
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Research and Play Bureau of the Sguthwest, and by the close of
the Theatre Project in 1939, it was coneidered the only
succeesful aspect of the Federal Theatre in Oklahoma., The
main purpose of the project was to collect regional material
suitable f0f Playwrights or individuals interested in
playwriting. The personnel ¢f the Reseatch Project in
Oklahoma interviewed people in the 19305 who remembered the
pioneer days and statehood. From these interviews,
playwrights dramatized the stories inte regional drama in
Oklahoma which emphasized folk history, pioneers, ocutlaws,
cowboys, Indian lore, and legends. The resulrs of their
efforts were plays such as The Wild Man of the Black Mesa,
Little Redskin, Puckahoo the 101 Ranch, and Chisaohayo, the
Sweetheart of the Cormn, Many of these plays were Little
Theatre and HMarionette productions. The Marionette Unit not
only produced folk stories but also children's plays such as,
Socko, Jocko and Kicke, Topsy, Flopsy, and Mr. Brown, Beauty
and the Beast, “and Rumpelstiltskin.

One function of the Little Theatre was to organize drama
activities among the underprivileged, in particular, 1in
community cemps on the outskirts of Oklahoma City. The idea
was to furnish recreational outlets for the pecple in the
campe perceived as the "dregs of human society who lived in
homes made of packing boxes, scraps %f tin and whatever else
they can find in junk heaps . . To the members of the
Theatre Preject, drama provlded the underprivileged an
activity and an opportunity to improve the mind. The concern
was not in illustrating the conditions in American society
that reduced people to living in tin shacks or the back of
their trucks. Rather, the concern was evidently in
demonstrating to the people in the comunity camps a "higher™
form of civilization.

1n lrby Community Camp, described as located on the edge
of the city dump near Oklahoma City and having the poorest
people and the worst type of poverty, The Little Theatre
produced the play The Right Road is the Best Road, showing the
impartance of good character development. Other plays
presented at the camp, entitled They Do Bay, which delivered
the message thft 'gossipy women were victims of their awn
talkativeness;" and f Toothbrush Fantasy, a play centering
on teeth and health, are indicative of how the Federal
Theatre in Oklahoma used the medium of the theater as a tool
ts teach. The theater personnel used drama as a way to
instruct a class of homeless people that life would be better
for them if they had a stronger charactexr, if they did not
gossip, and if they improved their hygiene,

Another theme used by Qklahoma playwrights on the Theatre
Project was one illustrating Oklahoma as a progressive state.
Oklahomans preferred to think of their state and its people as
progressive. This perception relied on locking at Oklahoma's
historical achievements, in particular, the commercial
production ff oil in Oklahoma when the state was still a
territory. Not surprisingly, one of the Theatre Project's
mos5t successful plays was Precious Land written by Oklahoma
playwright Robert Whitehand. The central theme of the play
evolved around the conflict in the 19205 with the farmer's




5

Teluctance to give up his way of life by selling hai land to
the ¢il companies. 1t was a conflict over progress,

The Univereity of Cklahoma's drama department produced
Precious Land in 1936, Although not recognized as part of the
Federal Theatre Project in Oklaheoma, the drama depi%tment at
the university produced Federal Theatre plays. These
included not only plays written by Oklahoma playwrights but
also National Federal Theatre dramas. The plays, however,
were subject to university scrutiny. In February 1%36é, the
student newspaper, the Oxlahoma Daily, announced the casting
for two "social plays" to be presented by the university drama
department. The plays were Clifford 0dit's Waiting For Lefty,
a play illustrating struggles against sccial and economic
injustice, and T111T_$ ay I Die, relating to the struggle of
youth for an ideal. The university administration
considered the plays "Red" drama and President Bizzell
cancelled production claiming that the "playhouse is not an
open forum for the discussion of political, religicus cr moral
guestions . . ., we do net kelieve it is the department's place
te give propaganda plays that will lead to wide
discussion wuninformed persons were too ready to arrive at the
conclusion that members of a department 3Hd a cast were in
sympathy with ideas expressed in the play."

The type of material emphasized by John Dunn, as director
of the Federal Theatre in Oklahoma, perhaps was influenced by
the university's conservative attitude in regard to
controversial subject matter. Dunn turned down a reguest by
Flanagan in September of 1936 to encourage the production of
Sinclair Lewis' 1t Can't HaEEen Here by the Federal Theatre
Project, It Can't HaEEe“ Here is an an anti-Facist play with the
central theme that Facism could happen in America. Flanagan
believed that plays deallng with contemporary problems in
American life should f scheduled for production acress the
country simultaneously. Dunn rejected Flanagan's request to
proeduce It Can't Happen Here in Cklahoma. Dunn's reason for
rejecting | Flanagan s request was that SEE Federal Theatre in
Oklahoma did not have a dramatic unit. Probably ecleser to
the truth was that Waiting for Lefty and Til]l The Day I Die
were censored seven months earlier and a play depicting
fascism had very little chance o0f being accepted by
Oklahcemans.

The conservative atmosphere in Oklahoma contributed to
the fact that the Federal Theatre in the state was not used as
a vehicle for depicting the social and economic deprivationa
of many of the pecple. Theater used as a tool te illustrate
societal ills is referred to as social theater. Drama
presented in the social theater expressed the attitudes of the
times and tbe people. One aspect of the Federal Theatre under
Flanagan's direction, was to develop a sccial theater that
encouraged pPeoPle to write plays about their experiences as
Americans and American workers.

Another drama group in the state not asscciated with the
WPA did accomplish Flanagan's objective. The Red Dust
Players, with the support of the Scuthern Tenant Parmer's
Unicen, travelled the state of ¢klahoma in 1939 presenting
social drama at migrant and community camps throughout the
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state, The Red Dust Players wrote their material around
topical issues that were of immediate importance to the
pegple--the plight ¢f the sharecroppers, the economic
conditions, unfair labor policies, homelessness, and poverty.
The activities of the Red Dust Players were short lived in
Oklahoma. Accused of spreading communist propaganda, most of
the @ﬁmbe:s were threatened and run out of the state by
1940.

John Steinbeck's novel The Grapes of Wrath, which
illustrated the same Social theme as the dramatizations
performed by the Red Dust Players, was also unpopular in
Oklahoma, The Grapes of Wrath, published in 1919, the year of
Oklahoma's Gelden Anniversary, depicts regional drama that
illustrates the condition of many Qklahomans in the 1930s.
The book, published too late to be considered by Hallie
Flanagan and the Federal Theatre for production, is a
sensitive story about a family forced off their land in
Oklahoma due to. economic hardships. This is reality in
Oklahoma in the 1%30s, but what disturbed Oklahomans about
Steinbeck's novel was the image portrayed in regard to the
peaple of Oklahoma.

Steinbeck's characters are illustrated as earthy,
poverty-stricken ?Sople who succumb te many indignities in
order to survive, To Oklahomans, Steinbeck's characters
represenkt Oklahbhomans as illiterate and uncivilized, ¥hat
escaped the people of Oklahoma was the conditio% of humanity
in the 1930s which Steinbeck was illustrating. He could
have just as easily placed the environment of his Story in
Kansas or Misscuri: Lthe human copdition was the same.

Like the Theatre Project, the Music Project did not
emphasize programs that reflected the culture of the people of
Oklahoma in the 1330s. The Music Project established cultural
programs that enriched the cultural appreciation of the people
and followed closely the elitist attitudes of the national
director, Nikolai Sokoloff, who emphasized a "high" musical
culture, Like the other art projects, the main functien of
the Music Project was to provide work relief for the
unemployed musician.

The professional musician in American scociety felt
econemic hard times not only due to the Depression but also
due to new technology. Perfectiogn of the radio in the mid-
nineteen twenties, Lthe introduction of sound film which
resulted in the lass of 20,000 American theater musicians, and
the popularity of the phonograph changed the music culture of
many Americans, In 1935, the Federal Music Project created an
apportunity toc employ the musician and also to ipnitiate
programs to reeducate American soclety to the culture of live
m051c——threby creating permanent employment for the
musician. The stated purpose of the Federal Music Praject
was to create employment for “instrumentalists, singers, ather
concert performers, and those participating in music education
and recreation.” Professiopal musicians were employed in each
state in symphony orchestras, concert orchestras, dance bands,
chamber music ensembles, as instrumental and vocal scloists,
in grand cpera, operetta, opera comique, and teaching music
and music appreciation. The employment of music librarians,



music copyists, music binder iano tuners and instrument
: . Je&
repairers wWere alsc important,

Irn Oklahoma, the Music Project was varied but
incorporated most of the rnational directives. The Music
Projeckt was organized inte four units: the Oklahoma Federal
Symphony Orchesatra, designed %o reemploy, retrain, and
rehabilitate unemployed symphony musicians; The Federal Music
Production Unit, to empley unemployed copyists, arrangers, and
composers; Music Edncation Unit, to reemploy unemployed music
teachers; and The,K Research in Folk and Indian Music, to
establish a research project to classify, transcribe, and make
a permanent record of folk and Indian music found in
Oklahoma. The Oklahoma Federzl Symphony was by far the most
successful unit of the Music Preject., 1In 1237, the Federal
Music Project employed 150 persons in the Oklahoma Symphony
Orchestra, the Ardmore WPA Orchestra, th? Shawnee WPA
Orechestra, and the Colored Dance 0rchestra.3 In addition,
there were also a string band and an old fiddler's band. The
underlying ideology of the Federal Music Program in Oklaboma
was Lo reach as many people as possible and introduce them to
a new musical culture.

Oklahomans' aspirations for the development of a musical
culture that reflected the high moral standards of the natian
were evident in the attitude of Frederik Holmberg, the fir§§
Dean of Fine Arts akt the University of Oklahoma in 19509.
Holmberg believed that Oklahoma's handicap in obtaining a
musical culture was due to Oklahcma's rapid development or
"hurried civilization" which l=fr little time for cultivating
the arts., He also considered that it was the university's
position to spread the "gospel of Music" which would supercede
what he referred tc as the disease music of ragtime. In
Holmberg's o¢pinion, community music--real music "causes
democracy. It makes people feel alike." Holmberg was
instrumental &Q developing the first Symphony Orchestra in
Cklahoma City.

The idea of a symphony orchestra first started with the
Ladlies Music Club in 1922, The purpose of the club was to
ctreate and develop a musical cultural atmosphere. The first
crchestra started with a group of viclin students wheo
presented small orchestral programs. The first Qklahoma City
orchestra de=buted in 1929, under the conductorship of Frederik

Holmberg. It was Holmberg's opinion that the orchestra was
"doi%% much ta put the state of Oklahoma on the cultural
map." By 1932, however, the Oklahoma City orchestra was not

able to maintain the musicianship which Holmberg considered
necesdary for a professional group. From either a lack of
talent or insufficient amount of rehearsal time, the orchestra
could not acquire sufficient excellence until the Federal
Music Project was initiated in 1935,

Oklahoma City aspired for a quality musical culture. The
federal funding for the development of a symphony orchestra
wa5 important in obtaining the city's cultural! geoal. An
orchestra was considered an important cultural improvement for
Oklahoma City and the main goal was to develop a sponsorship
for a state symphony orchestra that did not rely on federal
funds.



In developing orchestras that employed quality
professional musicians, in the major c<ities in Oklahoma, Dean
Richardscon, state director of the Music Project, reguested
from the Federal Music Project Regional Qffice in New Orleans
twenty instrumentalists to complete the Tulsa Symphony
Orchestra. Richardson was sowmewhat selective in his request.
He stated that he preferred young Amqgfcan male musicians who
would fit into a western atmosphere, The peint is that in
order to obtain the quality of musicianship needed to develop
the desired musical culture, recruitment outside the state was
necessary. The ildea of the Music Project as a vehicle for
relief for the unemployed musicians in Oklahoma was not the
main goal, The Music Project was remiss in not establishing
music programs that utilized the talents of pecple in the
music culture of the state, This music culture was not of
significance to the elitists who equated civilization with
"high" culture.

The culture of a people encompasses all aspects of life.
A music culture can incorporakte the folksongs of a ballad
singer, the talents of a banjo picker, the blues of a piano
player, or the ceremonial music of the American Indian as well
as music that utilizes the talents of a professional musician.
Oklahomans paid little attentian to the music culture of a
ma jority of the people. The Research Unit was the only unit
that initiated a program that reflected the culture of the
peeple. This unit attempted to col}eft and record Indian
music and folk music native ko Oklahoma.>?

The collection and compilation of folksongs was a part of
the Federal Music Project on the national level, &Although not
considered as a cultural program to stimulate interest in the
Fine arts, the effort made by the personnel in folk research
perhaps left a larger legacy for Americans. In 1938, a Joiot
National Committee of Folk Arts employed personnel from all
four of the art projects. The chairman was B.A, Bolkin of the
Federal Writer's Projeckt, vice chairman Charles Seeger of the
Federal Music Project, Herbert Halpert of the Federal Theatre,
and Adeoiph Glassgold of the Federal Art Project. Their
mission was the preservation of folk music. Thelr method was
te travel throughout the stares and record folk music from
peocple who still sang the songs of their ancestors, The
legacy of this preject is a vast collection of folk music
housed in the Library of Congress of Amqfican Folk Music,
today known as the Archive of Falk Culture.?

The research of folk music was the only unit of the
Federal Music Project that incorporated the arts with the
people. The vice chairman of the Joint Committee of Folk
Arts, Charles Seeger, disagreed sharply with the elitist
attitude of the Music Projects national director, Nikelai
Sokoloff. Seeger believed that thare was great value in the
rusic of the peeple and that felk music or social mgiic had a
place in American society along with fine art music.

In Oklahoma, the research into folk and Indian music was
short-lived. By 1940, the project was classified incomplete
and never finished due to a reductieon in employment on the
praject. Many people in Oklahoma did not believe that
Oklahoma had a musical culture indigenous to the people.
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Accotrtding to a repert on the history of musi¢c in Oklahoma,
compiled under the ODklahoma Writer's Project in the 1930s,
Oklahoma Aid not have indigenous music because of the rapid
settlement of pecople from all parts of the country. The
musical heritage of the early settlers was of Eastern
influence and thﬁgefore Oklahoma did not have music of any
distinctive type. This report is accurate in defining the
musical culture as diverse, What escaped Oklahomans was the
fact that the music culture that the early settlers hrought to
Oklahoma was representative of the states they left and were
the same sSongs sung in Colonial America with a Eurcpean
heritage. People of English and Scottish ancestry who settled
in Oklahoma left a large repertoire of songs from England and
Scotland. The music was somewhat transformed to reflect a new
environment, but this was not the music's first
transformation. The music was just as much a part of the
people of Oklahoma as it was a parE of the peeple of the
Southeast or the Northeast or England. & other songs, just as
valuable to Oklahomans, were original songs reflecting the
folklore of the West., None of this music was important enough
to allocate funds toward collecting and preserwving.

Another valuable source of music in Oklahoma that is
perhaps truly indigenous to Oklahoma and the Southwest Region
is the music referred to as Western Swing. The people who
migrated to Oklahoma from the Southeast and Texas brought with
them distinctive musical sounds. The combination of Eastern
hillbilly music, rhythm and blues from the cottan fields,
Mexican tempos, and Louisiana Jazz culminated in Oklahema inte
the socund of Western Swing. The music incorporated the
backwoods fiddle, the Dobro, and the steel guitar with the
traditional string band instruments, , Added to this were the
woodwinds, clarinets and saxophone.4 In the 1931ds, at the
same time the Federal Qrchestra was drumming up talent from
acress the regien, Bob Wills and his Texas Playboys were
achieving national acclaim in Tulsa, Wills' western swing or
western jazz was a combination of two folk musics--frontier
fiddle music and the blues and jazz of black field hands of
the cotton camps of east and west Texas. The sound produced
by the Bob Wills Band, a strong band of six musicians (five
strings and a piano) evelved into a big swing orchestra of
eighteen members including saxephenss and a horn section. By
19139, B%b Wills had one of the largest swing bands in the
nation.4

Besides the development of an original sound as produced
by western swing, Oklahoma in the 1930s inspired masic that
illustrated the sccial concerns of the people, songs that told
stories aboubt what people were experiencing and feeling.
Woody Guthrie, in particular, wrote folksongs that told the
country about the condition of the homeless migrants of
Oklahoma. Guthrie's songs were a social commentary of the
1930s and were as unpopular in Oklahoma as Steinbeck's The
Grapes of Wrath., Oklahoma did not want social commentary in
plays, books, 9% songs that defamed the image of their state
and its people. It is interesting that the National Federal
Music Projeckt's efforts to collect and record folk music in
the scuth did not include Oklahoma. It is iromiec that the
only listed music in the Folk Archives that represent
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Oklahoma's folg cul ture are the socially oriented folksongs of
Woody Guthrie. 9

The legacy of the Federal Theatre and Music Projects can
be judged by what value they had for the pecple of Oklahoma.
The Federal Theatre wag not used as a tool to educate
Qklahomans to social ills apparent in their scciety, lnstead,
the theater ocffered a diversion from the day to day reality of
economic distress. By producing material that reflected the
achievements of the historical past, the Federal Theatre
Project in ¢klahoma og%?red Oklahomans a sense of security and
cultural identity. This was important in an era of
conflicting values and insecurity. The people of Oklahoma
preferred their historical culture over the culture created by
social unrest of the 1930s,

The legacy of the Music Project for Oklahomans was the
development of a fine symphony orchestra which was evidence
that Oklahoma was culturally acceptable. But perhaps mote
important, were the smaller benefits of the music educatiocn
programs throughout the state. A survey in 1936 by the Music
Project revealed that rural schools in Oklahoma had no music
education., A widespread music program was initiated by the
Music Project to bring music education and musical activities
to the underprivileged children and adults of Cklahoma.

1t was important in 1930 for Oklahoma and the nation in
general to sanction the development of American culture. The
closing paragraph of a survey of the Oklahoma Music Pregram in
19490 is indicative of the consensus that an acceptable
cultural environment was a worthwhile and obtainable goal:

A program that is cultural must reach the individual
continually in order to be effective. In turn, the
government's recognition of individuality
undoubtedly strengthens and matures the appreciation
of that government, its institutions and its
guarantees of liberty, and domestic tranguility. As
the taste of a nation is a matter of systematic and
continual exposure, the kind of tastes a__nation
acquires is a responsibility of that nation.
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