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From the Co-editors 1

From the Co-editors
We are delighted to present Volume 35 (2021) of 
ÀÆÃ¿²½�À·��ÆÄº´��¹¶ÀÃÊ��¶µ²¸À¸Ê, 

ÀÆÃ�ȱÃÄÅ�²Ä�́ Àʉ¶µºÅÀÃÄʇ��¶�ÈÀÆ½µ�½º¼¶�ÅÀ�ȱÃÄÅ�Å¹²¿¼�Å¹¶�¶ÃÄÅÈ¹º½¶�¶µºÅÀÃÄʁ��º½½º²¾��²ÃÇº¿�
and Jennifer Snodgrass, for their strong support and assistance in helping us make a 
Ä¾ÀÀÅ¹�ÅÃ²¿ÄºÅºÀ¿ʁ�²¿µ�È¶�²Ã¶�´À¿ȱµ¶¿Å�Å¹ºÄ�ÇÀ½Æ¾¶�´À¿Åº¿Æ¶Ä�Å¹¶ºÃ�¶ȮÀÃÅÄ�ÅÀ�ÁÆ³½ºÄ¹�
the most innovative, thoughtful, and current scholarship in music theory pedagogy.

Volume 35 features three articles, all of which focus on the undergraduate core theory 
´ÆÃÃº´Æ½Æ¾ʇ��¿¶�²ÃÅº´½¶�ºÄ�²�́ À½½ÀÂÆÊ�²¾À¿¸�ÄºÉ�µºȮ¶Ã¶¿Å�²ÆÅ¹ÀÃÄ�È¹À�Å²´¼½¶�Å¹¶�Ç²½Æ¶�²¿µ�
Á½²´¶�À·�Å¹¶�·ÀÆÃʉÁ²ÃÅ�́ ¹ÀÃ²½¶�º¿�Å¹¶�́ ÀÃ¶�́ ÆÃÃº´Æ½Æ¾ʇ��¿ÀÅ¹¶Ã�²ÃÅº´½¶�ºµ¶¿Åºȱ¶Ä�¿Æ¾¶ÃÀÆÄ�
È²ÊÄ�ÅÀ�º¿´½Æµ¶�´À¾¾Æ¿ºÅÊʉ¶¿¸²¸¶µ�½¶²Ã¿º¿¸�²¿µ�ÁÆ³½º´�¾ÆÄº´�Å¹¶ÀÃÊ�ÁÃÀ»¶´ÅÄ�º¿�Å¹ºÄ�
curriculum. Yet another article posits that one way to restructure the undergraduate 
´ÆÃÃº´Æ½Æ¾�ºÄ�³Ê�Ã¶ʉ¶É²¾º¿º¿¸�Å¹¶�¾¶²¿º¿¸�²¿µ�ÄÅÃÆ´ÅÆÃ¶�À·�¾ÆÄº´²½�½ºÅ¶Ã²´Êʇ

The four reviews in Volume 35 address a variety of topics: a collaboration of three 
authors reviews four theory texts based on repertoire and techniques from musical 
Å¹¶²ÅÃ¶ʂ� ÅÈÀ� ²ÆÅ¹ÀÃÄ� Ã¶Çº¶È� Å¹¶� ЂÅ¹� ¶µºÅºÀ¿� À·� �¹¶� �ÆÄº´º²¿ʓÄ� 
Æºµ¶� ÅÀ� �¹¶ÀÃÊ� ²¿µ�
�¿²½ÊÄºÄ and the 2nd edition of �À¿´ºÄ¶� �¿ÅÃÀµÆ´ÅºÀ¿� ÅÀ� �À¿²½� �²Ã¾À¿Ê; one author 
investigates �¶²´¹º¿¸��ÆÄº´��¹¶ÀÃÊʃ���¶È��Àº´¶Ä�²¿µ��ÁÁÃÀ²´¹¶Ä by Assistant Director 
of the Gail Boyd de Stwolinski Center for Music Theory Pedagogy, Jennifer Snodgrass; 
and six authors examine �¹¶��ÀÆÅ½¶µ¸¶��À¾Á²¿ºÀ¿�ÅÀ��ÆÄº´��¹¶ÀÃÊ��¶µ²¸À¸Ê. The four 
resources published in 2021 present new teaching tools for ²ÃÄ�¿ÀÇ²�¾ÀÅ¶ÅÄ�²¿µ�́ À¾¾À¿ʉ
practice harmonic function.

�ÆÃ�Äº¿´¶Ã¶�Å¹²¿¼Ä�²½ÄÀ�¸À�ÅÀ��¶Çº¶ÈÄ��µºÅÀÃ��¶½ºÄÄ²��À²¸�²¿µ��¶ÄÀÆÃ´¶Ä��µºÅÀÃ�
�²¿º¶½��ʇ��Å¶Ç¶¿Ä�·ÀÃ�Å¹¶ºÃ�ȱ¿¶�ÈÀÃ¼�À¿�Å¹ºÄ�ÇÀ½Æ¾¶ʇ��ÃÀµÆ´ÅºÀ¿��²¿²¸¶Ã��¹ÃºÄÅÀÁ¹¶Ã�
Winders continues to do a fantastic job with design and layout expertise, David Marvel 
ably manages the 
��� website, and we are grateful to Steve Laitz and Jennifer Snodgrass 
for their work on behalf of the de Stwolinski Center.

The editorial team is currently accepting material for Volume 36 (2022); instructions 
for contributors can be found at our website, http://jmtp.appstate.edu. We also draw 
your attention to the upcoming Pedagogy into Practice Conference, which will take place 
ЀʦЂ�
Æ¿¶�ЀϾЀЀ�²Å��º´¹º¸²¿��Å²Å¶��¿ºÇ¶ÃÄºÅÊʂ�Ä¶¶�Å¹¶�
����È¶³ÄºÅ¶�·ÀÃ�¾ÀÃ¶�º¿·ÀÃ¾²ÅºÀ¿�
about the program and registration.

We hope you enjoy Volume 35!
 
�²Çºµ��¹ÆÃ¾²º¶Ãʁ�´Àʉ¶µºÅÀÃ�ʯ�¿ºÇ¶ÃÄºÅÊ�À·��ºÄÄÀÆÃºʁ��²¿Ä²Ä��ºÅÊʰ
�¶³¶´´²�
¶¾º²¿ʁ�´Àʉ¶µºÅÀÃ�ʯ�¿ºÇ¶ÃÄºÅÊ�À·��ÀÆºÄÇº½½¶ʰ

http://jmtp.appstate.edu
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CHELSEA BURNS, WILLIAM O’HARA, MARCELLE PIERSON, 
KATHERINE PUKINSKIS, PETER SMUCKER, AND 

WILLIAM VAN GEEST

Coralling the Chorale1

Introduction

We begin with an anecdote from one of our contributors:

Shortly after receiving my PhD, I was hired into a one-year position. In this position, I 
was tasked with teaching within a pre-existing music theory curriculum at a state school 
with a large performance program. As is customary and encouraged by all of the most 
popular textbooks on the market (including the one we used), this “Theory I” course 
focused on harmony and voice leading through the framework of four-part chorale-
style SATB writing. Partway through the semester, one of my students, a vocalist, came 
to office hours for help with a musical she was writing. She said she couldn’t quite get 
it to sound right. When she showed me her work, I saw why: she had painstakingly 
harmonized every single note of the vocal line with a different chord, in four voices 
in SATB range, and attempted to avoid parallels and adhere to all of the other good 
practices of voice leading we had learned in class. When I explained to her that musicals 
involved a different set of textural, harmonic, and voice leading considerations, she 
looked disappointed, even a bit betrayed. I showed her some examples and sent her 
on her way, and she was ultimately able to make something much more stylistically 
appropriate. But I can’t help but think that this moment of disillusionment could have 
been avoided.

Clearly, the instructor failed to make some important caveats about the limitations 
of the theory discussed in class. But should this mistake have been so easy to make? 
The situation described in this anecdote came about partially because of the teacher’s 
relative newness in leading a core curriculum, but it is not exclusively a reflection of 
their experience level. After all, the course was not entitled “The Theory of Common 
Practice Classical Music, Abstracted through the Practice of Four-Part Writing.” Nor 
were there alternative courses offered covering different kinds of theories about 
different kinds of music. Is it any wonder that a student might have walked away 
assuming that what was on offer was a compositional and analytical guide to music, 
writ large? SATB chorales require significant teaching around to clarify the difference 

1   The authors would like to give special thanks to Jennifer Snodgrass, who has given her time 
generously and supported this project from its early stages.
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from other contexts. For example, when four-part paradigms are used for learning 
harmony and voice leading (e.g., the question “which voice should one double in first 
inversion?” assumes a four-part texture), and when Bach chorales form a large part of 
the instruction, it is easy for students to get the sense that this kind of structure is not 
merely one possibility among many, but rather a universal model for how composition 
might work. And while this anecdote is striking, it is not unique. When teaching 
with textbooks that highlight SATB paradigms, it is not uncommon for students to 
get confused about harmonic pacing or idiomatic textures in their own compositions. 
Moreover, students coming from AP music theory courses have been primed to focus 
on SATB voice-leading guidelines.2 This is something that the authors have heard from 
many colleagues as well.

Four-part chorale-style writing and analysis are so central to music theory 
pedagogy that it is difficult to imagine a curriculum without them. Yet, as much as music 
theory instructors rely on chorales to teach general principles of music, chorales are 
specific in structure, and their origins lie in a specifically German religious tradition. 
This raises some important questions: are chorales effective for the purposes to which 
we put them? What pedagogical possibilities do they obscure? What can our reliance 
on this genre tell us about North American music theory and its commitments or 
anxieties? In sum: are we right to depend on SATB writing as we do? In this colloquy, 
we seek to engage with these questions by examining the role of the chorale in the 
undergraduate theory curriculum and proposing pedagogical approaches that delay, 
reconceptualize, or replace it. 

The essays that follow critically examine the role of four-part writing in North 
American music theory pedagogy and provide perspectives on “corralling the chorale.” 
This project emerges from a study group that meets monthly to discuss current issues 
in music theory pedagogy. The group convened a panel during the 2019 Annual 
Meeting of the Society for Music Theory and discussed the topic with a number of 
other pedagogues thereafter.3 Theorists also responded to the panel on the SMT-

2   The 2020 AP Music Theory sample questions prioritize four-part voice-leading exercises for 
analysis and writing: https://apcentral.collegeboard.org/pdf/ap-music-theory-exam-2020-sample-
questions.pdf. Accessed August 5, 2021. This creates a chicken-and-egg situation where the materials 
on the AP test and undergrad theory mutually reinforce one another, and it is difficult to change 
one without destabilizing the other. For more on the tribulations of curricular change around SATB 
writing, see the essays in this colloquy by Chelsea Burns and Peter Smucker.
3   The panel was recorded and may be viewed online. See Chelsea Burns, William O’Hara, Marcelle 
Pierson, Katherine Pukinskis, Peter Smucker, and William van Geest—Jennifer Snodgrass, Respondent, 
“Corralling the Chorale: Moving Away from SATB Writing in the Undergraduate Music Theory Curriculum,” 
November 2019. SMT Conference Panel, 1:36:35. https://www.youtube.com/watch?v=-TGc7SO4jMI.

https://apcentral.collegeboard.org/pdf/ap-music-theory-exam-2020-sample-questions.pdf
https://apcentral.collegeboard.org/pdf/ap-music-theory-exam-2020-sample-questions.pdf
https://www.youtube.com/watch?v=-TGc7SO4jMI
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discuss listserv.4 As we received informal and formal feedback on these submissions, 
our discussions shifted. It is our hope that the field of music theory will continue 
to grapple with the implications of its reliance on four-part writing, and that this 
colloquy will be a useful entry point into the discussion around this practice.

We are hardly the first to question the chorale’s privileged position in music-
theory pedagogy.5 Controversy surrounding the chorale has proliferated recently, 
with some authors calling for its rejection,6 some defending its prominent role,7 and 
some calling for modifications of its use.8 These discussions come within a broader 
reconsideration of music theory curricula, exemplified perhaps most visibly by a 
2014 report commissioned by the College Music Society,9 but visible also in recent 
curricular overhauls such as those of Harvard University (2017) and University of 
Southern California (2018). 

The anecdote above describes a student who left her theory classroom lacking 
critical perspective: she understood the stylistic practices of chorale-writing to be those 
of musical composition in general. We take this student’s experience as illustrative of 
common issues in the Anglo-American music theory classroom, and our essays address 
her situation in different ways. In the first essay, William van Geest demonstrates 
that this student is likely a common one. Through a corpus study of undergraduate 
music-theory textbooks, he shows that the chorale occupies a privileged position in 
American music theory, both in the frequency with which chorales—and particularly 
those of J. S. Bach—arise and in the idiosyncratic ways in which authors handle 
them compared with non-chorale repertoire. Geest also shows how this handling, 
according to which the chorale is presented as a distinctive music-theoretical object, 
renders it conspicuously similar to a conception of musical structure widely held in 
the field. Marcelle Pierson establishes the high stakes of the common tendency to 
conflate “good” voice leading with voice leading in the style of Bach. She concludes by 
offering a number of ideas for repositioning and reframing voice leading within the 
undergraduate curriculum.

The third and fourth essays focus on the promise and challenge of curricular 
change, at both the classroom and institutional levels. Our student’s theory curriculum 

4   See “Corralling the Chorale: Moving Away from SATB,” SMT-Discuss, https://discuss.
societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb. 
5   See Piston (1941, 56).
6   See Kulma and Naxer (2014), and Richards (2015).
7   See Follet (2013), Burstein (2020), and Remeš (2017).
8   Chenette (2018).
9   Sarath, et al. (2014).

https://discuss.societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb
https://discuss.societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb
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is heavily determined by forces of labor that are more than likely invisible to her; Chelsea 
Burns examines the barriers to changing an SATB-heavy curriculum, including labor 
inequity, retraining, and instructor anxieties. Because existing instructional materials 
overwhelmingly rely on SATB examples, an instructor interested in novel approaches 
will find herself without readymade tools. Burns argues that while curricular change 
is a worthwhile undertaking, acknowledging and addressing its significant costs 
must be part of the process. Next, Peter Smucker examines how curriculum change 
may affect three constituencies: students, faculty, and administrators. The negative 
experience of our student should be concerning to all constituencies. Smucker compiles 
hypothetical scenarios and practical advice relevant to curriculum change in order to 
draw attention to both positive and negative impacts upon these three constituencies. 

The fifth and sixth essays describe alternative curricular paths, imagining ways 
that our student could have developed a sense of context around and through her study 
of music theory. Katherine Pukinskis proposes decentering the chorale in music theory 
courses. She offers repertoire examples that can stretch conversations of harmony 
and voice leading to include student interpretation and performance as well as 
considerations of rhythm, motivic material, phrasing, and repetition. William O’Hara 
picks up the thread of voice leading, suggesting one way in which it may be studied 
outside of the context of four-part chorale-style writing: a sample curriculum on Neo-
Riemannian theory that introduces undergraduates to current questions regarding 
the subdiscipline’s renewed focus on voice leading. This alternative approach to voice 
leading instruction opens opportunities for students to apply what they know about 
voice leading outside of the four-part setting, to study non-canonical repertoires from 
new perspectives, and to engage with current debates and new directions in the field.

One thread that runs throughout these essays is the reconsideration of what voice 
leading means and what its role should be in the undergraduate theory curriculum. 
Pierson’s essay addresses this directly, questioning assumptions about what constitutes 
“good” voice leading—assumptions that pervade and structure the traditional music 
theory curriculum. Pukinskis’s and O’Hara’s essays demonstrate, respectively, how 
curricula could focus on holistic concepts aside from voice leading and how curricula 
could conceive of voice leading differently.

It is not our aim to suggest a new one-size-fits-all curriculum to replace the 
existing one; we believe there may be many effective responses to the deficits of the 
status quo. We also affirm the importance of broader conversations about curricular 
revision, taking on issues beyond the scope of these essays. As we reevaluate the role 
of chorales in our classrooms, though, we do hope to contribute to the larger project of 
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critically assessing the assumptions and values embedded in North American theory 
curricula as a whole. 

This project is urgent, given the increasingly diverse goals of our students and the 
increasingly varied musical worlds they enter after graduation. Just as music theory 
itself is a living discipline, evolving with new creative horizons, so too must music 
theory pedagogy shift in response to students’ needs and ambitions. Today there may 
be students who still benefit from traditional voice leading instruction on the basis of 
the chorale. But there are also many who look more like the student in our opening 
anecdote, whose musical aims were not served but instead were thwarted precisely by 
the chorale-driven method. As music theorists and pedagogues, our task is to enable 
and inspire students, leading them toward competency relevant to the professional 
lives ahead of them. If our practices are not enabling and inspiring, but instead are 
provoking confusion and frustration, then it is time to reevaluate those practices and 
see how we can do better.
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The Chorale in American Music Theory:  
A Corpus Study of Leading Textbooks

WILLIAM VAN GEEST

Music theorists widely acknowledge the chorale’s privileged position, and 
specifically the chorale harmonizations of Johann Sebastian Bach, in American music-
theory pedagogy.1 William Caplin, for example, writes of “the powerful immersion 
of most theorists in the Bach chorales.”2 Alexander Rehding calls Bach’s chorale 
harmonizations “the quintessential music-theory teaching material.”3 Certain 
theorists have noted this position by way of challenging it. Sam L. Richards, for 
example, questions the wisdom of insisting that students “master the voice-leading 
conventions of an imagined rule-mongering Platonic Bach” before engaging with more 
current repertoires.4 Alexander Sanchez-Behar, who observes that Bach’s chorale 
harmonizations have long been “the gold standard in the study of four-part writing 
and harmony,” shows that these pieces in many cases depart from the principles that 
theorists invoke them to illustrate.5 While many agree on the prominent position these 
works enjoy, there exists to date no thorough, critical investigation of the chorale in 
American music theory. Just how pervasive is the chorale? And why does it occupy the 
privileged position that it does?

In this essay, I approach these questions through a corpus study of leading 
undergraduate music-theory textbooks. The corpus of textbooks in this study 
was established from responses to a questionnaire that I issued in spring 2018 to 
practitioners of music theory. In the questionnaire, I asked respondents what 
textbook(s) they used to teach required undergraduate music-theory courses. This 
question returned ten textbooks (Example 1).6

1   While “American” may just as well refer to North and South America, I use it in this essay in the 
sense referring to the United States of America for reasons of brevity.
2   Caplin (2004, 73).
3   Rehding (2016, 252).
4   Richards (2015).
5   Sanchez-Behar (2018).
6   Respondents were asked not only what textbook they use for music theory instruction required 
of all undergraduate music majors, but also the percentage (in ten-percent increments) of the time 
with which they use that textbook, so that they could select multiple textbooks and weight their 
use of each textbook. Percentages in Example 1 refer to each textbook’s share of the sum of total 
percentages (n=126). I have omitted here responses that do not provide a percentage, responses for 
textbooks only named once, and responses of “no textbook” or “in-house materials.” For a similar 
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Textbook % 
Clendinning and Marvin, The Musician’s Guide to Theory and 
Analysis, 3rd Ed. (2016) 30.0% 

Burstein and Straus, Concise Introduction to Tonal Harmony, 1st 
Ed. (2016) 20.6% 

Kostka, Payne, and Almén, Tonal Harmony, with an 
Introduction to Twentieth-Century Music, 7th Ed. (2013) 18.7% 

Laitz, The Complete Musician: An Integrated Approach to Theory, 
Analysis, and Listening, 4th Ed. (2016) 13.2% 

Aldwell, Schachter, and Cadwallader, Harmony & Voice 
Leading, 4th Ed. (2011) 12.2% 

Roig-Francolí, Harmony in Context, 2nd Ed. (2011) 1.6% 
Benjamin, Horvit, Koozin, and Nelson, Techniques and 
Materials of Music: From the Common Practice Period Through the 
Twentieth Century, 7th Ed. (2015) 

1.4% 

Snodgrass, Contemporary Musicianship: Analysis and the Artist, 1st 
Ed. (2015) 1.2% 

Turek and McCarthy, Theory for Today’s Musician, 2nd Ed. 
(2014) 0.8% 

Shaffer, Hughes, and Moseley, Open Music Theory (2014) 0.3% 
  

Total 100.0% 
 
 
 

Example 1.
Textbooks in the corpus.

Through this corpus study, I provide evidence for the chorale’s privileged status 
in American music theory, both in the frequency of its appearance and the varieties 
of ways in which authors use it. I also discuss music theorists’ unusual handling 
of the chorale. I note theorists’ overwhelming preference for the four-part chorale 
harmonizations of Johann Sebastian Bach, but I also show how their presentation of 
these pieces, which is idiosyncratic relative to other repertoire, casts these pieces 
as musical abstractions. The effect of these practices, I argue, is the constitution 
of a distinct music-theoretical object. I conclude by exploring authors’ reasons for 
employing chorales, also proposing a reason they do not state explicitly: the visual 
and conceptual resemblance between this music-theoretical object and a widely held 
conception of musical structure.

survey with some different results, see Murphy and McConville (2017, 201–3).
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Many of my observations will be familiar to American music theorists, possibly 
to the point of banality. On one hand, this is partly the point: the familiarity of these 
practices and doctrines hinders our appreciation of just how unusual they actually are, 
not to mention their consequences. On the other hand, the cumulative effect of these 
observations is significant, touching as it does some of the field’s common practices 
and fundamental beliefs. I should clarify that my aim here is not to criticize theorists’ 
use of the chorale. While I believe there to be good grounds for such criticism in 
certain contexts, my aim is instead to bring to light the chorale’s privileged status and 
idiosyncratic handling in American music theory. I hope that the present study serves 
as a point of departure for further consideration—of our goals and our assumptions, 
and of how our practices relate to these.

Frequency of Chorales and Special Features
To assess the prevalence of chorales in this corpus, we might begin by examining 

how frequently they appear as musical examples.7 Over the entire corpus, 9.1% of 
musical examples are chorales—that is, approximately one example in every eleven 
(Example 2).8 The four textbooks with the highest proportions of chorales, as it 
happens, are also the four textbooks explicitly devoted to harmony. In these textbooks, 
about one example in every eight is a chorale, or 12.9%.9 Even if not staggering, these 
proportions are substantial. Among these chorales, however, some striking patterns 
emerge: first, a marked preference for one instantiation of the term “chorale” among 
multiple possible, and second, an overwhelming preference for chorales matching this 
description composed by J. S. Bach.

Before examining these chorales in greater detail, the term “chorale” calls for 
some consideration. To this point, I have applied the term wherever authors apply it;10 
but this usage differs in important respects from the term’s usage beyond American 
music theory. These differences may be observed in comparison with the entry for the 
term “chorale” in Grove Music Online, the foremost English-language music dictionary. 
According to the authors of this this entry, Robert L. Marshall and Robin A. Leaver, the 

7   By “musical examples,” I mean musical repertoire that an author presents in score notation and 
has not been altered, apart from “reducing” it (e.g., to a small number of staves).
8   I admit here under “chorale” any work that the author explicitly calls by this term, whether in the 
caption of the example in question or in the text in which authors discuss it. These identifications are 
basically uncontroversial; for example, they fall cleanly within the definition provided in Grove Music 
Online, which I discuss later. 
9   Weighting according to the popularity of each textbook changes these results only slightly: 
12.3% of examples are chorales. 
10   See fn. 8 above.
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chorale is “[t]he congregational hymn of the German Protestant church service.” The 
authors continue:

In modern English usage, “chorale” can apply either to the hymn in its entirety (text and 
melody) or to the hymn tune alone. Moreover, following a German practice common in 
the 17th and 18th centuries, the term is often used to refer to simple harmonizations of 
the German hymn tune, as in “Bach chorales” or “four-part chorales.”11

For present purposes, I will highlight several aspects of this definition. To begin 
with, a chorale is, according to Marshall and Leaver, a religious work of German 
provenance. A chorale is also a sung work, and it constitutes either a tune or a tune plus 
text; according to the authors’ main definition, then, a chorale is not a harmonization. 
But they also add—almost as a concession—a sense whereby the term is not restricted 
to a tune alone, but also applies to a fuller setting of a tune.12 

11   Grove Music Online, s.v., “Chorale,” by Robert L. Marshall and Robin A. Leaver, accessed 30 May 
2018, http://www.oxfordmusiconline.com.proxy.lib.umich.edu/grovemusic/view/10.1093.
12   In light of these definitions, I will use chorale-related terms in the remainder of this article as 
follows: I only use “chorale” when seeking to collect all possible instantiations of the term, or by way of 
preserving the ambiguity in a given author’s use of the term; wherever possible, I use either “chorale 
tune” or “chorale harmonization/setting.” Moreover, I limit my use of these terms to where the object in 
question has Lutheran origins; consequently—and departing from the other authors in this colloquy—I 
do not use the term in reference to any homophonic, vocal (notionally or actually), four-part texture.

 
 
 
 
 

Textbook No. exx. No. of 
chorales 

% 
chorales 

Clendinning and Marvin 401* 30 7.5% 
Burstein and Straus 323 46 14.2% 

Kostka, Payne, and Almén 222* 19 8.6% 
Laitz 341* 7 2.1% 

Aldwell, Schachter, and Cadwallader 478 71 14.9% 
Roig-Francolí 297 34 11.4% 

Benjamin, Horvit, Koozin, and Nelson  35* 3 8.6% 
Snodgrass 72 0 0.0% 

Turek and McCarthy 296* 24 8.1% 
Shaffer, Hughes, and Moseley 95 0 0.0% 

    
Totals 2,560 234 9.1% 

Totals in harmony textbooks 1,320 170 12.9% 
 
* = examples from chapters on atonal music omitted  
 
 
 

Example 2.
Chorales as a proportion of total musical examples.

http://www.oxfordmusiconline.com.proxy.lib.umich.edu/grovemusic/view/10.1093
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How does the Grove definition compare with what are identified as chorales in 
these textbooks? Example 3 provides data for three categories, the first two pertaining 
to musical texture. As it happens, in the entire corpus only three examples identified 
as “chorales” constitute a tune alone; the remaining present a more complex texture. 
Among these more complex textures, only four are so-called “figured-bass” chorales—
that is, presenting only the chorale tune, a bass line, and thoroughbass figures. All 
remaining chorales—97.0%—are of the four-part, largely homophonic variety familiar 
to music theorists. Thus, at least with respect to texture, the chorales in this corpus 
bypass Marshall and Leaver’s main definition, instead corresponding to the definition 
offered almost as an addendum: that is, the great majority are harmonizations, not 
tunes alone. Patterns also arise in this corpus with respect to which composers are 
represented. As the final column in Example 3 shows, the overwhelming majority 
(96.1%) of the chorales in question are settings by J. S. Bach. Thus, the chorales in 
these textbooks skew heavily both toward a sense of the term less prominent outside 
of music theory and toward the settings of a single composer.  

With a clearer sense of which chorales are represented here, their proportion 
among all musical examples stands in sharper relief: in four textbooks—three of 
which are harmony books—chorales arise at a frequency comparable to that of piano 
sonatas, the most frequently occurring genre (Example 4). But this comparison does 
not tell the whole story: the category of piano sonata includes a far greater textural 

 
 
 
 
 

Textbook No. of 
chorales 

Tune 
only 

FB 
chorales 

Non- 
JSB 

Clendinning and Marvin 30 - - - 
Burstein and Straus 46 1 1 3 

Kostka, Payne, and Almén 19 2 - 2 
Laitz 7 - - 1 

Aldwell, Schachter, and Cadwallader 71 - 3 2 
Roig-Francolí 34 - - 1 

Benjamin, Horvit, Koozin, and Nelson  3 - - - 
Snodgrass 0 - - - 

Turek and McCarthy 24 - - - 
Shaffer, Hughes, and Moseley 0 - - - 

     
Totals 234 3 4 9 

 
  Example 3.

Musical features of chorales in corpus.
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variety than do chorale harmonizations. It is remarkable that a category with so 
homogeneous a texture should arise with such frequency. Moreover, recalling that 
almost all of these chorale harmonizations are by J. S. Bach, this composer–genre 
combination should be compared against other composer–genre combinations. As 
Example 5 shows, Bach chorale harmonizations are the most frequently occurring 
combination in five textbooks and second most frequent in two others—and thus, 
perhaps the most frequently occurring composer–genre combination in American 
music-theory textbooks.

To be sure, musical examples reflect only one facet of music-theoretical activity 
represented in these textbooks. I dwelled upon this type of activity because among the 
various materials found in these textbooks, they are handled the most consistently 
and therefore most readily afford meaningful comparison. Two other types of material 
are exercises and supplemental anthologies. While the considerable variation across 
these textbooks as regards these materials—including the fact that not every textbook 
offers them—precludes examining them as systematically as musical examples, some 
insights regarding the presence of chorales in exercises in this corpus may be gleaned 
here. As Example 6 shows, all textbooks but one employ chorales for analytical 
exercises (e.g., harmonic analysis), and all but three use them for compositional 
practice (e.g., harmonizing chorale tunes). Moreover, for those textbooks wherein 
chorales are not employed for analytical exercises or compositional practice, all but 

 
 
 
 
 
 
 

Textbook No. of 
Chorales 

No. of 
Pno. Son. 

Clendinning and Marvin 30 67 
Burstein and Straus 46 51 

Kostka, Payne, and Almén 19 35 
Laitz 7 56 

Aldwell, Schachter, and Cadwallader 71 65 
Roig-Francolí 34 35 

Benjamin, Horvit, Koozin, and Nelson  3 7 
Snodgrass 0 1 

Turek and McCarthy 24 29 
Shaffer, Hughes, and Moseley 0 21 

   
Total 234 367 

 
 
 
 
 

Example 4.
Comparison of incidence of chorales to that of piano sonatas.
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one nevertheless use four-part, homophonic, notionally vocal configurations for 
them—that is, configurations corresponding closely in texture to the chorales that 
appear so frequently in musical examples. In short, the substantial representation 
of chorales in the domain of musical examples also finds echoes among the exercises 
in these textbooks. Even where textbooks do not use chorales for these exercises, 
they use musical configurations that correspond closely to the chorales that figure so 
prominently among musical examples. 

 
 
 

 
 
 
 

 Highest Incidence Second-highest Incidence 
Textbook Composer/Genre No. Composer/Genre No. 

Clend./Marv. Mozart, pno. son. 40 J.S.B., chorale harms 30 
Burst./Straus  J.S.B., chorale harms 43 Mozart, pno. son. 20 

Kostka et al. J.S.B., chorale harms 17 Mozart, pno. son. 16 
Laitz Beethoven, pno. son. 23 Mozart, pno. son. 21 

Aldwell et al. J.S.B., chorale harms 64 Mozart, pno. son. 25 
Roig-Franc. J.S.B., chorale harms 33 Mozart, pno. son. 20 
Benj. et al. Beethoven, pno. son. 5 [see note * below] 3 
Snodgrass† Mercury, pop songs 10 [see note ** below] 3 

Turek/McCar.  J.S.B., chorale harms 24 Beethoven, pno. son. 22 
Shaffer et al. Mozart, pno. son. 11 Beethoven, pno. son. 6 

 
 

* The second-place position in Benjamin et al. is a four-way tie between chorale harmonizations by J. S. Bach, keyboard pieces by 
J. S. Bach, orchestral pieces by Mozart, and vocal pieces by Mozart, all of which had three representatives. 
† Determining composer–genre combinations in Snodgrass, Contemporary Musicianship is difficult, given the challenges in popular 
music of both assigning authorship (Snodgrass credits performing artists principally and composers secondarily—including with 
classical music—and moreover many performances involve modifications to the original composition) and of determining genre. 
Here, I count pieces where either the performing artist or the composer is the same person. Moreover, I attempt agnosticism on 
questions of genre in popular music by—admittedly problematically—simply applying the label “pop song.” 
** The second-place position in Snodgrass, Contemporary Musicianship is a four-way tie between pop songs by Jackson and Ritchie, 
pop songs by Adele, anonymous folk songs, pop songs by Porter and Fitzgerald, and pop songs by Joel, all of which had three 
representatives. 
  Example 5.

Highest and second-highest incidence of composer–genre combinations.
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Visual and Aural Representation of Chorales
I will now examine how chorales are cited and presented, both visually and 

aurally. These techniques, I argue, suggest a conception of these works as primarily 
abstract music-theoretical objects. In brief, the practices of identifying chorales in 
these textbooks, whether by means of a text or a number, isolate them from their 
original context: these chorales not only are distanced from the larger liturgical 
works from which they were drawn, but are in fact autonomous, independent from 
both these larger works and a liturgical context. These practices instead assume the 
existence of an intermediary between chorale harmonizations and the larger musical 
works within which they first emerged. The typical practices of visual presentation 
also cast chorales as abstractions; these practices intimate a vocal nature, but stop 
short of presenting chorales as truly vocal works. Thus, these chorales’ vocality 
remains only notional. Finally, the aural presentation of chorales typical in these 
textbooks reinforces the impression not only that chorales are not vocal works, 
but that instrumental details of their sonic rendering are immaterial. As a result of 
these practices, chorales are presented as musical abstractions, fit above all for the 
contemplation of pitch configurations. Remarkably, however, chorales are handled in 
these regards differently from other repertoires; with non-chorale works, indications 
of the larger contexts within which these works originated and their instrumentation 
are present, and, when these are vocal works, not only their texts but also translations 
of these texts are provided. 

 
 
 
 
 
 

 Exercises 
Textbook Analysis Composition 
Clendinning and Marvin Y Y 

Burstein and Straus Y N, but SATB 
Kostka, Payne, and Almén Y Y 

Laitz Y N 
Aldwell, Schachter, and Cadwallader Y Y 

Roig-Francolí Y Y 
Turek and McCarthy Y Y 

Benjamin et al. N, but SATB N, but SATB 
Snodgrass Y Y 

 

Example 6.
The incorporation of chorales in exercises.
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The practices of citing chorales in these textbooks effectively separates them from 
their original context. Example 7 reproduces a chorale in a format typical for these 
textbooks. As this example shows, chorale harmonizations are typically identified by 
means of the composer’s name, a line of text and/or a number, and a reference to 
the measures from which an excerpt is taken. Yet what precisely the text here refers 
to is unclear: is it an inspiration for the piece—as, for example, with a tone poem—a 
title, an incipit, or something else? The initiated, of course, will know that the text 
is an incipit—that is, the opening text of a hymn’s first verse—if not that identifying 
chorales by their incipit is a custom hundreds of years old. But employing this custom 
in the present case introduces confusion and distances the setting from the larger 
work within which it originated. For one thing, this practice centers attention on 
the tune, whereas textbooks are rarely interested in a chorale harmonization’s tune, 
per se; instead, their interest typically lies with the tune’s setting, as the attribution 
to J. S. Bach—at least, in Example 7—makes clear. For another thing, the incipit does 
not correspond with the text that Bach set.13 Bach composed this setting as the final 
movement of his cantata Ach Gott vom Himmel sieh’ darein (“Ah God, Look Down 
From Heaven”; BWV 2).14 For this movement, Bach sets the sixth verse of the chorale, 
which begins “Das wollst du, Gott, bewahren rein” ("May you, God, keep it pure"). The 
text provided here, then, is a faux ami; rather than information about the setting, it 
provides information about the tune set.15 

13   The texts that authors who employ this practice typically use derive from the first two editions 
of Bach’s chorale harmonizations, which several members of J. S. Bach’s circle compiled in the two 
decades following his death. The first volume (comprising 100 settings) of the first edition was 
published by Friedrich Wilhelm Birnstiel in 1765, with a second volume (comprising another 100 set-
tings) following it in 1769. The second edition was published by Johann Gottlob Immanuel Breitkopf 
in four volumes from 1784 to 1787, and it comprised the 371 settings—including most of those in the 
first edition—that most today consider canonical. For a summary of the various early editions of this 
collection, see Wachowski (1983). An English-language discussion may be found in Dirst (2012).
14   The fact that the text used to identify the musical example is the same one used to name the 
cantata owes only to the fact that the work happens to be a chorale cantata, and thus begins with the 
first verse of the chorale in question—the same text by which chorales are by convention named. If 
the text by which a textbook author identifies a chorale harmonization matches that which Bach sets 
in a cantata, the match is incidental: the compilers of Bach’s chorale harmonizations made no effort 
to make the incipits they assigned them—which are still in use today—correspond to the texts that 
Bach originally set (see Wachowski 1983, 55).
15   That authors do not translate these texts furnishes further evidence of their essential irrele-
vance to the examples that they introduce: as Example 8 (discussed below) shows, most authors 
translate texts that appear in their musical examples of non-chorale repertoire, whether as a caption 
or as an in-score text. 
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Another practice for identifying chorale harmonizations common in these textbooks 
is by means of a number.16 While presumably more helpful for tracing a harmonization 
back to the context for which it was written than a misleading incipit, this practice 
interposes another work between the harmonization and its original context—namely, 
a collection within which this harmonization would be a member, with the number in 
question indicating the setting’s cardinal position in the collection.17 Yet this practice 
hides information that the other practice provides: any connection to a text, no matter 
how confusing. The only explicit indication of the piece’s original liturgical and vocal 
nature is the term “chorale” typically used in conjunction with the number.

Identifying chorale harmonization by means of a text in the way typically practiced, 
then, presents confusion. Identifying them by means of a number, moreover, nearly 
suggests that the harmonization is a musical abstraction. Neither practice, however, 
offers information about the piece’s having originated in the context of a larger work—
in the case of Example 7, a cantata; instead, the harmonization is presented as an 
autonomous work, complete unto itself. 

16   Example 12 shows a chorale harmonization identified according to this practice.
17   The numbering most common in present-day editions was established in the so-called dritte 
Auflage of the collection, which was published in 1832 by Breitkopf and Härtel. That this information 
would be helpful to trace a given harmonization back to its original context presumes that the collection 
consulted contained this information, which many existing editions indeed do not (which, to be sure, 
is in about half the cases unknown).

 
 
 
 
 
 

   

Example 7.
Typical visual representation of a chorale (from Clendinning and Marvin,  

The Musician’s Guide to Theory and Analysis, 232). 
Reprinted from The Musician's Guide to Theory and Analysis. Copyright (c) 2016, 2011, 2005 

 by W. W. Norton & Company, Inc. by copyright holder.  
Used with permission of the publisher, W. W. Norton & Company, Inc. All rights reserved.
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The visual presentation of chorales typical in these textbooks is similarly vague 
with respect to these pieces’ purpose and intended instrumentation. As Example 
7 illustrates, chorale harmonizations are typically presented on two staves, with 
two musical lines per staff and without in-score text. (Aspects of chorales’ visual 
presentation across this corpus may be seen in Example 8.) This format omits several 
types of information. For example, while typically a musical text contains clear clues 
as to how a piece is to be performed, these textbooks are ambiguous with chorales. 
On one hand, textbooks preserve certain aspects of these pieces’ vocal origin: they 
often describe the pieces as SATB (Soprano, Alto, Tenor, and Bass, a standard four-part 
vocal configuration), call their constituent lines “voices,” and impose constraints on 
their harmonization according to the limits of the human voice. On the other hand, 
other aspects of their presentation countervail a vocal conception—most obviously, 
the absence of in-score text, but also the setting on two staves.18 Moreover, no other 
obvious instrumental realization suggests itself based on this notation, nor is there any 
other indication of the realization intended. The closest match is a vocal conception, 
but only a vague, notional one. The result is again a sort of musical abstraction, 
indeterminate with respect to its intended sonic rendering.

A comparison with practices for notating non-chorale vocal works in these 
textbooks reinforces the chorale’s special status for American music theory. With 
non-chorale vocal works, individual voices are typically provided their own staves, 
and these staves are labelled with the voice part(s) in question. Moreover, sung texts 

18   The only other context in which multi-part vocal music is commonly set on just two staves is 
hymn books; but again, this is in conjunction with a text, whether in the score or below it.

 
 
 
 
 
 
 
  

Chorales Non-chorale Rep. 
Textbook Staves Text Transl Text Transl 
Clendinning and Marvin 2 N N Y Y 

Burstein and Straus 2 N N Y Y 
Kostka, Payne, and Almén 2 N N Y N 

Laitz var. var. var. Y N(e) 
Aldwell, Schachter, and Cadwallader 2 N N Y Y 

Roig-Francolí 2 N N Y N 
Benjamin et al. 2 N N Y Y 

Snodgrass* 2 var. N Y Y 
Turek and McCarthy 2 N N Y N 

 
* The entries for Snodgrass in this table reflect the chorales that she provides as exercises, since she offers no chorales as musical examples.  
 
 Example 8.

Aspects of chorales’ visual presentation.
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and their translations are typically provided, where applicable (Example 8). Chorales, 
however, are afforded none of this apparatus.

Finally, the practices of aural presentation in these textbooks further reinforce 
the impression of chorales as musical abstractions. In the recordings accompanying 
textbooks, where applicable, most chorales are performed on non-voice instruments, 
and usually keyboard instruments (Example 9). In so doing, the vocal origins of this 
piece are obscured, since the piece’s text is thereby omitted. In three cases in this 
corpus, moreover, chorales are performed on multiple different instruments in these 
recordings. This practice gives the impression that chorales’ instrumentation is in 
fact incidental to them, that their value lies somewhere other than in their sonic 
rendering. In this regard, too, chorales are handled differently in these textbooks: 
usually, performances feature works’ original instrumentation—including for vocal 
works, which are typically performed with their accompanying texts sung. 

In summary, then, the practices of presentation in these textbooks reflect, first 
of all, chorale harmonizations’ isolation from the rich context for which they were 
composed, and secondly their reconstitution as musical abstractions. The chorale 
is here no musical genre in itself, but instead a texture whose utility lies in the 
demonstration of theoretical principles pertaining to pitch and its organization.

Why Chorales?
Given the prominent role that chorales play in these textbooks and their unusual 

handling, it is worth exploring why they are used to this extent and in these ways. 
Authors offer a variety of reasons for this. While space constraints prevent a thorough 

 
 
 
 
 
 
 
 

 Chorales Non-chorale Rep. 

Textbook Instrument 
-ation 

Texts 
Sung 

Instrument 
-ation 

Texts 
Sung 

Clendinning and Marvin pno, org. N variable var. 
Burstein and Straus pno. N variable Y 

Kostka, Payne, and Almén org. N faithful Y 
Laitz variable var. variable Y 

Aldwell, Schachter, and Cadwallader - - - - 
Roig-Francolí pno. N variable var. 

Benjamin et al. var. (no voice) N faithful Y 
Snodgrass* vocal quart. Y faithful Y 

Turek and McCarthy pno. N faithful Y 
 

 
 Example 9.

Aspects of chorales’ aural presentation.
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discussion of this topic, I present a variety of such reasons in Example 10. In these 
passages, authors appeal to biology, musical practice, and compositional procedure; 
the instantiation of chorales preferred in these textbooks—again, a four-part, 
notionally vocal, largely homophonic harmonization of a chorale tune—corresponds 
to what is “natural,” “basic,” “common,” “the norm.” 

There is, however, a reason for using chorales that authors may gesture toward 
here but do not state outright: an appeal to the resemblance between these chorales 
and a widely held conception of what I, following the field’s parlance, will call “musical 
structure.”19 The details of this conception may be gleaned in part from authors’ 
statements about musical structure. Miguel Roig-Francolí, for example, teaches that 
“[w]hen we listen to music, we hear two dimensions of sound. ... Horizontally, music 
is made up of melodies or lines; vertically, of chords or harmonies.”20 According 
to Steven Laitz, “Tonal music of the common-practice era was generally conceived 

19   I leave aside here the legion difficulties involved in positing the existence of musical structure 
in the first place, let alone the assumption that any such structure should be primarily pitch-based. 
If anything, these beliefs are more tenuous than any I discuss here, yet of course they underlie them. 
One of the few works, to my knowledge, that critically considers the music-theoretical strategy of 
positing a concept of structure in the sense I have in mind here is Benjamin (1982).
20   Roig-Francolí (2011, 55).

 

 
 
 

Biology: 
• Four-voice homophony employs “the natural combination of high and low men’s voices plus high 

and low women’s or children’s voices” (Aldwell, Schachter, and Cadwallader, 93) 
 

• “[T]he SATB format conforms to the ranges of the basic male and female voice types” (Turek and 
McCarthy, 179) 

 
Musical practice: 

• Four-voice textures are “the most common vocal and instrumental textures encountered in tonal 
music” (Kostka, Payne, and Almén, vii) 

 

• “[S]ince the sixteenth century the four-part texture has come to represent the norm, especially in 
vocal music” (Aldwell, Schachter, and Cadwallader, 93) 

 
Compositional procedure: 

• “Voice-leading rules reflect conventions that for centuries have been considered the foundation of 
compositional craft” (Roig-Francolí, 123) 

 

• “[V]oice-leading principles endure for a simple reason: They produce ‘musical’ results” (Turek 
and McCarthy, 166) 

 
Example 10.

Justifications for employing chorales and/or “chorale style.”
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in four voices, although not every piece of tonal music literally uses four voices at 
every possible moment. Rather, a four-voice framework underlies compositions 
that may have many more than four voices.”21 Edward Aldwell, Carl Schachter, and 
Allan Cadwallader, in describing a similar conception, state that in such frameworks, 
“chords change on almost every beat.” Finally, Laitz also adds that one may “reduc[e 
instrumental] music to its ‘essence,’ omitting pitch doubling and compacting the 
voices into a single register (approximately three octaves).”22 From such statements, 
which are found to varying degrees across this corpus,23 several distinct features of 
this conception may be distilled:24 

1.	 (tonal) music has two dimensions, a “vertical” and a “horizontal”
2.	 music consists of discrete lines 

a.	 that are notionally vocal
b.	 of which there are four, and 
c.	 whose number remains constant

3.	 music is homophonic 
4.	 music’s range corresponds to that of an SATB choir 
5.	 music’s harmonic rhythm is basically uniform, and 
6.	 versions of works corresponding to these tenets may be uncovered through a 

process of “reduction”25 

21   Laitz, (2016,174). See also Benjamin, Nelson, Horvit, and Koozin (2015, 280, 284); Clendinning 
and Marvin (2016, 166); and Roig-Francolí (2011, 55). 
22   Laitz, (2016, 174). See also Kostka, Payne, and Almén, (2013, 70); Aldwell, Schachter, and Cad-
wallader (2010, 692–6).
23   To be sure, it is rare that explicit statements alone in a given textbook account for every one of 
these principles; authors usually only explicitly state a number of them. Yet that they hold to them 
can be gleaned from assumptions embedded in their language, on one hand, and on the other hand, 
from their reliance on a texture that corresponds to this conception to illustrate music-theoretical 
principles, as we will see momentarily. That authors rarely state all of these principles explicitly but 
nevertheless rely on this model in their illustrations indicates the extent to which they either are not 
aware that they hold these beliefs or that they believe them to be universal.
24   While I have phrased each of these statements in the form “(tonal) music is x,” following the form 
that such statements often take, implied in this formulation, and others often cited in this connection, 
is the qualification “on some level deeper than ‘the piece’” (on this, see the previous note). The necessity 
for this qualification is particularly pronounced with respect to the sixth statement.
25   This last tenet stands out from the others in describing not the features of this conception, but 
instead how it relates to musical works—specifically, how “structure” may be discovered in musical 
works, as it were. I investigate this notion in a forthcoming study.
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While this conception likely is familiar to many music theorists, I isolate and 
enumerate its tenets so as to render explicit what are widely held but often unarticulated 
beliefs. I also wish to underscore both the significant ideological work that such claims 
perform, and the contingency, even tenuousness, of each individual claim; defending 
any of them—where this is indeed possible—would require considerable theoretical 
work and yet more tenuous claims. Despite the fragility of this conception of musical 
structure, authors often make remarkably strong claims with respect to it. Aldwell, 
Schachter, and Cadwallader, for example, frequently refer to the “essential”26 notes 
of a given texture or refer to elements of a piece considered under this conception as 
“real.”27 Such language suggests that the “framework” this conception produces is in 
fact a truer version of the piece from which it is derived. Laitz, moreover, suggests 
that such frameworks have remarkable powers. At one point, he observes that the 
“deeper relationships” of such a framework “control[s] surface events,” by which he 
refers to a piece.28 Elsewhere, he calls this framework “generating” with regard to 
another piece.29 Thus, the powers of this framework are considerable. 

26   The authors refer “the most essential tones of the melody” of a Clementi piano sonatina, “the 
essential voice leading” of a piece by Brahms (386), and “leav[ing] out filling voices that add nothing 
essential to the texture”: Aldwell, Schachter, and Cadwallader (2010, 46–7, 385–6, and 692; italics 
original), respectively.
27   In reference to a piano piece by Brahms, the authors observe, “[t]he reduction shows that 
the piece begins with three real parts”; and that “[t]he reduction in Example 19-3 shows that the 
Mendelssohn excerpt [a Song without Words], too, has only three real voices”: Aldwell, Schachter, and 
Cadwallader (2010, 99–100, 333) respectively.
28   “Our analyses will always go deeper than simply labeling surface events, for it is these deeper 
relationships that actually control the surface events”: Laitz (2016, 153).
29   “Mozart’s surface embellishments have now been reduced to the generating four-voice struc-

 
 
 
 
 
 
 
 
 

 
Chorale 

• harmonization 
• four-part 
• homophonic 
• “vocal” 

 

       Model of “Musical Structure” 
• two dimensions 
• consists of discrete lines 

o notionally vocal 
o four lines 
o number remains constant 

• homophonic 
• choral range  
• uniform harmonic rhythm  
• accessible through “reduction” 

 
 
 
 

Example 11.
Correspondences between the preferred instantiation of chorale and “musical structure.”
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But why bring up this conception of musical structure in a discussion of the 
chorale? To begin with, it exhibits distinct similarities to the instantiation of the 
chorale preferred in these textbooks: the features of this instantiation map neatly 
onto the elements of the conception just outlined (Example 11).30 The similarities go 
deeper: the way in which this conception is typically presented visually—that is, in 
musical notation—is so similar to textbooks’ presentation of chorales as to be almost 
identical (Example 12). 

The resemblance—in both concept and visual presentation—between the 
instantiation of chorales preferred in these textbooks and this widely held conception 
of musical structure raises an obvious question: Is this similarity merely coincidence, 
or does it indicate some relationship between the two? As it happens, there is strong 
evidence for the latter: authors’ terms for the notational representation of musical 
structure just described often involve the term “chorale,” such as “chorale style” or 
“chorale texture.”31 Indeed, it seems likely that this connection further enhances the 
chorale’s privileged status in the field, since working with the chorale harmonizations 
so prized by the field seems hardly different than working with music on the 
“essential,” quasi-Urmusik level that this model of musical structure seeks to describe. 

ture”: Laitz (2016, 153).
30   The one tenet that has no correlate in these chorale harmonizations is the last, as Example 11 
shows—logically, as this very tenet sets a musical work apart from a structural model.
31   Presumably for these reasons, many music theorists do call any four-part homophonic texture a 
“chorale,” whether or not it has any connection to Lutheran religious practice—as, for example, is the 
practice in the other papers of this colloquy. The authors of the textbooks in question, however, only 
rarely employ such a broad sense of the term.

 
 
 
 
 
 
 

   
 

Example 12.
Similarity between the notation of both chorales and “musical structure” (from Aldwell, Schachter, 

and Cadwallader, 2010, 93 and 59). Cengage Learning Inc. Reproduced by permission. 
www.cengage.com/permissions
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Yet the relationship is probably also bi-directional: the close connection to J. S. Bach of 
the field’s chorale-related practices likely rubs off on the model in ways that enhance 
its plausibility qua model. For example, illustrating some harmonic or voice-leading 
principle via a four-part chorale harmonizations by Bach lends the principle—and 
tacitly the four-part homophonic medium within which the principle is couched—the 
authority of a composer that American theorists consider perhaps the most canonic, if 
not the standard for harmonic and voice-leading principles.32 The result is a tight circle 
of mutual reinforcement between chorales and this conception of musical structure.

Conclusion
I have shown that American music-theory textbooks rely substantially on 

chorales, as indicated by the high proportion of their occurrence among musical 
examples or in the broad diversity of uses to which they are put. The instantiation of 
chorales preferred in these textbooks, moreover, is a four-part, largely homophonic, 
notionally vocal setting of chorale tunes, and settings by J. S. Bach crop up with 
particular frequency. I have also shown how the chorale’s unusual role in American 
music theory is reinforced by the ways in which the chorale is presented, ways that 
are wholly unlike those in which non-chorale repertoires are presented. Specifically, 
the chorale is depicted, both visually and aurally, as a musical abstraction—without 
a particular instrumentation, history, or function—and thus rendered a distinctly 
music-theoretical object. As it happens, this image of the chorale aligns closely with a 
conception of musical structure widely held in American music theory. Indeed, given 
the designation of “chorale style” for visual depictions of the latter, it is likely that this 
similarity is more than accidental, and that the similarity further contributes to the 
chorale’s prominence and stature, and vice versa.

Any element that features so prominently in a field, but particularly one treated 
so idiosyncratically, calls for critical consideration: why do we rely on chorales to the 
extent that we do? Undoubtedly, answers to this question will vary, depending on a 
given institution’s or theorist’s values and curricular goals. As such, this paper is an 
invitation to consider values and goals—not only our own, but those of the field as 
a whole: for example, how did the chorale come to be adopted into American music 
theorizing in the first place, and how is its privileged position maintained?33 What 
conceptions of music do these practices afford, and what conceptions do they exclude? 

32   An example of this attitude is the cottage industry of corpus studies based upon Bach’s chorale 
harmonizations.
33   I explore these and related questions in my dissertation, provisionally entitled, “From Musical 
Work to Model of Musical Structure: A Genealogy of the Chorale in American Music Theory.”
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What repertoire does it consequently legitimize—or inordinately normalize—and what 
repertoire does it exclude?34

34   In a recent article, Philip A. Ewell discusses the exclusionary power of what he calls, borrowing 
on the work of Joe Feagin, music theory’s “white racial frame:” Ewell (2020). Both American music 
theory’s substantial reliance on chorales and the conception of musical structure I describe above 
may constitute concrete examples of this frame, particularly in light of the hiddenness of both to 
many of American music theory’s (majority white) practitioners. See also Palfy and Gilson (2018).
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Reconsidering the Role of Voice Leading 
in the Undergraduate Theory Curriculum1

MARCELLE PIERSON

This colloquy arose from a Society for Music Theory conference panel that 
provoked strong responses from varied perspectives. These responses ranged 
from excitement at the prospect of burning it all down and starting again to more 
cautious tones of “yes, but . . .” Among those in the latter category was a response 
written by David Huron and posted to SMT-Discuss, in which he expressed concern 
about “the possibility of throwing out the voice-leading baby with the chorale 
bathwater.”2 I appreciated Huron’s thoughtful response, not least because of the 
discussion it engendered amongst our panel members and in how it prompted me 
to articulate my own concerns about the prominent role that voice leading plays in 
the traditional undergraduate theory curriculum (a role examined by William van 
Geest in his dissertation work as well as his contribution to this colloquy).3 In the 
current landscape, voice leading hardly seems in danger of being thrown out of the 
undergraduate theory curriculum entirely. This essay does, however, argue that it 
is past time to question its dominant role therein, and in many cases, to move voice 
leading aside in order to make room for other musical considerations. In short, I argue 
that the baby and bathwater metaphor, implying as it does that voice leading is a 
monolith, conceals some of the more interesting possibilities for decentralization; it 
is actually very possible—even desirable, I argue—to adapt or curtail the study of voice 
leading in pursuit of different pedagogical goals.

In what follows, I will explore what voice leading actually means when we discuss 
it in the context of undergraduate music theory and then address arguments for 
the “hard” and “soft” skills it helps students develop, pointing to skills that are, in 
turn, neglected through a heavy emphasis on what I call “Bach-style voice leading.” I 
will conclude with a range of ideas for repositioning the role of voice leading in the 
undergraduate theory curriculum.

1   This essay came about as a result of intensive collaboration with my colloquy co-authors; my 
thanks to them and to other early readers, including and especially Philip Ewell. 
2   “Corralling the Chorale: Moving Away from SATB,” SMT-Discuss, accessed July 6, 2020, https://
discuss.societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb.
3   William van Geest, “From Musical Work to Model for Musical Structure: A Genealogy of the Cho-
rale in American Music Theory,” (Ph.D. dissertation, University of Michigan, in progress).

https://discuss.societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb
https://discuss.societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb
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Bach-Style Voice Leading
I take the most general definition of voice leading to be parsing simultaneities 

into separate “voices” and thinking about how those voices move both individually 
and in relation to one another. This broad concept would apply equally to a number of 
different traditions; one can discuss, say, the parallel fourths and fifths of heavy metal 
chords or the characteristic voicings of traditional jazz piano accompaniment. When 
we discuss voice leading within the undergraduate theory curriculum, however, the 
definition becomes far more specific. The Grove Dictionary of Music is representative of 
this specificity: it collapses voice leading into the article for part-writing, putting voice 
leading in brackets after the subject entry to indicate these terms are interchangeable, 
and furthermore insists “each line must . . . have a melodic shape as well as a rhythmic 
life of its own” in its first sentence. It then defines a number of the voice-leading 
rules familiar from music theory textbooks as exemplary of “good part-writing.”4 This 
definition reflects the reality that we almost never discuss voice leading in a value-
neutral context. Instead, we teach our students “good” voice leading—the kind of note-
against-note movement that will result in something stylistically akin to Bach’s music, 
and particularly his chorale harmonizations.5 

The collapse between voice leading, “good” voice leading, and voice leading in the 
style of Bach shows how music theory pedagogy can be especially insidious in terms 
of perpetuating bigotry. This comes about because the “rules” we teach are easily 
taken out of the context of the works from which they derive, rendering their origins 
opaque. It is noticeable if we present a repertory composed largely or entirely of white, 
heterosexual, European, able-bodied men; less so if we present a system of analysis 
derived from works of people fitting that description, that then disproportionately 
values works by those same people. Philip Ewell has recently undertaken a trenchant 
critique along these lines, identifying the “white racial frame” of music theory, wherein 
whiteness is taken as the default position from which other positionalities derive or 
deviate.6 In the latter half of this essay, I will speak briefly about possibilities for 
taking a more holistic and comparative approach to teaching voice leading. For now, 

4   Grove Music Online, s.v., “Part-Writing,” by William Drabkin, accessed May 29, 2021, http://
www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000020989.  
5   Stylistically akin, but certainly emphasizing some elements and deemphasizing others, as well as 
codifying practices that were more flexible in contemporary practice. For more on Bach chorales in 
undergraduate pedagogy, see Sanchez-Behar (2018).
6   Ewell (2019 and 2020). Ewell derives the term “white racial frame” from sociologist Joe Feagin; 
see Feagin (2013).
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though, I will continue to refer to the precepts covered in virtually all music theory 
textbooks aimed toward the core theory sequence as “Bach-style voice leading,” in 
order to emphasize its status as a style rather than a universal mandate.

The Practical Applications of Bach-Style Voice Leading
Given the amount of time so many current and former undergrads, including 

myself, have spent learning the intricacies of Bach-style voice leading, and dominant 
role it plays in music theory curricula across North America, one would hope that 
it has broad and powerful applications; in particular, that the skills acquired when 
learning Bach-style voice leading would aid in students’ musical lives, which include 
writing, performing, and listening to music. This section considers the development 
of practical skills (that is, skills directly related to music-making and composition) 
that Bach-style voice leading promotes, as well as those it might leave by the wayside.

First, however, I would like to address a separate line of argumentation invoked 
by some advocates of Bach-style voice leading. This approach is represented by David 
Huron’s 2001 essay that attempts to root Bach-style voice leading in perceptual 
principles such as “tonal fusion” (the tendency to hear octaves and fifths as one 
“sound image”) and “pitch proximity” (the tendency to hear proximate pitches as 
continuous lines).7 Huron’s reasoning relies on cognitive processes that are natural 
or innate and thus argues implicitly for the inherent superiority of Bach-style voice 
leading, elevating it to something more fundamental and less contingent than a style. 
Huron is careful to note throughout the essay that one might pursue different goals 
than individuated voices, and he also notes several perceptual principles that are not 
capitalized upon in the Bach-style voice leading precepts. The essay, however, lacks 
any kind of comparative element; the possibility of goals other than individuated 
voices within a tonal context is acknowledged, but not pursued. It assumes that there 
is a “natural” way to listen to music, when in fact the meaning of musical structure is 
(at least in large part) culturally determined. One must question a methodology that 
leads to the conclusion that something as complicated and specific as Bach-style voice 
leading is in any way natural or innate; my experience has been that it takes many 
hours of intensive training to get students to begin to hear parallel fifths in four-voice 
textures, indicating that this skill is far from inborn.

7   Huron (2001). Huron also pursued this line of reasoning in his response on SMT-discuss: “In-
credibly, research in auditory scene analysis dovetails almost perfectly with the conventional canonic 
part writing rules one finds in most textbooks.” https://discuss.societymusictheory.org/discus-
sion/507/corralling-the-chorale-moving-away-from-satb.

https://discuss.societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb
https://discuss.societymusictheory.org/discussion/507/corralling-the-chorale-moving-away-from-satb
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Outside of arguments about cognitive processes, one argument for Bach-style 
voice leading points toward its ability to orient students within a particular culture. 
This argument proceeds along the lines that it is important for students to be able to 
create stylistically appropriate music in a particular genre (any genre really, but we 
happen to focus on common practice classical music), thus justifying our practice of 
model composition. One unassailable application of Bach-style voice leading is toward 
a replication of the complexities of Bach chorales, and more broadly, I have found that 
students immersed in Bach-style voice leading can apply these skills fairly directly to 
arrangements for a cappella and church singing groups. The applications of Bach-style 
voice leading can reach beyond these limited examples, but not without adjustment. 
It can be a useful launchpad for the study and creation of works in Baroque-style 
counterpoint, such as Bach-style fugues and inventions, although one must discuss 
rhythmic figuration and form before students can create these kinds of pieces on their 
own. One can also follow Bach-style voice leading in many common-practice piano 
sonatas by composers like Mozart, Haydn, and Beethoven, although one must account 
for a slower harmonic rhythm, different rhythmic figuration, and the disappearance 
and reappearance of voices at different points. These are the most common applications 
in the traditional theory sequence,8 and it is worth noting the lack of demographic 
diversity in this paragraph thus far. There have been robust attempts to find examples 
of Bach-style voice leading outside of this demographic, usually extending to isolated 
works written by white women and sometimes people of color.9 These projects improve 
representation in the music theory classroom—a valuable contribution—but they do 
little to move outside of the framework of valuation exemplified by the collapse of 
music theory pedagogy into voice leading in general and Bach-style voice leading in 
particular. They risk substituting tokenism for real, structural diversity work. In fact, 
Philip Ewell makes the point that such techniques may actually serve to reinforce 
deeply embedded assumptions that music’s origins lie in white culture.10 

For an instructor wishing to reach beyond common-practice classical music, the 
applications of Bach-style voice leading become ever less direct and more needful of 
adaptation. In Western pop music, especially music outside of progressive rock, 7 is 
often lowered; tendency tones become unruly and, in the case of sevenths, often devoid 
of tension; blues scales introduce their own logic of tendency and relation between 
melody and harmony; power chords and piano arrangements delight in parallel 

8   Again, see the work of William van Geest for empirical justification for this claim.
9   See musictheoryexamplesbywomen.com and composerdiversity.com for two such projects.
10   Ishida (2020).
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motion; inverted chords are a rare occurrence; etc. The set of adjustments becomes 
even more dire, of course, once we venture outside of triadic music altogether. I have 
deliberately presented this set of adjustments in a provocative way, in that it assumes 
that Bach-style voice leading is the origin point of voice leading, if not its enduring 
gold standard. While this is not necessarily the way that music theory instructors 
conceive of its status, it would be easy for undergraduate students to get the sense 
that it is, given the emphasis on it in textbooks and tonal theory curricula writ large. 
Framed as such, music outside the common-practice canon presents itself as badly 
behaved, or, worse, as less valuable. This failure to address non-classical music on 
its own terms is inadequate to the polystylistic world our students inhabit, and to the 
ways in which they may want to apply music theory in their futures as musicians and 
scholars. 

It should be clear that learning Bach-style voice leading will allow students to 
compose stylistically appropriate music in only a very limited number of genres. 
Scholars defending the practice acknowledge this to varying degrees; in so doing, some 
point to a set of more generally applicable practical skills developed through learning 
Bach-style voice leading. Diane Follet, for instance, lists “fluency with key signatures, 
chord spelling, and inversions; an understanding of the difficulties inherent in minor 
because of the mutable nature of scale degrees 6 and 7; and a new appreciation for 
the challenges of music composition.”11 Similarly, Derek Remeš lists the skills gained 
through his adapted chorale-style teaching: “chord spelling, tuning one’s voice within 
a chord, hearing multiple voices simultaneously, perceiving modulation, acquiring 
basic singing and keyboard skills, recognizing melodic similarity between phrases, 
assessing degrees of cadential closure, and harnessing the expressive potential of non-
chord tones (especially suspensions) in composition.”12 These skills are exactly those 
prioritized in my own conservatory undergraduate education, and will be familiar to 
most of the music theorists reading this essay, through their own educations and/or 
teaching. Some of them are broadly applicable, but others are only applicable to some 
common-practice classical music, and still others are not very useful at all outside of 
a classical music context. They beg the question: is the amount of time we spend on 
an intimate knowledge of inversions, or the melodic minor scale, or cadential closure, 
commensurate with the importance of these concepts in our students’ musical lives? 
Is this the musical knowledge that will most help them continue with a life in music, 
professionally or otherwise?

11   Follet (2013).
12   Remeš (2017).
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Conversely, it is important to keep in mind musical topics that students will not 
necessarily master through the practice of Bach-style voice leading, especially when 
it is the dominant concern of a curriculum. The material in a theory curriculum is a 
zero-sum game; we have a certain number of weeks with our students at a certain 
number of credit hours, and our students have limited time and energy to give. Here is 
a list of topics that do not lend themselves to four-part homophonic textures and have 
little to do with Bach-style voice leading:

•	 Form
•	 Rhythm and meter
•	 Analysis (especially analytical writing)
•	 Harmony
•	 Timbre
•	 Classical music after 1900 (although there’s often a separate class for this)
•	 Blues-based progressions and scales
•	 Score reading and orchestration
•	 Music production13

Some of these topics are covered in traditional theory sequences: a curriculum 
might have a separate form and analysis class, or might fit some formal study into, 
say, Theory III. Roman numeral analysis also forms a big part of most theory curricula, 
although students are often (in fact, hopefully) asked to analyze music that bears little 
resemblance to the chorale-style compositions they complete for their homework. 
Similarly, T–PD–D harmonic syntax is usually taught alongside Bach-style voice 
leading, although I have found that students retain both topics better when they are 
approached separately. Certainly any study of form or harmony will yield generalizable 
results to some extent, but the traditional approach to these forms, objects of analysis, 
and harmonic structures are also most often so tied to classical music that they do 
not transfer easily or intuitively onto other genres of music: witness the story of the 
undergrad writing a musical with which we began this colloquy. 

Study of the above topics may very well build some of the individual skills Follet 
and Remeš list: a study of form, analysis, harmony, blues-based progressions, or score 
reading would all solidify the concept of key signatures, for instance. The individual 
skills that end up being important across a wider variety of music should become clear 
when those musics become a substantive presence in the classroom. But these topics 

13   Sam Richards gives more ideas, although he focuses more on topic areas than skills. See Rich-
ards (2015).
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also build skills not listed by Follet and Remeš, because they are not well addressed 
by Bach-style voice leading. To name one crucial example, could one really argue that 
rhythm, as an element of music at large, deserves less time than the specificities of 
Bach-style voice leading?14

In sum, the study of Bach-style voice leading has relatively limited applications in 
terms of model composition, and while it does build generalizable practical skills such 
as fluency with key signatures, those skills that matter across a wider cross-section 
of genres can also be taught by approaching those genres with tools better suited to 
them. Such approaches would be more effective and inclusive, and would bring other 
important skills and topics to the center rather than the periphery. 

Voice Leading and “Soft Skills”
As any experienced pedagogue knows, we are always teaching a set of “soft skills” 

above and beyond the material at hand: curiosity, growth mindset, multitasking, 
problem-solving, cooperation and communication with peers, etc. In her defense 
of part-writing, Diane Follet notes a number of those skills, claiming that students 
learning part-writing “are learning to grapple with competing demands in the face of 
limited resources . . . they are developing a level of mental agility that will foster success 
in other domains.”15 I, myself, once had a student say during a species counterpoint 
unit that counterpoint was like life in that “nothing is ever perfect—that if you ace it 
in one way it’s going to end up not ideal in another. Like, there’s no perfect music.”16 
There’s certainly wisdom there, for music and for life. Again, though, it seems like 
this ability to hold multiple parameters in tension could be developed through other 
means: the relationship of melody to harmony, the relative levels of different parts 
in a final mix using music production software, the relationship between a formal 
structure like verse-chorus-bridge and the adaptations and deformations thereof. 

More importantly, Bach-style voice leading fails to address as many “soft” skills 
as it does practical skills. For instance, a curriculum that focuses exclusively on one 
set of rules will necessarily neglect the skill of comparative analysis. If students leave 
the course believing that one set of rules applies generally, they have not been taught 
to engage in a comparison of one set of rules with another, and they certainly have not 
been taught to consider what values these rules encode. As Cora Palfy and Eric Gilson 
point out, even when an instructor is careful to note the limitations of a theory, an 
emphasis on that theory will lead to a “hidden curriculum” where students internalize 

14   Cohn (2015) makes this particular argument at length.
15   Follet (2013, 13–14).
16   Quotation is a paraphrase based on my memory.
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the implicit valuation of that theory.17 A class focused on a single repertoire will 
always implicitly value that repertoire, first because of the exclusion of other musics 
and second (and more insidiously) because theories of music tend to create a positive 
feedback loop around their central repertoires where they reward analysis of music 
that conforms more to those theories.

When discussing the role of classical music in the curriculum, I have often heard 
instructors say that there is value in introducing students that may not be familiar 
with classical music to the genre. I am happy to concede that classical music has 
value—it has played an absolutely formative role in my own life—but I cannot see the 
case for it being more important than any other kind of music, or a better vehicle for 
the kinds of soft skills under discussion here. Given the impossibility of identifying 
a single music with which students are familiar in a given classroom, I suggest that 
theorists try to develop a curriculum that cuts both ways in terms of familiarity: to 
have students both engage with music outside their comfort zone and develop the 
ability to adapt concepts directly to music they already care about. 

An exclusive or dominant focus on Bach-style voice leading necessarily neglects 
important “soft skills” such as comparative analysis, critical reading, and engaging 
openly and curiously with music both familiar and unfamiliar. This set of skills, 
related to the valuation and understanding of difference, should be an extremely high 
priority in a twenty-first century humanistic education.

Decentering Bach-Style Voice Leading
This short essay has so far focused on critique rather than solution; I felt that it 

was important to define Bach-style voice leading and contextualize it within the white 
patriarchal frame of music theory before moving forward with ideas for working 
against this frame.18 Although the work of critique is far from done, the following 
section sketches out five ideas for decentralizing Bach-style voice leading in the 
undergraduate music theory curriculum, moving from the least to most extreme (full 
disclosure: my own practice lies somewhere in the middle, as a mix of #2 and #4). 
Some aspects of these ideas are combinable while others are mutually exclusive.19 

17   Palfy and Gilson (2018).
18   In this, too, I follow Philip Ewell: “Of course we should seek solutions to the problems created 
by our racialized structures, but we must also reframe how we understand race in music theory, 
which we cannot do if we rush to find solutions to problems we do not yet understand or even ac-
knowledge.” Ewell (2020).
19   A related list for moving away from part-writing is given in Kulma and Naxer (2014).
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(1) Teach Bach-style voice leading in a way that moves away from chorale writing. 
The most effective way I have seen this accomplished is to focus on two-voice 
textures, looking at bass and melody from different classical genres to understand 
how two voices move against each other in a common-practice classical context. In 
this case, students would experience a certain amount of relief from the pressures 
of keeping track of four voices at once, while being able to reproduce outer voice 
structures from this repertoire.

(2) Teach Bach-style voice leading later in a curriculum. 
Many institutions are moving away from teaching Bach-style voice leading in 
the first semester of a theory sequence, preferring to wait until students have a 
bigger-picture sense of the study of music theory and harmony in particular. This 
approach works well in situations where some students may not be required to 
take the entire sequence of theory, or in modular curricula where they can choose 
for themselves whether to take a class in traditional counterpoint techniques as 
opposed to other topics.

(3) Teach Bach-style voice leading comparatively.
One way to decenter Bach and his stylistic progeny from a curriculum is to offer 
a unit or class on voice leading that approaches the topic more generally, with 
different repertory serving as examples. Such an approach would involve defining 
voice leading as generally as possible and then showing, say, a Bach chorale in 
comparison with a punk song in comparison with a jazz piano solo transcription 
in comparison with modal species counterpoint in comparison with the vocal 
arrangements for a doo-wop band. Each of these traditions has its own logic of 
voice leading, and giving students a bird’s-eye view of the ends to which voice 
leading is used will, in many cases, be more useful than spending many semesters 
gaining proficiency in any one style. 

(4) Move away from Bach-style voice leading and toward a more generalized 
approach. 
Rather than being comparative, this approach presents one set of voice leading 
precepts that have the widest possible applicability beyond Bach. Several scholars 
of popular music have discussed voice leading in a more generalized context of 
triadic music that includes genres like pop, blues, rock, R&B, country, contemporary 
Christian, and hip hop alongside classical music. Voice leading concerns that cut 
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across triadic music might include fluency of voices (as achieved especially through 
mostly stepwise motion) and the existence of tendency tones, although what those 
tendency tones are may change across genres.20 Limiting one’s discussion of voice 
leading to these topics would constitute a less style-specific approach that allows 
students to work more fluidly across and between genres.21

(5) Do not teach voice leading at all.
It seems fair to say that some kind of study of voice leading (defined in its broadest 
sense) would be an important part of any music theory curriculum focused on 
triadic harmony. Every North American undergraduate curriculum I am aware 
of does focus to a large extent on triadic harmony. But non-triadic music exists, 
of course, and people study it both within and outside of institutions of higher 
education. My institution, for instance, hosts an African drumming ensemble 
and a gamelan ensemble, neither of which are triad-based traditions and both 
of which involve the transmission of what I would consider music theory in 
order for participants to communicate and play together. These ensemble leaders 
spend very little or even no time discussing voice leading, which raises intriguing 
possibilities for music theory curricula as a whole.

Conclusion
In light of the rapidly changing landscape of undergraduate music education, 

reconsidering the way we teach voice leading must be a central part of the larger 
reconsideration of how theory sequences are constructed and the values they espouse. 
Bach-style voice leading in particular is highly specific and easily applicable only 
within a limited set of musical practices; focusing on it exclusively devalues and even 
precludes the study of other relevant topics and the development of important skills, 
both practical and “soft.” I have offered a number of suggestions for decentering Bach-
style voice leading and situating it in a more appropriate context and perspective. This 
contribution is meant to be a starting point in critically considering the role of voice 
leading in general, and Bach-style voice leading in particular, in our theory curricula.

20   My sincere thanks to Drew Nobile for helping me think through the implications and applica-
tions of voice-leading outside classical music. For his relevant work, see Nobile (2011, 2014, 2015, 
2020).
21   Timothy Chenette has outlined a number of voice-leading applications in genres like jazz, a 
capella, doo-wop tunes, etc. and Dave Molk and Michelle Ohnona have written about polystylistic 
approaches as a way of creating an anti-racist music theory classroom. See Chenette (2018); Molk 
and Ohnona (2020); Molk, (2019).
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Resolving Chords to Resolve Anxieties: 
Challenges to Minimizing SATB Voice Leading in the Curriculum

CHELSEA BURNS

In this set of essays, several of my colleagues present potential avenues for 
shifting curricular practice—creative possibilities and ways to effectively cover 
critical pedagogical elements that typically are addressed through SATB exercises. 
However, any proposal incurs costs: changing a curriculum is expensive and unwieldy, 
both in terms of labor and materials. Moreover, this labor is often unacknowledged or 
invisible at the higher levels of administration; given an increasingly exploitative and 
precarious job market, we owe it to ourselves and incoming faculty to be honest about 
these issues. In my brief contribution, I will raise some of the concerns and constraints 
that can accompany these shifts: limited knowledge about our students’ future needs, 
issues of sequencing and coordination, a dearth of textbook resources that facilitate 
this change, personal retraining needs, labor costs, and more broadly, inquiry about 
what remains of a “shared knowledge base” for undergraduate music students. In 
order to address any proposal to shift our undergraduate curricula, we must first 
know how that shift will work within the limitations of our time and expertise, and 
what challenges we are likely to face. 

My discussion of these matters is rooted in my experience teaching across a wide 
variety of institutions, as well as talking with friends and colleagues at other schools. 
Since finishing my PhD, I have taught core undergraduate music theory at three 
universities. The first was a liberal arts-oriented program offering a Bachelor of Arts 
in Music (Harvard University), the second was a conservatory-style program with a 
high percentage of performers (Eastman School of Music, University of Rochester), 
and my third and current post is a school of music within a large public university 
(Butler School of Music, University of Texas at Austin). These programs differ in a 
number of ways, such as basic instructional format (lecture/section versus small 
classes), number of semesters, size of program, student backgrounds, strengths and 
challenges, and relationship to applied faculty. In each, I have had some latitude 
on what I included or emphasized in the curriculum. My experiences at disparate 
institutions have allowed me to see common threads across contexts, as well as ways 
in which these settings have distinct needs. From this, I draw a set of observations 
that are not about any individual school, but rather more general ethical and labor 
issues as well as anxieties one may encounter in shifting away from a “conventional” 
theory curriculum, with SATB writing forming part of that normative approach.
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Lack of Knowledge about Students’ Future Needs
While some programs have surveyed their graduates to hear about what has 

served them well following graduation1, most of us do not know in any specific or 
systematic way what happens with students’ theory skills after they graduate. We 
do not know how they use the materials, or even if they have used them beyond the 
college theory classroom.

Moreover, we cannot be sure if alumni would say that they found something useful 
simply because they now have it as a topic they can teach in their own future lessons 
or classes: how much of “use” is simply the recirculation of a tool one learned in their 
undergraduate experience, rather than a meaningful concept that elucidates musical 
relationships found with frequency in the repertory their students are learning? 
(I am looking at you, augmented-sixth chords.) Part of the point of undergraduate 
music theory is to support a level of basic musical literacy and competency in future 
generations of students (i.e., many of our current students will have their own students 
in the future). But what counts as basic competency? How often do students use their 
knowledge of SATB voice-leading rules outside of teaching and learning about them in 
a music theory-class context?

The question of skills versus concepts is slippery here. Are we teaching a student 
to identify a musical event/structure, or to use it in a more holistic way within their 
own playing and teaching? Like many theory faculty, I spent the 2020–21 school year 
preparing a mix of asynchronous videos and online lessons for my students’ theory 
experience this year, owing to the global health crisis. For me, this situation laid bare 
the false nature of “content delivery” implied in college courses; my students still 
received the main curricular content points, but they missed critical aspects of the rich 
environment in which students work through ideas together—discussing and sharing 
while they try to solve thorny problems, listening together, considering possibilities 
and weighing the implications of each. In short, forming an active community of 
learners. How do our current analytical tools support or hinder the development of 
this kind of rich learning environment? As Marcelle Pierson mentions in her essay, 
this online shift has made more obvious the mix of hard and soft skills that students 
gain in the classroom.

 Regular and probing discussions about the needs of our students after graduation 
would help shape the curriculum in productive ways.2 And such discussions must 
engage more broadly with what a musician’s work constitutes today. This work 

1   See, for example, Snodgrass (2017 and 2020).
2   This idea is not new, of course. See, for example, Ed Sarath et al. (2016).
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will likely yield different responses from different student populations; to that end, 
schools will have distinct curricular needs depending upon the careers in which their 
graduates find themselves. As Peter Smucker notes in his essay, these answers also 
depend upon their unique institutional context.

Curriculum Sequence
Many of us teach part of a sequence of courses. Rather than covering the entire 

curriculum ourselves, we often precede and/or follow colleagues, needing to slot into 
a broader trajectory that encompasses the undergraduate core curriculum. In such 
cases, one necessarily teaches a curriculum that is compatible with the other units. 
As a result, one may not have the freedom to omit certain pedagogical approaches 
because they are assumed to be part of the sequence. It is understood that one’s course 
will build upon skills that students have developed already or prepare them for what 
their next theory professor will expect them to be able to do. This flow of concepts—
and necessary give and take coordinating with colleagues—may make it difficult to 
omit tools that are widely used in other semesters of the theory curriculum or that are 
assumed knowledge in other undergraduate music courses.

Textbook Limitations
As William van Geest noted in the opening essay, the materials that are currently 

available strongly push an SATB-heavy teaching approach, and thus do not readily 
facilitate teaching that minimizes or omits this structure. The most popular textbooks 
in our field provide resources designed to ease the heavy lifting of assignment creation 
and implementation through workbooks and supplemental online resources. In my 
experience, students who spend significant money on these materials are frustrated 
when they do not commensurately use them in the course. Further, if you choose 
to eschew the workbook, you will effectively become your own content-creation 
machine—designing, building, and distributing materials that will provide a careful 
balance of modes of practice and the right challenge level for your students. Even with 
carefully customized assignments, the reference guide of the textbook will frequently 
refer to analytical points of contact that are not quite as relevant for your course, 
creating a mismatch for students between reference materials and the practices of 
your theory classroom.

Limitations of Personal Experience and Labor/Time Investments
A task of curriculum change is one of not only course redesign, but also self-

training. Many of us were trained in programs that used SATB exercises as a central 
paradigm for understanding harmony and voice leading; reframing that is a task 
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not only for our students, but also ourselves—teaching ourselves new ways of 
understanding and communicating these concepts.

This is not a prohibitive barrier, of course—nor is the question of textbook 
materials. In my experience, most of us do not limit ourselves to publisher-packaged 
resources. Nevertheless, the labor required to address both a lack of readymade 
instructional materials and a potential lack of personal training is significant. This is 
especially true for an adaptation minimizing a ubiquitous vehicle for teaching harmony 
and voice leading. Redesigning a large number of assignments is a major task, one 
that takes not only an initial redesign but also years of evolution and adaptation. And 
learning to use frames that are different from the ones with which you were trained 
is not only difficult but also uncomfortable; it requires you to face your own analytical 
weaknesses or challenges, and robs you of vehicles from your own musical learning 
that you may have found very effective or perhaps even—dare I say—fun.

Employment Status and Inequity
For faculty with high teaching loads or contingent contracts, the lack of both time 

and job security serves as a serious impediment to course redesign. It requires faculty 
to engage in a task that crushes their effective hourly wage, often without guarantee 
of being able to draw upon that work in future years. The recent covid-related collapse 
of the music-academic labor market has borne out just such fears, with non-renewal of 
contracts on courses that faculty have often spent hundreds of hours preparing. Given 
the documented race and gender inequalities in academia, wherein underrepresented 
groups disproportionately form the ranks of contingent faculty, this is also an issue 
of labor inequity.3 In the current academic environment and economic crisis, these 
inequities are exacerbated; faculty who have taught in institutions for many years 
are being let go unceremoniously, their countless hours of labor tossed to the side 
and assumed to be easily replaceable. Curricular redesign requires stability of faculty 
employment to happen effectively and equitably.  

Anxieties about “Keeping Up” with Other Programs
Let us say that you have worked things out so that you can undertake the labor 

3   See, for example, “The Annual Report on the Economic Status of the Profession,” American 
Association of University Professors (AAUP), May 2019, https://www.aaup.org/report/annual-report-
economic-status-profession-2018-19; “Promoting Racial and Ethnic Diversity in the Faculty: What 
Higher Education Unions Can Do,” American Federation of Teachers, 2010, https://aft.org/sites/
default/files/facultydiversity0310.pdf; and Danielle Fosler-Lussier, “‘What Can the AMS do?’ The 
Scholarly Society and the Academic Jobs Crisis,” Musicology Now May 16, 2019, https://musicologynow.
org/what-can-the-ams-do-the-scholarly-society-and-the-academic-jobs-crisis/.  

https://www.aaup.org/report/annual-report-economic-status-profession-2018-19
https://www.aaup.org/report/annual-report-economic-status-profession-2018-19
https://aft.org/sites/default/files/facultydiversity0310.pdf
https://aft.org/sites/default/files/facultydiversity0310.pdf
https://musicologynow.org/what-can-the-ams-do-the-scholarly-society-and-the-academic-jobs-crisis/
https://musicologynow.org/what-can-the-ams-do-the-scholarly-society-and-the-academic-jobs-crisis/
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of changing your courses. Do you want to actually do it? You may be concerned about 
how your students will fare when they leave your program and go on to take theory 
placement tests elsewhere. Perhaps you are concerned about comments like this 
one, which appeared in August of 2019 on Twitter: “Doing graduate theory entrance 
exams, and seriously wondering . . . what is happening with undergrad theory at 
other institutions?”4 In my own curricular anxieties, I fear that my students could 
face precisely this kind of reception, one that engenders shame in their training and 
implies that they lack essential knowledge of musical structure. Of course, in keeping 
the status quo, we would reaffirm a system that perpetuates itself perhaps based more 
upon anxieties and inertia than on current practical use.

Goals of a Shared Knowledge Base
In addition to labor costs and anxieties about our graduates being criticized or 

ridiculed, we face a more existential question about our work as music theorists—both 
teachers and scholars. There is real loss in removing materials that have been shared 
among (a body of largely white, upper-middle-class) undergraduate music students 
across North America for decades. While shifting techniques can make space for a 
different range of concepts and skills, theorists will unquestionably lose some long-
standing traditions and practices. Perhaps one might get the sense that the material 
they learned in their own undergraduate studies is no longer valuable, or was maybe 
only ever artificially valuable. What were we doing with the hours we spent memorizing 
the alto range or learning that inner voices have different rules from outer voices? 
Moreover, what does this potential discarding mean about the relationship between 
undergraduate analytical techniques and the musics that students study—is this 
responding to a change in repertories, or was this always a farce of some kind? If it was 
once considered closely connected to the music our students were learning, does that 
mean that musicians in the academy are losing a rich and deep understanding of real 
musical practices, or more broadly, concert music writ large? What happens to the shape 
of our musical worlds, and those of our students? Every change in emphasis requires 
a rebalancing and a reconsideration of priorities, values, and deeply held assumptions.

While SATB writing is obviously not the whole world of our music-theoretical 
experience, it can feel like a synecdoche for the ways in which we have received 
and transmitted knowledge of musical structure. As Poundie Burstein recently 
reiterated, SATB exercises have long been defended as a critical vehicle for voice 
leading,counterpoint, reduction analysis, and understanding of vocal independence.5 

4   Blasco (2019).
5   Burstein (2020).
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To rethink such basic and fundamental aspects of our field is to rethink the priorities; 
if we still want to teach elements of voice leading and counterpoint, we will need to 
consider alternatives such as those Pierson proposes in her essay. Are these still the 
foci we even want in our curricula?

Concluding Thoughts
The questions I have asked in the preceding sections are not meant to be rhetorical, 

nor are they intended to be leading, with obvious answers. In order to consider the 
pedagogical vehicles we use, we must address each of these questions in turn—need, 
use, equity, labor, and values.

 Some of the issues I have described arise from a mismatch between the trends 
of the field and the current offerings of textbooks—an unsurprising gap emerges 
between the two, given the necessities of change in the field and the slower timelines 
of textbook development and publication. As curricula and textbooks shift, we will 
also see changes in graduate placement exams and other unfolding effects. Perhaps 
there will be less shared vocabulary about musical structure among musicians, 
reflecting distinct needs and different institutional backgrounds. Perhaps we will find 
that the shared sets of musical rules reflected in SATB part-writing exercises were not 
so important after all. 

  In relation to broader questions of change and stability, we might take the 
perspective of João Biehl and Peter Locke, who write about anthropologies of 
becoming, “Instead of viewing people in terms of core principles or as fully bounded 
by structure or form, [one] attends to people’s transformations and varied agencies, 
and to the ways in which power itself is shifting and contingent—less a solid, stable 
entity than a product of . . . ongoing struggle.” They go on to advise that we make 
“space for unfinishedness, and bodies, power, and things [that] do not remain frozen 
in place.”6 As our ever-unfinished field continues to reassess and shift, we must allow 
space for these transformations to take place, both at the individual instructor level, 
and at the institutional level. Such transformations will likely be more extensive than 
simply excising or minimizing SATB exercises: the musicians we teach today are not 
the musicians of thirty years ago. Indeed, we ourselves are not the same—as theorists, 
as musicians, or as members of society.

 These shifts are important, and it is worth facing challenges to make them. But 
we should not ignore the real costs and risks that such changes entail.

6   Biehl and Locke (2017, 6).



Journal of Music Theory Pedagogy Volume 35 (2021)42

Administering Pedagogy: Navigating the Institutional  
Impacts of a Changing Theory Curriculum

PETER SMUCKER

 You are convinced. It is time. You want to implement a brand-new theory 
curriculum and are considering whether to eliminate or significantly reduce SATB 
part-writing tasks. Evolving pedagogies, cultural shifts, and new technologies have 
compelled you to move toward or experiment with a new curriculum, but your 
colleagues or administrators may not so easily be convinced that such modifications 
are in their best interests, or in the interests of the students and the institution.

In this essay, I will briefly summarize perspectives from informal interviews and 
discussions I have had regarding institutional impacts of curricular changes. While 
these perspectives do not emerge from informed surveys or empirical studies, they 
do arise from real experiences and conversations, likely common to many of us in 
the field. The goal of this essay is to use SATB writing to model a decision-making 
process for curricular changes. Building upon Chelsea Burns’s essay, I consider how 
curricular changes may affect three constituencies: students, faculty members, and 
administrators. I also draw on my own experience as the Director of Music Theory 
at Stetson University’s School of Music, an all-undergraduate institution with 
approximately 200 music majors. In the second half of this essay, I offer three common 
scenarios that music theory faculty may encounter in the process of curricular change, 
along with practical advice on how to navigate these scenarios successfully.

 The roles and experiences of students, instructors, and administrators are all 
intricately intertwined, fueling the overall success of an institution. The perspectives 
of each, however, may not always have common goals. For example, as teachers we 
likely think about designing a curriculum in the best interests of our students for their 
educational and professional development. Might there be other considerations for 
curriculum design that would benefit from having an administrator’s standpoint? Not 
all music theory instructors have the experience of being an administrator (and vice 
versa), thus an alternative perspective can help inform decisions that might impact 
the institution on different “altitudes,” as one administrator put it. That is, a 100-foot 
view (our immediate needs for one class) varies from the 1,000-foot view (impacts 
of curriculum across a music theory department), which varies from a 10,000-foot 
view (how the music theory curriculum impacts an entire school of music). Moving 
between the specific and broad views of a curriculum from the perspectives of our 
three constituencies enables a better informed, unified perspective for the institution. 
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Students
In discussions with my own students, reactions are mixed regarding the value 

of SATB exercises. Many take it as simply one of the many skills in which they must 
become reasonably proficient to get to “the end” of their core studies in music theory. 
Some enjoy “figuring out” the best possible solutions within a prescribed rubric while 
others find it tedious, uninteresting, and inapplicable to their interests. Whether or 
not they enjoy SATB exercises, we should not ignore  the latter issue of pertinence, 
as the opening anecdote of this colloquy displays. Is it relevant simply because it 
strengthens critical thinking skills, or is there more to it than that? Perhaps more 
valuable than asking current students what they think about SATB writing would be 
to obtain input from students and alumni after they have completed their studies in 
music theory. An attempt to establish the value of current curricular needs based on 
student experiences from the past certainly has its challenges, however. When was 
the last time you talked to an alumnus—not in the field of music theory—about their 
experiences of SATB writing? Still, broadening our view of how the curriculum affects 
our students is a worthwhile endeavor, both for the curriculum’s direct impact (they 
use SATB writing for teaching, arranging, etc.) and indirect impact (thinking critically 
about problem solving and understanding hierarchical, functional relationships).

Whether we view students from the standpoint of an instructor or administrator, 
curricular changes should be made with the students’ best interests in mind. 
Empowering our students to become well-rounded musicians and global citizens 
should inform any debate on curriculum.1 From the perspective of administrators 
or faculty, the way students relate to an institution can fall into three categories: 
recruitment, retention, and placement. How might a move away from SATB writing 
affect each of these?

For recruitment and retention, programs often promote what makes them unique 
when compared to other institutions. A curriculum that “bucks the trend” or stands 
out as unique could be selling points to a prospective student, or help keep students 
by promoting how their current experience is distinct from other places. Conversely, 
an unusual curriculum might be met with dismay by incoming students who scored 
highly on the AP Music Theory exam. If your program does not include SATB writing, 
could it frustrate applicants who may be seeking college credit? This may be hard 
to say, as a survey by William van Geest shows that 67.9% of respondents report 

1   For more on the tension between the curriculum and generating a well-rounded student and 
global citizen, see Katherine Pukinskis’s essay in this colloquy.
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that undergraduate placement exams do not assess part-writing.2 Thus it is worth 
considering how the absence of SATB in your curriculum and placement exams align 
with incoming student expectations.

Placement of students after their undergraduate experience reflects back on their 
institution. Like recruitment and retention, if the accepted norm is a SATB-reliant 
curriculum, how will not having that experience help or hinder their placement into 
graduate programs, and might it affect placements into remedial theory courses? 
Furthermore, if not exposed to SATB writing as an undergraduate, the likely necessity 
to take a graduate remedial course solely for learning SATB writing can involve out-
of-pocket expenses and additional coursework that do not count toward the graduate 
degree. In the same survey mentioned above, 39.7% of respondents report that their 
graduate theory placement exams do not assess part-writing. If 60% of these exams do 
assess SATB writing, are you (including your administration and institution) willing 
to eliminate SATB writing in your undergraduate curriculum? Does this risk your 
department or school being marked as having “unprepared” students for graduate 
studies in music? Faculty members and administrators should carefully weigh these 
curricular influences on their students’ journey through their institution.

Faculty
How might a changing curriculum affect the faculty at your institution? It is 

possible that any general changes to a music theory curriculum will have a rippling 
effect through several other classes, and therefore affect your colleagues. Specific 
changes involving SATB writing may be more localized to certain aspects of only a few 
courses. For example, you may have classes with coordinated curricula such as music 
theory, aural training, and functional keyboard. Altering the voice-leading practices 
in the theory classroom may allow more flexibility in these classes (e.g., keyboard 
classes may move away from “functional keyboard” with reliance on voice leading). It 
is likely that many of your colleagues encountered SATB writing in their own training. 
Whether or not they embrace it for their own teaching is a different story. Have you 
talked to your choral ensemble conducting colleagues about a de-emphasis of SATB 
learning? Perhaps it would not bother them, but they may also value the ability to 
connect their pedagogy with SATB practices in the theory classroom. Fostering a 
collaborative relationship with your colleagues by seeking simple input from them 
can readily establish a positive work environment. 

2   These survey results are in van Geest, “From Musical Work to Model for Musical Structure: A 
Genealogy of the Chorale in American Music Theory” (Ph.D. dissertation, University of Michigan, in 
progress).
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Consider the impacts on faculty from an administrator’s standpoint (and if you 
are not sure, ask them). To continue with the example of a coordinated curriculum, 
an administrative view may point out that decentralizing an element of a coordinated 
curriculum can create necessary changes to other courses, potentially creating 
additional labor for your colleagues. Furthermore, an administrator should consider 
how your proposed changes can affect your colleagues, including retention and 
hiring of current or future faculty. Would the added labor of curriculum changes for 
contingent faculty intensify their already heavy (and likely underpaid) workload? 
Could this add to the challenges of your administrator finding people to teach sections 
of a class that do not contain certain curricular elements? Elimination of SATB writing 
in a single theory class might not affect any of your colleagues, but it is certainly 
worth weighing how it could. 

Administration
Are your administrators aware of the shifts in the music theory field? Should 

they be? It is easy to assume that the theory curriculum has no effect on your school’s 
administrators, but as we have already considered above, changes to your theory 
curriculum can impact your colleagues, which is very much under the purview of 
your administration. Your relationship to the administration therefore matters a great 
deal and your choices for the music theory curriculum can affect this relationship. 
Furthermore, it is important to communicate how simple changes to a curriculum may 
have larger impacts on the institution that could affect your administration and their 
duties. Central to this discussion should be your department or school’s mission. SATB 
writing will not likely be included in any mission statement, but the realization of 
that mission statement is dependent on course offerings and their curricula. Beyond 
this, consider how your administrator might use your innovations in the curriculum 
to your, the department’s, and the institution’s advantage. These could be realized 
in faculty spotlights (i.e., resource sharing with your campus colleagues), reports to 
the board of trustees, or institutional workshops that highlight faculty innovation. 
Your administrator may look favorably on these opportunities to promote your work, 
which could even include grant money for curriculum redesign. While there are not 
necessarily hard lines between the institutional missions of conservatories, music 
departments, and schools of music, certain curricula (such as those with the absence of 
SATB writing) may be better suited to one type of institution, and your administrator 
should be aware of this if they are not already. Additionally, does the institution have 
any accreditation to consider? Your administrator might also be concerned with how 
such a shift in a curriculum could affect or fulfill accreditation requirements.
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Scenarios for Discussion
For all these perspectives, we may start to compile positive or negative valences 

on specific aspects and dimensions of the proposed curriculum change. These valences 
can either be cumulatively supportive or oppositional of each other, or approach 
ambivalence. And while this essentially amounts to a weighing of pros and cons, the 
emotionally positive and negative reactions to change is worth weighing, especially if 
you ultimately hope to build a positive partnership between you, the theorist, and all 
other aspects of your institution. The following three scenarios seem to be frequent 
topics of discussions that come up in informal conversations at conferences and at our 
institutions. If we place these within the confines of an altered SATB curriculum, what 
positive or negative valences may arise? Furthermore, what practical steps might we 
take as we weigh these valences? 

 
Scenario #1. Your department chair says to you, “You’re the expert in music theory. I’ll 
support whatever curriculum changes you want.” 

While this may seem ideal, it may end up creating negative valences due to the 
lack of partnership between the faculty and administration. Even though faculty may 
have final say in curricular matters, demand more of your administrators. Point out 
that curriculum changes may have the various institutional impacts highlighted above. 
You are indeed seeking a partnership with the institution and not simply because you 
are driven by a recent trend in music theory pedagogy. Your administrator should be 
aware of the three constituencies discussed here, but perhaps not of the connections 
to the theory curriculum. Positive valences can emerge from working more closely 
with your administration, even though it will require more work on both sides. Yet 
through difficult, cooperative work can come opportunities. Thus, do not settle for a 
blank check; rather, demand more from your administrators:

1.	 Ask them how they will support you with this change. What resources can 
they offer?

2.	 What information can they provide regarding incoming students (such as 
the average incoming student’s musical literacy)? Work with them to show 
them why a certain curricular change might address the students across the 
recruitment-retention-alumni spectrum.

3.	 Ask them for their time. If you have meetings with them, make it efficient 
and focused. Working closely with administrators can pay off for you 
professionally by building trust and a positive working relationship.
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Scenario #2: Resistance to change. You’ve proposed changing the music theory 
curriculum so that it reduces or alters the SATB skills. Some of your faculty colleagues 
don’t want to change how they use SATB skills in their courses.

While you might be convinced of the appropriateness of a curricular change, your 
other colleagues might not be. Telling them that you are right because you are the 
theorist and that is the trend that you see at conferences you attend would likely 
elicit a negative reaction. You might instead try convincing your administrator of your 
perspectives, gather evidence for its benefits, and then present it to your colleagues. 
Such backing from your administrator could help, although this still may be viewed 
with ambivalence, particularly if political tensions exist between faculty (including 
tenured, non- or untenured, and contingent) and the administration. The most 
positive reactions would likely come from opening a dialogue with your colleagues. 
This inclusion can empower them to be a part of the forward movement on the issue, 
even if the ultimate decision may still not align with what your colleagues want. If you 
face resistance to change, consider these practical steps:

1.	 Identify the reasons for resistance and write them all down. We should not 
assume it is as simple as “I just don’t want to do anything differently.” You 
may be surprised at what your colleagues value in the curriculum.

2.	 Get your colleagues involved. I know, more work right now, though potentially 
less work in the future. Try gathering your colleagues together with some 
initiatives for reevaluating the curriculum before you present your ideas for 
change. You may find that there is already common ground.

3.	 Ask for help from your administrators. If you anticipate resistance from your 
colleagues, approach your administrator to ask for their advice. Such open 
dialogue can help build trust between you and the administration. 

 
Scenario #3: The textbook debate. You and your colleagues have been prompted 
to reevaluate your theory textbook because of the recent buzz at a conference, an 
administrative directive to reduce costs for students, or a recent visit by a publisher 
representative. 

Considering the detailed analysis of textbooks in William van Geest’s essay, as well 
as Burns’s consideration of how textbooks and its associated curriculum can affect 
faculty labor, it should be no surprise that many of our “real-world” conversations 
regarding textbooks have both positive and negative reactions. Adoption of a textbook 
is a different question than why SATB writing is valuable pedagogically, but they 



Journal of Music Theory Pedagogy Volume 35 (2021)48

remain inextricably connected. From the perspective of an instructor, the limited 
use or elimination of textbooks that primarily rely on SATB components may create 
significant work in developing course materials. Would this work fall on other 
colleagues, including contingent faculty? If so, such a change might seem unfavorable. 
From the perspective of an administrator, the elimination of a textbook might make 
the program look attractive due to lower course costs and as an alternative learning 
environment, ultimately contributing to student satisfaction ratings. However, would 
an increase in labor from course preparation factor into faculty loads, affecting 
faculty distribution or compensation? Additionally, as Katherine Pukinskis discusses 
in her essay, what other cultural and societal factors (e.g., the decolonization of a 
curriculum) will play into the choice of a textbook? Does that support the current 
initiatives of your institution? This is all a lot to balance, so I offer a few pieces of 
advice:

1.	 Take your time. A hasty decision means you may not have considered all the 
implications for the various constituencies. At Stetson, we vetted a textbook 
for an entire year before adopting it, at times comparing how our lessons 
might necessarily change over the next few years. 

2.	 Ask whether it is the right time. Again, taking my own experience as an 
example, it just happened that in my second year of teaching at Stetson, one 
tenured music theory professor retired while another took an administrative 
position. This began my process of reflecting on what changes, if any, could 
occur in the curriculum. 

3.	 Focus on the students. Carefully consider how this will impact your students. 
Will it save them money? Is that an identified concern at your institution? 
Circling back to our student experience that opened this colloquy, will this 
benefit your students in their future goals of music making?

4.	 Consult your institution’s mission. Institutions have different visions for 
the type of student they want to produce, and the curriculum is no small 
part of that. Are you trying to change the type of institution through your 
curriculum? SATB part-writing may (or may not) be integral to realizing your 
school’s mission.

In this essay I have offered a collection of ideas that are common during discussions 
of curricular changes at music theory conferences and in music departments. 
My contribution provides a foundational view for the interconnectivity of three 
constituencies—students, faculty, and administrators—and practical considerations 
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for how they must interact to strengthen any curricular decisions. The previous three 
scenarios are hypothetical, but certainly possible. From the standpoint of music theory 
pedagogy (either theorists in training or veteran educators), what other scenarios 
warrant discussion regarding SATB inclusion in your curriculum? Before you decide 
to completely overhaul your curriculum, it is worth it for you (for the benefit of your 
students, colleagues, and administrators) to consider these and other scenarios, while 
systematically thinking through their institutional impacts.
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Decentering the Chorale in Undergraduate 
Music Theory Courses: Why and How

KATHERINE PUKINSKIS

The chorale was a central tenet of my own experience in music theory courses 
as an undergraduate. It permeated in-class activities, workbook assignments, aural 
skills quizzes, and final exams to such an extent, I assumed that if I mastered the 
analytical and creative assignments in that grand staff, four-voice format, that I 
would know a significant slice of music theory. Now as a teacher, I understand that 
undergraduate music theory is much more than what I learned in my required studies, 
and, as a living, breathing, evolving pedagogical endeavor, an undergraduate music 
theory course today should be different from what I learned when I was a student. 
Many instructors have made strides to create greater representational diversity in the 
material presented as examples in their classrooms.1 While diversifying my repertoire 
choices in class was a good first step, the ways in which music theory is framed in 
those courses still privileges a narrow body of work;2 changing the repertoire is not 
enough. As outlined by Dylan Robinson’s letter “To All Who Should Be Concerned,” the 
“additive inclusion” of more diverse materials maintains power rather than “giving 
over space for IBPOC leadership to determine the parameters for change.”3 My choice 
to redesign the undergraduate theory courses I teach was sparked by a desire to 
make my classrooms more equitable for students and to create clear connections for 
application of their work in class to their pursuits outside of it. When I began this shift 
in my own course design, the pervasive insistence on four-part writing and analysis 
via the chorale was the first fixture I tackled, and it is the focus of this essay. 

The body of this essay begins with a discussion of large-scale and semester-
wide adjustments I have made to reframe my courses to decenter the chorale, and 
an outline of shifted learning outcomes to reflect the changes in daily, in-class work. 
I then turn my attention to the classroom experience and submit musical examples 
that could take the place of chorales in coursework; these materials are not framed 

1   Projects like musictheoryexamplesbywomen.com and musicbyblackcomposers.org, textbooks 
like Snodgrass (2016) and new theory courses across the country taught by many reading this article 
are all fueling the necessary shift of music theory pedagogy in the United States. Moreover, the So-
ciety of Music Theory has explicitly indicated a special interest in pursuing more inclusive pedagogy 
with the inaugural award for Diversity in Course Design: https://societymusictheory.org/grants/dcd.
2   The naming and discussion of music theory’s “hidden curriculum” is outlined in Palfy and Gilson 
(2018). For a more detailed exploration of the “white racial frame” in music theory, see Ewell (2020).
3   Robinson (2019, 137–38).

http://musictheoryexamplesbywomen.com
http://musicbyblackcomposers.org
https://societymusictheory.org/grants/dcd
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as 1:1 replacements, but instead highlight an element characteristic of chorale-style 
exercises alongside parameters historically underexplored in undergraduate theory 
classes or underexplored in chorale-based examples. In the spirit of these discussed 
changes, this essay delays direct engagement with the chorale until an equitable 
framework of other musical parameters is established. I close with a brief discussion 
of timing, reframing, and situating the chorale if it is required curricular content at 
your institution. 

Large-Scale Considerations and Framing
Some instructors may need to balance an institutional pressure to teach a specific 

slice of repertoire in a particular course with a personal desire to decentralize 
canonized materials and methods, but the normative curriculum tokenizes diversity4 
and reinforces the values of the canon.5 In my courses, I redistribute time to engage 
with a wide reach of analytical techniques, practices, repertoire, and questions to 
help students see space for their own interests and ideas in the classroom, alongside—
rather than in conflict with—those historically requisite in music theory classes. 
My first step in restructuring was shifting my own expectations for students and 
communicating these expectations as tangible, digestible goals. In my course design, 
I reconceptualize learning outcomes to frame music theory in the broadest sense: 
students explore new material (or explore familiar material in a new way), situate 
their findings alongside existing information (an act of scaffolding), and develop a 
language competency to talk about those ideas. This expansion of scope makes space 
for students to find value in the work whether they pursue a graduate degree or a 
career in music, continue to engage with music as a hobby, or leave music entirely 
and focus on any other area; the goals are widely applicable. With this breadth of 
application in mind, I prioritize methods and repertoire that help them work in flexible 
settings, whether that is creating arrangements for their a capella group, performing 
at an open mic night, or talking to collaborators about producing music for a short 
film in another class. Additionally, the soft skills6 learned in the theory classroom can 
inform their lives beyond the degree: writing, critical listening, formal reasoning, 
empathy, collaborative work. 

4   In his 2017 roundtable contribution for the Journal of Music History Pedagogy, Alejandro Madrid 
writes that diversity is always an act of tokenism.
5   For a deeper dive into pressures and expectations associated with curricular change, see Chelsea 
Burns’s essay.
6   For more on soft skills, see Marcelle Pierson’s essay in this colloquy.
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Keeping in mind how my students may use their skills outside of class helps to 
create a balance of focus during our time together. Having taught predominantly at 
private liberal arts institutions, my theory classes are populated by music majors, 
music minors, and non-music majors; students have widely varying ideas about 
how these classes fold into their larger undergraduate experience. At the beginning 
of each semester I get to know how my students interact with music and I make 
space in class to discuss what I call “in the wild” applications—ways we can put skills 
into practice outside of the frictionless vacuum of a pristine, clean-edged example 
in a homework assignment. Surely the classical canon may be part of someone’s 
performance repertoire, but they may also need to prepare brand-new works, interact 
with electronics, or perform as a soloist or as part of an ensemble. They may work 
with a conductor or be the conductor, or they may need to speak with audiences who 
want to know about a piece without accessing it via technical vocabulary. They may 
want to teach their a capella group a new arrangement or compose a one-act musical. 
The extra time put into the beginning of each semester builds plenty of connections 
to spread naturally throughout the course; I am able to point out examples of “in the 
wild” links that are directly relevant to the students in the class, further making space 
for each of them as they are.  

In my teaching, I aim to acknowledge and deconstruct white framing of music 
theory. I find that it is critical for avoiding the situation Margaret Walker describes in 
her article “Towards a Decolonized Music History Curriculum”:

Presenting European art music, its history, theory, and notation, as not only more 
worthy of study than other musics, but also as unique and inimitable, positions white 
culture as a pinnacle of human achievement rather than one of many various, equally 
valuable, and often entangled global artistic practices.7

Once we are in class, I prioritize acknowledging and deconstructing the inherent white 
framing of music theory in my classes. In our very first meeting, I take time to explain 
that all music is open to the same level of our attention and analytical rigor, but the 
languages, labels, and approaches we may enact to engage with each piece require 
nuance and flexibility. Rather than compare every piece to the same set of metrics for 
assessment (harmony being the most common), I frame the practice of music theory 
as building a new container for each song, informed by the builder’s own agency to 
frame their hearing with any number of parameters as the foundation—text, rhythm, 
performer interpretation, texture, instrumentation, and many others. The thread of 
visualization and metaphor extends to discussion about the potential for common 

7   Walker (2020).
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materials to be used in multiple containers, that the materials themselves might be 
flexible or porous instead of rigid, and that the containers should be imagined as 
lidless; able to spill over or extend above the anticipated limits of the vessel. 

 A certain amount of flexibility is necessary to parse the inner workings of a musical 
moment, which is different from pushing it into a rule-based box. I set aside class time 
to discuss when and where certain guidelines originate, and to track the development of 
practices over time. In the context of Western classical music, students have historically 
learned to avoid dissonance, but if one must use it, do it in passing and on weak beats; 
resolve the leading tone upward in an outer voice, but it is okay in an inner one; a 
predominant tonal area must be followed by the dominant, but not all IV-sounding 
chords are technically predominant. Of course, each of these constraints is historically 
situated and genre-specific. Students identify and converse with this content and 
recognize historically typical tendencies, but they also learn that these practices are 
not rigidly fixed. Additionally, these detours outside of the prescribed constraints and 
parameters are the parts of music that catch us off guard and pull us in: a surprising 
resolution, an added measure in an expected four-measure phrase, a pivot to a more 
distant key than anticipated. Students also learn that different tools function more or 
less effectively in a given analytical moment; in the middle of that Villa-Lobos etude, it 
is likely that a student’s counterpoint knowledge will not serve them in the same way as 
their ability to identify harmonic sequences, track motives, and engage with the guitar’s 
topography as a factor in the performance of the piece. In short, there are many ways in, 
and the method students choose contributes to the efficacy of their analysis. 

In-Class Opportunities for Change
When choosing repertoire, I prioritize instrumentations and formatting that look 

like the scores or repertoire students engage with outside of class; this increases their 
initial investment in the course material by showing them ways in which this work 
can be relevant to their “life outside.” Students still practice realizing figured bass 
and doing Roman numeral analysis in class, but they also read piano/vocal scores, 
work with DAWs to compose, and realize accompaniments based on chord changes 
in a pop song or jazz chart. They have discussions about which labeling system—
Nashville numbers, Roman numerals, pop/slash notation, to name a few—best serves 
their purposes for representing harmony, advocating for their choice by citing score-, 
listening-, and performance-based evidence to support their argument. Seeing the 
music for Kristen Anderson-Lopez and Robert Lopez’s “For the First Time in Forever” 
from Frozen in close proximity to Clara Wieck [Schumann]’s “Ich hab’ in deinem Auge” 
develops a flexibility that makes space for multiple genres in the course.  
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In her chapter “Embodied Pedagogy” from College Music Curricula for a New  
Century, Sonia Tamar Seeman writes, “humans learn through the juxtaposition of 
familiar and unfamiliar experiences.”8 Throughout the semester, I incorporate 
repertoire that encourages a variety of methods in order to develop dexterity when 
they encounter new music outside of class. While Seeman’s focus is ethnomusicology 
and history courses, her work applies directly to music theory. She continues, “all 
exercises should be aimed at increasing students’ understanding of the varieties of 
musical sounds and effects in the world beyond their taken-for-granted assumptions.”9 
By diversifying the musical examples and tools in assignments, the jump from a 
theory exercise into an opera rehearsal or a song cover a student is writing for their 
a capella group becomes smaller. With the changes I outline below, I focus on ways 
to incorporate topics—such as harmony and voice leading—historically taught with 
chorale-based repertoire alongside other musical parameters historically omitted 
from Bach-style voice leading exercises. 

Voice Leading
I introduce the concept of voice leading by asking students to “sing the next note” 

after playing the first seven notes of a descending major scale. This practice reinforces 
student’s experiences of expectation, tension, and resolution within contexts that are 
familiar to them, made comfortable through countless exposure.10 It is an activity that 
also helps students find their own place in a theory class; this kind of framing values 
their lived and embodied experience, and their ability to engage with music even if 
they do not yet have the specialized vocabulary to communicate what is happening. As 
Elizabeth Hellmuth Margulis  illuminates in her discussion of the relationship between 
participation, technical vocabularies, and understanding in her book On Repeat: How 
Music Plays the Mind, 

[D]espite their initial inability to identify the relationship of the last two phrases to 
the first two, once it was pointed out to them, they nodded with recognition. They had 
not been able to verbalize the relationship, but once it had been verbalized for them, 
they were able to match that characterization with an experience they’d already been 
having. They didn’t react as if they now heard something different in the music, but 
rather as if they now had a way of talking about something they had already heard.11

8   Seeman (2017, 193–94).
9   Seeman (2017, 194).
10    Embodied work and experience are integral parts of knowledge and significant tenets of femi-
nist pedagogy. For more on this topic, see Ahmed (2017).
11   Margulis (2014, 156).
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The lived experience of singing the descending major scale moves us into conversations 
about tension and tendency, and we play around with the subversion of culturally 
inherited expectations. I pose experience-forward questions: “Sing a descending 
major scale and stop on 2; how do you feel?” “If you hear C–B–A, do you have enough 
information to complete the series? If not, what are some possible directions you 
might head with these ingredients?”

Having students sing or perform in multi-part textures helps them locate 
the  embodied preference for keeping common tones and limiting distance covered 
between pitches, a practice utilized in many different genres and repertories. We 
might sing through the alto and bass lines of a Bach chorale as a repertoire example, 
but the bass line alongside the melody of “Burn” from Hamilton: An American Musical 
(see Example 1) reinforces the tenets of voice leading as a practice of understanding 
tendency, tension, and resolution. Questions like “how did it feel to sing this line?” 
and “where did you feel conflict with the other line? How is that conflict resolved 
in the music?” are fruitful ways to have students explore concepts of dissonance 
and resolution (broadly defined), and it allows them to experience and hear these 
practices in music of many different styles and genres. 

Example 1
Author’s transcription of verse and refrain of “Burn,” from Lin-Manuel Miranda,  

Hamilton: An American Musical. Squares indicate a strong beat dissonance,  
and circles indicate a weak beat dissonance. 
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With “Burn,” students can label intervals between voices and look for repetition 
and patterns of motion between stability and instability. The recurring, insistent 7th in 
the verse yields great discussion about the difference between passing and metrically 
accented dissonance, as well as our ability to normalize something that initially seems 
out of place by methodic repetition. Students can talk about implied harmony: what 
notes in a chord may be omitted while still communicating enough information about 
its function? We can zoom in on the bass line and make choices about whether a note is 
taking on a melodic function as a non-chord tone or truly implying a change in harmony. 

Framing context into the course decenters harmony and voice leading as the 
pillars around which a theory course is historically built. “Burn” is both a living 
example and an educational tool in its natural form. Because of the solo voice and 
skeleton accompaniment, the text is easily understood as part of the mechanism of the 
song, and the exposed interaction between melody and bass line help Miranda’s text 
pack the punch that it does.12 Though the text was omitted from Example 1 to make 
space for intervals and the discussion of voice leading, it is an integral part of the 
discussion in my classroom. We can launch into conversations about large-scale form, 
highlighting that the verses are riddled with 7ths but they are absent in the chorus, 
or that the former is flooded with dense language and the latter is one word: burn. I 
might ask my students to think about how these differences between formal sections 
influence their understanding of the song’s narrative: what is highlighted for them? 
By including text in the conversation alongside harmony and voice leading, we explore 
how musical parameters interact with one another, building an understanding of the 
piece as a whole dependent on each of its parts. 

Harmony: Two Examples
In the earliest weeks of the semester, I take time to talk about meter, rhythm, 

motive, phrase, ensemble, form, and closure without explicitly engaging these topics 
within the framework of harmony. We look at how instruments interact with one 
another, where they double or pass foreground material back and forth.  Though a 
Bach-style chorale example presents a transparent positioning of melody in the top 
voice, harmony anchored by the bass voice, and inner voices supporting both, the 

12   Historically, the homophonic texture of a chorale in a Bach cantata provided a textural clarity 
in performance that helped it function as a vehicle to communicate text, yet words in a chorale are 
rarely discussed when presented in an undergraduate theory course. As William van Geest illuminat-
ed in his essay (see Example 1.8), almost all presentations of chorales in the top nine Anglo-American 
theory textbooks appeared without text or translation, though most non-chorale repertoire features 
both a text and a translation.
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form’s single-use function—an exploration of harmony through homophonic voicing—
limits its capacity to connect the topics explored to the students doing the exploring.  
By planting harmony in a field among many other musical elements, students have 
more access points to enter into and then navigate a work, even if the destination is 
harmonic analysis.  They are able to draw connections between tempo and audible 
harmony, agogic accents and non-chord tones, or the ear’s ability to chunk material 
together based on volume (dynamics and the number of instruments playing the same 
pitch) or placement on strong or weak beats of a measure. The examples below still 
engage with the tenets of chorale-style exercises, but situate them alongside additional 
musical parameters often excluded from that repertoire.13

For those working at institutions that still require a thorough exploration of 
canonical repertoire, there are countless examples that clearly present material for 
harmonic exploration that also fold in additional skills. For those whose classes require 
an engagement with common practice European repertoire, I have had success using 
excerpts from pieces like Fanny Hensel’s Das Jahr (Example 2) and Joseph Haydn’s 
Piano Trio in A-Flat Major, Hob XV:14, 2nd movement (Example 3). These pieces can 
be substitute material for exploration that has historically relied on chorales. In the 
Hensel, the early version of the June movement (“Juni”) provides a clear harmonic 
rhythm with limited non-chord tones in the bass clef, and the separation of textures 
makes this a great example for early score study. Students can label harmony, identify 
non-chord tones, and point out cadences. The harmonic support is stretched over two 
to four beats, allowing students time to calibrate into one chord before moving to 
the next, a luxury not afforded in the harmonic rhythm and notated performance 
tempi in many of Bach’s chorales. With the slower harmonic rhythm already apparent, 
students can get a sense of the harmony as part of the piece without sacrificing the 
forward motion of the music. In a chorale, an instructor may have to slow the tempo 
of performance to give students ample time to hear each sonority before moving to the 
next, sacrificing the musicality (forward motion) of the original example in service of 
a more “plunky and clunky” pianistic realization that communicates the ingredients 
at hand. Because of the distinct lines and registral space in the Hensel, students are 
also able to practice focusing their listening to foreground the melody, the bass clef 
ostinati, or even the resulting inner voices created at the top of the accompanying 
line. Additionally, the melody presents an opportunity to discuss interpretive phrasing 
choices informed—and confused—by the play between cadential harmonic motion and 
the manipulation of the “eighth, eighth, quarter” pattern. 

13   For a list of these topics, see Marcelle Pierson’s essay in this colloquy.
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Example 2
Fanny Hensel, Das Jahr, “Juni” (first version) mm. 1–12. Solid, dashed,  

and dotted lines indicate possible phrasing choices (non-exhaustive). 

As a student I remember having a hard time understanding why the doubling and 
parallel voicing guidelines in Bach-style voice leading were so strict, when I often 
saw doubling in chamber,  orchestral, and choral repertoire. In a Haydn symphony, 
for instance, the cellos and double basses (and sometimes bassoon) often doubled one 
another, resulting in what looked like parallel motion from the dominant lens of the 
chorale. The pitches a composer chooses to double play a significant role in how an 
audience hears the balance of the ensemble and how harmony is communicated, but 
the rigidity of constraints in a chorale-style example or assignment do not accurately 
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reflect the doubling practices of composers in work beyond that given instrumentation 
in that specific time period. For this reason, doubling and parallel motion are part 
of the discussion from the beginning of the semester, but both are presented as 
compositional techniques that shape how harmony is digested by the listener. 

Example 3 shows Haydn’s piano trio, which I use to prompt discussion about 
levels of harmony; the cello plays “in harmony” with the violin, but its doubling of the 
piano’s bass clef highlights the harmonic progression. The clarity of both harmonic and 
melodic motion makes this a great early example for students learning to read a score 
with multiple instruments, yet still locks into questions of harmonic syntax, chord 
labeling, and voice leading. The trio’s isolated and singable melody in combination 
with the methodical ostinato also shows how non-chord tones can smooth out space 
between chord tones and build tension.

One particular intricacy in this example prompts a discussion about a performer’s 
agency to shape the listener’s experience by their own interpretation of the score.14 In 
many recordings of this piece, trios take liberties with the Adagio tempo and dynamics 
moving from mm. 12–14; changes range from a crescendo into the downbeat of m. 13 
or a crescendo into a subito piano at the downbeat of m. 14, to small or significant 
rallentandos in passages with consecutive eighth or sixteenth notes. These choices 
help shape whether or not a listener hears the last eighth note in m. 12 as chromatic 
non-chord tones or an applied viio7 of V. The rallentando into the downbeat of measure 
14 and the subito (or not) piano draws our ear to enhance the effect of the deceptive 
motion across the barline. Though these articulations are not notated in the score, 
these nuanced changes draw out certain elements of the piece to shape interpretation. 

Additionally, the Haydn excerpt provides material for discussion about deceptive 
motion and expectation, which can, again, be tied back into performer interpretation 
and agency. This piece can be used to talk about metric accents, motivic variation, 
and orchestration related to registral spacing choices. Further, these non-harmonic 
parameters help students see and hear how harmony moves, and how harmonic analysis 
informs choices about these other threads of analytical work. I have had success using 
this Haydn excerpt for creative projects, too; students can draw visual maps of this 
piece, sample it into an original EDM song, stretch and compress the melody into to 
4/4 and 5/8 (and perform it!), and harmonize the melody to omit all deceptive motion.

14   This example could provide significant traction for students in schools of music or conservatory 
environments. For those who are aiming for a career in performance, a conversation like the one out-
lined in this paragraph provides a direct connection between their work in a theory class and their 
work in studio lessons or chamber music. 
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Example 3
Joseph Haydn, Piano Trio in A-Flat Major, Hob XV:14, II Adagio mm. 10–18.  

Non-chord tones are circled. Deceptive motion occurs in mm. 13–14 and 14–15. 

If You Include SATB Materials
In my course design, Bach-style voice leading has become one small unit of focus 

used to reinforce predominantly Western musical content, which is in turn one slice of 
the whole music theory course; in some of my courses in liberal arts environments—
even in the core theory sequence for BA majors—I do not bring it up at all. At the 
institutions where I have been required to teach this material, students are already 
familiar with many of the themes and tools of the practice when the four-part chorale 
unit arrives late in the semester, as they have been identifying them as tendencies in 
other, non-chorale repertoire. They understand this particular practice is one small 
part of the larger elements of music theory, rather than a central tenet of their music 
education. 



Burns, O’Hara, Pierson, Pukinskis, Smucker, and van Geest – Coralling the Chorale 61

The biggest payout of delaying the historical practice of four-part writing via 
the chorale is that the rigidity of Bach-style voice leading in these isolated examples 
is limited to the topic. Up to this point, students have come to understand common 
practices and tendencies in voice leading and harmony within the scope of Western 
music across many genres and their homework assignments have been framed to 
foster curiosity and communicate understanding rather than check for errors and 
deduct accordingly from a perfect score. The introduction of these constraints after 
laying the foundation of flexibility and agency also continues conversations about 
“good” voice leading or harmonic syntax. From the first day of class, our generative 
and analytical work acknowledges historical and genre-based practices, but refrains 
from positioning one method above any others. Students learn to see commonalities 
across styles and develop tools for navigating their differences. They approach Fanny 
Hensel with the same rigor as Lin-Manuel Miranda, and recognize that the parameters 
of what makes each composer’s music work cannot be forced into the same analytical 
container. 

Conclusions
I can easily see the substitutions and adjustments laid out in this essay applied 

in conservatories and large schools of music; however, my primary experience is 
teaching in liberal arts programs, whose agendas have ranged from insisting on the 
prioritization of the Western classical canon to those that actively decenter it. Liberal 
arts environments are positioned to imagine a syllabus that decentralizes the chorale; 
the changes I mention above have made space for a broader range of analytical practice 
and exploration that is sensitive to the multiplicity of student backgrounds, identities, 
and learning goals present in undergraduate liberal arts communities.

Students should see a clear application of their work inside a music theory class to 
their music-making outside of the course. More broadly, that work also contributes to 
a critical understanding of contexts and techniques that are at the heart of degrees in 
music. The possibilities for applying skills learned in an undergraduate theory course 
vary significantly between different degree programs, and I believe our classes should 
reflect the larger environments in which we teach. There is no one-size-fits-all music 
theory course. We can do better at recognizing and making space for students by 
widening the scope of what undergraduate theory can be, both in small substitutions and 
larger changes. As part of this shift, I encourage framing in-class discussion to stretch 
content that is typical of chorale-based exercises—particularly harmony and voice 
leading—into conversation with rhythm, phrasing, repetition, student interpretation, 
and performance. This act is but one step in a process of deeply considered change. 
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Neo-Riemannian Theory as Voice Leading Pedagogy

WILLIAM O’HARA

While voice leading in undergraduate music theory courses is often assumed to be 
tied to chorale harmonization or species counterpoint, Neo-Riemannian theory (NRT) 
offers another way of engaging deeply with the succession of harmonies and the 
movement of individual voices, and which offers a different view of musical structure. 
As a tool that offers insight into relationships both between individual triads and 
across large spans of music, NRT helps students understand the numerous roles that 
voice leading can play in various styles of music. In so doing, it offers them a foothold 
into new repertoires, building upon students’ knowledge of harmony or voice leading 
and exploring both in productively different ways. That is to say, it offers one way 
of supporting David Huron’s suggestion that voice leading is relevant for much more 
than four-part chorales.15 In this essay, I will describe one model for including NRT 
in core undergraduate courses, and outline a sample modular curriculum that draws 
on current research in the field.16 This framework may be adapted freely in order to 
introduce students to exciting, advanced concepts in music theory; to incorporate 
non-canonical repertoires; to connect the music theory classroom to other areas of 
music, the humanities, and mathematics; and to offer a gentle introduction to many 
of the concepts introduced in the course on twentieth-century techniques that often 
ends the theory sequence. While it is true that incorporating NRT does not, on its 
own, counteract the strong focus on harmony (to the detriment of other topics, such 
as rhythm) that Marcelle Pierson’s contribution discusses, I will argue that it can help 
students to think differently about previously learned materials (such as repertoire 
they have already studied through the lens of diatonicism), demonstrate how simple 
concepts can be expanded to generate new theoretical insights, and introduce 

15   Huron (2019).
16   In this essay, I use the term “Neo-Riemannian theory” to refer to a broad spectrum of transfor-
mational and geometric approaches to the properties and syntax of triads and seventh chords: what 
Richard Cohn describes as “that branch of transformational theory that takes consonant triads for its 
objects, and subjects those objects to transformations that minimize voice leading”; see Cohn (2012, 
40). I apply the label whether they belong directly to the Neo-Riemannian lineage that follows from 
publications like Lewin (1987) and Hyer (1995); to the tradition of scale theories and mathematical 
mappings of triadic space such as Hook (2002); to geometric accounts of musical space such as 
Callender, Quinn, and Tymoczko (2008, 346–48) and Tymoczko (2011). While Cohn reflects on the 
inappropriateness of the label for contemporary triadic theories, I believe that “Neo-Riemannian” still 
usefully and intuitively describes a constellation of related theories, even if their scope has expanded 
far beyond the original influence of Hugo Riemann.
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repertoires less frequently studied in music theory classes.
I am not the first to advocate for NRT’s inclusion in the undergraduate curriculum. 

Nora Engebretsen and Per Broman (2007) offer a comprehensive introduction to 
the topic, presenting analytical, compositional, and even ear-training exercises to 
introduce undergraduates to triadic transformations.1 Given NRT’s expansion over the 
past fourteen years, however, the time is right for a new exploration of the topic that 
builds on the foundation laid by Engebretsen and Broman. Over that time, at least two 
major changes have swept through the field. First, contributions such as Steven Rings’s 
Tonality and Transformation, Dmitri Tymoczko’s A Geometry of Music, Suzannah 
Clark’s Analyzing Schubert, Richard Cohn’s Audacious Euphony, and Frank Lehman’s 
Hollywood Harmony have all found new ways to expand, synthesize, and unify the 
insights offered by Neo-Riemannian theories. The latter two scholars especially have 
emphasized the voice-leading properties of triads over the metaphors of movement 
and transformation that characterized NRT’s early days. Cohn has described triads 
as ideal voice-leading objects due to their group structure (which allows them to 
lead smoothly from chord to chord in several ways), while Tymoczko has positioned 
triads within a much larger model of trichordal (and other cardinality) voice leading 
in geometric space.2 Second, in addition to this methodological refocusing, many 
scholars have expanded the scope of Neo-Riemannian theory, applying its insights 
to popular music,3 film music,4 video game music,5 jazz,6 and other styles. Because 
of the growth of NRT over the past decade, and the field’s growing interest in triadic 
and seventh-chord transformations as voice-leading phenomena, the study of Neo-
Riemannian theory is more vital—and more relevant for undergraduates—than ever. 

Transformations
I teach NRT near the end of the third semester of a four-semester sequence, 

the last semester of which is focused primarily on post-tonal music. By the time 
we approach the unit, students are generally familiar with the basics of chromatic 
harmony and form, along with a thorough grounding in harmony (including chorale-
style part writing), counterpoint, and figured bass from the first year of music theory. 
The curriculum I employ is structured in five steps: Transformations, Abstraction, 

1   Engebretsen and Broman (2007).
2   Cohn (2011, 33–41) and Tymoczko (2011, 65–115).
3   Capuzzo (2004); and Forrest (2017).
4   Murphy (2013); and Lehman (2018).
5   Reale (2015).
6   McClimon (2016) and (2017).
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Multiple Perspectives, Extensions, and Applications. Some of these steps may be 
covered quickly, while others can unfold across several class sessions, depending upon 
the amount of time available. The first three are the most important for the purposes 
of this article, and will be discussed in the greatest detail. Example 1 offers a brief 
summary of the curriculum.

Table 6.1: A Sample Modular Curriculum in Neo-Riemannian Theory 

Unit Concepts/Skills Taught Sample Repertoire 

Transformations 

Introduce PLR transformations as 
simple voice leading phenomena 

-- Schubert, Piano Trio in 
E<flat> (Op. 100), 1st mvt. 
-- Wieck, “Nocturne” from 
Soirees musicales 

Abstraction 
Discuss pitch vs. pitch class and 
“idealized” voice leading. Introduce 
Tonnetz 

-- Beach, “Autumn Song” 

Multiple 
Perspectives 

Re-visit repertoire previously studied 
in mode mixture unit, apply Neo-
Riemannian perspective 

-- Schubert, “Schwanengesang” 
(D. 744) 

Extensions 

Numerous, at instructor’s discretion. 
Alternate visualizations (chicken-wire 
torus, Cube Dance); 
mathematical/geometric 
underpinnings of NRT; additional 
transformations (S, N, H, etc.); 
seventh-chord spaces; history 
(Riemann, dualism) 

Varies; my class emphasizes 
film soundtracks: Vertigo 
(1958), Batman Begins (2006), 
Inception (2010); other 
candidates include Chopin E 
Minor Prelude, Op. 28, No. 4 
and other piano works (see 
Tymoczko 2011, 284-293) 

Applications Composition using pan-triadic 
vocabulary 

Student film scores 

 
Example 1

A Sample Modular Curriculum in Neo-Riemannian Theory.

My students begin their study of Neo-Riemannian theory with the canonical 
PLR operations: parallel, relative, and Leittonwechsel (“leading tone exchange”). 
Example 2 offers a simple guide to the transformations mentioned in this article.7 
After introducing the operations, I use simple and direct examples that demonstrate 
them clearly, preferably in distinct voices that students can hear and sing along with. 
For example, the passage in Example 1 is taken from late in the first movement of 

7   In this essay, I presume that readers have some familiarity with Neo-Riemannian theory, but 
they need not be experts. For a comprehensive overview of transformations in common circulation, 
see Lehman (2018, 90). For an overview of the group-theoretic organization of the parsimonious 
transformations discussed in this essay (including some of the “alternative visualizations” mentioned 
in Table 1), see Cohn (2011, 83–109). While the systems outlined by Cohn and Lehman (and earlier, 
Lewin and Hyer) broadly intersect and agree with one another except in fine details, completely sep-
arate transformational vocabularies exist as well: see, for example, Julian Hook (2002)
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Franz Schubert’s Piano Trio in Eb op. 100. As Example 3a shows, each transformation 
is clearly audible in a single voice (as when G moves to Gb at the top of the violin’s 
double stop in m. 586), allowing students to grasp transformations first as simple 
voice-leading movements.8 As shown in Example 3b, the entire passage outlines a 
complete cycle of alternating PL transformations, comprised of the major and minor 
triads on Eb, Cb/B, and G. Table 5.2: Triadic transformations mentioned in this article 

Transformation Action on a C+ triad 

P - parallel C+ <-> C- 

R - relative C+ <-> A- 

L - Leittonwechsel C+ <-> E- 

D - dominant* C+ <-> G+ 

S - Slide C+ <-> Cs-  

N - Nebenwervandt C+ <-> F- 

H - Hexatonic pole C+ <-> As- 

Major triads are signified by +, minor triads by -. Each transformation listed here 
reverses itself, and can be chained together with others as a compound 
transformation (i.e. applying P and then L = “PL”). The first three 
transformations hold two tones while moving the third by a step; S and N hold one 
tone while moving the others by a half step; and H moves each of the triad’s 
three tones by a half step. 

* The dominant transformation is not only a compound of two PLR 
transformations (L and P), but also a way of expressing the tonal relationship of 
tonic and dominant within an otherwise pantriadic context. 

Example 2
Triadic transformations mentioned in this article.

Example 3a
Example of direct transformation in Franz Schubert, Piano Trio in Eb major (Op. 100),  

1st mvt., mm. 584–87 (violin and cello parts only).

8   Richard Cohn outlines the first part of this passage in his discussion of PL cycles; see (2011, 
27–28).
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Example 3b
Reduction of Franz Schubert, Piano Trio in Eb flat Major (op. 100), 1st mvt., mm. 584–613.

Example 4 depicts another excerpt I use frequently when initially introducing the 
PLR group of transformations. The opening measures of Clara Schumann’s “Nocturne” 
(from Soirées musicales, op. 6, no. 2) contains a chromatic passing motion in the left 
hand that outlines the whole step traversed by the R transformation: C, as the top 
voice of F+, passes through Cs in m. 3 (creating an augmented triad) to D in m. 5, 
arriving at D-. By studying examples like these (and completing simple worksheets 
that ask them to write transformations between various triads), students can practice 
the basic PLR operations until they become fluent with them.
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Example 4
Clara Wieck [Schumann], “Nocturne,” from Soirées Musicales (1836), Op. 6, No. 2, mm. 1–6

Abstraction
Near the beginning of Audacious Euphony: Chromatic Harmony and the Triad’s 

Second Nature, Richard Cohn proposes a method for calculating the distance between 
any two triads, in terms of the “voice-leading work” necessary to move from one to the 
other. Movement by one semitone constitutes one “unit” of labor, so that moving from 
G- to G+ requires one unit of voice-leading work (Bb to B), while G- to D+ requires 
two (G to Fs and Bb to A), and so forth. Of the subtle theoretical leap inherent in this 
analysis, Cohn writes:

In counting common-tone connections in a particular passage, we have implicitly 
assumed that voice leading is idealized. In most compositions, tones freely transfer 
registers, and multioctave tone doublings liberally appear and disappear. We say that 
two triads have a common tone even when, in a particular setting, those tones appear 
one or more octaves apart. . . . When we speak of common tones, then, we are adopting 
a conception of tone that is allied with pitch class rather than pitch. There is nothing 
special about idealized voice leading; music theory teachers and scholars assume it 
every day of their working lives. It is so familiar, indeed, that it takes a special effort to 
acknowledge it.9

Along with helping to illuminate his conceptual framework, the passage above 
articulates both the power and challenge of abstraction in the music theory classroom. 
Music theories work by abstraction: their explanatory power comes from their ability 
to be generalized across a wide variety of musical situations. Many arguments for 
the value of teaching with four-part chorale-style exercises and species counterpoint 
rest on the idea that each imparts principles that can be applied much more broadly 
than worksheets and examinations.10 While “laboratory” exercises may offer a certain 
utility, music theory’s abstraction—that is, the gap between those exercises and 

9   Cohn (2011, 6).
10   On the transferability of part-writing skills, see Marcelle Pierson’s contribution to this colloquy.
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musical practice, or in Cohn’s terms between the movement of theoretical objects 
and musical ones—is too often left unexamined in undergraduate instruction, leaving 
students frustrated at what they perceive as capriciousness in the enforcement of 
rules, particularly when counterexamples are easily found in musical literature.11

The leap that NRT enacts—from parsimonious movement in single voices to 
compound transformations, registral shifts, and long spans of pan-triadic harmony—
requires of students the same conceptual shift that chorales do: from the controlled 
“laboratory” environment of direct half-step movements and idealized models, to the 
more varied examples found in real scores. Making this leap is also preparation for the 
pitch/pitch-class distinction. After gaining familiarity with the basic operations and 
seeing them in action in simple textures, students are ready to approach less obvious 
examples, which can be taken from published analyses in any of the sources cited in 
this essay, or through the analysis of repertoire selected by the individual instructor. 
This offers an entry into the concepts of pitch classes and pitch-class space, by helping 
students to understand Neo-Riemannian operations not only as epiphenomena of 
parsimonious voice leading, but as transformations that operate on [037] triads. This 
offers a convenient introduction to pitch-class set theory.

Analysis from Multiple Perspectives
One strategy for supporting the conceptual leap from concrete to idealized 

voice leading involves circling back and using triadic transformations as a way of 
re-interpreting previous musical examples. Until recently, my institution used 
Steven Laitz’s The Complete Musician in its core theory classes. In Laitz’s chapter on 
mode mixture, he cites the example of Franz Schubert’s “Schwanengesang,” an 1822 
song on a text by Johann Senn unrelated to the later song cycle of the same name. 
“Schwanengesang” is notable for its sometimes uncertain key; despite its A-flat-
major key signature, the very first chord heard is A-flat minor. Laitz uses the song to 
illustrate two forms of mode mixture: “melodic mixture,” in which upper chord tones 
are altered to create chords of opposite mode quality (i.e., changing the diatonic major 
IV to the parallel minor’s iv); and harmonic mixture, in which chord roots themselves 
are altered (such as bVI replacing vi in a major key).12

11   This is the source of despair for the student described in this colloquy’s introduction. It should 
also be noted that neither the chorale’s claim as a primary vehicle for contemplating harmony’s 
abstractions, nor even the primacy of harmony itself as a topic of instruction, should be taken for 
granted; see the contributions by Marcelle Pierson and Katherine Pukinskis to this colloquy.
12   See Laitz (2012, 420–25). Laitz’s distinction is similar to what Aldwell, Schachter, & Cadwallad-
er (2011, 435–47) describe as “Simple” and “Secondary” mixture.
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Much of the song, however, can also be read in terms of pan-triadic Neo-
Riemannian operations. Example 5 represents the tonal structure of the first part of 
the song, as represented by several canonical transformations. After bouncing back 
and forth between the Parallel (P) major and minor, the song modulates to C-flat 
major: the Relative (R) major of A-flat minor. “Schwanengesang” then returns to the 
major tonic via an RP transformation, before shifting into a more diatonic mode as it 
tonicizes Eb. Here, then, the tonal plan itself can be explained in terms of pan-triadic 
relationships. From this case study, students can see and hear how parsimonious 
voice-leading relationships can occur across entire pieces of music—a global level of 
analytical insight less often offered by traditional instruction in chorale-style part 
writing.

Example 5
Neo-Riemannian operations in Franz Schubert, “Schwanengesang,”  

D. 744, mm. 1–13 (See also Clark 2016).

The same example can also be used as an ear-training exercise, in which students 
are taught how to follow a single essential pitch class throughout the entire song, or 
part of a song. In the case of “Schwanengesang,” I ask my students to track whether a 
given harmony employs Cb and Cn. This approach resonates with the listening/singing 
exercises described by Daniel Stevens, which ask students to sing simple, slow-moving 
“guide-tone” lines as an aid to harmonic dictation.13 Rather than singing “do” and “ti” 
in order to differentiate between tonic and dominant (among other harmonies), as 
Stevens prescribes, Example 6 asks them to sing the two different forms of the third 
scale degree: the natural 3 and b3. This not only requires them to hear and harmonize 
with the two different modal inflections of the tonic chord that appear throughout 
the song (represented by the Neo-Riemannian P transformation), but also to track the 
tonicization of bIII, which first emerges as an R transformation in m. 7 and returns 

13   See Stevens (2016).
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to the tonic as a compound RP in m. 9.14 From the experience of tracking a single 
chromatic voice across the entire song, students gain a greater understanding of the 
structural principles of nineteenth-century chromaticism, as elucidated by Cohn—an 
alternate syntax (the “second nature” of his book’s title) that organizes harmonies 
not by their acoustic consonance or diatonic affinity, but by their ability to partake in 
parsimonious voice leading.15 

Example 6
Following C and C-flat in Schubert, “Schwanengesang,” D. 744.

14   For an added challenge, instructors can ask students to sing the filled noteheads as well. Mea-
sures 8 through 13 are particularly challenging and rewarding!
15   This activity also mirrors an exercise proposed by Riemann himself, who mentions that stu-
dents could be asked to imagine or perform a single pitch in all six of its possible major and minor 
triad contexts—a PLR cycle which would produce one of the honeycomb cells on the “chicken-wire 
torus” pictured in Example 8b. See “Ideas for a Study ‘On the Imagination of Tone’” (1916), trans. 
Wason and Marvin (1992, 86–88).
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Extensions and Applications: Visual Representations and Film Music
At this point, my sample curriculum (see Table 1, above) opens up into numerous 

possibilities. Just as scholars have taken many approaches to Neo-Riemannian theory 
and its precursors and offshoots over the past thirty years, so too can instructors 
choose to emphasize or de-emphasize different aspects of the theory based on their 
own teaching style, the interests of their students, or the amount of space available in 
the curriculum. After an introduction to the canonical “PLR group” of transformations, 
for example, instructors may decide to include transformations such as “SLIDE” and 
the hexatonic pole.16 They may decide to expand into seventh chords, or they may 
decide to emphasize the historical or intellectual underpinnings of the theory by 
historicizing the term Leittonwechsel or engaging with the issue of harmonic dualism, 
or they may even emphasize the mathematical elements of Neo-Riemannian theory. 
In the final section of this essay, I will detail two of the paths that I take, based on my 
own interests: visual representations of voice leading, and Neo-Riemannian theory in 
both the analysis and composition of film soundtracks.

Neo-Riemannian theory offers the opportunity to incorporate new repertoires 
into the undergraduate core curriculum—not only the highly chromatic nineteenth-
century music originally addressed by the theory, but also popular music, film music, 
jazz, and other styles. I like to use it as a springboard to film music. For instance: 
Example 7, which adapts a diagram from Frank Lehman’s Hollywood Harmony 
(2018), demonstrates how the simple minor-third motive from Hans Zimmer’s score 
for Christopher Nolan’s Batman trilogy is re-contextualized in various ways. The 
motive takes on new harmonic shades in each film, from our hero’s first emergence 
on the streets of Gotham City (an L transformation, leading from D- to a Bb+ that 
Mark Richards [2012] calls “heroic”), to his moral compromises and failures (a tragic 
sounding Bb-), to his eventual triumph at the end of the trilogy.

In the later parts of the NRT unit, I also introduce my students to alternate 
visualizations of tonal space, and demonstrate how various diagrams can be used as 
analytical tools. Neo-Riemannian theory lends itself to compelling visual analyses, 
which students can use as they listen to music, and which they often enjoy producing 
themselves. Diagrams—whether of established musical spaces like the Tonnetz, 
or custom-made network analyses—can serve as listening aids, helping students 
to understand and track the affinities produced by parsimonious voice leading. 
Approaching these progressions from both auditory and visual angles helps to make 

16   On SLIDE, see Lewin (1987); and Lehman (2014, 61–100). On H, see Cohn (2011, 31–32 and 
106–09).
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Example 7
Harmonizations of the “Dark Knight” motive in Hans Zimmer’s Batman scores (2006–12);  

adapted from Lehman (2018, 131).17

them more accessible and exciting for students, and can reveal new insights about 
compositional structures.18

Example 8a depicts a prominent chord progression from the beginning of 
Hans Zimmer’s score for Inception (2010)—a set of chords that received a great 
deal of attention on the SMT-TALK mailing list when the movie first came out.19 My 
interpretation, presents the passage as two sets of four chords each, related to one 
other by a single SLIDE transformation. Representing this music on the Tonnetz’s 
geometric dual, the “chicken wire torus” (as shown in Example 8b), demonstrates 
how visual diagrams can serve as a shorthand in Neo-Riemannian analysis.20 The 
passage is revealed to be constructed from two iterations of the same sequence of 
transformations: S, RP, PL, and H.21 These two chord loops appear on the diagram as 
the same shape—one red, and one blue—that are connected in the middle by a SLIDE. 
The visual representation helps to underscore that the “idealized” voice-leading is the 
same, even if the two halves of the excerpt are voiced differently and have a different 
bass line.22

17   Lehman’s original diagram includes compound interpretations of some transformations (for 
example, S = LPR), supporting the argument that the transformations throughout the film series are 
not only increasingly dramatic, but that they enact an additive process, with each one building on the 
last. Lehman (2018, 131).
18   Analysis through voice leading diagrams can also open up a discussion about how theories 
and visual representations can shape our experiences, and especially our interpretations; see Clark 
(2017).
19   This discussion was launched by Stephen Taylor on August 10, 2010, and continued for several 
days afterward.
20   On the chicken-wire torus, see Douthett and Steinbach (1998, 246–49).
21   For a comprehensive lexicon of triadic transformations, see Lehman (2018, 93–94).
22   The notation of this excerpt also raises the issue of enharmonicism in NRT—one of the issues 
that originally motivated the theory; see Cohn (1996, 9–11). The fourth chord of the excerpt might be 
more simply notated as Cb major rather than B major. In my lessons, and the transcription in this pa-
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Example 8a
“Dream is Collapsing” from Inception (2010; reduction and annotations by author).23

Example 8b
Hans Zimmer, “Dream is Collapsing” chord progression from Inception (2010).

per, I have notated it in B both to correspond with most chicken-wire tori, and in order to avoid the 
clumsy C- to C b+ motion that would result in mm. 5–6. The enharmonic difficulties are also a good 
topic to raise with students, as they help to explain the necessity of pantriadic rather than diatonic 
analysis.
23   In a slightly different analysis of this progression (which compares it to a similar progression 
from Bernard Hermann’s 1958 Vertigo score), Frank Lehman transcribes the fourth chord as a CbM7, 
notating a Bb held over from the preceding E b+ (see Lehman 2018, 153–55). In order to simplify the 
transformations, I omit the seventh from the example I use with my own students; as Lehman notes, 
the chord seventh “requires some transformational massaging,” which he accomplishes via a “fuzzy 
transformation” (see Lehman 2018, 93–94).
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From these examples, students learn how film composers have used NRT’s 
pan-triadic syntax to score minimal motives with creative harmonies; the theory is 
revealed to be a way of generating ideas about how a given interval or melodic line 
might be harmonized, and a model for their own compositions—another practical way 
of teaching students the many possibilities of close voice leading. As an extension 
of this lesson, in fact, I ask my students to write short scores for a silent film clip of 
their choice. While they do not have to use triadic transformations for this, many do, 
particularly when they choose to compose for sequences like the ethereal underwater 
observation port from 20,000 Leagues Under the Sea (1916), or a suspenseful sequence 
from Nosferatu (1922). As they compose their scores, they draw on the compositional 
techniques learned in the unit, such as cycles of paired transformations; repeated 
transformational shapes as compositional building blocks; and reharmonizing simple 
motives with new, transformationally-related harmonies.

A unit on Neo-Riemannian theory can be invigorating for students, as it offers 
them new ways of thinking about chromatic music and of reinterpreting other 
frequently taught topics such as modal mixture through the lens of chromatic voice 
leading. Both the theory and the music it is most often paired with appeal directly to 
students: one of my students recently referred to Neo-Riemannian theory as “music 
theory cheat codes”—a way of looking at triads that made sense to him in a way that 
diatonic arrangements often did not. Neo-Riemannian theory relies heavily on the 
movement of individual voices, but its use in the classroom is not just to reinforce 
voice leading for its own sake, but to demonstrate how careful attention to the passage 
between notes and chords can be used to great musical effect.
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ROSA ABRAHAMS

Rethinking Music Literacy in the 
Undergraduate Theory Core

While music theory can provide many tools for interacting with music, for an 
undergraduate music student, a narrow understanding of music literacy, not theory, is 
what acts as a barrier to advanced engagement in music analysis. In this essay, I explore 
¹ÀÈ�¾ÆÄº´�½ºÅ¶Ã²´Êʁ�ÅÊÁº´²½½Ê�Æ¿µ¶ÃÄÅÀÀµ�²Ä�·²´º½ºÅÊ�ÈºÅ¹�ȱÇ¶ʉ½º¿¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿ʁ�²Ä�ºÅ�ºÄ�
taught in undergraduate music theory curricula prevents meaningful progress out of 
music theory’s white racial (and male) frame and perpetuates a hidden curriculum at 
ÀµµÄ�ÈºÅ¹�µºÇ¶ÃÄºÅÊ�¶ȮÀÃÅÄ�³Ê�Å¹¶ÀÃÊ�Á¶µ²¸À¸Æ¶Ä�ʯ�È¶½½�ЀϾЀϾʂ��²½·Ê�²¿µ�
º½ÄÀ¿�ЀϾϿІʰʇ�
�¶ÄÁºÅ¶�Á¶µ²¸À¸º´²½�²¿µ�´ÆÃÃº´Æ½²Ã�¶ȮÀÃÅÄ�ÅÀÈ²ÃµÄ�º¿´½ÆÄºÀ¿�À·�¾ÆÄº´Ä�³Ê�������²¿µ�
female composers, and the development of modular curricula that are becoming more 
common in music departments, the expectation that music literacy comes before deep 
engagement with notated and� Æ¿ʉ¿ÀÅ²Å¶µ� ¾ÆÄº´Ä� ´À¿ÄÅÃ²º¿Ä� Å¹ºÄ� ²µ¾ºÃ²³½¶� ÈÀÃ¼�
ÅÀÈ²ÃµÄ�¶ÂÆºÅÊ�²¿µ�µºÇ¶ÃÄºÅÊʇ���º¿Ç¶ÄÅº¸²Å¶�Å¹¶�º¾Á½º´²ÅºÀ¿Ä�À·�²�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�½ºÅ¶Ã²´Ê�
focused theory core and advocate for a broadened understanding of music literacies. I 
ÀȮ¶Ã�²Ç¶¿Æ¶Ä�À·�º¿´ÀÃÁÀÃ²Åº¿¸�²�Ã²¿¸¶�À·�½ºÅ¶Ã²´º¶Ä�º¿ÅÀ�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�Å¹¶ÀÃÊ�´ÀÃ¶ʁ�
focusing on a unit I designed which includes music theory research experience at early 
stages in the core curriculum. 

Introduction

As a music theory professor at a small, private liberal arts college, I have the 

privilege to mentor undergraduates interested in pursuing music study in graduate 

school. In preparing one such student to accompany me to a nearby professional 

conference in his senior year, we had discussions around how conferences work and 

what to expect from the sessions, as well as about the demographic make-up of the 

ȱ¶½µ�²¿µ�È¹²Å�¾ÆÄº´ʯÄʰ�²Ã¶�¾ÀÄÅ�·Ã¶ÂÆ¶¿Å½Ê�ÄÅÆµº¶µ�³Ê�¾ÆÄº´�Ä´¹À½²ÃÄʇ��Ä�¾Ê�ÄÅÆµ¶¿Å�
ºÄ�²�ÊÀÆ¿¸�³½²´¼�¾²¿�º¿Å¶Ã¶ÄÅ¶µ�º¿�»Àº¿º¿¸�Å¹¶�ȱ¶½µ�À¿¶�µ²Êʁ�ºÅ�·¶½Å�º¾Á¶Ã²ÅºÇ¶�Å¹²Å���
prepare him for this aspect of our professional societies—the overwhelming whiteness 

of music studies and of music theory in particular. Indeed, as our discussions continued 

È¹º½¶�²Å�Å¹¶�´À¿·¶Ã¶¿´¶ʁ�¹¶�Ã¶ȷ¶´Å¶µ�À¿�³ÀÅ¹�Å¹¶�¾ÆÄº´ʯÄʰ�²¿µ�ÁÃÀ·¶ÄÄºÀ¿²½Ä�¹¶�È²Ä�
Ä¶¶º¿¸�Ã¶ÁÃ¶Ä¶¿Å¶µ�º¿�Å¹¶�ȱ¶½µʇ��¶�´À¾¾Æ¿º´²Å¶µ�¹ºÄ�µºÄ¾²Ê�²Å�Å¹¶�½²´¼�À·�µºÇ¶ÃÄºÅÊ�
in the presenters and noted particularly that it seemed to him that most of the black 

and brown people he saw at the conference were graduate students, rather than senior 

scholars. 
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While several scholars have called for the need to improve diversity and 

representation in music theory societies and conferences, and rightly so, this 

engagement is hindered by the undergraduate theory core curriculum.
1
 Issues of 

representation, like those my student is facing as he pursues an advanced degree 

in music research, happen not only within the curriculum—what music is taught, 

what composer identities are represented, what cultural contexts and competencies 

are celebrated or taken for granted—but also in who teaches the curriculum and 

µ¶Ç¶½ÀÁÄ�¾ÆÄº´� Ã¶Ä¶²Ã´¹ʁ� ²¿µ� Å¹¶� º¾Á½º´ºÅ� ³º²Ä¶Ä� ʯÀ·Å¶¿� ³²¼¶µ� º¿ÅÀ� Å¹¶ºÃ� ÅÃ²º¿º¿¸ʰ�
and cultural framing those instructors bring with them. In this way, the curriculum 

we use in the undergraduate core, even at a small liberal arts college like my own, 

µ¶¶Á½Ê� ²Ȯ¶´ÅÄ� Å¹¶� ·ÆÅÆÃ¶� À·� Å¹¶� ȱ¶½µ� ²Ä� ²� È¹À½¶ʇ� �¶´¶¿Å� ÁÆ³½º´²ÅºÀ¿Ä� À¿� ¾ÆÄº´�
theory curricula and pedagogy have presented issues that constrain practical and 

meaningful change in music theory classrooms, particularly at the undergraduate 

level: the hidden curriculum of classical music supremacy in music academia and 

structures of whiteness in music theory—the white racial frame—on which it hangs 

²¿µ�Å¹ÃÀÆ¸¹�È¹º´¹�ºÅ�ºÄ�Á¶ÃÁ¶ÅÆ²Å¶µ�ʯ�²½·Ê�²¿µ�
º½ÄÀ¿�ЀϾϿІʂ��È¶½½�ЀϾЀϾʰʇЀ Not only 

µÀ�Å¹¶Ä¶�¿ÀÃ¾²ÅºÇ¶�ÄÅÃÆ´ÅÆÃ¶Ä�¾²º¿Å²º¿�º¿¶ÂÆºÅº¶Ä�Å¹²Å�¹²Ç¶�Á½²¸Æ¶µ�ʯº¿�ÄÀ¾¶�´²Ä¶Äʰ�
²¿µ�¶¿²³½¶µ�ʯº¿�ÀÅ¹¶ÃÄʰ�Å¹¶�µºÄ´ºÁ½º¿¶ʓÄ�ÄÅÆµ¶¿ÅÄʁ�Å¶²´¹¶ÃÄʁ�²¿µ�Ä´¹À½²ÃÄ�·ÀÃ�µ¶´²µ¶Äʁ�
but they also further entrench exclusionary ideas of “who is a musician” and “who is 

a scholar” through lack of meaningful representation within every music classroom.
3

In what follows, I suggest that by better articulating what we consider to be 

music literacy, and broadening that understanding to literacies, we can embark on 

a basic restructuring of undergraduate theory curricula—one that will necessitate 

critical engagement with the social, racial, gendered, and intellectual systems that 

Ͽ� ��¹¶�È¶²½Å¹�À·�¶É²¾Á½¶Ä�À·�Å¹¶Ä¶�¶ȮÀÃÅÄ�º¿´½Æµ¶�Å¹¶�ЀϾϿЇ��À´º¶ÅÊ�·ÀÃ��ÆÄº´��¹¶ÀÃÊ�ʯ���ʰ��½¶¿²ÃÊ�
Ä¶ÄÄºÀ¿�·¶²ÅÆÃº¿¸�ÁÃ¶Ä¶¿Å²ÅºÀ¿Ä�³Ê��¹º½ºÁ��È¶½½ʁ��²ÊÀº��¿À��Ç¶Ã¶ÅÅʁ�
ÀÄ¶Á¹��ÅÃ²ÆÄʁ�²¿µ��½½º¶��ºÄ²¾²ʁ�
Å¹¶� �ÃÀ»¶´Å� �Á¶´ÅÃÆ¾� Ä¶ÄÄºÀ¿Ä� ²¿µ� ÁÃÀ¸Ã²¾Ä� ²ÃÀÆ¿µ� ���� ¶Ç¶¿ÅÄ� ʯЀϾϿІʦЀϾЀϾʰʁ� �¹¶��À¾ÁÀÄ¶ÃÄ� À·�
�À½ÀÃ��¿²½ÊÄºÄ�ÁÃÀ»¶´ÅÄʁ�²¿µ�Ç²ÃºÀÆÄ��¿Å¶Ã¶ÄÅ�
ÃÀÆÁ�¾¶¶Åº¿¸Ä�²¿µ�Á²¿¶½Ä�Ã¶½²Å¶µ�ÅÀ�Å¹ºÄ�ÅÀÁº´ʇ�	ÆÃÅ¹¶Ãʁ�
¾²¿Ê�Ã¶´¶¿Å�²´²µ¶¾º´�ÁÆ³½º´²ÅºÀ¿Ä�²Ã¶�µ¶²½º¿¸�ÈºÅ¹�Å¹¶Ä¶�ºÄÄÆ¶Äʁ�º¿´½Æµº¿¸�Å¹¶�ЀϾЀϾ�ÄÁ¶´º²½�ºÄÄÆ¶�À¿�
curriculum reform from Engaging Studentsʁ�È¹¶Ã¶º¿�
²µ¶Ä�ʯЀϾЀϾʰʁ��²Ç¶¿¸ÀÀµ�ʯЀϾЀϾʰʁ�²¿µ��¶¶³½¶Ä�
ʯЀϾЀϾʰ�ÁÃÀÇºµ¶�¾Àµ¶½Ä� ·ÀÃ�ÄÆ´¹�Ã¶·ÀÃ¾ʁ�²Ä�È¶½½�²Ä�¶²Ã½º¶Ã�ÁÆ³½º´²ÅºÀ¿Ä�·ÃÀ¾��ÅÅ²Ä�ʯЀϾϿЇ²ʉ³ʰʁ��È¶½½�
ʯЀϾЀϾʰʁ��ºÄ²¾²�ʯЀϾϿІʰʁ��Ê¶Ã�ʯЀϾϿЇʰʁ�²¿µ��²½·Ê�²¿µ�
º½ÄÀ¿�ʯЀϾϿЇʰʁ�²¿µ�³½À¸Ä�³Ê��È¶½½�ʯЀϾЀϾʰ�²¿µ��À½¼�
²¿µ��¹¿À¿²�ʯЀϾЀϾʰʁ�²¾À¿¸�ÀÅ¹¶ÃÄʇ
Ѐ� ��¹º½¶�¾²¿Ê�¾ÆÄº´� Å¹¶ÀÃºÄÅÄ�¹²Ç¶�³¶´À¾¶�·²¾º½º²Ã�ÈºÅ¹�Å¹¶�Å¶Ã¾�ʖÈ¹ºÅ¶�Ã²´º²½� ·Ã²¾¶ʗ�Å¹ÃÀÆ¸¹�
�¹º½ºÁ��È¶½½ʓÄ�ÈÀÃ¼ʁ��È¶½½�µÃ²ÈÄ�Å¹¶�Å¶Ã¾�·ÃÀ¾�ÄÀ´ºÀ½À¸ºÄÅ�
À¶�	¶²¸º¿�ʯʳЀϾϾЇʴ�ЀϾϿЁʰʇ
Ё� ��¶¶ʁ�·ÀÃ�º¿ÄÅ²¿´¶ʁ�Ã¶´¶¿Å�²´²µ¶¾º´�ÁÆ³½º´²ÅºÀ¿Ä�·ÃÀ¾��ÅÅ²Ä�ʯЀϾϿЇ²ʉ³ʰʁ��ºÄ²¾²�ʯЀϾϿІʰʁ��Ê¶Ã�ʯЀϾϿЇʰʁ�
²¿µ��È¶½½� ʯЀϾЀϾʰʁ� ²¾À¿¸�ÀÅ¹¶ÃÄʁ� ²Ä�È¶½½� ²Ä� ³½À¸Ä�³Ê��È¶½½� ʯЀϾЀϾʰ� ²¿µ��À½¼� ²¿µ��¹¿À¿²� ʯЀϾЀϾʰʁ�
among others.
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structure our engagement with music theory. This is because our conceptions of and 

pedagogy around music literacy are intricately tied to issues of social justice in our 

classrooms and curricula. It is more important than ever to consider how we can 

²µµÃ¶ÄÄ�ÄÅÃÆ´ÅÆÃ²½�º¿¶ÂÆºÅº¶Ä�ÈºÅ¹º¿�¾ÆÄº´�Å¹¶ÀÃÊ�²Ä�ºÅ�ºÄ�´ÆÃÃ¶¿Å½Ê�Å²Æ¸¹Åʁ�´À¿¿¶´Åº¿¸�
lived experiences within and outside the theory classroom. In doing so, we invite 

a wider range of students into music theoretical engagement. Thus, I suggest that 

rethinking music literacy is but one of many rethinkings that can begin that work. 

�¿�Å¹¶�ȱÃÄÅ�Ä¶´ÅºÀ¿ʁ���¶ÉÁ½ÀÃ¶�Å¹¶�¾Æ½Åºʉ·²´¶Å¶µ�µºȲ´Æ½Åº¶Ä�Å¹²Å�²ÃºÄ¶�·ÃÀ¾�ÆÄº¿¸�²�
¿²ÃÃÀÈ�µ¶ȱ¿ºÅºÀ¿�À·�½ºÅ¶Ã²´Ê�º¿�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�¾ÆÄº´�Å¹¶ÀÃÊ�´½²ÄÄÃÀÀ¾ʇ��¿�Ä¶´ÅºÀ¿�
two I address implications of broadening our understanding of literacies. The third 

Ä¶´ÅºÀ¿�µÃ²ÈÄ�²ÅÅ¶¿ÅºÀ¿�ÅÀ�Å¹¶�ÄÆ´´¶ÄÄ�Ä¶¶¿�º¿�Ä¶Ç¶Ã²½�½º³¶Ã²½�²ÃÅÄ�¾Àµ¶½Äʂ���ÀȮ¶Ã�Ã¶ÁÀÃÅÄ�
from my own attempts at such broadening within a liberal arts music department, 

where I include music theory research experience as part of my two-semester music 

theory core. This broadening can also impact the four-semester core curricula, as well 

as curricula taught mainly by performers or composers, rather than music theorists, 

and I provide some suggestions for such versions. I propose additional ideas for a 

½ºÅ¶Ã²´º¶Ä�²ÁÁÃÀ²´¹�º¿�Å¹¶�Å¹¶ÀÃÊ�´ÀÃ¶�º¿�Å¹¶�ȱ¿²½�Ä¶´ÅºÀ¿�À·�Å¹¶�¶ÄÄ²Êʇ

I. Framing the Problem: 
A theory core curriculum focused on a single literacy

While music theory can provide many tools for interacting with music, for an 

undergraduate music student, music literacy—not theory—is what acts as a barrier to 

²µÇ²¿´¶µ�¶¿¸²¸¶¾¶¿Å�º¿�¾ÆÄº´�²¿²½ÊÄºÄʇ��¶Ã¶ʁ�¾ÆÄº´�½ºÅ¶Ã²´Ê�ºÄ�À·Å¶¿�µ¶ȱ¿¶µ�²Å�ºÅÄ�
¾ÀÄÅ�³²Äº´�½¶Ç¶½�²Ä�Å¹¶�²³º½ºÅÊ�ÅÀ�Ã¶²µ�²¿µ�ÈÃºÅ¶�Å¹¶�ȱÇ¶ʉ½º¿¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�À·�¾ÆÄº´�
of the classical style.

4
 There is often a disconnect between what can be said about 

music and what will�³¶�Ä²ºµ�³²Ä¶µ�À¿�È¹¶Å¹¶Ã�ÄÅÆµ¶¿ÅÄ�́ ²¿�¶¿¸²¸¶�ÈºÅ¹�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿ʁ�
as evidenced in many music listening or “appreciation” courses for non-majors. 

Similarly, foregrounding notation and music-reading as a gateway to advanced music 

study strengthens the implicit message many students already receive in college: 

Ђ� ��Æ¶�ÅÀ�Å¹¶�ÁÃÀ³½¶¾²Åº´�È²Ê�Å¹²Å�Å¹¶�Å¶Ã¾�ʖ�¶ÄÅ¶Ã¿ʗ�¹²Ä�¹ºÄÅÀÃº´²½½Ê�³¶¶¿�ÆÄ¶µʁ���Èº½½�ÆÄ¶�ʖ´½²ÄÄº´²½ʗ�
²Ä�²�¸¶¿¶Ãº´�Å¶Ã¾�ÅÀ�º¿µº´²Å¶�¾ÆÄº´Ä�Ã²¿¸º¿¸�·ÃÀ¾��¶¿²ºÄÄ²¿´¶�²¿µ��²ÃÀÂÆ¶�´ÀÆ¿Å¶ÃÁÀº¿Å�Å¹ÃÀÆ¸¹�Å¹¶�
½º¿¶²¸¶�À·�¶²Ã½Ê�ЀϾÅ¹ʉ´¶¿ÅÆÃÊ�´½²ÄÄº´²½�¾ÆÄº´ʇ��ÀÅ�À¿½Ê�ºÄ�ʖ�¶ÄÅ¶Ã¿¿¶ÄÄʗ�´À¿ÄÅÃÆ´Å¶µ�²Ä�²¿�ºµ¶²½�ÈºÅ¹º¿�
Å¹¶�È¹ºÅ¶�Ã²´º²½�·Ã²¾¶ʁ�ºÅ�ºÄ�²½ÄÀ�²�¾ºÄ¿À¾¶Ãʃ�¾²¿Ê�¾ÆÄº´Ä�ÁÃÀµÆ´¶µ�²¿µ�´À¿ÄÆ¾¶µ�º¿�ʖÅ¹¶��¶ÄÅʗ�²Ã¶�
½²Ã¸¶½Ê�Æ¿¿ÀÅ²Å¶µ�ÀÃ�ÆÄ¶�¿ÀÅ²ÅºÀ¿�ÀÅ¹¶Ã�Å¹²¿�Å¹¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�ÄÊÄÅ¶¾ʇ��Ä�ÄÆ´¹ʁ�È¹º½¶�¾²¿Ê�¾ÆÄº´²½�
´Æ½ÅÆÃ¶Ä�¹²Ç¶�²�·ÀÃ¾�À·�´½²ÄÄº´²½�¾ÆÄº´ʁ�²¿µ�Å¹ÆÄ�Å¹¶�Å¶Ã¾�ºÄ�·²Ã�·ÃÀ¾�Á¶Ã·¶´Å�º¿�²¿µ�À·�ºÅÄ¶½·ʁ���ȱ¿µ�Å¹ºÄ�
ÅÀ�³¶�Å¹¶�³¶ÄÅ�Å¶Ã¾�ÅÀ�Ã¶Á½²´¶�ʖ�¶ÄÅ¶Ã¿ʗ�ÀÃ�ʖ�¶ÄÅ¶Ã¿��ÃÅ��ÆÄº´ʗ�·ÀÃ�Å¹¶�ÁÆÃÁÀÄ¶Ä�À·�Å¹ºÄ�²ÃÅº´½¶ʇ�




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ84

that notated music is worth studying, while music from non-notated traditions is just 

“entertainment.” Basic expectations from almost any undergraduate music program 

²Ã¶� ¸ÃÀÆ¿µ¶µ� º¿� ÄÅ²Ȯ� ¿ÀÅ²ÅºÀ¿� ½ºÅ¶Ã²´Ê� ²Ä� È¶½½� ²Ä� º¿� Ã¶Á¶ÃÅÀºÃ¶� ¶ÉÁ¶Ãº¶¿´¶� ²¿µ�
priorities that maintain structures of whiteness in music theory. The expectation that 

students have some experience with the classical phrase model is one such example 

À·�Ã¶Á¶ÃÅÀºÃ¶ʉÄÁ¶´ºȱ´�¼¿ÀÈ½¶µ¸¶ʂ�Å¹¶�ÂÆº¿Å¶ÄÄ¶¿Åº²½�´½²ÄÄº´²½�Á¹Ã²Ä¶�¾Àµ¶½�ºÄ�·ÀÆ¿µ�
in tonal music, associated with classical cadences, and typically taught with reference 

to a score. 

If our objective is for students to become experts in music of the classical style, 

Å¹¶¿� Å¹¶� ´ÆÃÃ¶¿Å� ·Æ¿µ²¾¶¿Å²½Ä� ´ÀÆÃÄ¶Ä� ·À´ÆÄ¶µ� À¿� ȱÇ¶ʉ½º¿¶� ÄÅ²Ȯ� ¿ÀÅ²ÅºÀ¿ʁ� ÀÃ� Å¹¶�
Á½²´¶¾¶¿Å�Å¶ÄÅÄ�´¶¿Å¶Ã¶µ�º¿�³²ÄÄ�²¿µ�ÅÃ¶³½¶�´½¶·Äʁ�²Ã¶�Á¶Ã·¶´Åʇ��ÀÈ¶Ç¶Ãʁ�Å¹ºÄ�ºÄ�¿ÀÅ�²¿�
objective that works to decenter the structures of whiteness in music academia. One 

way to approach such decentering is to rethink what we mean by “music literacy” 

and how it is situated in undergraduate curricula. Such rethinking could take many 

forms, but the most successful will occur at a structural level: how we approach the 

very learning objectives we aim to achieve in our theory curricula rather than how we 

can develop or perfect the content we currently teach with an eye towards diversity. 

�º¸¹¶Ã� ¶µÆ´²ÅºÀ¿� ¾ÆÄº´� º¿ÄÅºÅÆÅºÀ¿ÄʨÈ¹¶Å¹¶Ã� ´À¿Ä¶ÃÇ²ÅÀÃº¶Äʁ� Ã¶Ä¶²Ã´¹�
universities, or liberal arts colleges—almost all focus undergraduate theory education 

around basic music literacy and musicianship. This core music theory typically 

provides a foundation for further music study in performance, composition, or 

preparing students for careers in music education, music therapy, or music scholarship. 

�ÀÈ¶Ç¶Ãʁ�º¿�¾²¿Ê�ÁÃÀ¸Ã²¾Äʁ�Å¹¶Ä¶�ÅÈÀʉ·ÀÆÃ�Ä¶¾¶ÄÅ¶ÃÄ�À·�¾ÆÄº´�Å¹¶ÀÃÊ�́ ²¿�³¶�Å¹¶�À¿½Ê�
theory experience a student might have during their undergraduate career. While the 

²³º½ºÅÊ�ÅÀ�¶¿¸²¸¶�ÈºÅ¹�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�ºÄ�´ÃÆ´º²½�·ÀÃ�Á²ÃÅº´ºÁ²ÅºÀ¿�º¿�Á¶Ã·ÀÃ¾²¿´¶�²¿µ�
composition and while experience in reading notation and performance skills are vital 

to the development of any musician, educator, music therapist, or music scholar, music 

½ºÅ¶Ã²´Ê�µ¶ȱ¿¶µ�²Ä�Å¹¶�²³º½ºÅÊ�ÅÀ�Ã¶²µ�²¿µ�²¿²½ÊË¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�²Ä�²�·À´²½�ÁÀº¿Å�À·�́ ÀÃ¶�
Æ¿µ¶Ã¸Ã²µÆ²Å¶�¾ÆÄº´� Å¹¶ÀÃÊ� ÄÅÆµÊ�ÈÀÃ¼Ä� ²¸²º¿ÄÅ� ÀÅ¹¶Ã� ²º¾Ä� ·ÀÃ� ²�¾ÀÃ¶� ¶ÂÆºÅ²³½¶�
curriculum. This can be seen primarily in the often-implicit link between people and 

¾ÆÄº´²½�´Æ½ÅÆÃ¶Äʁ�²¿µ�º¿�Å¹¶�´À¿ȷ²ÅºÀ¿�À·�¾ÆÄº´�Å¹¶ÀÃÊ�ÈºÅ¹�¾ÆÄº´�½ºÅ¶Ã²´Ê�Å¹²Å�¾²¿Ê�
undergraduates infer. These issues are addressed in the next two subsections.

I.1. What Musics? = What People? 
�¿� Å¹º¿¼º¿¸� ²³ÀÆÅ� ¾ÆÄº´� ½ºÅ¶Ã²´Ê� ²Ä� ·À´ÆÄ¶µ� À¿½Ê� À¿� ÄÅ²Ȯ� ¿ÀÅ²ÅºÀ¿ʁ� È¶� ½º¾ºÅ�

ÀÆÃÄ¶½Ç¶Äʃ� À¿½Ê� ÄÀ¾¶�¾ÆÄº´� ´²¿� ³¶� Ä´ÀÃ¶µ� ²´´ÀÃµº¿¸� ÅÀ� Å¹¶�ȱÇ¶ʉ½º¿¶� ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�
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system developed for classical music, and thus other musics are either not engaged 

ÈºÅ¹� ²Å� ²½½ʁ� ÀÃ� ²Ã¶� µºÄÅÀÃÅ¶µ� º¿� Å¹¶� ÅÃ²¿Ä½²ÅºÀ¿� ·ÃÀ¾� Å¹¶ºÃ� ÀÃº¸º¿²½� ·ÀÃ¾� º¿ÅÀ� ÄÅ²Ȯ�
¿ÀÅ²ÅºÀ¿ʇ��É²¾Á½¶Ä�À·�ÄÆ´¹�µºÄÅÀÃÅºÀ¿�²³ÀÆ¿µ�º¿�Ä¹¶¶Å�¾ÆÄº´�À·�ÁÀÁÆ½²Ã�ÄÀ¿¸Ä�È¹¶Ã¶�
Ã¹ÊÅ¹¾�²¿µ�Åº¾³Ã¶�²Ã¶�Äº¾Á½ºȱ¶µʁ�ÀÃ�º¿�¿À¿ʉ�¹ÃºÄÅº²¿�½ºÅÆÃ¸º´²½�¾ÆÄº´�È¹¶Ã¶�¿ÀÅ²ÅºÀ¿�
struggles to represent the nuance of what are often primarily oral traditions.

5��Å²Ȯ�
¿ÀÅ²ÅºÀ¿� Ã¶ÂÆºÃ¶Ä� ȱÉº¿¸� ¾ÆÄº´� º¿� ²� ÄÅ²Åº´� ·ÀÃ¾ʁ� È¹¶Ã¶º¿� ºÅ� ´²¿� Å¹¶¿� ³¶� À³Ä¶ÃÇ¶µ�
ÄÊ¿ÀÁÅº´²½½Ê�²¿µ�²¿²½ÊË¶µ�ÀÆÅʉÀ·ʉÅº¾¶ʇ��Æ´¹�²�¿ÀÅ²ÅºÀ¿�ÄÊÄÅ¶¾�Äºµ¶½º¿¶Ä�¾ÆÄº´Ä�Å¹²Å�
do not adapt well to its format and undermines the power of embodied, temporal, and 

experiential analytical practices. In this way, when literacy becomes synonymous with 

Æ¿µ¶ÃÄÅ²¿µº¿¸�ȱÇ¶ʉ½º¿¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿ʁ�È¶�³¶´À¾¶�ÄÅÆ´¼�ÈºÅ¹º¿�Å¹¶�È¹ºÅ¶�Ã²´º²½�·Ã²¾¶ʁ�
despite valiant attempts to escape.

As such, issues of literacy can be seen to be indelibly tied to issues of social justice 

º¿�Å¹¶�´½²ÄÄÃÀÀ¾ʇ��Ç¶¿�º¿�´ÆÃÃº´Æ½²�Å¹²Å�²Ã¶�³ÃÀ²µ½Ê�µºÇ¶ÃÄ¶�²¿µ�º¿´½ÆÄºÇ¶�À·�ÁÀÁÆ½²Ãʁ�
·À½¼ʁ�²¿µ�¸½À³²½�¾ÆÄº´Äʁ�Å¹¶Ã¶�ºÄ�²¿�¶ÉÁ¶´Å²ÅºÀ¿�Å¹²Å�½¶²Ã¿º¿¸�³²Äº´�ȱÇ¶ʉ½º¿¶�´½²ÄÄº´²½�
ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�¾ÆÄÅ�´À¾¶�ȱÃÄÅʇ6��ÃºÇº½¶¸º¿¸�²¿µ�´¶¿Å¶Ãº¿¸�´½²ÄÄº´²½�¾ÆÄº´�º¿�Å¹ºÄ�È²Ê�
Ã¶º¿·ÀÃ´¶Ä�Å¹¶�¹ºµµ¶¿�´ÆÃÃº´Æ½Æ¾��ÀÃ²��ʇ��²½·Ê�²¿µ��Ãº´�
º½ÄÀ¿�º½½Æ¾º¿²Å¶ʁ�Ã¶¸²Ãµ½¶ÄÄ�
of the lengths to which instructors may reach to incorporate other genres and styles 

À·�¾ÆÄº´�ʯ�²½·Ê�²¿µ�
º½ÄÀ¿�ЀϾϿІʰʇ7 Further, it implies the music most worth studying 

º¿�²´²µ¶¾º´�Ä¶ÅÅº¿¸Ä�ºÄ�¾ÆÄº´�Å¹²Å�́ ²¿�³¶�¿ÀÅ²Å¶µʁ�¾²Ã¸º¿²½ºËº¿¸�¿ÀÅ�À¿½Ê�¿À¿ʉ´½²ÄÄº´²½�
music notation systems but also musics produced in Digital Audio Workstations 

ʯ���Äʰ�ÀÃ�Å¹²Å�À·�ÀÃ²½�ÅÃ²µºÅºÀ¿ÄʇІ As a result, students interested in music production, 

ÁÀÁÆ½²Ã�¾ÆÄº´ʁ�ÈÀÃ½µ�¾ÆÄº´ʁ�·À½¼�¾ÆÄº´ʁ�²¿µ�Ã¶½º¸ºÀÆÄ�ʯ¿À¿ʉ�¹ÃºÄÅº²¿ʰ�¾ÆÄº´�¸¶Å�Å¹¶�
¾¶ÄÄ²¸¶�Å¹²Å�Å¹¶Ê�¾ÆÄÅ�µ¶Ç¶½ÀÁ�Ä¼º½½Ä�º¿�ÅÀ¿²½�´½²ÄÄº´²½�¾ÆÄº´�ȱÃÄÅ�³¶·ÀÃ¶�¾ÀÇº¿¸�ÅÀ�
Å¹¶�ÄÅÊ½¶ʉÄÁ¶´ºȱ´�Ä¼º½½�Ä¶Åʇ9 In other words, although they—individual people of any 

Ѓ� ��¹ºÄ�ºÄʁ�À·�́ ÀÆÃÄ¶ʁ�²½ÄÀ�Å¹¶�́ ²Ä¶�·ÀÃ�¿À¿ʉ¿ÀÅ²Å¶µ��¹ÃºÄÅº²¿�½ºÅÆÃ¸º´²½�¾ÆÄº´�ʯ²Ä�ÀÁÁÀÄ¶µ�ÅÀ�Å¹¶�È¶²½Å¹�
À·�¿ÀÅ²Å¶µ��¹ÃºÄÅº²¿�½ºÅÆÃ¸º´²½�¾ÆÄº´�Å¹²Å�ÁÀÁÆ½²Å¶Ä�Å¹¶�´½²ÄÄº´²½�¾ÆÄº´�ÈÀÃ½µ�²¿µ�ÀÆÃ�¾ÆÄº´�Å¹¶ÀÃÊ�
´½²ÄÄÃÀÀ¾Äʰʇ�	ÀÃ�¶É²¾Á½¶ʁ�Å¹ºÄ�ºÄ�Å¹¶�´²Ä¶�·ÀÃ�´À¿Å¶¾ÁÀÃ²ÃÊ��¹ÃºÄÅº²¿�ÈÀÃÄ¹ºÁ�Ã¶Á¶ÃÅÀºÃ¶�È¹¶Ã¶�½¶²µ�
sheets or other forms of shorthand notation, or the absence of notation altogether, may be used by 
musicians. 
Є� ��¶¶ʁ�·ÀÃ�¶É²¾Á½¶�
¶¿¿º·¶Ã��¿Àµ¸Ã²ÄÄʓÄ�Å¶ÉÅ³ÀÀ¼ʁ�Contemporary Musicianship, which was designed 
for a population of music production students.
Ѕ� ��¿ÀÅ¹¶Ã�ÄÅÆµÊ�³Ê�
²¾¶Ä�
ÆÅº¶ÃÃ¶Ë�·ÃÀ¾�ЀϾϿІ�Ä¹ÀÈÄ�´À¾Á½¶¾¶¿Å²ÃÊ�Ã¶Ä¶²Ã´¹ʇ
І� � 	ÀÃ� ¶É²¾Á½¶ʁ� Ä¶¶� Å¹¶� ЀϾϿЅ� ÁÆÄ¹� ³²´¼� ÅÀ� �¹²Ã½ÀÅÅ¶�
º½½ʓÄ�Guardian article discussing what she 
perceives as an overemphasis on notation in music academe from a range of music scholars and 
´À¾ÁÀÄ¶ÃÄ�È¹À�È¶Ã¶�²¸¹²ÄÅ�²Å�
º½½ʓÄ�ʖÃÀ¾²¿Åº´ºË²ÅºÀ¿�À·�º½½ºÅ¶Ã²´Êʗ�ʯÄ¶¶��²´¶�¶Å�²½ʇ�ЀϾϿЅʰʇ�
Ї� � �¸²º¿ʁ�È¹º½¶�¾²¿Ê� Ã¶½º¸ºÀÆÄ�¾ÆÄº´Ä�¾²Ê� ³¶� ¿ÀÅ²Å¶µʁ� �¹ÃºÄÅº²¿�¾ÆÄº´Ä� ¹²Ç¶� ½À¿¸� ³¶¶¿� ²� ´ÀÃ¶�
´À¾ÁÀ¿¶¿Å�À·�Æ¿µ¶Ã¸Ã²µÆ²Å¶�¾ÆÄº´�Å¹¶ÀÃÊ�ÄÅÆµÊ�È¹º½¶�ÀÅ¹¶Ã�Ã¶½º¸ºÀÆÄ�¾ÆÄº´²½�ÅÃ²µºÅºÀ¿Ä�²Ã¶�¿ÀÅʇ�	ÀÃ�
¶É²¾Á½¶ʁ�´À¿Äºµ¶Ã�ÀÆÃ�Á¶µ²¸À¸º´²½�¹ºÄÅÀÃÊ�À·�ÆÄº¿¸��²´¹�´¹ÀÃ²½¶Ä�ÅÀ�Å¶²´¹�¹²Ã¾À¿Ê�²¿µ�ÇÀº´¶ʉ½¶²µº¿¸ʇ�
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race, gender, or background, as well as other styles and genres—may be included in the 

tonal classical structures of whiteness and maleness that pervade music theory, entry-

level study in the discipline is in no way designed to accommodate non-canonic musical 

´Æ½ÅÆÃ¶Ä�ÀÃ�º¿Å¶Ã¶ÄÅÄʇ��¹ºÄ�ºÄ�µÆ¶�ÅÀ�Å¹¶�µºȮ¶Ã¶¿´¶�³¶ÅÈ¶¶¿�¹ÀÈ�Å¹¶Ä¶�ÄÅÃÆ´ÅÆÃ¶Ä�À·�
È¹ºÅ¶¿¶ÄÄ�²¿µ�¾²½¶¿¶ÄÄ�̧ Æºµ¶�¾ÆÄº´�Å¹¶ÀÃÊʓÄ�́ ÆÃÃ¶¿Å�Æ¿µ¶ÃÄÅ²¿µº¿¸�À·�¾ÆÄº´�½ºÅ¶Ã²´Êʁ�
Ç¶ÃÄÆÄ�º¿µºÇºµÆ²½�È¹ºÅ¶¿¶ÄÄ�²¿µ�¾²½¶¿¶ÄÄ�Ä¶¶¿�º¿�Å¹¶�ȱ¶½µ�²¿µ�Å¹¶�́ ½²ÄÄÃÀÀ¾ʇ��Ä�ÄÆ´¹ʁ�
º¿�Å¹¶�́ ÆÃÃ¶¿Å�ÄÅ²Å¶�À·�¾ÆÄº´�Å¹¶ÀÃÊʁ�³½²´¼ʁ�º¿µº¸¶¿ÀÆÄʁ�²¿µ�Á¶ÀÁ½¶�À·�́ À½ÀÃ�ʯ�����ʰ�́ ²¿�
and do participate in structures of whiteness, and women and gender non-conforming 

individuals participate in structures of maleness. In other words, these issues work at 

a structural, institutional level, not an individual one.

For example, in popular music analysis courses, the narrow view of literacy as 

ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�´Ã¶¶ÁÄ�º¿�²Ä�ÅÃ²¿Ä´ÃºÁÅºÀ¿�À·�ÁÀÁÆ½²Ã�¾ÆÄº´�º¿ÅÀ�ȱÇ¶ʉ½º¿¶�´½²ÄÄº´²½�ÄÅ²Ȯ�
notation is often highlighted as a learning goal that then “allows” for classical-like 

music analysis—marking on the score. This is the case in music theory classes even 

È¹¶¿�¾²¿Ê�ÁÀÁÆ½²Ã�¾ÆÄº´�²ÃÅºÄÅÄ�²¿µ�²¿²½ÊÄÅÄ�µÀ�¿ÀÅ�Æ½Åº¾²Å¶½Ê�ÆÄ¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�
to such an extent in their regular professional engagement with this repertoire.

ϿϾ
 

�¹¶� ÄÆÁÃ¶¾²´Ê� À·� ȱÇ¶ʉ½º¿¶� ´½²ÄÄº´²½� ÄÅ²Ȯ� ¿ÀÅ²ÅºÀ¿� ²Ä� ²� ¸²Å¶ʉ¼¶¶Á¶Ã� ÅÀ� ²½½�¾ÆÄº´²½�
knowledge and activity is reinforced through academic music study at almost every 

level and in every musical subdiscipline.  

�¹ºÄ�·À´ÆÄ�À¿�Å¹¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�¾ÆÄº´�½ºÅ¶Ã²´Ê�ÈÀÃ¼Ä�µºÃ¶´Å½Ê�²¸²º¿ÄÅ�Å¹¶�Ã¶·ÀÃ¾Ä�
suggested by those advocating for curricular change at all levels of music education. 

The common, and current, approach to curricular change is the augmentation or 

additive approach, wherein one continues to work within the existing structures of 

whiteness and maleness but tries to include a wider range of musical examples and 

µºÇ¶ÃÄ¶�´À¾ÁÀÄ¶ÃÄ�º¿�²¿�¶ȮÀÃÅ�ÅÀ�ÀȮÄ¶Å�Å¹¶�ÀÇ¶ÃÈ¹¶½¾º¿¸�È¹ºÅ¶¿¶ÄÄ�ʯ²¿µ�¾²½¶¿¶ÄÄʁ�
²¿µ�¹¶Å¶ÃÀ¿ÀÃ¾²ÅºÇ¶ʉ¿¶ÄÄʁ�²¿µ��¹ÃºÄÅº²¿ʉ¿¶ÄÄʁ�¶Å´ʇʰ�Å¹²Å�ºÄ�ÄÀ�³½²Å²¿Å�º¿�Æ¿µ¶Ã¸Ã²µÆ²Å¶�
´ÆÃÃº´Æ½²ʇ��¹º½ºÁ��È¶½½�º½½Æ¾º¿²Å¶Ä�Å¹¶Ä¶�ºÄÄÆ¶Ä�¶½ÀÂÆ¶¿Å½Ê�²¿µ�²Å�½¶¿¸Å¹�º¿�¹ºÄ�Ã¶´¶¿Å�
²ÃÅº´½¶ʁ�ʖ�ÆÄº´��¹¶ÀÃÊ�²¿µ�Å¹¶��¹ºÅ¶��²´º²½�	Ã²¾¶ʗ�ʯЀϾЀϾʰʇ��º³Ã²¿Å�µºÄ´ÆÄÄºÀ¿�³¶·ÀÃ¶�
²¿µ� ²·Å¶Ã� �È¶½½ʓÄ� ²ÃÅº´½¶� ¹²Ä� Ä¶¶¿� Ä´¹À½²ÃÄ� ÄÆ¸¸¶ÄÅº¿¸� ²� Ã²¿¸¶� À·� Å¶²´¹º¿¸� ÅÀÀ½Ä� º¿�
order to address these problems.

11
 

ϿϾ� �	ÀÃ�¶É²¾Á½¶ʁ�¾²¿Ê�¹ºÁʉ¹ÀÁ�Ä´¹À½²ÃÄ�ÆÄ¶�½ÊÃº´²½�ÄÅÃ¶ÄÄ�´¹²ÃÅÄ�ÅÀ�²¿²½ÊË¶�ȷÀÈ�º¿�Ã²Áʁ�È¹º´¹�µÀ¶Ä�
¿ÀÅ�Ã¶ÂÆºÃ¶�¼¿ÀÈ½¶µ¸¶�À·�ȱÇ¶ʉ½º¿¶�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�ʯ¶ʇ¸ʇʁ��Ê½¶��µ²¾Ä�ЀϾϾЇʁ��ÀÃº¼À��²¿²³¶�ЀϾϿЇʁ�²¿µ�
others). 
ϿϿ� � 	ÀÃ� ¶É²¾Á½¶ʁ� �À³º¿� �ÅÅ²ÄʓÄ� ÈÀÃ¼� À¿� �¶¿µÃº´¼� �²¾²Ã� ²¿µ� ¹¶Ã�ÈÀÃ¼� ²ÃÀÆ¿µ� µ¶´À½À¿ºËº¿¸� Å¹¶�
´½²ÄÄÃÀÀ¾�³ÀÅ¹�ÀȮ¶Ã¶µ�ÁÃ²´Åº´²½�²Ç¶¿Æ¶Ä�·ÀÃ�Å¹¶�ÅÊÁ¶�À·�Ã¶·Ã²¾º¿¸�Å¹²Å��È¶½½�´²½½Ä�·ÀÃ�ʯЀϾϿЇ²ʁ�ЀϾϿЇ³ʰʇ�
�½½º¶��ºÄ²¾²ʓÄ�ЀϾϿІ�¶ÄÄ²Ê�À¿�Ã²´¶ʁ�¶Å¹¿º´ºÅÊʁ�²¿µ�̧ ¶¿µ¶Ã�º¿�¾ÆÄº´�Å¹¶ÀÃÊ�́ ½²ÄÄ¶Ä�²¿µ�	¶Ã¿²¿µÀ��Ã¶»Æ¶½²ʓÄ�
ЀϾϿІ�¶ÄÄ²Ê�À¿� º¿´ÀÃÁÀÃ²Åº¿¸� ´ÃºÅº´²½� Ã²´¶� ÄÅÆµº¶Ä� ²¿µ�²´ÅºÇºÄ¾� º¿� Å¹¶�¿À¿ʉ¾²»ÀÃʓÄ�¾ÆÄº´� ´½²ÄÄÃÀÀ¾�
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�ÀÈ¶Ç¶Ãʁ�²¿ÀÅ¹¶Ã�Æ¿µ¶Ã½Êº¿¸�ºÄÄÆ¶�ÅÀ�´À¿Äºµ¶Ã�ºÄ�È¹À�ºÄ�Å¶²´¹º¿¸�¾ÆÄº´�Å¹¶ÀÃÊʇ�
For long-term structural change to occur in the undergraduate curriculum, training 

at the graduate level must be expanded to include a stronger focus on pedagogy of 

a wider variety of musics. Meanwhile, anyone currently teaching music theory 

and musicianship can take strides to expand their individual skill set, especially if 

º¿ÄÅºÅÆÅºÀ¿²½�ÄÆÁÁÀÃÅ�²¿µ�ÁÃÀ·¶ÄÄºÀ¿²½�²´´À½²µ¶Ä�²Ã¶�µºÃ¶´Å¶µ�ÅÀÈ²ÃµÄ�ÄÆ´¹�¶ȮÀÃÅÄʇ�
Additional constraints on the undergraduate curriculum are imposed by 

ÁÃÀ·¶ÄÄºÀ¿²½� ÀÃ¸²¿ºË²ÅºÀ¿Äʁ� ÄÆ´¹� ²Ä� Å¹¶� �²ÅºÀ¿²½� �ÄÄÀ´º²ÅºÀ¿� À·� �´¹ÀÀ½Ä� À·� �ÆÄº´�
ʯ����ʰʇ��¹ºÄ� ²´´Ã¶µºÅº¿¸� ²¸¶¿´Ê�ÁÃ¶Ä´Ãº³¶Ä� ²� ½¶Ç¶½� À·� ÅÀ¿²½ʁ� ´½²ÄÄº´²½ʁ� ²¿µ�ÁÀÁÆ½²Ã�
¾ÆÄº´ʉ´¶¿ÅÃº´�¶¿¸²¸¶¾¶¿Å�º¿�¾ÆÄº´�´ÆÃÃº´Æ½²�Å¹²Å�¾²Ê�¾²¼¶�ºÅ�µºȲ´Æ½Å�ÅÀ�¶ÉÁ²¿µ�²¿µ�
rethink literacies in NASM-accredited institutions. For instance, keyboard knowledge 

and skills are part of the NASM guidelines, which automatically privileges musics 

Å¹²Å� ÆÄ¶� ¶ÂÆ²½� Å¶¾Á¶Ã²¾¶¿Åʁ� Ä´²½¶Ä�ÈºÅ¹ÀÆÅ�¾º´ÃÀÅÀ¿¶Äʁ� ²¿µ� ÄÁ¶´ºȱ´� º¿ÄÅÃÆ¾¶¿Å²½�
timbres heavily used in tonal classical and popular music. As a pianist myself, I am 

³ÀÅ¹�Á¶ÃÄÀ¿²½½Ê�·À¿µ�À·�Å¹¶�º¿ÄÅÃÆ¾¶¿Å�²¿µ�ȱ¿µ�ºÅ�²�Ç²½Æ²³½¶�Å¶²´¹º¿¸�ÅÀÀ½ʇ��Åº½½ʁ�È¹Ê�
Ä¹ÀÆ½µ�²½½�¾ÆÄº´�¾²»ÀÃÄ�½¶²Ã¿�Å¹¶�Áº²¿À�²¿µ�¿ÀÅ�Å¹¶�¼²½º¾³²ʁ�Æ¼Æ½¶½¶ʁ�µ»¶¾³¶ʁ�Ë¹¶¿¸ʁ�ÀÃ�
accordion? What about using DAWs like Logic or Ableton Live? The piano allows entry 

into certain musics, cultures, and ways of listening and hearing, and restricts others. 

It follows, of course, that schools constrained by NASM standards are those producing 

¾ÆÄº´�¶µÆ´²ÅÀÃÄ�·ÀÃ��ʉϿЀ�¾ÆÄº´�ÁÃÀ¸Ã²¾Äʁ�ÄÀ�²¸²º¿ʁ�who is teaching, broadly speaking, 

is just as important as what is being taught. 

�ʇЄʇ��Å²Ȯ��ÀÅ²ÅºÀ¿��ÆÄº´��ºÅ¶Ã²´Ê�≠��ÆÄº´��¹¶ÀÃÊ�
If learning music theory can be understood, generally, as the development of skills 

ÅÀ�²¿²½ÊË¶ʁ�µ¶´À¿ÄÅÃÆ´Åʁ�Å¹¶ÀÃºË¶ʁ�²¿µ�Å²½¼�²³ÀÆÅ�¾ÆÄº´�²¿µ�ÄÀÆ¿µʁ�È¹Ê�µÀ�È¶�́ À¿ÄÅÃº´Å�
undergraduate exploration of all of these facets to narrow, classical music literacy? By 

·À´ÆÄº¿¸�À¿�ÄÆ´¹�²�½º¾ºÅ¶µ�½ºÅ¶Ã²´Ê�À·�Ã¶²µº¿¸�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�²¿µ�ÄÀ¾¶�¾ÆÄº´º²¿Ä¹ºÁ�
Ä¼º½½Äʁ� È¶� ¾ºÄÃ¶ÁÃ¶Ä¶¿Å� È¹²Å� ¾ÆÄº´� Å¹¶ÀÃÊ� ʯ²¿µ� ¾ÆÄº´� Ä´¹À½²ÃÄ¹ºÁ� ¾ÀÃ¶� ³ÃÀ²µ½Êʰ�
actually is and what it can do. We forget that teaching strategies for close listening 

²½ÄÀ�Ã¶ÂÆºÃ¶Ä�Å¶²´¹º¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�½¶²Ã¿�¶¾Á²Å¹Êʃ�È¶�²Ã¶�²´ÅÆ²½½Ê�Å¶²´¹º¿¸�ÄÅÆµ¶¿ÅÄ�
how to listen to a musical communication and take stock of their own experiences 

¾²¼¶� Äº¾º½²Ã� ÄÅÃºµ¶Äʇ� �º´¹²¶½� �¶¿Ë¶Ã� ¾²¼¶Ä� ²� ´À¾Á¶½½º¿¸� ´²Ä¶� ·ÀÃ� ³²Äº¿¸� ²� Å¹¶ÀÃÊʤ¾ÆÄº´º²¿Ä¹ºÁ�
´ÆÃÃº´Æ½Æ¾�À¿�Å¹¶�²´ÂÆºÄºÅºÀ¿�À·�ÅÃ²¿Ä´ÃºÁÅºÀ¿�Ä¼º½½Äʁ�È¹º´¹�´²¿�µÀ�Å¹¶�µÆ²½�ÈÀÃ¼�À·�ÁÃ¶Á²Ãº¿¸�ÄÅÆµ¶¿ÅÄ�
for meaningful engagement in future music endeavors while providing an opening for a wide range 
of musics and�¿ÀÅ²ÅºÀ¿�ÄÊÄÅ¶¾Ä�ÅÀ�³¶�¶ÉÁ½ÀÃ¶µ�º¿�²�³ÀÅÅÀ¾ʉÆÁʁ�µºÄ´ÀÇ¶ÃÊ�½¶²Ã¿º¿¸�ÄÅÊ½¶�ʯЀϾϿЅʰʇ��Å¹¶Ã�
ºµ¶²Ä�¹²Ç¶�³¶¶¿�ÀȮ¶Ã¶µ�º¿�´À¿·¶Ã¶¿´¶�ÁÃ¶Ä¶¿Å²ÅºÀ¿Äʁ�ÄÆ´¹�²Ä�Å¹¶��¶µ²¸À¸Ê�º¿ÅÀ��Ã²´Åº´¶�´À¿·¶Ã¶¿´¶Ä�
ʯÄ¶¶�´À¿·¶Ã¶¿´¶�Ã¶ÁÀÃÅ�·ÃÀ¾��²ÃÃºÄÀ¿�ЀϾЀϾʰʇ�
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ÅÀ�ÅÃÊ�ÅÀ�Æ¿µ¶ÃÄÅ²¿µ�ºÅʁ�ÄÅÃÆ´ÅÆÃ²½½Êʁ�¿²ÃÃ²ÅºÇ¶½Êʁ�²¿µ�²Ȯ¶´ÅºÇ¶½Êʇ��ÀÃ¼º¿¸�ÅÀ�´À¿¿¶´Å�
ÈºÅ¹� µºȮ¶Ã¶¿Å� È²ÊÄ� À·� ¹¶²Ãº¿¸� Å¹¶� Ä²¾¶�¾ÆÄº´� ´²¿� ·ÀÄÅ¶Ã� ²� ´À¿¿¶´Å¶µ� ´½²ÄÄÃÀÀ¾�
environment and can be a meaningful and transferrable skill outside the classroom. 

Similarly, teaching form analysis is as much a way of teaching debate, rhetoric, and 

persuasive writing as it is a way of teaching how to teach. Asking students to think 

about how they might clearly and compellingly communicate their analytical ideas 

becomes a lifelong skill. 

I do not suggest that we should teach music theory for these aims alone, but 

Ã²Å¹¶Ã�Å¹²Å�Å¹¶�¿²ÃÃÀÈ�Çº¶È�À·�ÄÅ²Ȯʉ¿ÀÅ²ÅºÀ¿�³²Ä¶µ�½ºÅ¶Ã²´Ê�Æ¿µ¶Ã¾º¿¶Ä�Å¹¶Ä¶�½²Ã¸¶Ã�
½¶²Ã¿º¿¸�À³»¶´ÅºÇ¶Ä�º¿�²�Å¹¶ÀÃÊ�´½²ÄÄÃÀÀ¾ʇ��Ä��À³º¿��ÅÅ²Ä�¿ÀÅ¶Äʁ�ʖÈ¹²Å���Å¶²´¹�ºÄ�¿ÀÅ�
the repertoire, but how to engage with it theoretically, with a curious analytical mind 

²¿µ�²�ÅÃ²º¿¶µ�¶²Ãʗ�ʯЀϾϿЇ²ʁ�ЃʇЁʰʇ��º¿´¶�´½²ÄÄº´²½�¾ÆÄº´�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�½ºÅ¶Ã²´Ê�Ä¶¶¾Ä�ÅÀ�
come prior to all other music theoretical coursework, it becomes the “what” of music 

theory for students, just as much as the composers whose music is taught within those 

core courses become the “who” of important musical contributions. 

Students, therefore, do not always understand that score analysis, triad building, 

and counterpoint are not the only activities in which a professional music theorist 

¶¿¸²¸¶Äʇ��Ç¶¿�ÈºÅ¹�Å¹¶�¶ÉÁ½ÀÃ²ÅºÀ¿�À·�¶¿¸²¸º¿¸�ÈºÅ¹�¾ÆÄº´�À·�¾ÀÃ¶�µºÇ¶ÃÄ¶�Ã¶Á¶ÃÅÀºÃ¶Ä�
ÀÃ� ²ÃÅºÄÅÄʤ´À¾ÁÀÄ¶Ã� ºµ¶¿ÅºÅº¶Ä� º¿� Å¹¶� ´½²ÄÄÃÀÀ¾� ʯºʇ¶ʇʁ� µ¶ʉ´¶¿Å¶Ãº¿¸� È¹ºÅ¶¿¶ÄÄ� ²¿µ�
¾²½¶¿¶ÄÄʰʁ� Å¹¶Ã¶�ºÄ�ÅÀÀ�³º¸�²� ½¶²Á�·ÃÀ¾�È¹²Å�¾ÆÄº´�Å¹¶ÀÃºÄÅÄ�can do and what they 

actually�µÀʇ��¶Å¹º¿¼º¿¸�ÀÆÃ�½ºÅ¶Ã²´Ê�À³»¶´ÅºÇ¶Ä�¾²Ê�²½½ÀÈ�ÄÅÆµ¶¿ÅÄ�ÅÀ�´À¿¿¶´Å�¾ÆÄº´�
theory as taught in the undergraduate core more easily to other music theory 

ÁÃ²´Åº´¶ÄʨÅ¹ÀÄ¶�À·�ÁÃÀ·¶ÄÄºÀ¿²½�¾ÆÄº´�Å¹¶ÀÃºÄÅÄ�º¿�Å¹¶�ȱ¶½µʁ�²¿µ�À·�¾ÆÄº´�Å¹¶ÀÃÊ�²Ä�ºÅ�
sits within music studies more broadly. 

II. Shifting the Conversation from “Literacy” to “Literacies”

�¹Ê�¿ÀÅ�³ÃÀ²µ¶¿�ÀÆÃ�¿²ÃÃÀÈ�µ¶ȱ¿ºÅºÀ¿�À·�¾ÆÄº´�½ºÅ¶Ã²´Ê�ʯºʇ¶ʇʁ�ȱÇ¶ʉ½º¿¶�́ ½²ÄÄº´²½�ÄÅ²Ȯ�
¿ÀÅ²ÅºÀ¿ʰ�ÅÀ�¾ÆÄº´�literaciesʎ���µ¶ȱ¿¶�¾ÆÄº´�½ºÅ¶Ã²´Ê�¾ÀÃ¶�³ÃÀ²µ½Ê�²Ä�Å¹¶�µ¶Ç¶½ÀÁ¾¶¿Å�
À·�¶ÉÁ¶´Å²ÅºÀ¿Ä�³²Ä¶µ�À¿�¶ÉÁ¶Ãº¶¿´¶�º¿�²�¾ÆÄº´²½�´Æ½ÅÆÃ¶ʂ�Å¹¶Ä¶�¶ÉÁ¶´Å²ÅºÀ¿Ä�²Ã¶�Å¹¶�
ÁÃ¶´À¿µºÅºÀ¿Ä� ·ÀÃ� µºȮ¶Ã¶¿Å� ·ÀÃ¾Ä� À·�¾ÆÄº´²½�¾¶²¿º¿¸ʉ¾²¼º¿¸ʇ� �¿� ÀÅ¹¶Ã�ÈÀÃµÄʁ�È¶�
might consider musical meaning-making as the umbrella literacy: how to connect 

to, make meaning of, and engage with musical sound and experiences. While related 

ÅÀ� �²Æ½� �ÃÀÀ¾¹¶²µʓÄ� µºÄ´ÆÄÄºÀ¿� À·� ½ºÅ¶Ã²´º¶Ä� º¿�¾ÆÄº´� ¶µÆ´²ÅºÀ¿� ʯµºÄ´ÆÄÄ¶µ� ·ÆÃÅ¹¶Ã�
³¶½ÀÈʰʁ�Å¹ºÄ�µ¶ȱ¿ºÅºÀ¿�²½ÄÀ�²´¼¿ÀÈ½¶µ¸¶Ä�Å¹¶�´À¸¿ºÅºÇ¶�½¶²Ã¿º¿¸�À·�¶ÉÁ¶´Å²ÅºÀ¿Ä�Å¹²Å�
ºÄ�µ¶Ç¶½ÀÁ¶µ�Å¹ÃÀÆ¸¹�Å¹¶�ÁÃÀ´¶ÄÄ�À·�²´ÂÆºÃº¿¸�¾ÆÄº´�½ºÅ¶Ã²´º¶Äʇ�
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For example, one way to make meaning from music is to transcribe it using notation 

À·�²¿Ê�ÄÀÃÅ�²¿µ�Å¹¶¿�½ÀÀ¼�·ÀÃ�Á²ÅÅ¶Ã¿Äʁ�Äº¾º½²ÃºÅº¶Ä�²¿µ�µºȮ¶Ã¶¿´¶Äʁ�²¿µ�¹º¸¹½º¸¹Å�È¹²Å�
ºÄ�º¿Å¶Ã¶ÄÅº¿¸�ÀÃ�´À¾Á¶½½º¿¸ʇ��¿ÀÅ¹¶Ã�È²Ê�´ÀÆ½µ�³¶�ÅÀ�µ²¿´¶�ÀÃ�¶¾³ÀµÊ�¾ÆÄº´�ʯ¶ʇ¸ʇʁ�
ÆÄº¿¸��²½´ÃÀË¶ʓÄ�plastique animée�Å¶´¹¿ºÂÆ¶Ä�ÀÃ�Å¹ÃÀÆ¸¹�´¹ÀÃ¶À¸Ã²Á¹Êʰʁ�ÀÃ�ÅÀ�Á¶Ã·ÀÃ¾�
the music—to improvise, arrange, produce, or compose in a given style. Still other 

literacies could be talking with others about music, such as through educational or 

ethnomusicological practices, looking at how the brain processes music, as is done in 

Å¹¶�ȱ¶½µÄ�À·�¾ÆÄº´�´À¸¿ºÅºÀ¿�²¿µ�¾ÆÄº´�Å¹¶Ã²ÁÊʁ�²¿µ�Ã¶Ä¶²Ã´¹º¿¸�Å¹¶�¹ºÄÅÀÃÊ�À·�¾ÆÄº´ʁ�
ÄÆ´¹�²Ä�Å¹ÃÀÆ¸¹�¾ÆÄº´À½À¸Êʇ��¹º½¶�Å¹¶Ä¶�µºȮ¶Ã¶¿Å�½ºÅ¶Ã²´º¶ÄʨÈ²ÊÄ�À·�µ¶¾À¿ÄÅÃ²Åº¿¸�
experience and expectation, and of making musical meaning—may seem linked 

ÅÀ� ÄÁ¶´ºȱ´� ²´²µ¶¾º´� µºÄ´ºÁ½º¿¶Äʁ� º¿´ÀÃÁÀÃ²Åº¿¸� Å¹¶¾� º¿ÅÀ� ²¿� Æ¿µ¶Ã¸Ã²µÆ²Å¶� ¾ÆÄº´�
theory classroom strengthens not only what is considered music theory, but also how 

º¿Å¶ÃµºÄ´ºÁ½º¿²ÃÊ� º¿ÂÆºÃÊ� ²¿µ� ¶ÉÁ¶Ãº¶¿´¶� ´²¿� º¿ÇºÅ¶� ´ÀÆ¿Å½¶ÄÄ� ¾ÆÄº´Ä� ²¿µ� Á¶ÀÁ½¶Ä�
into the endeavor of musical meaning-making. Doing so allows people myriad ways 

ÅÀ� µ¶Ç¶½ÀÁ� ¶ÉÁ¶ÃÅºÄ¶� º¿�¾ÆÄº´ʁ� ÈºÅ¹ÀÆÅ� ÄÆ¸¸¶ÄÅº¿¸� Å¹²Å� ÄÁ¶´ºȱ´� ÄÅÃÆ´ÅÆÃ¶Ä� ʯº¿� Å¹ºÄ�
´²Ä¶ʁ�ÄÅÃÆ´ÅÆÃ¶Ä�À·�È¹ºÅ¶¿¶ÄÄ�²¿µ�¾²½¶¿¶ÄÄʰ�²Ã¶�Å¹¶�À¿½Ê�ÀÃ�¾ÀÄÅ�µ¶ÄºÃ²³½¶�È²ÊÄ�ÅÀ�
demonstrate musical knowledge. Any given music literacy will allow us to develop 

¶ÉÁ¶´Å²ÅºÀ¿Ä� ³²Ä¶µ� À¿� ¶ÉÁ¶Ãº¶¿´¶� º¿� ²�¾ÆÄº´²½� ´Æ½ÅÆÃ¶ʇ� �¹ºÄ� µ¶ȱ¿ºÅºÀ¿� Ã¶ÂÆºÃ¶Ä� ÆÄ�
²Ä�¶µÆ´²ÅÀÃÄ� ÅÀ�²Ä¼�ÀÆÃÄ¶½Ç¶Ä�È¹º´¹�¾ÆÄº´ʯÄʰ�²¿µ�È¹²Å�¾ÆÄº´²½�²´ÅºÇºÅº¶Ä�È¶�È²¿Å�
students to be literate in, and to what extent of expertise.

To be sure, certain skills are important to learn in order to develop those repertoire-

ÄÁ¶´ºȱ´� ¶ÉÁ¶´Å²ÅºÀ¿Äʁ� ²¿µ� Ã¶²µº¿¸� ²¿µ� ²¿²½ÊËº¿¸� ÄÅ²Ȯ� ¿ÀÅ²ÅºÀ¿�¾º¸¹Å� ³¶� À¿¶� ÄÆ´¹�
Ä¼º½½ʇ��ÀÈ¶Ç¶Ãʁ�ºÅ�ºÄ�´ÃÆ´º²½�ÅÀ�´À¿Å¶ÉÅÆ²½ºË¶�Å¹¶�Ä¼º½½Ä�ÈºÅ¹º¿�²�¾ÆÄº´²½�Ã¶Á¶ÃÅÀºÃ¶ʇ�	ÀÃ�
º¿ÄÅ²¿´¶ʁ�Å¶²´¹º¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�½ºÄÅ¶¿�·ÀÃʁ�ºµ¶¿Åº·Êʁ�²¿²½ÊË¶ʁ�²¿µ�ÈÃºÅ¶�´²µ¶¿´¶Ä�¹¶½ÁÄ�
them understand their own experiences as listeners, as well as how to lean into or 

²È²Ê�·ÃÀ¾�´¶ÃÅ²º¿�´²µ¶¿´¶Ä�ÅÀ�º¿ÇºÅ¶�ÄÁ¶´ºȱ´�¶¿¸²¸¶¾¶¿Å�·ÃÀ¾�ÀÅ¹¶Ã�½ºÄÅ¶¿¶ÃÄ�È¹¶¿�
Å¹¶Ê�Á¶Ã·ÀÃ¾ʇ��²µ¶¿´¶Ä�¸Æºµ¶�¾ÆÄº´�Á¶Ã´¶ÁÅºÀ¿�º¿�·Æ¿µ²¾¶¿Å²½�È²ÊÄʁ�³Ê�ÀÃ¸²¿ºËº¿¸�
¾ÆÄº´²½�½²¿¸Æ²¸¶�º¿ÅÀ�Á¹Ã²Ä¶Äʁ�Á²Ã²¸Ã²Á¹Äʁ�²¿µ�ÅÀ¾¶Äʇ��ÀÈ¶Ç¶Ãʁ�Å¹¶�Å¶Ã¾�ʖ´²µ¶¿´¶ʗ�
²Ä� ÆÄ¶µ� º¿� ²� ¾ÆÄº´� Å¹¶ÀÃÊ� ´½²ÄÄÃÀÀ¾� ²½ÄÀ� º¾Á½º¶Ä� ²� ÄÁ¶´ºȱ´� ²ÃÃ²Ê� À·� ¹²Ã¾À¿º´�
progressions, complete with voice-leading, metric, and rhythmic expectations. In this 

way, some cadences are privileged above others. So even though we might assert that 

all musics have some level of formal structure, using the term “cadence” instead of 

“closure” to apply broadly to diverse repertoires forces us to maintain structures of 

classical music supremacy and authority even while seemingly decentering classical 

music in our courses.  
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Alternatively, if we teach students to develop literacy in “closure” rather than 

ʖ´²µ¶¿´¶ʗ�ȱÃÄÅʁ�Å¹¶¿�È¶�²Ã¶�Å¶²´¹º¿¸�Å¹¶¾�ÅÀ�ºµ¶¿Åº·Êʨ½º¼¶½Ê�²ÆÃ²½½Ê�²¿µ�Å¹ÃÀÆ¸¹�·Æ½½Ê�
¶¾³Àµº¶µ�¶ÉÁ¶Ãº¶¿´¶ʨÅ¹ÀÄ¶�¾À¾¶¿ÅÄ�À·�Ã¶ÁÀÄ¶�º¿�¾ÆÄº´�Å¹²Å�²½½ÀÈ�ÆÄ�ÅÀ�́ À¿´¶ÁÅÆ²½ºË¶�
phrase. This could allow for a variety of musical styles to be explored, all serving to 

teach students how to group and delineate musical thought in time. Once students can 

ºµ¶¿Åº·Ê�´½ÀÄÆÃ¶�¸¶¿¶Ã²½½Ê�º¿�¾ÆÄº´ʁ�º¿ÄÅÃÆ´ÅÀÃÄ�´²¿�µºÃ¶´Å�Å¹¶¾�ÅÀ�Ã¶Á¶ÃÅÀºÃ¶ʉÄÁ¶´ºȱ´�
parameters for closure. This could mean learning how to distinguish Imperfect 

�ÆÅ¹¶¿Åº´��²µ¶¿´¶Ä�·ÃÀ¾��¶Ã·¶´Å��ÆÅ¹¶¿Åº´��²µ¶¿´¶Ä�º¿�´½²ÄÄº´²½�¾ÆÄº´ʁ�ÀÃ�½¶²Ã¿º¿¸�
how to anticipate, identify, and perform the distinct melodic gestures that indicate 

´½ÀÄÆÃ¶�º¿��Ä¹¼¶¿²Ëº��ÀÃ²¹�´²¿Åº½½²ÅºÀ¿ʁ�ÀÃ�½¶²Ã¿º¿¸�¹ÀÈ�Åº¾³Ã¶�²¿µ�Å¶ÉÅÆÃ¶�²Ã¶�ÆÄ¶µ�
º¿��½¶´ÅÃÀ¿º´��²¿´¶��ÆÄº´�ÅÀ�´Ã¶²Å¶�·ÀÃ¾²½�ÄÅÃÆ´ÅÆÃ¶�À¿�³ÀÅ¹�Ä¾²½½�²¿µ�½²Ã¸¶�½¶Ç¶½Äʇ�
By moving from a broad literacy to a narrow, repertoire-focused literacy, students 

¿¶ºÅ¹¶Ã�½ÀÄ¶�Å¹¶�Ãº¸ÀÃ�ÀÃ�¶ÉÁ¶ÃÅºÄ¶�Å¹¶Ê�¿¶¶µ�ÅÀ�³¶´À¾¶�ȷÆ¶¿Å�º¿�´À¿´¶ÁÅÄ�À·�´½ÀÄÆÃ¶ʁ�
nor are they taught that certain musics are to be privileged in learning about closure 

writ large.

Ideas about music literacies are also found in music education scholarship focused 

À¿��ʉϿЀ�ÄÅÆµ¶¿ÅÄ�²¿µ�́ À¿¿¶´Å�ÅÀ�Ã¶¿ÀÈ¿¶µ�¾ÆÄº´�¶µÆ´²ÅÀÃ��¶¿¿¶ÅÅ��¶º¾¶ÃʓÄ�·Ã²¾º¿¸�À·�
¾ÆÄº´²½�ÃÀ½¶Ä�²Ä�¾Æ½ÅºÁ½¶�º¿Å¶½½º¸¶¿´¶Ä�ʯЀϾϾЁʰʇ��¹ºÄ�́ À¿´¶ÁÅʨÅ¹²Å�¾Æ½ÅºÁ½¶�º¿Å¶½½º¸¶¿´¶Ä�
´²¿�³¶�¶ÉÁÃ¶ÄÄ¶µ�Å¹ÃÀÆ¸¹�Ç²ÃºÀÆÄ�¾ÆÄº´²½�ÃÀ½¶Äʨ´¹²½½¶¿¸¶Ä�Å¹¶�²ÄÄÆ¾ÁÅºÀ¿�Å¹²Å�ÄÅ²Ȯ�
notation is at the crux of what it means to be musically literate. Addressing literacy 

µºÃ¶´Å½Êʁ�¾ÆÄº´�¶µÆ´²ÅÀÃ��À³¶ÃÅ��²ÇºµÄÀ¿�¿ÀÅ¶Ä�Å¹²Åʁ�ʖ¾ÆÄº´�½ºÅ¶Ã²´Ê�¶ÉÅ¶¿µÄ�³¶ÊÀ¿µ�
Ã¶²µº¿¸� ʯ²¿µ� ÄÀ¾¶Åº¾¶Ä� ÈÃºÅº¿¸ʰ� ÄÅ²Ȯ� ¿ÀÅ²ÅºÀ¿ʗ� ʯЀϾϿЂʁ� ϿЅЀʰʇ� �²ÇºµÄÀ¿� ´À¿Åº¿Æ¶Ä�
ÅÀ�¹º¸¹½º¸¹Å�Å¹¶�³¶¿¶ȱÅÄ�À·�ÄÆ´¹�²¿�¶ÉÅ¶¿ÄºÀ¿ʁ�¿ÀÅº¿¸�Å¹²Å�ÀÅ¹¶Ã�ÁÃ²´Åº´²½�²¿µ�Ã¶²½ʉ
world skills can be gained from a literacies view in music education. These might 

include collaborative and independent learning skills, creativity development, and the 

empowerment of open-minded music engagement, all of which are imperative in real-

world settings. 

�²Æ½��ÃÀÀ¾¹¶²µ�ÄÆ¸¸¶ÄÅÄ�µ¶ȱ¿º¿¸�¾ÆÄº´�½ºÅ¶Ã²´Ê�º¿�Å¶Ã¾Ä�À·�ʖ½ºÅ¶Ã²Å¶�³¶¹²ÇºÀÃÄʗ�
·ÀÃ�ʖ²½½�ÁÀÄÄº³½¶�¾ÆÄº´�Å¶ÉÅÄʗ�È¹¶Ã¶º¿�²�Å¶ÉÅ�ºÄ�¿ÀÅ�ÁÃ¶µ¶Å¶Ã¾º¿¶µ�³ÆÅ�Ã²Å¹¶Ã�ºÄ�µ¶ȱ¿¶µ�
²Ä�ÄÆ´¹�³Ê�Å¹¶�È²Ê�º¿�È¹º´¹�º¿µºÇºµÆ²½Ä�º¿Å¶Ã²´Å�ÈºÅ¹�ºÅ�ʯЀϾϿІʁ�ϿЄʰʇ��¿¶�Á²ÃÅº´Æ½²Ã½Ê�
´À¾Á¶½½º¿¸�²ÄÁ¶´Å�À·��ÃÀÀ¾¹¶²µʓÄ�µ¶ȱ¿ºÅºÀ¿�ºÄ�Å¹²Å�ÀÅ¹¶Ã�¹Æ¾²¿Äʁ�À¿¶ʓÄ�ÀÈ¿�³ÀµÊʁ�
¶Á¹¶¾¶Ã²½� ÄÀÆ¿µ� ¶Ç¶¿ÅÄʁ� Ã¶´ÀÃµº¿¸Äʁ� Á¶Ã·ÀÃ¾²¿´¶Äʁ� ²¿µ� ¿ÀÅ²Å¶µ� ʯÀÃ� ÅÃ²¿Ä´Ãº³¶µʰ�
music can all be considered texts in which one can be musically literate. In this way, 

�ÃÀÀ¾¹¶²µʓÄ� ÇºÄºÀ¿� ʖ½º³¶Ã²Å¶Ä� ´À¿´¶ÁÅºÀ¿Ä� À·� ¾ÆÄº´� ½ºÅ¶Ã²´Ê� ·ÃÀ¾� Å¹¶� ÅÊÃ²¿¿Ê� À·�
½²¿¸Æ²¸¶�½ºÅ¶Ã²´Êʂ�ºÅ�²½ÄÀ�½º³¶Ã²Å¶Ä�Å¹ÀÄ¶�´À¿´¶ÁÅºÀ¿Ä�·ÃÀ¾�Å¹¶�¶É´½ÆÄºÇºÅÊ�À·�È¶ÄÅ¶Ã¿�
¿ÀÅ²ÅºÀ¿�²¿µ�ÀÅ¹¶Ã�´À¿Ç¶¿ÅºÀ¿Ä�Å¹²Å�À·Å¶¿�ÁÃ¶Ç²º½�º¿�ÀÆÃ�´½²ÄÄÃÀÀ¾Äʗ�ʯЀϾϿІʁ�ϿЅʰʇ�



Rosa Abrahams – Rethinking Music Literacy in the Undergraduate Theory Core 91

These ideas about music literacies from music education scholarship underscore 

that our fates are bound together across our music disciplines and levels of education. 

�¶�¹²Ç¶�ÅÀ�Ã¶Å¹º¿¼�È¹²Å�Å¹¶�Ä¼º½½Ä�È¶�Å¶²´¹�²Ã¶�º¿�²�È²Ê�Å¹²Å�µ¶´¶¿Å¶ÃÄ�²¿µ�µ¶ÁÃºÀÃºÅºË¶Ä�
the canon. As these music education scholars suggest, the potential for considering 

music literacies and their musical meaning-making possibilities does not undercut 

ÅÃ²µºÅºÀ¿²½�¾ÆÄº´�½ºÅ¶Ã²´Ê�ʯ´½²ÄÄº´²½�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿ʰ�³ÆÅ�Ã²Å¹¶Ã�ÁÃÀÇºµ¶Ä�ÀÁÁÀÃÅÆ¿ºÅº¶Ä�
ÅÀ�Å¶²´¹�ÄÅÆµ¶¿ÅÄ�º¿�È²ÊÄ�Å¹²Å�Ã¶ȷ¶´Å�Å¹¶ºÃ�ÀÈ¿�¾ÆÄº´²½�¾¶²¿º¿¸ʉ¾²¼º¿¸�È¹º½¶�ÄÅº½½�
opening up new musical experiences for them. For example, young children are often 

º¿ÇºÅ¶µ�ÅÀ�¶¾³ÀµÊ�¾ÆÄº´�Å¹ÃÀÆ¸¹�µ²¿´¶�²¿µ�¾ÀÇ¶¾¶¿Åʇ��ÆÅ�²Ä�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�ºÄ�½¶²Ã¿¶µ�
and musical meaning-making becomes increasingly focused on learning musical texts 

ÄÆ´¹�²Ä�Ä´ÀÃ¶Äʁ�Å¹¶Ä¶�ÀÁÁÀÃÅÆ¿ºÅº¶Ä�¾ÀÇ¶�º¿ÅÀ�Å¹¶�ȱ¶½µ�À·�µ²¿´¶ʁ�Ã²Å¹¶Ã�Å¹²¿�́ À¿Åº¿Æº¿¸�
to be a part of a music curriculum. By the time students reach the undergraduate 

½¶Ç¶½ʁ�Å¹¶Ê�²Ã¶�Ã²Ã¶½Ê�º¿ÇºÅ¶µ�ÅÀ�¶¾³ÀµÊ�¾ÆÄº´ʁ�Æ¿½¶ÄÄ�º¿�ÄÁ¶´º²½ºË¶µ�´ÆÃÃº´Æ½²�ÆÄº¿¸�
�²½´ÃÀË¶�ÀÃ�ÀÅ¹¶Ã�ÄÆ´¹�³ÀµÊʉÀÃº¶¿Å¶µ�Á¶µ²¸À¸º¶Äʇ��Ç¶¿�Å¹¶¿ʁ�ÄÆ´¹�´ÆÃÃº´Æ½²�²Ã¶�À·Å¶¿�
relegated to separate coursework, instead of being fully integrated into the core music 

Å¹¶ÀÃÊ�Ä¶ÂÆ¶¿´¶ʇ��Ê�²½½ÀÈº¿¸�Å¹¶�³ÀµÊ�ÅÀ�³¶�²�Å¶ÉÅʁ�²Ä��ÃÀÀ¾¹¶²µ�ÄÆ¸¸¶ÄÅÄʁ�È¶�´²¿�
ask undergraduates to explore music in new ways, as they also engage with their own 

positionality and bodily experience.  

�¾¶Ã¸º¿¸� º¿� Å¹ºÄ� µºÄ´ÆÄÄºÀ¿� ºÄ� ²¿� Æ¿µ¶ÃÄÅ²¿µº¿¸� Å¹²Å� ½ºÅ¶Ã²´º¶Ä� ÈÀÃ¼� º¿� ²�
µÀÇ¶Å²º½¶µ�·²Ä¹ºÀ¿ʃ�À¿¶�²ÄÁ¶´Å�³¶º¿¸�Ã¶Á¶ÃÅÀºÃ¶ʉÄÁ¶´ºȱ´�¼¿ÀÈ½¶µ¸¶�²¿µ�¶ÉÁ¶´Å²ÅºÀ¿�
that allows for meaning-making within a repertoire, and the other aspect being the 

multiplicity of places and ways that meaning-making can occur. Thus, in identifying 

music literacies, we consider what skill-sets—notation, analytical tools, musicianship 

ÅÀÀ½Äʁ�²¿µ�¹ºÄÅÀÃº´²½�²¿µ�´Æ½ÅÆÃ²½�´À¿Å¶ÉÅʨ²Ã¶�Ã¶ÂÆºÃ¶µ�ÅÀ�¾¶²¿º¿¸·Æ½½Ê�¶¿¸²¸¶�ÈºÅ¹�
culturally, historically, stylistically, and geographically diverse musics. This invites 

ÄÅÆµ¶¿ÅÄ�²¿µ�Á¶µ²¸À¸Æ¶Ä�ÅÀ�ʯÃ¶ʰ´À¿Äºµ¶Ã�È¹²Å�ºÅ�¾¶²¿Ä�ÅÀ�³¶�¾ÆÄº´²½½Ê�½ºÅ¶Ã²Å¶ʃ�µÀ¶Ä�
ºÅ�¾¶²¿�À¿¶�´²¿�Äº¿¸�ÀÃ�Á½²Ê�²�ÄÁ¶´ºȱ´�º¿ÄÅÃÆ¾¶¿Åʁ�Ã¶²µ�ÄÁ¶´ºȱ´�¿ÀÅ²ÅºÀ¿ʁ�ÀÃ�ÄÁ¶²¼�
²ÃÅº´Æ½²Å¶½Ê�²³ÀÆÅ�È¹²Å�Å¹¶Ê�²Ã¶�¹¶²Ãº¿¸ʎ��À¶Ä�ºÅ�Ã¶ÂÆºÃ¶�Ã¶Á¶ÃÅÀºÃ¶�ÄÁ¶´ºȱ´ºÅÊ�ÀÃ�ºÄ�ºÅ�
a more general skill? Is research, composition, or musical or dance performance a part 

of music literacy, or is literacy a “theory-only” type of skill set? Is literacy important 

for musical meaning-making, and if so, is musical meaning-making evidence of, an 

outcome of, or concurrent with literacy? Once we move from literacy to literacies, 

¾²¿Ê�À·�Å¹¶Ä¶�ÂÆ¶ÄÅºÀ¿Ä�´²¿�³¶�²¿ÄÈ¶Ã¶µ�º¿�Å¹¶�²ȲÃ¾²ÅºÇ¶�ÈºÅ¹ÀÆÅ�Å¹¶�µºÄÄÀ¿²¿´¶�
entrenched in the current curricular structure. 

When rethinking literacies, it is crucial to consider the audience of our students 

and their goals for employment following our classes. What good is it for a student 
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wanting to work in music ministry, or one who desires to open a music-production 

ÄÅÆµºÀʁ�ÅÀ�³¶�È¶½½ʉÇ¶ÃÄ¶µ�º¿�ÄÀ¿²Å²�·ÀÃ¾ʎ��ÃÀÁÀ¿¶¿ÅÄ�¾º¸¹Å�²Ã¸Æ¶�Å¹²Å�ÄÀ¿²Å²�·ÀÃ¾�
is historically important in music literacy, and that to be a well-rounded musician 

À¿¶� Ä¹ÀÆ½µ� ³¶� ·²¾º½º²Ã�ÈºÅ¹� Å¹ºÄ�¾ÆÄº´ʇ��ÀÈ¶Ç¶Ãʁ� Å¹ºÄ� ºÄ� ²� ·²½½²´Êʨ²¿µ�²¿� ²ÃÅº·²´Å�
of the white racial frame—since centuries of musical forms created and perpetuated 

³Ê� ¾²Ã¸º¿²½ºË¶µʁ� ¶¿Ä½²Ç¶µʁ� ²¿µ� ´À½À¿ºË¶µ� Á¶ÀÁ½¶Ä� ²Ã¶� ¿ÀÅ� ´À¿Äºµ¶Ã¶µ� ʖ¹ºÄÅÀÃº´²½½Ê�
important” and vital to the development of a well-rounded musician by curricula in 

music academe.
ϿЀ

 For the student seeking to enter music ministry or production, then, 

Å¹¶Ä¶�¾²Ã¸º¿²½ºË¶µ� ·ÀÃ¾Ä�²¿µ�¾ÆÄº´²½�ÁÃÀ´¶ÄÄ¶Ä�²Ã¶�¾ÀÃ¶� º¾ÁÀÃÅ²¿Åʁ�µ¶ÄÁºÅ¶� Å¹¶ºÃ�
neglect in current curricula. The aspiring music minister will need to think about 

connections between music and prayer, and how performance practice in religious 

¾ÆÄº´�µºȮ¶ÃÄ�·ÃÀ¾�Å¹²Å�À·�²ÃÅ�ÀÃ�ÁÀÁÆ½²Ã�¾ÆÄº´�Á¶Ã·ÀÃ¾²¿´¶ʇ��¹¶�ÁÃÀµÆ´ÅºÀ¿�ÄÅÆµ¶¿Å�
Èº½½�Æ¿µÀÆ³Å¶µ½Ê�¿¶¶µ�ÅÀ�µ¶Ç¶½ÀÁ�½ºÅ¶Ã²´Ê�ÈºÅ¹����Ä�¾ÀÃ¶�ÄÀ�Å¹²¿�ÈºÅ¹�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�
and along with a range of technical knowledge to meaningfully produce a variety of 

musics. While these topics could certainly be incorporated into a theory core, perhaps 

¶Ç¶¿�²½À¿¸Äºµ¶�ÄÀ¿²Å²�·ÀÃ¾ʁ�Å¹¶Ê�Ã¶ÂÆºÃ¶�²�³ÃÀ²µ¶Ã�Çº¶È�À·�¾ÆÄº´º²¿Ä¹ºÁ�²¿µ�¾ÆÄº´�
Å¹¶ÀÃ¶Åº´²½�Ä¼º½½Ä�Å¹²¿�ÅÃ²µºÅºÀ¿²½�´ÀÃ¶�½¶²Ã¿º¿¸�À³»¶´ÅºÇ¶Ä�´ÆÃÃ¶¿Å½Ê�²ȮÀÃµʇ�

Further, considering where students are when they come into our programs 

is imperative in the process of broadening our understanding of literacies. For 

example, the ability to read and perform tablature notation on guitar is one way of 

being musically literate, as is the skill to learn the same song by ear. In our current 

context, however, both performers would be placed in Foundations or Music Theory I 

courses because both would be considered musically “illiterate” despite their “talent” 

ʯºʇ¶ʇʁ�Ä¼º½½ʰʁ�²¿µ�¶ÉÁ¶Ãº¶¿´¶�º¿�¾ÆÄº´ʁ�Äº¾Á½Ê�³¶´²ÆÄ¶�Å¹¶Ê�´²¿¿ÀÅ�Ã¶²µ�´½²ÄÄº´²½�ÄÅ²Ȯ�
notation. By understanding both of these students as possessing skill and experience in 

ÄÁ¶´ºȱ´�¾ÆÄº´ÄʨÁÀÄÄ¶ÄÄº¿¸�ÅÈÀ�ÅÊÁ¶Ä�À·�¾ÆÄº´�½ºÅ¶Ã²´ÊʨÈ¶�²½ÄÀ�Æ¿µ¶ÃÄÅ²¿µ�Å¹¶Ä¶�²Ä�
½ºÅ¶Ã²´º¶Ä�ÈÀÃÅ¹�Å¶²´¹º¿¸�²¿µ�½¶²Ã¿º¿¸�º¿�Å¹¶�²´²µ¶¾Êʇ��¶ÄÅ�²ÄÄÆÃ¶µʁ���µÀ�¿ÀÅ�²µÇÀ´²Å¶�
·ÀÃ�Å¹¶�²³À½ºÄ¹¾¶¿Å�À·�ȱÇ¶ʉ½º¿¶�´½²ÄÄº´²½�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿ʇ��²Å¹¶Ã���²¾�²µÇÀ´²Åº¿¸�·ÀÃ�Å¹¶�
´À¿Å¶ÉÅÆ²½ºË²ÅºÀ¿�À·�ȱÇ¶ʉ½º¿¶�́ ½²ÄÄº´²½�ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�²¿µ�ºÅÄ�́ ¶¿ÅÃ²½ºË¶µ�ÁÀÈ¶Ã�º¿�¾ÆÄº´�
º¿ÂÆºÃÊ�º¿�Å¹¶�²´²µ¶¾Êʁ�²¿µ�·ÀÃ�µº¾º¿ºÄ¹º¿¸�ºÅÄ�ÁÀÈ¶Ã�Å¹ÃÀÆ¸¹�Å¹¶�¶¾ÁÀÈ¶Ã¾¶¿Å�À·�
myriad literacies under the umbrella of musical meaning-making. 

Many conservatories and schools of music based almost exclusively in a classical 

¾ÆÄº´� ½ºÅ¶Ã²´Ê�¾Àµ¶½� ²Ã¶� ²ÁÁÃÀ²´¹º¿¸� Å¹¶� ¿¶¶µ� ÅÀ� ¶ÂÆºÁ� Å¹¶ºÃ� ÄÅÆµ¶¿ÅÄ� º¿� ³ÃÀ²µ¶Ã�

ϿЀ� ��Àȱ��¸²ÈÆʓÄ�¶ÄÄ²Êʁ�ʖ�À¿²½ºÅÊ�²Ä�²��À½À¿ºËº¿¸�	ÀÃ´¶�º¿��·Ãº´²ʁʗ�ºÄ�²�¸Ã¶²Å�¶É²¾Á½¶�À·�¹ÀÈ�Å¹¶�È¹ºÅ¶�
Ã²´º²½� ·Ã²¾¶�À·�¾ÆÄº´� Å¹¶ÀÃÊ�¿ÀÅ�À¿½Ê�¾²Ã¸º¿²½ºË¶Ä�¾ÆÄº´Ä�ÀÆÅÄºµ¶� Å¹¶�´½²ÄÄº´²½�´²¿À¿ʁ�³ÆÅ�²´ÅÆ²½½Ê�
µ¶¾À¿ÄÅÃ²Å¶Ä�ºÅÄ�ÁÀÈ¶Ã�À·�´Æ½ÅÆÃ²½�ʯ¹¶Ã¶ʁ�¾ÆÄº´²½ʰ�¶Ã²ÄÆÃ¶�Å¹ÃÀÆ¸¹�´À½À¿º²½ºË²ÅºÀ¿�ʯЀϾϿЄʰʇ�
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repertoires by inviting students to take upper-level coursework in non-classical musics 

ʯ²Ä�È¶½½�²Ä�ÆÁÁ¶Ãʉ½¶Ç¶½�´ÀÆÃÄ¶ÈÀÃ¼�º¿�´½²ÄÄº´²½�¾ÆÄº´ʰʁ�²¿µ�ÅÀ�µ¶Ç¶½ÀÁ�Ä¼º½½Ä�º¿�²ÃÅÄ�
management, entrepreneurship, and arts advocacy.

13
 Such curricular development is 

important and helpful for students graduating with Bachelor of Music degrees and 

looking for work in a declining classical music industry, providing students with a 

range of literacies.
14

 Still, these types of programs do little to de-center or re-frame 

whiteness in music academia because they arrive only after students have taken core 

theory coursework, and are designed primarily for those who will be working in the 

´½²ÄÄº´²½�¾ÆÄº´�º¿µÆÄÅÃÊ�ʯЀϾϿЄʰʇ�
There are many avenues one can take towards building a framework in the music 

Å¹¶ÀÃÊ�́ ÀÃ¶�Å¹²Å�ÄÆÁÁÀÃÅÄ�Å¹¶�³ÃÀ²µ¶¿¶µ�Çº¶È�À·�½ºÅ¶Ã²´º¶Äʇ��Ä�ÄÆ´¹ʁ���́ ²¿¿ÀÅ�¹¶Ã¶�ÀȮ¶Ã�
a singular path from literacy to literacies, as doing so would be counterintuitive to 

Å¹¶�Ç¶ÃÊ�´À¿´¶ÁÅ�À·�½ºÅ¶Ã²´º¶Äʇ��ÀÈ¶Ç¶Ãʁ�È¹º½¶�½À¿¸ʉÅ¶Ã¾�´ÆÃÃº´Æ½²Ã�´¹²¿¸¶�´¶ÃÅ²º¿½Ê�
needs to occur, short-term change within course design can also begin to invite a 

range of literacies into the music theory classroom, rather than privileging a single 

music literacy. In addition to the examples provided above, a look at curricular 

µ¶Ç¶½ÀÁ¾¶¿ÅÄ�ÈºÅ¹º¿�¾ÆÄº´�Å¹¶ÀÃÊ�´ÀÃ¶�´ÀÆÃÄ¶Ä�²Å�½º³¶Ã²½�²ÃÅÄ�º¿ÄÅºÅÆÅºÀ¿Ä�´²¿�ÀȮ¶Ã�
one way of using short-term changes to begin the very long-term work of dismantling 

´½²ÄÄº´²½�ÄÆÁÃ¶¾²´Ê�²¿µ�¾ÆÄº´�Å¹¶ÀÃÊʓÄ�È¹ºÅ¶�Ã²´º²½�·Ã²¾¶�ÈºÅ¹º¿�¾ÆÄº´�²´²µ¶¾º²ʇ�

III. Liberal Arts Models

I write from a liberal arts perspective for two main reasons. First and practically, 

it is my current personal context: I am the sole music theorist at a small, private 

½º³¶Ã²½�²ÃÅÄ�´À½½¶¸¶�À¿�Å¹¶��²ÄÅ��À²ÄÅ�À·�Å¹¶��¿ºÅ¶µ��Å²Å¶Äʇ��ÀÈ¶Ç¶Ãʁ�¾Ê�ÀÈ¿�¶µÆ´²ÅºÀ¿�
and training was completed in conservatory and research university/school of 

¾ÆÄº´� Ä¶ÅÅº¿¸Äʁ� È¹º´¹� ¹²Ä� ²½½ÀÈ¶µ� ¾¶� ÅÀ� Ä¶¶� Å¹¶� ÄÅ²Ã¼� µºȮ¶Ã¶¿´¶Ä� º¿� ²ÁÁÃÀ²´¹¶Ä�
ÅÀ� Æ¿µ¶Ã¸Ã²µÆ²Å¶� ¶µÆ´²ÅºÀ¿� º¿� Å¹¶Ä¶� µºȮ¶Ã¶¿Å� ÅÊÁ¶Ä� À·� ¾ÆÄº´� µ¶Á²ÃÅ¾¶¿ÅÄʇ� �Ê�
background has made me acutely aware of the challenges of the small liberal arts 

ϿЁ� �	ÀÃ�º¿ÄÅ²¿´¶ʁ��¶²³ÀµÊ��À¿Ä¶ÃÇ²ÅÀÃÊʓÄ�ʖ´ºÅºË¶¿�²ÃÅºÄÅʗ�́ À¾ÁÀ¿¶¿Å�ÅÀ�Å¹¶ºÃ�́ ÆÃÃº´Æ½Æ¾ʁ��¶È��¿¸½²¿µ�
�À¿Ä¶ÃÇ²ÅÀÃÊʓÄ��¿ÅÃ¶ÁÃ¶¿¶ÆÃº²½��ÆÄº´º²¿Ä¹ºÁ�ÀÁÁÀÃÅÆ¿ºÅº¶Äʁ��ÆÃÅºÄ��¿ÄÅºÅÆÅ¶ʓÄ��ÃÅºÄÅ��ºÅºË¶¿�́ ÆÃÃº´Æ½Æ¾ʁ�
�²ÄÅ¾²¿� �´¹ÀÀ½� À·� �ÆÄº´ʓÄ� �¿ÄÅºÅÆÅ¶� ·ÀÃ� �ÆÄº´� �¶²µ¶ÃÄ¹ºÁʁ� 
Æº½½º²ÃµʓÄ� Ã²¿¸¶� À·� ʖ�¿ÅÃ¶ÁÃ¶¿¶ÆÃº²½�
�ÀÆÃÄ¶ÈÀÃ¼ʁʗ�²¿µ��²¿�	Ã²¿´ºÄ´À��À¿Ä¶ÃÇ²ÅÀÃÊʓÄ�¿¶È��¶¿Å¶Ã�·ÀÃ��¿¿ÀÇ²ÅºÇ¶��¶²µ¶ÃÄ¹ºÁʇ��Æ´¹�ÁÃÀ¸Ã²¾Ä�
À·Å¶¿� º¿´½Æµ¶� ³ÀÅ¹� Ã¶ÂÆºÃ¶µ� ´ÀÆÃÄ¶ÈÀÃ¼� ·ÀÃ� ²½½�¾²»ÀÃÄʁ� ²Ä�È¶½½� ²Ä� ÀÁÅºÀ¿²½� ´¶ÃÅºȱ´²Å¶Äʁ�¾º¿ÀÃÄʁ� ÀÃ�
concentrations, and seem to be centered around the practical concerns of graduating performers with 
expertise primarily, or solely, in the classical music world. 
ϿЂ� �	ÀÃ�º¿Å¶Ã¶ÄÅº¿¸�µºÄ´ÆÄÄºÀ¿�À¿�µ¶Ç¶½ÀÁ¾¶¿Å�À·�ÁÃÀ¸Ã²¾Ä�ÅÀÈ²ÃµÄ�ÄÆ´¹�²º¾Äʁ�Ä¶¶��²¾Á³¶½½�¶Å�²½ʇʓÄ�
Å²Ä¼�·ÀÃ´¶�À¿�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�¾ÆÄº´�¾²»ÀÃ�Ã¶ÁÀÃÅ�·ÀÃ�Å¹¶��À½½¶¸¶��ÆÄº´��À´º¶ÅÊʇ�




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ94

music degree program, as well as how distinct the students I work with are from those 

who pursue degrees at conservatories. 

Secondly, and perhaps more importantly, I write from a liberal arts perspective 

because music departments in these institutions tend to focus on broad, foundational 

knowledge about music, which is adaptable to diverse student abilities and prepares 

ÄÅÆµ¶¿ÅÄ� ·ÀÃ� ½º·¶½À¿¸� º¿ÇÀ½Ç¶¾¶¿Å� º¿� ¾ÆÄº´� ʯ�¶Çº¿¶� ²¿µ� �À¹ÆÅ� ЀϾϿЅʰʇ� �¿½º¼¶� ²Å�
conservatories, liberal arts students often arrive with widely varied abilities and 

backgrounds in music, spend more of their time at college taking coursework outside 

of music, and do not always expect to continue on to a career in music following 

graduation.
15

 Further, liberal arts institutions tend to hold critical thinking, research, 

writing, and speaking skills as core goals for all undergraduates, in addition to the 

development of character, and individual and community understanding. In this sense, 

a music department in a liberal arts institution is perhaps one of the best places to 

begin dismantling the narrow view of music literacy in an undergraduate curriculum. 

�¿·ÀÃÅÆ¿²Å¶½Êʁ� ��¾ÆÄÅ� ²µ¾ºÅ� Å¹²Å� ´¹²¿¸¶� º¿� Å¹¶Ä¶� º¿ÄÅºÅÆÅºÀ¿Ä�Èº½½� ÁÃÀ³²³½Ê� ³¶� Å¹¶�
½¶²ÄÅ�¶Ȯ¶´ÅºÇ¶�º¿�´Ã¶²Åº¿¸�¾²»ÀÃ�´¹²¿¸¶�º¿�Å¹¶�´Æ½ÅÆÃ¶�À·�¾ÆÄº´�²´²µ¶¾º²�º¿�¸¶¿¶Ã²½ʁ�
given the prevalence of performance as “musicianship” in our society and our 

universities.
16��Åº½½ʁ�ÈºÅ¹º¿�½º³¶Ã²½�²ÃÅÄ�´À½½¶¸¶Äʁ�¾ÆÄº´�Å¹¶ÀÃÊʓÄ�È¹ºÅ¶�Ã²´º²½�·Ã²¾¶�²¿µ�

classical literacy-only focus continue to collaborate, perhaps inadvertently, preventing 

meaningful change that aligns with liberal arts missions and values statements. It 

is this misalignment that urgently invites curricular change and development of an 

undergraduate core based broadly on music literacies. 

As in most undergraduate curricula in music departments, liberal arts music 

¾²»ÀÃÄ�ÅÊÁº´²½½Ê�Å²¼¶�ÅÈÀʦ·ÀÆÃ�Ä¶¾¶ÄÅ¶ÃÄ�ʯÀÃ�Å¹Ã¶¶ʦÄºÉ�ÂÆ²ÃÅ¶ÃÄʰ�À·�́ ÀÃ¶�¾ÆÄº´�Å¹¶ÀÃÊʇ�
�¹¶Ä¶�´ÀÆÃÄ¶Ä�²Ã¶�À·Å¶¿�²½º¸¿¶µ�ÈºÅ¹�Äº¾º½²Ã�Ã¶ÂÆºÃ¶¾¶¿ÅÄ�º¿�¾ÆÄº´�¹ºÄÅÀÃÊ�ʯ½º¼¶½Ê�À·�
´½²ÄÄº´²½�¾ÆÄº´ʰ�²¿µ�·À½½ÀÈ¶µ�³Ê�ÆÁÁ¶Ãʉ½¶Ç¶½�¶½¶´ÅºÇ¶Ä�º¿�²�Ç²Ãº¶ÅÊ�À·�²Ã¶²Äʇ��º´ÅÀÃº²�
�º¿µÄ²Ê��¶Çº¿¶�²¿µ��¾º½Ê��À¹ÆÅ�¹²Ç¶�Ã¶Çº¶È¶µ�Ä¶Ç¶Ã²½� ½º³¶Ã²½�²ÃÅÄ�¾ÆÄº´�´ÆÃÃº´Æ½²�
that deviate from this norm in their essay in College Music Curricula for a New Century 

ʯ¶µºÅ¶µ� ³Ê��ÀÀÃ¶ʁ� ЀϾϿЅʰʇ� �¶Ã¶ʁ� Å¹¶Ê� ¶ÉÁ½ÀÃ¶� µ¶Á²ÃÅ¾¶¿ÅÄ� ʖÃ¶ÇºÄº¿¸� Å¹¶ºÃ� ´ÆÃÃº´Æ½²�
ÅÀÈ²Ãµ�²�ȷ¶Éº³½¶�¾²»ÀÃ�ÈºÅ¹�²�ʒ½¶²¿ʓ�Ã¶ÂÆºÃ¶µ�́ ÀÃ¶�Å¹²Å�²´´À¾¾Àµ²Å¶Ä�́ ¹²¿¸º¿¸�ÄÅÆµ¶¿Å�
´Æ½ÅÆÃ¶�²¿µ�ÁÃ¶Á²Ã¶Ä�ÄÅÆµ¶¿ÅÄ�·ÀÃ� ½º·¶½À¿¸�º¿ÇÀ½Ç¶¾¶¿Å� º¿�¾ÆÄº´ʗ�ʯЀϾϿЅʁ�ЂЇʰʇ��¹¶Ä¶�
programs draw on local and global music practices and demonstrate commitments 

to social justice, projects that are creative and student-driven, and concerns of 

ϿЃ� �	ÀÃ�¶¿¸²¸º¿¸�µ²Å²�À¿�Å¹¶Ä¶�ÁÀº¿ÅÄʁ�Ä¶¶�Å²³½¶Ä�ЁʇϿ²�²¿µ�³�º¿��¶Çº¿¶�²¿µ��À¹ÆÅʓÄ�¶ÄÄ²Ê�ʯЀϾϿЅʰʇ�
ϿЄ� � �À³º¿� �ʇ��ÀÀÃ¶ʓÄ� µºÄ´ÆÄÄºÀ¿� À¿� Å¹¶� º¾ÁÃ²´Åº´²½ºÅº¶Ä� ²¿µ� ¿²ÃÃÀÈ¿¶ÄÄ� À·� ÄÆ´¹� ²� Çº¶È� ºÄ� ÂÆºÅ¶�
´À¾Á¶½½º¿¸�À¿�Å¹ºÄ�ÁÀº¿Å�ʯЀϾϿЅʰʇ
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ÁÃÀ·¶ÄÄºÀ¿²½�¾ÆÄº´º²¿Äʁ� È¹º´¹��ÀÀÃ¶� ÀÆÅ½º¿¶Ä� ²Ä� ȱÇ¶� ÁÃºÀÃºÅº¶Ä� ·ÀÃ� Æ¿µ¶Ã¸Ã²µÆ²Å¶�
¾ÆÄº´�ÄÅÆµÊ�ʯЀϾϿЅʁ�ЄϾʰʇ��¹¶�´ÆÃÃº´Æ½²Ã�µ¶Ç¶½ÀÁ¾¶¿ÅÄ�Å¹²Å��¶Çº¿¶�²¿µ��À¹ÆÅ�µ¶Ä´Ãº³¶�
²Ã¶�Æ½Åº¾²Å¶½Ê�Ã¶½º²¿Å�À¿�ÄÁ¶´º²½ºË²ÅºÀ¿�À·�Å¹¶�·²´Æ½ÅÊʁ�²�Èº½½º¿¸¿¶ÄÄ�À·�·²´Æ½ÅÊ�ÅÀ�³¶�
innovative in course design and pedagogy, and on connection and exchange between 

music departments and local musicians or music-making communities. In other words, 

ÄÆ´¹�´¹²¿¸¶Ä�Ã¶ÂÆºÃ¶�¾ÀÇº¿¸�²È²Ê�·ÃÀ¾�Å¹¶�Ä¶½·ʉÃ¶Á½º´²ÅºÀ¿�À·�²´²µ¶¾º´�¼¿ÀÈ½¶µ¸¶�
²¿µ�ʖÂÆ²½ºÅÊʗ�ʯºʇ¶ʇʁ�È¹ºÅ¶¿¶ÄÄʰʇ��¹º½¶�Å¹¶�¾ÆÄº´�µ¶Á²ÃÅ¾¶¿ÅÄ�Å¹²Å��¶Çº¿¶�²¿µ��À¹ÆÅ�
survey are doing exciting work, their programs cannot always be easily transferred to 

ÀÅ¹¶Ã�Ä´¹ÀÀ½Äʇ��¿�Ä¹ÀÃÅʁ�Å¹¶Ã¶�ºÄ�²�ʖÄ´¹ÀÀ½ʉÄÁ¶´ºȱ´ʗ�²ÄÁ¶´Å�À·�ÄÆ´¹�́ ÆÃÃº´Æ½²ʁ�µ¶Á¶¿µº¿¸�
on the aims of individual programs. 

My own curriculum includes two semesters of core theory and aural musicianship, 

º¿�²µµºÅºÀ¿�ÅÀ�²�·ÀÆ¿µ²ÅºÀ¿Ä�´ÀÆÃÄ¶�·ÀÃ�ÄÅÆµ¶¿ÅÄ�È¹À�²ÃÃºÇ¶�ÈºÅ¹�¿À�ȱÇ¶ʉ½º¿¶�´½²ÄÄº´²½�
ÄÅ²Ȯ�¿ÀÅ²ÅºÀ¿�¶ÉÁ¶Ãº¶¿´¶ʇ��¹¶�´ÀÃ¶�Å¹¶ÀÃÊ�´ÀÆÃÄ¶Ä�¾¶¶Å�·ÀÆÃ�µ²ÊÄ�²�È¶¶¼�·ÀÃ�²¿�¹ÀÆÃ�
and are intended to be a hybrid of written theory and musicianship, including sight-

singing, ear-training, and keyboard skills. Traditionally, my predecessors and I have 

ÆÄ¶µ�ÄÅ²¿µ²Ãµ�Å¹¶ÀÃÊ�Å¶ÉÅ³ÀÀ¼Ä�ʯ�ÀÄÅ¼²ʁ��²Ê¿¶ʁ�²¿µ��½¾ì¿ʁ�²¿µ�Å¹¶¿�È¹¶¿���²ÃÃºÇ¶µʁ�
�½¶¿µº¿¿º¿¸� ²¿µ��²ÃÇº¿ʰ� ²¿µ� Å¹¶� ´ÀÆÃÄ¶� ȱ½½Ä�ÈºÅ¹� ²³ÀÆÅ� ¶º¸¹Å� ÅÀ� ȱ·Å¶¶¿� ÄÅÆµ¶¿ÅÄ�
¶²´¹� Ê¶²Ãʇ� �¹¶� ÅÈÀʉ´ÀÆÃÄ¶� Ä¶ÂÆ¶¿´¶� ºÄ� Ã¶ÂÆºÃ¶µ� À·� ¾²»ÀÃÄ� ²¿µ� ²Å� ½¶²ÄÅ� Å¹¶� ȱÃÄÅ�
´ÀÆÃÄ¶�ºÄ�Ã¶ÂÆºÃ¶µ�À·�¾º¿ÀÃÄ�º¿�ÀÆÃ�µ¶Á²ÃÅ¾¶¿Åʇ��µ¾ºÅÅ¶µ½Êʁ�²¿µ�µ¶ÄÁºÅ¶�¾Ê�²ÅÅ¶¾ÁÅÄ�
and commitment to diversify the composers and styles of music represented in my 

´ÆÃÃº´Æ½Æ¾ʁ�Å¹¶�´ÀÆÃÄ¶�Ä¶ÂÆ¶¿´¶�Ã¶¾²º¿Ä�ÈÀ¶·Æ½½Ê�Ã¶¾º¿ºÄ´¶¿Å�À·�ʖÅÃ²µºÅºÀ¿²½ʗ�Å¹¶ÀÃÊ�
½ºÅ¶Ã²´Ê� ´ÀÆÃÄ¶Ä� ²¿µ� ÄÆÃ¶½Ê� Ã¶º¿·ÀÃ´¶Ä� Å¹¶�¹ºµµ¶¿� ´ÆÃÃº´Æ½Æ¾�¶ÉÁÀÄ¶µ�³Ê��²½·Ê� ²¿µ�

º½ÄÀ¿�ʯЀϾϿІʰʇ��¿�Á²ÃÅʁ�Å¹ºÄ�ºÄ�µÆ¶�ÅÀ�́ À¿ÄÅÃ²º¿ÅÄ�ÈºÅ¹º¿�¾Ê�ÀÈ¿�Ã¶ÄÀÆÃ´¶Ä�²¿µ�Å¹¶�ÈºÄ¹�
to more holistically redesign the music major with my colleagues in the department. 

But it is also the fault of a singular vision of what music literacy—and particularly 

music theory literacy—looks like at the undergraduate level. 

Why do I feel hindered in this way, even though I am in charge of the theory 

´ÆÃÃº´Æ½Æ¾�²Å�¾Ê�º¿ÄÅºÅÆÅºÀ¿ʎ��Ê�º¿ÄÅºÅÆÅºÀ¿ʓÄ�ʯ²¿µ���Èº½½�²Ã¸Æ¶ʁ�Å¹¶�µºÄ´ºÁ½º¿¶ʓÄʰ�·À´ÆÄ�
is, perhaps rightly, on music theory literacy as skills for musical meaning-making. 

�ÀÈ¶Ç¶Ãʁ�Á¶Ã¹²ÁÄ�ÈÃÀ¿¸½Êʁ�Å¹ºÄ�¾ÆÄº´²½�¾¶²¿º¿¸ʉ¾²¼º¿¸�Ä¶¶¾Ä�ÅÀ�À¿½Ê�À´´ÆÃ�Å¹ÃÀÆ¸¹�
Ä´ÀÃ¶�²¿²½ÊÄºÄʁ�ÄÅÃÆ´ÅÆÃ¶µ�ʯ²¿µ�Æ¿Ã¶²½ºÄÅº´ʰ�µº´Å²ÅºÀ¿�¶É¶Ã´ºÄ¶Äʁ�²¿µ�´Ã¶²ÅºÀ¿�À·�¹º¸¹½Ê�
constrained model compositions. If the purpose of core music theory courses is to 

develop skills for musical meaning-making and, thus, to demonstrate mastery of 

ÄÆ´¹� ²´ÂÆºÃ¶µ� Ä¼º½½Ä� Å¹ÃÀÆ¸¹� ²� Ç²Ãº¶ÅÊ� À·�¾Àµ¶Ä� À·�¾ÆÄº´²½�¾¶²¿º¿¸ʉ¾²¼º¿¸ʁ� È¹Ê�
¿ÀÅ�Ã¶Å¹º¿¼�Å¹ºÄ�Ã¶½²ÅºÀ¿Ä¹ºÁ�²Ä�²´ÂÆºÃº¿¸�¾ÆÄº´�½ºÅ¶Ã²´º¶Ä�ÄÆ´¹�Å¹²Å�Å¹¶�·ÀÆ¿µ²ÅºÀ¿²½�
¼¿ÀÈ½¶µ¸¶� ÄÅÆµ¶¿ÅÄ� ²´ÂÆºÃ¶� ºÄ� µºÃ¶´Å½Ê� Åº¶µ� ÅÀ� Ã¶²½ʉÈÀÃ½µ�¾ÆÄº´²½�ÈÀÃ¼ʇ� �¿� Á½²º¿¶Ã�
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terms, students should understand what faculty do outside teaching, as faculty are 

Ã¶²½ʉ½º·¶�¾ÆÄº´º²¿Ä�ÈºÅ¹�¶ÉÁ¶ÃÅºÄ¶�º¿�ÄÁ¶´ºȱ´�¾ÆÄº´�½ºÅ¶Ã²´º¶Ä�Å¹¶¾Ä¶½Ç¶Äʇ�
In my Music Theory and Aural Musicianship I course, I open by asking my 

students what music theory is and what music theorists do. Students often suggest 

that theorists compose and teach about music, and that music theory is about 

understanding the structure of music, particularly from a compositional standpoint. 

While these answers are not wrong, of course, they are narrow and perhaps more 

meaningful for a professional composer who teaches music theory than for a 

professional music theorist. As a music theorist myself, I decided to bring a research 

Æ¿ºÅ�º¿ÅÀ�Å¹¶�´½²ÄÄÃÀÀ¾ʁ�ÈºÅ¹�Å¹¶�¹ÀÁ¶�Å¹²Å�ºÅ�´ÀÆ½µ�³¶¿¶ȱÅ�¾Ê�ÄÅÆµ¶¿ÅÄ�º¿�²�Ç²Ãº¶ÅÊ�
of ways. Mainly, it would get them doing musical meaning-making work earlier than 

they normally would in the music major curriculum, it would invite new voices to be 

ÁÃ¶Ä¶¿Å�º¿�Å¹¶�´½²ÄÄÃÀÀ¾�³¶ÊÀ¿µ�»ÆÄÅ�¾Ê�µºÇ¶ÃÄºȱ¶µ�Ã¶Á¶ÃÅÀºÃ¶�¶É²¾Á½¶Äʁ�²¿µ�ºÅ�ÈÀÆ½µ�
engage students in music theory earlier than usual, due to the linking of research and 

teaching in the classroom. 

���ʇЃʇ��¹¶��¿µ¶Ã¸Ã²µÆ²Å¶��¶Ä¶²Ã´¹��ÃÀ»¶´Å
In a pilot experiment on incorporating research into undergraduate core theory, I 

designed a literature review project for second-semester music theory students. While 

ÄÅÆµ¶¿ÅÄ�º¿�¾Ê�ÅÈÀʉÄ¶¾¶ÄÅ¶Ã�´ÀÃ¶�²Ã¶�Ã¶ÂÆºÃ¶µ�ÅÀ�´À¾ÁÀÄ¶�¾Àµ¶½�´À¾ÁÀÄºÅºÀ¿Ä�²¿µ�
write short analysis essays, I ended the second semester with a short research project 

À¿�²�ÅÀÁº´�À·�Å¹¶ºÃ�´¹Àº´¶�ʯÄ¶¶�Å¹¶�·Æ½½�ÁÃÀ¾ÁÅ�º¿�Å¹¶�²ÁÁ¶¿µºÉʰʇ��¹¶Ä¶�ÁÃÀ»¶´ÅÄ�ÅÀÀ¼�
the form of mini-literature reviews, of six to ten scholarly articles which students 

È¶Ã¶� Ã¶ÂÆºÃ¶µ� ÅÀ� ½À´²Å¶� À¿� Å¹¶ºÃ� ÀÈ¿ʇ� �¹¶Ê� Å¹¶¿� ´Ã¶²Å¶µ� ²¿¿ÀÅ²Å¶µ� ³º³½ºÀ¸Ã²Á¹º¶Ä�
and wrote proposals for their full literature reviews. The unit culminated in a ten-

¾º¿ÆÅ¶�ÁÃ¶Ä¶¿Å²ÅºÀ¿�µÆÃº¿¸�ÀÆÃ�ȱ¿²½�´½²ÄÄ�¾¶¶Åº¿¸ʇ��¹ºÄ�²ÄÄº¸¿¾¶¿Å�¶¿µ¶µ�ÆÁ�³¶º¿¸�
º¿´Ã¶µº³½Ê� ÄÆ´´¶ÄÄ·Æ½� ²Ä� ²� È²Ê� ÅÀ� ¶¿¸²¸¶� Æ¿µ¶Ã¸Ã²µÆ²Å¶Ä� ʯÅ¹¶� ¾²»ÀÃºÅÊ� À·� È¹À¾�
È¶Ã¶�ȱÃÄÅʉÊ¶²Ã�ÄÅÆµ¶¿ÅÄʰ�º¿�²¿ÀÅ¹¶Ã�·²´¶Å�À·�Å¹¶�ÁÃ²´Åº´¶�À·�¾ÆÄº´�Å¹¶ÀÃÊʇ��¶²Ã¿º¿¸�
objectives that were reached included allowing students to understand more about the 

ȱ¶½µʁ�ÁÃ²´Åº´º¿¸�´ÃºÅº´²½�Ã¶²µº¿¸�²¿µ�ÄÊ¿Å¹¶ÄºËº¿¸�À·�ÁÃÀ·¶ÄÄºÀ¿²½�¾ÆÄº´�Ä´¹À½²ÃÄ¹ºÁʁ�
and honing writing skills in a genre that was new to many in the course. It was well 

worth the space in my super-tight curriculum.

Why so successful? First, and perhaps foremost, at a time in the year when my 

students were feeling most burnt out, I invited them to independently explore an area 

À·� Å¹¶ºÃ� ÀÈ¿� º¿Å¶Ã¶ÄÅ� º¿� Å¹¶� ʖÃ¶²½�ÈÀÃ½µʗ� À·�¾ÆÄº´� Å¹¶ÀÃÊ� ʯºʇ¶ʇʁ�ÈºÅ¹ÀÆÅ� ²� Å¶ÉÅ³ÀÀ¼�
¹¶½Áº¿¸�Å¹¶¾ʰʇ��¹ºÄ�ÁÃÀµÆ´¶µ�ÁÃÀ»¶´ÅÄ�Å¹²Å�Ã²¿¸¶µ�·ÃÀ¾�¾ÆÄº´�²¿²½ÊÄºÄ�À·�ȱ½¾�Ä´ÀÃ¶Ä�
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to reviews of the intersections of music and language. Similarly, students were able 

to connect their majors in a cross-disciplinary fashion that resonates deeply with 

Å¹¶� ½º³¶Ã²½� ²ÃÅÄʇ� 	ÀÃ� ¶É²¾Á½¶ʁ� À¿¶�ȱÃÄÅʉÊ¶²Ã� ÄÅÆµ¶¿Å� ¶ÉÁ½ÀÃ¶µ�¾ÆÄº´� ²¿µ� ÄÅ²ÅºÄÅº´²½�
analysis, connecting her math major and music minor—never have I seen a student so 

clearly explain complex models of computer-generated music! 

Second, the experience gave them practical research skills that they could use 

beyond the music classroom, especially in a liberal arts setting. Just understanding what 

a “peer review” article is opened doors to search platforms that we, as professionals, 

ÆÄ¶�Ã¶¸Æ½²Ã½Êʇ�	ÀÃ�º¿ÄÅ²¿´¶ʁ�¿ÀÅ�À¿½Ê�µºµ�Å¹¶Ä¶�ÄÅÆµ¶¿ÅÄ�½¶²Ã¿�²³ÀÆÅ�����ʁ�Å¹¶Ê�²½ÄÀ�
µºÄ´ÀÇ¶Ã¶µ�
ÀÀ¸½¶��´¹À½²Ã�²¿µ�ºÅÄ�´ºÅ²ÅºÀ¿�·Æ¿´ÅºÀ¿Äʇ���´½²ÄÄ�Á¶ÃºÀµ�µ¶ÇÀÅ¶µ�ÅÀ�À¿½º¿¶�
research methods provided them with valuable skills for their academic work across 

disciplines. Similarly, students also learned to use the library for more than just 

ÂÆº¶Å�ÄÅÆµÊº¿¸ʂ�È¶�ÅÀÆÃ¶µ�Å¹¶�¾ÆÄº´�ÄÅ²´¼Äʁ�¹²µ�²�ÅÆÅÀÃº²½�À¿��¿Å¶Ãʉ�º³Ã²ÃÊ��À²¿ʁ�²¿µ�
discussed how to make the most of a library catalog search. 

Lastly, the project also helped students develop important writing and 

communication skills that are key in upper-level research of any kind, including 

music. We learned to distinguish between a persuasive essay and a literature review, 

²¿µ� µºÄ´ÆÄÄ¶µ� ÄÅÃ²Å¶¸º¶Ä� ·ÀÃ� Ã¶²µº¿¸� ²¿µ� ÄÊ¿Å¹¶ÄºËº¿¸� Ä´¹À½²Ã½Ê� ²ÃÅº´½¶Äʁ� ²Ä� È¶½½�
²Ä� ²ÁÁÃÀ²´¹¶Ä� ÅÀ�ÀÃ¸²¿ºËº¿¸�²�ÁÃÀÁÀÄ²½� ²¿µ�ÁÃ¶Ä¶¿Å²ÅºÀ¿ʇ��¹¶Ä¶�ÁÃ²´Åº´¶Ä�¿ÀÅ�À¿½Ê�
improved student writing from their earlier analysis papers, but also produced an 

excellent round of oral presentations. 

�Ê�Ã¶ÂÆºÃº¿¸� ÄÅÆµ¶¿ÅÄ� ÅÀ�Áº´¼�²� ÅÀÁº´�À·� º¿Å¶Ã¶ÄÅ�²¿µ�ÈÀÃ¼�ÈºÅ¹� ºÅʁ� Å¹¶�ȱ¶½µ�À·�
music theory as a whole became bigger, broader, and deeper than whatever cursory 

experience my students enjoyed with rondo form and pivot-chord modulation earlier 

in the term. Further, this changed their idea of what a music theorist does. Instead 

of theorists just being people who work solely with music, particularly scores, they 

began to see overlap both by discipline and by method, understanding that music 

theorists also work with people, the brain, historical documents, machines, and so 

·ÀÃÅ¹ʇ� �� ÄÆÁÁÀÃÅ¶µ� Å¹ºÄ� ʯ²Ä� Å¹¶� ʖ½ºÇ¶� ÁÃÀ·¶ÄÄºÀ¿²½� ¾ÆÄº´� Å¹¶ÀÃºÄÅʗ� º¿� Å¹¶� ÃÀÀ¾ʰ� ³Ê�
sharing writing samples and giving short oral presentations, demonstrating the type 

of discussion I hoped to hear from the students and giving them a sense of my own 

ÈÀÃ¼�º¿�²�ÄÁ¶´º²½ºË¶µ�²Ã¶²�À·�¾ÆÄº´�Å¹¶ÀÃÊʇ�
Overall, the time that this project took away from other possible content felt 

reasonable. As many students would go on to independent studies, capstone projects, 

and future undergraduate research, this unit provided key curricular groundwork. 

Further, the research, writing, and communication skills gained are applicable across 
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the board in college, as well as in their professional lives, and are closely aligned 

with broader liberal arts learning goals. The open-ended aspect of the project allowed 

students to be creative in structuring their reading list, and encouraged them to think 

critically about the articles as they prepared their proposals. For instance, one student 

studied analysis of rap and was surprised at the amount of literature on authenticity 

¹¶�¶¿´ÀÆ¿Å¶Ã¶µʁ�¿Æ²¿´º¿¸�¹ºÄ�º¿ºÅº²½½Ê�½º¾ºÅ¶µ�Çº¶È�À·�³ÀÅ¹�Å¹¶�ȱ¶½µ�²¿µ�Å¹¶�¸¶¿Ã¶ʇ�
Finally, instead of perpetuating the classical canon or some sort of chronological 

“progression” of music analysis aligned with the canon, this project allowed students 

to think about what they care about in music—it spoke to the audience of students 

in a way that a canon-based curriculum did not. When we perpetuate the canon, we 

leave many voices out. This project provides space for voices that are missing, based, 

À·�´ÀÆÃÄ¶ʁ�À¿�ÄÅÆµ¶¿Å�º¿Å¶Ã¶ÄÅʇ��ÀÃ¶ÀÇ¶Ãʁ� ºÅ�ÀȮ¶ÃÄ�²¿�ÀÁÁÀÃÅÆ¿ºÅÊ�ÅÀ�´À¾Á½º´²Å¶�Å¹¶�
binary of “Western” and “non-Western” musics and theories. In this way, the project 

ÈÀÃ¼Ä�ÅÀ�¶ÉÁÀÄ¶�¾ÆÄº´� Å¹¶ÀÃÊʓÄ�È¹ºÅ¶�Ã²´º²½� ·Ã²¾¶�²Å� Å¹¶�Ä²¾¶�Åº¾¶�²Ä� ºÅ� º¿ÇºÅ¶Ä�²�
broadened idea of what music theory is. By unpacking what students discover in their 

literature reviews—the “who” as well as the “what” of the scholarship they study—

ÄÁ²´¶�ºÄ�ÀÁ¶¿¶µ�º¿�Å¹¶�´½²ÄÄÃÀÀ¾�ÅÀ�µºÄ´ÆÄÄ�ºÄÄÆ¶Ä�À·�Ã²´º²½�²¿µ�¸¶¿µ¶Ã�º¿¶ÂÆºÅº¶Ä�º¿�
Å¹¶�ȱ¶½µʇ��¹¶�ȷ¶Éº³º½ºÅÊ�º¿¹¶Ã¶¿Å�º¿�Å¹¶�Æ¿ºÅ�²½½ÀÈÄ�·ÀÃ�Å¹¶�ÁÃÀ»¶´Å�ÅÀ�³¶�È¶½½�ÄÆºÅ¶µ�ÅÀ�
any undergraduate theory core, regardless of institutional values or repertoire focus. 

�¿�Å¹¶�¶¿µʁ�Å¹ºÄ�ÁÃÀ»¶´Å�̧ ²Ç¶�¾Ê�ÄÅÆµ¶¿ÅÄ�¿¶È�²¿ÄÈ¶ÃÄ�ÅÀ�Å¹¶�ÂÆ¶ÄÅºÀ¿ʁ�ʖÈ¹²Å�µÀ�¾ÆÄº´�
theorists do?” and allowed them to work like professional music theorists, at least for 

a few weeks. 

���ʇЄʇ��ÉÅ¶¿ÄºÀ¿Ä�²¿µ��Àµºȱ´²ÅºÀ¿Ä�ÅÀ�Å¹¶��¿µ¶Ã¸Ã²µÆ²Å¶��¶Ä¶²Ã´¹��ÃÀ»¶´Å
Something this pilot assignment does not address is that many composers and 

performers are often the ones teaching music theory, especially at small institutions. 

�¹º½¶���µ¶Äº¸¿¶µ�Å¹ºÄ�Ã¶Ä¶²Ã´¹�Æ¿ºÅ�³¶´²ÆÄ¶�ºÅ�²½½ÀÈÄ�¾¶�ÅÀ�ÈÀÃ¼�·ÃÀ¾�È¹²Å��À³º¿��ʇ�
Moore might consider to be a “local” standpoint—drawing on the resources that are 

½À´²½½Ê�²Ç²º½²³½¶�º¿�¾Ê�ÀÈ¿�ÁÀÄºÅºÀ¿�º¿�Å¹¶�´½²ÄÄÃÀÀ¾�²¿µ�¾Ê�´À¿Å²´ÅÄ�º¿�Å¹¶�ȱ¶½µʨ��
do not imagine that this is the only way to engage students in building music literacies 

ÈºÅ¹º¿�¾ÆÄº´� Å¹¶ÀÃÊ�ʯ�ÀÀÃ¶�ЀϾϿЅʰʇ�	ÀÃ� º¿ÄÅ²¿´¶ʁ�È¹¶Ã¶���²Ä¼¶µ�ÄÅÆµ¶¿ÅÄʁ�ʖÈ¹²Å�µÀ�
music theorists do with music theory?” a composer could ask, “what do composers do 

with music theory?” and a performer, “what do performers do with music theory?” 

Such units could be devised to engage students in more earnest composition projects, 

rather than the typical model compositions that pepper the music theory core, and 

more advanced performance and analysis projects that look at expressive, historical, or 
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stylistic performance. Whereas my unit culminated in conference-style presentations 

and research papers, I imagine that in a course led by a composer or performer, these 

ȱ¿²½�ÁÃÀ»¶´ÅÄ�¾º¸¹Å�³¶�²�¾º¿ºʉ´À¿´¶ÃÅ�ÀÃ�½¶´ÅÆÃ¶�Ã¶´ºÅ²½ʁ�²�½ºÄÅ¶¿º¿¸�Á²ÃÅÊʁ�ÀÃ�²¿²½ÊÅº´²½�
papers on score or performance studies that were completed. 

�¿ÀÅ¹¶Ã�ÁÀÄÄº³º½ºÅÊ�´ÀÆ½µ�³¶�ÅÀ�ÀȮ¶Ã�²�¾ÀµÆ½²Ãʁ�´¹Àº´¶ʉ³²Ä¶µ�²ÄÄº¸¿¾¶¿Å�·ÀÃ�Å¹¶�
end of the semester. Instead of only a mini-literature review, students could choose 

from a variety of in-depth projects. These could include, for example, a research 

project, similar to what I have discussed here, as well as a model composition, an 

analysis paper, or a performance analysis. While such a menu of projects would 

´¶ÃÅ²º¿½Ê�³¶�²ÁÁ¶²½º¿¸�·ÀÃ�ÄÅÆµ¶¿ÅÄʁ�Å¹ºÄ�²ÁÁÃÀ²´¹�Ã¶ÂÆºÃ¶Ä�²�¹º¸¹ʉ½¶Ç¶½�À·�ȷ¶Éº³º½ºÅÊ�
and preparation on the part of the instructor, both for mentoring during the projects 

and for grading them when they are complete. Further, developing rubrics that allow 

·ÀÃ�·²ºÃ�¸Ã²µº¿¸�²´ÃÀÄÄ�ÁÃÀ»¶´ÅÄ�ÈºÅ¹�º¿¹¶Ã¶¿Å½Ê�µºȮ¶Ã¶¿Å�¸À²½Ä�ºÄ�ÂÆºÅ¶�µºȲ´Æ½Åʇ��¹²Å�
Ä²ºµʁ� Å¹ºÄ� ÄÀÃÅ� À·� ´¹Àº´¶ʉ³²Ä¶µ� ²ÄÄº¸¿¾¶¿Å� ´ÀÆ½µ� ³¶� Á²ÃÅº´Æ½²Ã½Ê� ¶Ȯ¶´ÅºÇ¶� º¿� ½²Ã¸¶Ã�
Æ¿ºÇ¶ÃÄºÅÊ�Ä´¹ÀÀ½Ä�À·�¾ÆÄº´ʁ�È¹¶Ã¶���ʁ����ʁ�²¿µ����ÄÅÆµ¶¿ÅÄ�²½½�Å²¼¶�Å¹¶�Ä²¾¶�Å¹¶ÀÃÊ�
´ÀÃ¶ʇ� �¿� ´À¿Äºµ¶Ãº¿¸� Å¹¶� ÅÊÁ¶Ä� À·� ½ºÅ¶Ã²´º¶Ä� ¾ÀÄÅ� ¾¶²¿º¿¸·Æ½� ·ÀÃ� µºȮ¶Ã¶¿Å� ÄÅÆµ¶¿Å�
populations, such projects may be particularly successful.

Finally, a note about timing: I designed the research project as a culmination of 

¾Ê�ÅÈÀʉÄ¶¾¶ÄÅ¶Ã� Å¹¶ÀÃÊ�´ÀÃ¶ʇ��ÀÈ¶Ç¶Ãʁ� ºÅ�ÈÀÆ½µ�´¶ÃÅ²º¿½Ê�³¶�ÁÀÄÄº³½¶� ÅÀ� º¿Å¶¸Ã²Å¶�
Å¹ºÄ�²ÄÄº¸¿¾¶¿Å�º¿ÅÀ�²�·ÀÆÃʉÄ¶¾¶ÄÅ¶Ã�Ä¶ÂÆ¶¿´¶ʇ��¿¶�È²Ê�ÅÀ�µÀ�ÄÀ�ÈÀÆ½µ�³¶�ÅÀ�½¶²Ç¶�
Å¹¶�ÁÃÀ»¶´Å� ²Å� Å¹¶� ¶¿µ�À·� Å¹¶�ȱÃÄÅ� Ê¶²Ãʁ� º¿� Å¹¶� Ä¶´À¿µ�¹²½·� À·� Å¹¶� Ä¶´À¿µ� Ä¶¾¶ÄÅ¶Ãʇ�
This would act as a “break” from the composition and analysis projects that typically 

populate the undergraduate core and, ideally, further engage student buy-in to the 

work of music theory more generally as they move into their second year of core 

coursework. Still, for students to be able to understand even the most straightforward 

analytical scholarship they will need some experience with formal analysis and basic 

¹²Ã¾À¿Êʇ� �Ä� ÄÆ´¹ʁ� µ¶Á¶¿µº¿¸� À¿� Å¹¶� ÀÃ¸²¿ºË²ÅºÀ¿� À·� Å¹¶� Å¹¶ÀÃÊ� ´ÀÃ¶ʁ� ¼¶¶Áº¿¸� Å¹ºÄ�
project in the second semester may not be prudent for some undergraduate programs. 

In this case, placing it in the second half of the third or fourth semester would allow 

students to have enough foundational knowledge to understand the materials they are 

ÈÀÃ¼º¿¸�ÈºÅ¹ʁ�²¿µ�È¹¶Ã¶�ºÅ�ÈÀÆ½µ�ÁÃÀÇºµ¶�²�¿²ÅÆÃ²½�¶¿ÅÃì¶�º¿ÅÀ�ÆÁÁ¶Ãʉ½¶Ç¶½�Å¹¶ÀÃÊ�
coursework. 
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Conclusions

While there are many more aspects of undergraduate core theory curricula that 

must be addressed—indeed, a full overhaul is likely necessary at both liberal arts 

´À½½¶¸¶Ä�ʯº¿´½Æµº¿¸�¾Ê�ÀÈ¿ʰ�²¿µ�´À¿Ä¶ÃÇ²ÅÀÃº¶Äʨ��Ä¶¶� Å¹ºÄ�ÈÀÃ¼�²Ä�²�ÄÅ¶Á� ÅÀÈ²ÃµÄ�
µºÄ¾²¿Å½º¿¸� ´²¿À¿ºË¶µ� ¿ÀÅºÀ¿Ä� À·� ¾ÆÄº´� ½ºÅ¶Ã²´Ê� ²¿µ� ÀÁ¶¿º¿¸� Å¹¶� µÀÀÃ� ÅÀ� ¾ÆÄº´�
literacies. My focus on rethinking music literacy is only one lens through which we 

can reconsider what we teach when we endeavor to address issues of social justice 

²¿µ� ¶ÂÆºÅÊ� º¿� Å¹¶�¾ÆÄº´� Å¹¶ÀÃÊ� ´½²ÄÄÃÀÀ¾ʇ� �¹¶Ã¶� ²Ã¶�¾²¿Ê� ÀÅ¹¶Ã�È²ÊÄ� À¿¶�¾º¸¹Å�
²´´À¾Á½ºÄ¹�Å¹¶Ä¶�¸À²½Äʇ��Ç¶¿�»ÆÄÅ�ÈÀÃ¼º¿¸�·ÃÀ¾�²� ½ºÅ¶Ã²´º¶Ä�Çº¶Èʁ�Å¹¶Ã¶�²Ã¶�Ä¶Ç¶Ã²½�
ÁÀÄÄº³º½ºÅº¶Äʁ�À·�È¹º´¹���Èº½½�ÀȮ¶Ã�ÅÈÀ�º¿�³Ãº¶·�¿ÀÈʇ�

First, thinking broadly, could be the integration of theory and history, or theory 

and ethnomusicology curricula to have all coursework identify an overt repertoire 

·À´ÆÄ�ʯ¶ʇ¸ʇʁ�Å¹¶�Å¹¶ÀÃÊ�²¿µ�¹ºÄÅÀÃÊ�À·��¾¶Ãº´²¿�³½Æ¶¸Ã²ÄÄʁ�ÀÃ�À·�ϿІÅ¹ʉ´¶¿ÅÆÃÊ�´½²ÄÄº´²½�
¾ÆÄº´ʰʇ��¹º½¶� Å¹ºÄ�Ã¶ÂÆºÃ¶Ä�³ÆÊʉº¿� ·ÃÀ¾�¾ÆÄº´�µ¶Á²ÃÅ¾¶¿ÅÄ�À¿�²� ½²Ã¸¶Ã� ½¶Ç¶½ʁ� ºÅ� ºÄ�
certainly a seedling of potential growth away from the white racial frame. By deeply 

´À¿Å¶ÉÅÆ²½ºËº¿¸� ²½½�¾ÆÄº´� ÄÅÆµº¶Äʁ� ÄÅÆµ¶¿ÅÄ� À·� ²½½� ´À¿´¶¿ÅÃ²ÅºÀ¿Ä� ´²¿� µ¶Ç¶½ÀÁ� ³ÀÅ¹�
Ã¶Á¶ÃÅÀºÃ¶ʉÄÁ¶´ºȱ´�Ä¼º½½Ä�²¿µ�²�³¶ÅÅ¶Ã�Æ¿µ¶ÃÄÅ²¿µº¿¸�À·�Å¹¶¾¶Ä�ÀÃ�Å¹Ã¶²µÄ�Å¹²Å�´ÃÀÄÄ�
stylistic boundaries, and those that do not. Such a curricular overhaul would of 

´ÀÆÃÄ¶�³¶�µ¶Á¶¿µ¶¿Å�À¿�ÄÁ¶´º²½ºË²ÅºÀ¿�º¿�Å¹¶�µ¶Á²ÃÅ¾¶¿Åʨ¿À�À¿¶�¾ÆÄº´�µ¶Á²ÃÅ¾¶¿Å�
could have coursework in all possible musics—but would achieve a decentering 

of whiteness in the curriculum due to a rethinking of literacies objectives for 

¸Ã²µÆ²Å¶Äʇ��¹ºÄ�Ä´¹ÀÀ½ʉÄÁ¶´ºȱ´�´ÆÃÃº´Æ½Æ¾�²ÁÁÃÀ²´¹�¶´¹À¶Ä�ÄÀ¾¶�À·�Å¹¶�½º³¶Ã²½�²ÃÅÄ�
models discussed above, but could be viable at larger institutions as well given the 

appropriate resources.

Another possible literacies-based intervention I am actively researching is 

incorporating embodied knowledge and practice into my classrooms, both in place of 

²¿µ�º¿�²µµºÅºÀ¿�ÅÀ�ÄÅ²Ȯʉ¿ÀÅ²ÅºÀ¿ʉ³²Ä¶µ�Á¶Ã·ÀÃ¾²¿´¶ʁ�²¿²½ÊÄºÄʁ�²¿µ�́ À¾ÁÀÄºÅºÀ¿ʇ��¹º½¶�
this research is ongoing, initial results have shown students experiencing nuanced 

and deeply personal understandings of both music-theoretical concepts such as 

º¿Å¶ÃÇ²½Äʁ�²Ä�È¶½½�²Ä�À·�Å¹¶ºÃ�ÀÈ¿�³Àµº¶Ä�º¿�ÄÁ²´¶�²¿µ�º¿�Ã¶½²ÅºÀ¿�ÅÀ�ÀÅ¹¶ÃÄʇ��¶Ã¶ʁ�Æ¿½º¼¶�
in my above suggestion, the literacies I focus on are multiple ways of understanding a 

ÄÁ¶´ºȱ´�ÄÅÊ½¶�²¿µ�ºÅÄ�´À¿Ç¶¿ÅºÀ¿Äʇ��Ê�º¿´ÀÃÁÀÃ²Åº¿¸�º¿´Ã¶²Ä¶µ�È²ÊÄ�À·�¼¿ÀÈº¿¸ʁ���´²¿�
challenge students to develop skills that may prove to be transferrable to other areas 

of music study, and to their lives more generally, in addition to asking them to learn 

deeply the content at hand. 
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�À¿Äºµ¶Ãº¿¸� Á¶µ²¸À¸Ê� ²Ä� ²� ³ÃÀ²µ� Å¶Ã¾� Å¹²Å� ¶¿´À¾Á²ÄÄ¶Ä� ³ÀÅ¹� ´ÆÃÃº´Æ½Æ¾�
²¿µ� Å¶²´¹º¿¸� ÄÅÊ½¶Äʁ� Å¹¶Ä¶� ÄÆ¸¸¶ÄÅºÀ¿Äʁ� ²¿µ� Å¹¶� Áº½ÀÅ� µºÄ´ÆÄÄ¶µ� ²³ÀÇ¶ʁ� ¶¾Á¹²ÄºË¶�
²ÁÁ½º´²ÅºÀ¿Ä�À·�µºȮ¶Ã¶¿Å�È²ÊÄ�À·�¾ÆÄº´²½�¾¶²¿º¿¸ʉ¾²¼º¿¸� Å¹ÃÀÆ¸¹�¾ÆÄº´� ½ºÅ¶Ã²´º¶Ä�
and encourage students to think about what the musicians they have daily contact with 

µÀʁ�³¶ÊÀ¿µ�Å¶²´¹º¿¸�¾ÆÄº´ʇ��Ã²´Åº´²½½Êʁ�Å¹¶Ê�²½ÄÀ�²½½ÀÈ�·²´Æ½ÅÊ�ÅÀ�½º¿¼�Å¹¶ºÃ�Å¶²´¹º¿¸�
²¿µ�Ä´¹À½²ÃÄ¹ºÁ�µºÃ¶´Å½Êʁ�È¹º´¹�ºÄ�ÁÀÅ¶¿Åº²½½Ê�³¶¿¶ȱ´º²½�·ÀÃ�·²´Æ½ÅÊ�ÁÃÀµÆ´ÅºÇºÅÊ�²¿µ�
retention. More importantly, perhaps, such curricular changes can work, from the 

´À¾Á½¶Å¶� ÀÇ¶Ã¹²Æ½� ÅÀ� Å¹¶� ½ÀÈʉ´ÀÄÅ� ²¿µ� ½ÀÈʉ¶ȮÀÃÅ� ÄÀ½ÆÅºÀ¿Äʁ� ÅÀ� ²µµÃ¶ÄÄ� ºÄÄÆ¶Ä� Å¹²Å�
¾²¿Ê� Ä´¹À½²ÃÄ�¹²Ç¶� ºµ¶¿Åºȱ¶µ� º¿� Å¹¶�ȱ¶½µʃ� Å¹²Å� ·ÀÃ� ²½½� Å¹¶�µºÇ¶ÃÄºȱ´²ÅºÀ¿�À·�¾ÆÄº´�
theoretical scholarship at the graduate and professional levels, undergraduate music 

theory is distinctly out of sync with these changes and perpetuates classical music 

supremacy through structures of whiteness and maleness. This issue is pervasive, 

despite textbooks and other teaching resources attempting to diversify repertoire and 

include composers and performers who are black, indigenous, and people of color 

ʯ�����ʰʇ�
Indeed, the language of inclusion here is at the heart of the problem. Diversity as 

²µµºÅºÇ¶�¾²Ê�³¶�²�Ä¹ÀÃÅʉÅ¶Ã¾�ÄÀ½ÆÅºÀ¿ʁ�³ÆÅ�º¿�Å¹¶�½À¿¸ʉÅ¶Ã¾�²�Ã¶´À¿´¶ÁÅÆ²½ºË²ÅºÀ¿�À·�
what the music theory “core” means is imperative. In this sense, although including 

a “what do ___ do with music theory?” unit may initially seem detrimental to the 

µ¶Ç¶½ÀÁ¾¶¿Å�À·�¾ÆÄº´²½�Ä¼º½½�º¿�Å¹²Å�ºÅ�Ã¶ÂÆºÃ¶Ä�ÁÀÄÄº³½Ê�µÃ²ÄÅº´�Ä½²Ä¹º¿¸�À·�¾²Å¶Ãº²½�
in the typical core syllabus, it begins the work of upending, or at least tipping, the 

traditional table of a singular music literacy in favor of an opening towards multiple 

music literacies. It is important that we employ such pedagogies, and especially so 

²Å�Å¹¶�¶²Ã½º¶ÄÅ�ÄÅ²¸¶Ä�À·�Æ¿µ¶Ã¸Ã²µÆ²Å¶�¾ÆÄº´�¶µÆ´²ÅºÀ¿ʁ�ÅÀ�¹¶½Á�µºÇ¶ÃÄº·Ê�Å¹¶�ȱ¶½µ�À·�
music theory.

17
 In reimagining music literacy, making it more exploratory can be a 

¼¶Ê�Á²ÃÅ�À·�µºÇ¶ÃÄº·Êº¿¸�´ÆÃÃº´Æ½²ʇ��Ä��º»²Ê��Ê¶Ã�µºÄ´ÆÄÄ¶Ä�º¿�¹ºÄ�ЀϾϿЇ�¶ÄÄ²Ê�ʖ�¶¿¶²Å¹�
Improvisation,” there are clear and potentially harmful relationships between how we 

·Ã²¾¶�¾ÆÄº´�ÄÅÆµÊ�º¿�²´²µ¶¾º²�²¿µ�¹ÀÈ�È¶�·Ã²¾¶�ÀÆÃÄ¶½Ç¶Äʁ�²¿µ�µºȮ¶Ã¶¿´¶ʁ�º¿�Å¹¶�
ÈÀÃ½µʇ��¶�ÀÁ¶¿Ä�ÈºÅ¹�²�µºÄ´ÆÄÄºÀ¿�À·�Å¹¶�È²ÊÄ�º¿�È¹º´¹�³½²´¼�¾ÆÄº´Ä�¹²Ç¶�¹ºÄÅÀÃº´²½½Ê�
been othered as “not music” by the white academic community, pointing most recently 

ÅÀ�´ÃºÅºÂÆ¶Ä�À·��¶¿µÃº´¼��²¾²ÃʓÄ��Æ½ºÅË¶Ã��ÃºË¶ʉÈº¿¿º¿¸�²½³Æ¾�º¿�ЀϾϿІ�ʯЀϾϿЇʁ�ЅЄϾʰʇ�
Iyer then explores his own experiences researching improvisation where he witnesses 

the dearth of scholars of color, particularly black scholars, being cited throughout 

conferences, syllabi, and publications, juxtaposing this discussion with an instance 

ϿЅ� ��¹º½ºÁ��È¶½½ʓÄ�ЀϾЀϾ�³½À¸�Ä¶Ãº¶Äʁ�ʖ�ÆÄº´��¹¶ÀÃÊʓÄ��¹ºÅ¶��²´º²½�	Ã²¾¶ʃ��À¿·ÃÀ¿Åº¿¸��²´ºÄ¾�²¿µ�
�¶ÉºÄ¾�º¿��¾¶Ãº´²¿��ÆÄº´��¹¶ÀÃÊʗ�¹²Ä�¹¶½Á·Æ½�µ²Å²�²¿µ�µºÄ´ÆÄÄºÀ¿�ÅÀÈ²ÃµÄ�Å¹ºÄ�ÁÀº¿Åʇ�
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of the “thousands of tragic, traumatic examples of the removal of Black life in an 

ÀÃµº¿²ÃÊ�¶¿´ÀÆ¿Å¶Ã�¸À¿¶�ÈÃÀ¿¸ʗ�ʯЀϾϿЇʁ�ЅЄЂʰʇ��Ê¶Ã�´À¿Åº¿Æ¶Äʁ�²Ã¸Æº¿¸ʃ

What I hope to indicate is that such clearly improvisative moments that are contiguous 
with everyday life—events of extremely minor import, the innocuous actions of 
innocents—are systemically suspected, abhorred, criminalized, punished. So this kind of 
systemic struggle is what I wanted to study: the very unequal distribution of experience 
ºÅÄ¶½·ʁ�Å¹¶�µºȮ¶Ã¶¿Åº²½�È²ÊÄ�Å¹²Å�Å¹¶�ÈÀÃ½µ�ʖÄ¹ÀÈÄ�ÆÁʗ�·ÀÃ�µºȮ¶Ã¶¿Å�ÁÀÁÆ½²ÅºÀ¿Äʁ�º¿�Å¹¶�
Ã¶²½ʉÅº¾¶ʁ�º¾ÁÃÀÇºÄ²ÅºÇ¶�ȷÀÈ�À·�¶Ç¶ÃÊµ²Ê�½º·¶ʇ��¶´²ÆÄ¶�º·�È¶�´²¿ʓÅ�¶Ç¶¿�²¸Ã¶¶�À¿�Å¹²Åʁ�
then what do we mean when we speak of improvisation in music? In whose music? 
Improvisation for whom, and compared to what? (2019, 764).

Through this juxtaposition Iyer highlights what many music theory instructors 

²½Ã¶²µÊ� ¼¿ÀÈ� ÅÀ� ³¶� ÅÃÆ¶ʃ� È¶� Èº½½� ¿ÀÅ� ³¶� ²³½¶� ÅÀ� Ã¶´À¸¿ºË¶� µºÇ¶ÃÄ¶� ¾ÆÄº´Ä� º¿� ÀÆÃ�
¾ÆÄº´�Å¹¶ÀÃÊ�´ÆÃÃº´Æ½²�º·�È¶�´²¿�¿ÀÅ�¶Ç¶¿�Ã¶´À¸¿ºË¶�²¿µ�¹À¿ÀÃ�Å¹¶�µºÇ¶ÃÄºÅÊ�À·�½ºÇ¶µ�
experiences sitting in our music theory classrooms. And such recognition does not 

Ã¶ÂÆºÃ¶�ʖº¿´½ÆÄºÀ¿ʗ�º¿ÅÀ�Å¹¶�È¹ºÅ¶�Ã²´º²½�²¿µ�¾²½¶�·Ã²¾¶�³ÆÅ�Ã²Å¹¶Ã�µ¶ʉ·Ã²¾º¿¸�²¿µ�Ã¶ʉ
·Ã²¾º¿¸�º¿�ÀÃµ¶Ã�ÅÀ�ÅÃÆ½Ê�´Ã¶²Å¶�¶ÂÆºÅÊ�º¿�¾ÆÄº´�²´²µ¶¾¶ʇ��Ê�¶¿¸²¸º¿¸�Æ¿µ¶Ã¸Ã²µÆ²Å¶�
music theory students in a range of music literacies from the start, we not only allow 

Å¹¶¾�ÅÀ�Ä¶¶�ÀÅ¹¶ÃÄ� º¿�Å¹¶�ȱ¶½µÄ�À·�Å¹¶ÀÃÊʁ�´À¾ÁÀÄºÅºÀ¿ʁ�Á¶Ã·ÀÃ¾²¿´¶ʁ�¶µÆ´²ÅºÀ¿ʁ�ÀÃ�
even music industry who look like them, or whose life experiences resonate with 

them, but we also invite them to see themselves�²Ä�²´ÅÀÃÄ�º¿�Å¹¶Ä¶�ȱ¶½µÄʇ��¶�¹À¿ÀÃ�
the literacies they already carry with them upon entering college while encouraging 

Å¹¶¾� ÅÀ� ÁÆÃÄÆ¶� µºÇ¶ÃÄºȱ´²ÅºÀ¿� À·� Å¹ÀÄ¶� ½ºÅ¶Ã²´º¶Äʇ� �¹ºÄ� º¿� ÅÆÃ¿� ÀÁ¶¿Ä� ²Ç¶¿Æ¶Ä� ·ÀÃ�
¾ÆÄº´²½�Ä¼º½½�²´ÂÆºÄºÅºÀ¿�²¿µ�¾¶²¿º¿¸ʉ¾²¼º¿¸�Å¹²Å�¹²Ç¶�Å¹¶�ÁÀÅ¶¿Åº²½�ÅÀ�¶¿Ãº´¹�Å¹¶ºÃ�
lives and the music communities of which they are a part, and lead to lifelong music 

engagement. 
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�²ÃÇº¿ʁ��½ºË²³¶Å¹��¶ÄÅʁ��¹º½ºÁ��È¶½½ʁ��²ÊÀº��¿À��Ç¶Ã¶ÅÅʁ�
ÀÄ¶Á¹��ÅÃ²ÆÄʁ�²¿µ��½½º¶��ʇ��ºÄ²¾²ʇ�ЀϾϿЇʇ�
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�¹ºÀʇ�

�À½¼ʁ� �²Çºµ� ²¿µ� �º´¹¶½½¶� �¹¿À¿²ʇ� ЀϾЀϾʇ� ʖ�ÃÀ¾ÀÅº¿¸� �ÂÆºÅÊʃ� �¶Ç¶½ÀÁº¿¸� ²¿µ� �¿ÅºÃ²´ºÄÅ� �ÆÄº´� 
�¹¶ÀÃÊ� �½²ÄÄÃÀÀ¾ʇʗ� https://nmbx.newmusicusa.org/promoting-equity-developing-an-
antiracist-music-theory-classroom/.
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https://mtosmt.org/issues/mto.19.25.1/mto.19.25.1.manabe.html
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Appendix

Assignment Prompt for Undergraduate Research Project

	º¿²½��¶Ä¶²Ã´¹��ÃÀ»¶´Å
�ÃÀ·ʇ��³Ã²¹²¾Ä

The purpose of this project is threefold: 

1. To allow you space and time to explore a sub-area of music theory in order to 

see what music theory has to say about a repertoire and/or analytical method 

that interests you.

Ѐʇ� To broaden your understanding of what music theory is and what music 

theorists do. 

3. To give you experience writing in the genres of the annotated bibliography 

and proposal. 

Step 1: 
�¹ÀÀÄ¶�²¿�²Ã¶²�À·�¾ÆÄº´�Å¹¶ÀÃÊ�ÅÀ�Ã¶Ä¶²Ã´¹�·ÃÀ¾�ÅÈÀ�¾²º¿�´²Å¶¸ÀÃº¶Äʃ�

• Repertoire focus: for example, “what do music theorists have to say about 

grunge rock?” or “how do music theorists research grunge rock?”

• Analytical methodology focus: for example, “what do scholars studying rhythm 

and meter talk about?” or “how do people research musical meaning?”

You will develop 1-3 guiding questions to shape your topic inquiryʇ��¹¶Ä¶�ÂÆ¶ÄÅºÀ¿Ä�
are due by ____.

Questions: 15 points

Step 2: 
�À¾Á½¶Å¶�²� Ä¶²Ã´¹� ÅÀ�ȱ¿µ�Ä´¹À½²Ã½Ê� ½ºÅ¶Ã²ÅÆÃ¶�À¿�ÊÀÆÃ�´¹ÀÄ¶¿� ÅÀÁº´ʇ��ÀÆ�Èº½½�È²¿Å�
ÅÀ�ȱ¿µ�6-10 articles, all of which should be peer-reviewed. You will compile these 

sources into a bibliography�ʯÆÄº¿¸��¹º´²¸À�ÄÅÊ½¶�´ºÅ²ÅºÀ¿ʰʁ�È¹º´¹�ºÄ�due by _____.
ϿІ

 

Bibliography: 15 points

Step 3: 
�¶²µʋ� �ÀÆ� Ä¹ÀÆ½µ� Ã¶²µ� ¶²´¹� ÄÀÆÃ´¶� ²¿µ� Å¹¶¿� ´Ã¶²Å¶� ²¿� ²¿¿ÀÅ²ÅºÀ¿� ·ÀÃ� Å¹¶� ÄÀÆÃ´¶ʇ�

ϿІ� ��½²ÄÄ�Á¶ÃºÀµÄ�²¿µ�ÀȲ´¶�¹ÀÆÃÄ�È¶Ã¶�µ¶ÇÀÅ¶µ�ÅÀ�º¿ÄÅÃÆ´Åº¿¸�ÄÅÆµ¶¿ÅÄ�À¿�¹ÀÈ�ÅÀ�Ä¶²Ã´¹�·ÀÃ�Á¶¶Ãʉ
Ã¶Çº¶È�Ä´¹À½²ÃÄ¹ºÁʁ�²¿µ�¹ÀÈ�ÅÀ�ÁÃÀÁ¶Ã½Ê�´ºÅ¶�²¿µ�ÀÃ¸²¿ºË¶�Å¹¶ºÃ�³º³½ºÀ¸Ã²Á¹º¶Äʇ�
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�¹ºÄ�²¿¿ÀÅ²ÅºÀ¿�Ä¹ÀÆ½µ�³¶�ϿʉЀ�Á²Ã²¸Ã²Á¹Ä�²¿µ�Ä¹ÀÆ½µ�ÄÆ¾¾²ÃºË¶�Å¹¶�ÁÆÃÁÀÄ¶�ÀÃ�ʖÄÀ�
È¹²Åʗ�À·� Å¹¶�Áº¶´¶�²Ä�È¶½½�²Ä�Å¹¶�²ÆÅ¹ÀÃʓÄ�¾²º¿�ÁÀº¿ÅÄʇ��¶Á¶ÃÅÀºÃ¶�¶ÉÁ½ÀÃ¶µ�²¿µʤÀÃ�
methods used should be reviewed as well. All the annotations will be compiled into 

an annotated bibliography,�µÆ¶�²Å�Å¹¶�ȱ¿²½Ä�Á¶ÃºÀµʇ��½¶²Ä¶�ÆÄ¶��º¾¶Ä��¶È��À¾²¿ʁ�
ϿЀʉÁÀº¿Åʁ�µÀÆ³½¶ʉÄÁ²´¶µ�·À¿Åʁ�ÈºÅ¹�Á²¸¶�¿Æ¾³¶ÃÄ�²¿µ�¾²Ã¸º¿Ä�¿À�̧ Ã¶²Å¶Ã�Å¹²¿�Ͽʉº¿´¹ʇ19

�¿¿ÀÅ²Å¶µ��º³½ºÀ¸Ã²Á¹Êʃ�ЄϾ�ÁÀº¿ÅÄ

Step 4: 
�·Å¶Ã� Ã¶²µº¿¸� ²¿µ� ²¿¿ÀÅ²Åº¿¸� ÊÀÆÃ� ³º³½ºÀ¸Ã²Á¹Êʁ� ÊÀÆ� Èº½½� ´Ã¶²Å¶� ²� ЁϾϾʉЃϾϾ� ÈÀÃµ�
ÁÃÀÁÀÄ²½ʁ�È¹º´¹�ÄÆ¾¾²ÃºË¶Ä�ÊÀÆÃ�ȱ¿µº¿¸Ä�·ÀÃ�ÊÀÆÃ�ÄÆ³ʉ²Ã¶²ʁ�²¿µ�²¿ÄÈ¶ÃÄ�ʯº¿�ÄÀ¾¶�
È²Êʰ�ÊÀÆÃ�̧ Æºµº¿¸�ÅÀÁº´�ÂÆ¶ÄÅºÀ¿Äʇ��¹¶�ÁÃÀÁÀÄ²½�ºÄ�·ÀÃ�²�½ºÅ¶Ã²ÅÆÃ¶�Ã¶Çº¶È�Å¹²Å�ÊÀÆ�Èº½½�
¿ÀÅ�²´ÅÆ²½½Ê�ÈÃºÅ¶ʁ�³ÆÅ�ÁÃ¶Å¶¿µº¿¸�Å¹²Å�ÊÀÆ�²Ã¶�ÈÃºÅº¿¸�²�·Æ½½ʉ½¶¿¸Å¹�Ã¶Çº¶È�ºÄ�ȱ¿¶ʇ�The 
ÁÃÀÁÀÄ²½�ºÄ�µÆ¶�²Å�Å¹¶�ȱ¿²½Ä�Á¶ÃºÀµʇ��½¶²Ä¶�ÆÄ¶��º¾¶Ä��¶È��À¾²¿ʁ�ϿЀʉÁÀº¿Åʁ�µÀÆ³½¶ʉ
spaced font, with page numbers and 1-inch margins.

ЀϾ
 

�ÃÀÁÀÄ²½ʃ�ЄϾ�ÁÀº¿ÅÄ

Step 5: 
�Ã¶Ä¶¿Åʋ��ÆÃº¿¸�ÀÆÃ�ȱ¿²½�Á¶ÃºÀµ�ÊÀÆ�Èº½½�ÁÃ¶Ä¶¿Å�ÊÀÆÃ�ȱ¿µº¿¸Ä to your classmates. 

�¹º½¶�¿ÀÅ�Ã¶ÂÆºÃ¶µʁ�ÊÀÆ�¾²Ê�ȱ¿µ�²��ÀÈ¶Ã�Àº¿Åʁ�¹²¿µÀÆÅʁ�ÀÃ�ÀÅ¹¶Ã�ÇºÄÆ²½�ÀÃ�ÄÀÆ¿µ�²ºµÄ�
to be helpful. 

�Ã¶Ä¶¿Å²ÅºÀ¿ʃ�ЃϾ�ÁÀº¿ÅÄ

Total Project: 200 points

Note:��¹º½¶� ¿À� ÁÃÀ»¶´Å�¾¶¶Åº¿¸Ä� ²Ã¶� Ã¶ÂÆºÃ¶µʁ� ÊÀÆ� ²Ã¶� strongly encouraged to 

make appointments to get along-the-way help and feedback about your project as you 

work on it.
ЀϿ

ϿЇ� � �½²ÄÄ� Á¶ÃºÀµÄ� ²¿µ� ÀȲ´¶� ¹ÀÆÃÄ� È¶Ã¶� µ¶ÇÀÅ¶µ� ÅÀ� µºÄ´ÆÄÄºÀ¿� À·� ¹ÀÈ� ÅÀ� Ã¶²µʁ� Æ¿µ¶ÃÄÅ²¿µʁ� ²¿µ�
ÄÊ¿Å¹¶ÄºË¶�Ä´¹À½²Ã½Ê�²ÃÅº´½¶Äʁ�²¿µ�¹ÀÈ�ÅÀ�ÈÃºÅ¶�Å¹¶�²¿¿ÀÅ²ÅºÀ¿Äʇ��²¾Á½¶�²¿¿ÀÅ²Å¶µ�³º³½ºÀ¸Ã²Á¹º¶Ä�È¶Ã¶�
provided as well. 
ЀϾ� ��½²ÄÄ�Á¶ÃºÀµÄ�²¿µ�ÀȲ´¶�¹ÀÆÃÄ�È¶Ã¶�µ¶ÇÀÅ¶µ�ÅÀ�µºÄ´ÆÄÄºÀ¿�À·�¹ÀÈ�ÅÀ�ÈÃºÅ¶�Å¹¶�ÁÃÀÁÀÄ²½ʇ��²¾Á½¶�
proposals were provided as well. 
ЀϿ� ��½½�ÄÅÆµ¶¿ÅÄ�¶¿µ¶µ�ÆÁ�Ä´¹¶µÆ½º¿¸�ÁÃÀ»¶´Å�¾¶¶Åº¿¸Ä�µÆÃº¿¸�ÀȲ´¶�¹ÀÆÃÄʇ��·�Åº¾¶�²½½ÀÈÄʁ���Ã¶´À¾¾¶¿µ�
¾Æ½ÅºÁ½¶�ÁÃÀ»¶´Å�¾¶¶Åº¿¸Ä�Å¹ÃÀÆ¸¹ÀÆÅ�Å¹¶�´ÀÆÃÄ¶�À·�Å¹¶�ÁÃÀ»¶´Åʨ²¿�º¿ºÅº²½�¾¶¶Åº¿¸�·ÀÃ�³Ã²º¿ÄÅÀÃ¾º¿¸�
²¿µ�·ÆÅÆÃ¶�¾¶¶Åº¿¸Ä�·ÀÃ�ÁÃÀ³½¶¾ʉÄÀ½Çº¿¸�Å¹¶Ã¶²·Å¶Ãʇ
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Grading 

Your project will be evaluated on the following criteria: 

• �³º½ºÅÊ� ÅÀ� ´½¶²Ã½Ê� ÄÊ¿Å¹¶ÄºË¶� ¾ÆÄº´� Å¹¶ÀÃ¶Åº´²½� ½ºÅ¶Ã²ÅÆÃ¶� ´À¹¶Ã¶¿Å½Ê� ²¿µ�
meaningfully.

• �³º½ºÅÊ�ÅÀ�¶ÉÁ½²º¿�ÀÅ¹¶ÃÄʓ�ºµ¶²Ä�´À¿´ºÄ¶½Ê�²¿µ�²´´ÆÃ²Å¶½Êʇ�
• Ability to locate scholarly resources on a topic of your choice. 

• �½¶²Ãʁ�´À¹¶Ã¶¿Åʁ�²¿µ�È¶½½ʉ¶µºÅ¶µ�ÈÃºÅº¿¸ʇ�
• Adherence to project guidelines.

• �ÃÀ·¶ÄÄºÀ¿²½ºÄ¾�À·�ÁÃ¶Ä¶¿Å²ÅºÀ¿�²¿µ�ÈÃºÅÅ¶¿�¾²Å¶Ãº²½Äʇ�
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AARON GRANT

Cultivating Career Skills Through  
Public Music Theory and 

Community Engaged Learning

Pedagogical research suggests that providing students authentic, real-world tasks 

boosts intrinsic motivation by helping them make connections between your course, 

your discipline, and the world around them. This is particularly true if class activities 

invite students to extend their work into the public sphere through community-

engaged learning (CEL). Several authors have suggested possible large-scale CEL 

ÁÃÀ»¶´ÅÄ�²º¾¶µ�²Å�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�´ÀÃ¶ʇ��ÀÈ¶Ç¶Ãʁ�¾ÀÄÅ�ÁÃÀ»¶´ÅÄ�Å¶¿µ�ÅÀ�ÄÆȮ¶Ã�·ÃÀ¾�
ÅÈÀ�ºÄÄÆ¶Äʇ�	ºÃÄÅʁ�¿À¿¶�Ã¶ȷ¶´Å�¹ÀÈ�ÄÅÆµ¶¿ÅÄ�Èº½½�¾ÀÄÅ�½º¼¶½Ê�ÆÄ¶�¾ÆÄº´�Å¹¶ÀÃÊ�º¿�Å¹¶ºÃ�
ÁÃÀ·¶ÄÄºÀ¿²½� ½ºÇ¶Äʁ�µº¾º¿ºÄ¹º¿¸�Å¹¶�³¶¿¶ȱÅÄ�À·�ÆÄº¿¸�Ã¶²½ʉÈÀÃ½µ�Å²Ä¼Äʇ��¶´À¿µʁ� ��¹²Ç¶�
found students are often overwhelmed by the newness of these types of assignments 

compared to more traditional projects commonly assigned in other courses—or even 

compared to assignments from earlier in my music theory class. 

This article outlines small- and large-scale ways to integrate public music theory 

activities into the undergraduate core that invite students to apply their knowledge 

À·�¾ÆÄº´�Å¹¶ÀÃÊ�ÅÀ�Ã¶²½ʉÈÀÃ½µ�Å²Ä¼Äʇ��¿·ÆÄº¿¸�´½²ÄÄ¶Ä�ÈºÅ¹�Å¹¶Ä¶�Ä¾²½½¶Ã�²ÄÄº¸¿¾¶¿ÅÄ�
not only leaves students better prepared to accomplish more complex cumulative 

assignments, but it also results in a curriculum permeated with consistent and 

meaningful opportunities for students to connect what they learn in the classroom to 

their intended careers.

Pedagogical research suggests that providing students authentic, real-world tasks 
boosts intrinsic motivation by helping them make connections between your course, 
your discipline, and the world around them.1 This is particularly true if class activities 
invite students to extend their work into the public sphere through community-
engaged learning (hereafter CEL).2 Several authors have suggested possible large-
scale CEL projects aimed at the undergraduate music theory core.3 However, most 
ÁÃÀ»¶´ÅÄ� Å¶¿µ� ÅÀ�ÄÆȮ¶Ã� ·ÃÀ¾�ÅÈÀ� ºÄÄÆ¶Äʇ�	ºÃÄÅʁ�¿À¿¶�Ã¶ȷ¶´Å�¹ÀÈ�ÄÅÆµ¶¿ÅÄ�Èº½½�¾ÀÄÅ�
½º¼¶½Ê�ÆÄ¶�¾ÆÄº´�Å¹¶ÀÃÊ�º¿�Å¹¶ºÃ�ÁÃÀ·¶ÄÄºÀ¿²½�½ºÇ¶Äʁ�µº¾º¿ºÄ¹º¿¸�Å¹¶�³¶¿¶ȱÅÄ�À·�ÆÄº¿¸�
real-world tasks.4 Second, students are often overwhelmed by the newness of these 

1  Lang (2016, 426–432) and Ambrose, Bridges, DiPietro, Lovett, and Norman (2010, 80–83). Bain 

(2011, 64–65) also suggests something similar. 

2  Lang (2016, 429–430), Eyler, Giles, Stenson, and Gray (2001), and Moely, McFarland, Miron, 

�¶Ã´¶Ãʁ�²¿µ��½ÆÄÅÃ¶�ʯЀϾϾЀʰʇ
3  Bourne (2017), Peebles (2017), and Williams (2017).

4  Peebles (2017) comes closest in that most students will need to write program notes in their 
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types of assignments compared to more traditional projects commonly assigned in 
other courses—or even compared to earlier assignments in music theory classes. 

To overcome both issues, I have found it helpful to incorporate, throughout the 
semester, targeted, small-scale public music theory (PMT) exercises—all based on 
broadly applicable real-world tasks—that help students gradually develop the skills 
needed for larger projects. Only later in the course do I ask students to use these 
newly developed skills to accomplish a larger, cumulative CEL project. Infusing my 
classes with these smaller assignments not only leaves students better prepared 
to accomplish the more complex cumulative assignment, but it also results in a 
curriculum permeated with consistent and meaningful opportunities for students 
to connect what they learn in the classroom to their intended career paths.5 In my 
experience, this infusion of PMT results in drastic improvements both in student work 
and the intrinsic motivation felt by students.6 

This article describes my implementation of both types of assignments. Part 1 
details various types of smaller preliminary exercises that instructors can incorporate 
Å¹ÃÀÆ¸¹ÀÆÅ�Å¹¶�Å¹¶ÀÃÊ�²¿µ�²ÆÃ²½�Ä¼º½½Ä�´ÀÃ¶ʂ�Å¹¶Ä¶�´Æ½ÅºÇ²Å¶�ÄÁ¶´ºȱ´�Ä¼º½½Ä�¿¶¶µ¶µ�·ÀÃ�²�
larger PMT project as well as skills for students’ intended career paths. The exercises 
in Part 1 give students crucial experience translating theoretical jargon for the non-
¶ÉÁ¶ÃÅ�º¿�²�½ÀÈʉÄÅ²¼¶Ä�Ä¶ÅÅº¿¸ʇ��²ÃÅ�Ѐ�ÀÆÅ½º¿¶Ä�²�ȷ¶Éº³½¶, culminating project that can 
be used in any theory or fundamentals classroom: students create a podcast, YouTube 
video, or newspaper article for a non-expert audience that either analyzes a piece of 
music or teaches a theoretical topic learned in class. Such a project builds crucial career 
skills given that almost all musicians will at some point have to teach a theory concept 
to a student, walk someone with no theory knowledge through a piece, or publicize a 
piece they are performing or conducting. Moreover, many performers, teachers, and 
producers will create podcasts and YouTube videos to promote their concerts, develop 
pedagogical content, or even serve as their primary performance venue. However, 
while these projects do build career skills, they do not necessarily have students 
actively disseminating their work to the broader public. Part 3, therefore, describes 

ÁÃÀ·¶ÄÄºÀ¿²½�́ ²Ã¶¶ÃÄʇ��ÀÈ¶Ç¶Ãʁ�Å¹¶�²Æµº¶¿´¶�·ÀÃ�Å¹²Å�²ÄÄº¸¿¾¶¿Å�ÄÅÀÁÄ�ºÅ�·ÃÀ¾�ÅÃÆ½Ê�Ã¶ȷ¶´Åº¿¸�²�Ã¶²½ʉ½º·¶�
situation. 

Ѓ� ��¿�º¿Å¶¸Ã²Åº¿¸�³Ãº¶·�����Å¹ÃÀÆ¸¹ÀÆÅ�Å¹¶�́ ÆÃÃº´Æ½Æ¾ʁ�Å¹ºÄ�²ÃÅº´½¶�³Æº½µÄ�À¿�ÁÃ¶ÇºÀÆÄ�ÈÀÃ¼�º¿��¶½´¹¶Ã�
and Grant (2019) and Jenkins (2020). 

6  My anecdotal observations are supported by pedagogical research by Ambrose, Bridges, DiPietro, 

Lovett, and Norman (2010, 117), which shows that applying class material in diverse contexts reinforces 

concepts and facilitates transfer of class materials outside the classroom better than repeatedly 

practicing those concepts in the same way. 
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several ways to expand the core summative project into a variety of CEL activities that 
allow students to purposefully take their work into the public sphere. 

PART 1: SMALL-SCALE PRELIMINARY EXERCISES 

Small-scale PMT exercises can take many forms. The following discussion will 
´¶¿Å¶Ã�À¿�ȱÇ¶�ÅÊÁ¶Ä�À·�²ÄÄº¸¿¾¶¿ÅÄ�Å¹²Å���²ÄÄº¸¿ʨ¾º¿º²ÅÆÃ¶�ÁÃ¶ʉ´À¿´¶ÃÅ�½¶´ÅÆÃ¶Äʁ�Ä¹ÀÃÅ�
teaching demos, concert reviews, concert announcements, and graphic analyses—
all of which imitate real-world tasks and build skills necessary for the large-scale 
cumulative project later in the semester. 

MINIATURE PRE-CONCERT LECTURES
At some point, all musicians will need to speak to audiences about music they 

perform, conduct, or produce; yet most students never receive training within 
the undergraduate curriculum to accomplish this task. As such, I often see many 
Æ¿µ¶Ã¸Ã²µÆ²Å¶�ʯ²¿µ�¶Ç¶¿�¸Ã²µÆ²Å¶ʰ�ÄÅÆµ¶¿ÅÄ�ȱ½½�ÁÃ¶ʉ´À¿´¶ÃÅ�½¶´ÅÆÃ¶Ä�ÈºÅ¹�ÅÃºÇº²½�·²´ÅÄ�
about the composer or how hard they or the ensemble worked on the piece—neither 
À·�È¹º´¹�¶¿¹²¿´¶Ä�Å¹¶�²Æµº¶¿´¶ʓÄ�½ºÄÅ¶¿º¿¸�¶ÉÁ¶Ãº¶¿´¶ʇ��¹¶�Å¹¶ÀÃÊ�´ÀÃ¶ʁ�Å¹ÀÆ¸¹ʁ�ÀȮ¶ÃÄ�
a prime place to train students at this task, given that the goal of most curriculums 
´¶¿Å¶ÃÄ�À¿�¹¶½Áº¿¸�ÄÅÆµ¶¿ÅÄ�Æ¿µ¶ÃÄÅ²¿µ�²¿µ�ÄÁ¶²¼�²³ÀÆÅ�¾ÆÄº´�¾ÀÃ¶�¶Ȯ¶´ÅºÇ¶½Êʇ7 

Thus, in my own theory and aural skills classes, I have begun asking students 
to either record or write miniature pre-concert lectures as part of their analysis or 
listening assignments. These talks are typically 2–3 minutes long (300–400 words), 
must include at least one reference to the given class’s topic, and should be aimed at 
¹¶½Áº¿¸�¿À¿ʉ¾ÆÄº´º²¿Ä�¹¶²Ã� Å¹¶�Áº¶´¶�³¶ÅÅ¶Ãʇ�	ÀÃ� º¿ÄÅ²¿´¶ʁ�²Ä� Ä¹ÀÈ¿� º¿��É²¾Á½¶� Ͽʁ�
��Ã¶´¶¿Å½Ê�²Ä¼¶µ�ÄÅÆµ¶¿ÅÄ�ÅÀ�²¿²½ÊË¶�	²¿¿Ê��¶¿µ¶½ÄÄÀ¹¿��¶¿Ä¶½ʓÄ�ʖ�Æ�³ºÄÅ�µº¶��Æ¹ʗ�
µÆÃº¿¸�¾Ê�Æ¿ºÅ�À¿�Å¹¶�²¿²½ÊÄºÄ�À·�ÇÀ´²½�¾ÆÄº´ʇ��·Å¶Ã�³Ãº¶ȷÊ�²¿²½ÊËº¿¸�Å¹¶�ÄÀ¿¸ʓÄ�ÁÀ¶ÅÃÊʁ�
I asked them leading questions about the piece such as the song’s form; the harmonic, 
linear, and expressive purposes of the persistent G-naturals; and any other forms 
À·�Å¶ÉÅ�Á²º¿Åº¿¸�Å¹¶Ê�´ÀÆ½µ�ȱ¿µʇ��¹¶Ä¶�½¶²µº¿¸�ÂÆ¶ÄÅºÀ¿ÄʨÁ²ÃÅº´Æ½²Ã½Ê�Ã¶¸²Ãµº¿¸�Å¹¶�
¶ÉÁÃ¶ÄÄºÇ¶�ÁÆÃÁÀÄ¶�À·�Å¹¶�¾Àµ²½�¾ºÉÅÆÃ¶ʨÄ¶Å�ÄÅÆµ¶¿ÅÄ�ÆÁ�È¶½½�·ÀÃ�Å¹¶�ȱ¿²½�Á²ÃÅ�À·�Å¹¶�
assignment where they were required to translate their analysis for the general public 
through a short pre-concert talk.8 

7  Jenkins (2020, 384) also endorses this view and gives suggestions on possible implementations. 

8  These leading questions also provide crucial guidance that helps students transform their 

analytical observations into understandable qualitative, descriptive statements while avoiding a 

common misunderstanding that analysis is simply labeling Roman numerals and forms.
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ANALYSIS OF VOCAL MUSIC HOMEWORK
1.) LISTEN to the following excerpt from Fanny Mendelssohn Hensel's "Du bist die Ruh" (1839–46), 
and answer the following questions (a recording can be found here: https://youtu.be/v-sxSzWjH9I):

Hensel: "Du bist die Ruh" 

Example 1. 
Analysis of Vocal Music Homework. Hensel, “Du bist die Ruh.”
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Example 1 (cont’d). 
Analysis of Vocal Music Homework. Hensel, “Du bist die Ruh.”




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ114

You are repose

English Translation by Richard Wigmore

You are repose
and gentle peace.
You are longing
and what stills it.

Full of joy and grief
I consecrate to you
my eyes and my heart
as a dwelling place.

Come in to me
and softly close
the gate
behind you.

Drive all other grief
from my breast.
Let my heart
be full of your joy.

!e temple of my eyes
is lit
by your radiance alone:
O, "ll it wholly!

Du bist die Ruh

Friedrich Rückert

Du bist die Ruh,
Der Friede mild,
Die Sehnsucht du,
Und was sie stillt.

Ich weihe dir
Voll Lust und Schmerz
Zur Wohnung hier
Mein Aug’ und Herz.

Kehr’ ein bei mir,
Und schliesse du
Still hinter dir
Die Pforten zu.

Treib andern Schmerz
Aus dieser Brust,
Voll sei dies Herz
Von deiner Lust.

Dies Augenzelt
Von deinem Glanz
Allein erhellt,
O füll’ es ganz.

Example 1 (cont’d). 
Analysis of Vocal Music Homework. Hensel, “Du bist die Ruh.”
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2.) READ the poem provided above. Analyze the rhyme scheme with lowercases letters to the right
of each line of German text. 

a) Is the rhyme scheme consistent? 

c) Are there any evocative images that stand out to you that might be good candidates for text 
painting? 

3.) COMPARE the form of the poem to the form of the song. 

a) How does the punctuation in the poem in!uence the form of the song? 

b) What is the overall form of the song? Does that align with the text? Why or why not? 

c) Hensel repeats the second verse twice. Why do you think she did that? 

b) Focus speci"cally on the chords featuring G-natural in mm. 26. What Roman numeral would 
you give these chords? Does a Roman numeral truly capture the chord's function? Why or why 
not? 

c) Choose two instances of the chord that you feel exemplify text painting and explain how Hensel 
uses them for an expressive e#ect. 

b) Brie!y summarize the poem. Who is speaking? To whom are they speaking? And about 
what?

4.) CONSIDER the use of G-natural (ß^6) throughout the song (Hensel uses it 10 times).

a) What category of chromatic chord do we expect to see given the appearance of ß^6?

Example 1 (cont’d). 
Analysis of Vocal Music Homework. Hensel, “Du bist die Ruh.”
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5.) CHOOSE one other moment where you feel Hensel's musical choices re!ect the text. Brie!y 
describe how she accomplishes this. 

6.) IMAGINE you are performing this song as part of a recital. Write a short 2–3 minute pre-concert 
talk (~300–400 words) that uses at least one analytical observation you noted above to help the 
audience hear the song better. Because many of the audience members may not be musicians, you 
may not use analytical jargon. You may include some brief historical background on the song, but it 
may not take up more than 20% of the talk. 

Please upload the written talk and a video recording of you performing it to Canvas. 

Example 1 (cont’d). 
Analysis of Vocal Music Homework. Hensel, “Du bist die Ruh.”

As shown by this example, including such PMT tasks takes very little adjustment 
given that the pre-concert talk portion of the assignment can simply take the place of 
a short-answer question one typically asks after the analysis of a score. Yet this initial 
foray into PMT provides students with crucial practice in translating theoretical topics 
into language understandable by the general public through a low-stakes, controlled 
activity that also prepares them for the larger cumulative project down the road. 
Moreover, this task also trains students to perform their translations in an engaging 
way—a crucial aspect of any advanced PMT assignment. 

SHORT LESSON PLANS AND TEACHING DEMOS
Students in many of my classes also perform short teaching demos or prepare 

lesson plans that walk a class through the analysis of a piece or excerpt.9 Almost 
all musicians will teach at one point in their lives, but these exercises particularly 
appeal to music education students as relevant to their career goals. Teaching also 
forces students to comprehensively understand a concept before they can distill it 
into accessible language,10 yet many of our students have had no teaching experience 
prior to entering our classrooms. At my institution, for instance, even music education 

9  For more information on using teaching demos as PMT assignments in the undergraduate 

classroom, see Belcher and Grant (2019).

ϿϾ� ��¹¶Ä¶�ÅÈÀ�Ã¶²ÄÀ¿Ä�²Ã¶�È¹Ê���º¿´½Æµ¶�²�Å¶²´¹º¿¸�´À¾ÁÀ¿¶¿Å�º¿�¾Ê�½²Ã¸¶ʉÄ´²½¶ʁ�´Æ¾Æ½²ÅºÇ¶�ÁÃÀ»¶´Å�
at the end of the semester.
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ÄÅÆµ¶¿ÅÄ� º¿�¾Ê�ȱ¿²½� Å¹¶ÀÃÊ�´ÀÃ¶�´½²ÄÄ¶Ä�¹²Ç¶�Ê¶Å� ÅÀ�Å²¼¶�²� ·ÀÃ¾²½�¾ÆÄº´�¶µÆ´²ÅºÀ¿�
class. As such, asking students to craft lesson plans and perform small teaching demos 
throughout the course gives them experience in a low-stakes way before embarking 
on a larger pedagogical project. Students receive a gentle introduction, are given 
feedback on their teaching, and then have many more opportunities to improve these 
crucial career skills throughout the semester.  

�¿�¾Ê�¶ÉÁ¶Ãº¶¿´¶ʁ�Ã¶Çº¶È�µ²ÊÄ�ÁÃºÀÃ�ÅÀ�²¿�¶É²¾�ÀȮ¶Ã�²�Á²ÃÅº´Æ½²Ã½Ê�¸ÀÀµ�Á½²´¶�ÅÀ�
º¿´½Æµ¶�Ä¹ÀÃÅ�Å¶²´¹º¿¸�µ¶¾ÀÄʇ�	ÀÃ�¹À¾¶ÈÀÃ¼�½¶²µº¿¸�ÆÁ�ÅÀ�Å¹¶Ä¶�µ²ÊÄʁ���³Ã¶²¼�ÄÅÆµ¶¿ÅÄ�
into groups and ask them to prepare a short 5–10-minute lesson for the following class 
reviewing a concept on the upcoming exam. Although students do not always have to 
reframe these demos for the public, I have noticed that the reformulation process helps 
³ÀÅ¹�Å¹¶�ʖÅ¶²´¹¶ÃÄʗ�²¿µ�ʖÄÅÆµ¶¿ÅÄʗ�Ã¶¾¶¾³¶Ã�Å¹¶�´À¿Å¶¿Å�¾ÀÃ¶�Å¹ÀÃÀÆ¸¹½Êʇ��ÀÃ¶ÀÇ¶Ãʁ�
students seem to truly relish the challenge of translating concepts for the non-expert. 

�ÅÆµ¶¿ÅÄ� ´²¿� ²½ÄÀ� ÁÃ¶Á²Ã¶� ²¿²½ÊÄ¶Ä� ²Ä� ½¶ÄÄÀ¿� Á½²¿Äʇ� 	ÀÃ� º¿ÄÅ²¿´¶ʁ� Å¹¶Ê� ¾º¸¹Å�
construct 10–15-minute lesson plans that present analyses suitable for a non-expert 
²Æµº¶¿´¶ʇ�	ÀÃ�Å¹¶Ä¶�²ÄÄº¸¿¾¶¿ÅÄʁ�ÄÅÆµ¶¿ÅÄ�µÀ�¿ÀÅ�¿¶´¶ÄÄ²Ãº½Ê�¹²Ç¶�ÅÀ�Å¶²´¹�Å¹¶�²´ÅÆ²½�
´½²ÄÄ� ÅÀ� Ã¶²Á�³¶¿¶ȱÅÄʁ�²Ä� º¿ÄÅÃÆ´ÅÀÃÄ�´²¿�ÄÅº½½�ÀȮ¶Ã�ÄÆ¸¸¶ÄÅºÀ¿Ä� ·ÀÃ� º¾ÁÃÀÇº¿¸�³ÀÅ¹�
pedagogy and communication with non-experts. It is important, though, that students 
have a particular audience in mind before writing.11 Are they gearing their lessons 
towards a sixth-grade general music class? A high-school AP theory course? A private 
½¶ÄÄÀ¿�ÄÅÆµ¶¿Åʎ��²´¹�²Æµº¶¿´¶�Ã¶ÂÆºÃ¶Ä�µºȮ¶Ã¶¿Å�Å¶²´¹º¿¸�ÄÅÊ½¶Äʁ�²¿µ�ºÅ�ºÄ�º¾ÁÀÃÅ²¿Å�
for students to know to whom they are teaching before they begin planning. 

CONCERT REVIEWS 
�À¿´¶ÃÅ�Ã¶Çº¶ÈÄ�²Ã¶�ºµ¶²½�Ç¶¹º´½¶Ä�·ÀÃ�Ä¹ÀÃÅ�����²ÄÄº¸¿¾¶¿ÅÄ�²¿µ�ÀȮ¶Ã�²¿�¶²ÄÊ�

way to connect your classroom to the outside world. Moreover, they acquaint students 
with writing and reading a genre that many of them will either interact with or be 
²Ä¼¶µ�ÅÀ�ÈÃºÅ¶�·ÀÃ�Å¹ÃÀÆ¸¹ÀÆÅ�Å¹¶ºÃ�´²Ã¶¶ÃÄʇ�	ÀÃ�¶É²¾Á½¶ʁ�ÄÅÆµ¶¿ÅÄ�´²¿�²¿²½ÊË¶�²�Áº¶´¶�
programmed on an upcoming school performance or local concert venue either during 
class or for homework. Then, after attending the concert, they can write a short 250–
500-word review of that concert that includes at least one theoretical or analytical 
point emphasized in class. Many students, though, have never read a concert review. 
Therefore, I typically give them several examples by myself and others as models for 
how to marry performative critique with analytical insights.12  

11  For information on the importance of audience in student writing, see Bean (2011, 40–46). 

12  For example, see my review in DiaKCritical, Grant (2020), or Alyssa Barna’s piece in The 




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ118

Because students have to provide both of the above types of insights when 
writing these short pieces, reviews help students to work on translating analytical 
observations into prose—a skill needed for the larger PMT project—and to develop 
higher-order listening and communication skills. Indeed, to write a review, students 
¾ÆÄÅ� Å¹º¿¼� ²³ÀÆÅ� È¹²Å� ¾²¼¶Ä� ²� Á¶Ã·ÀÃ¾²¿´¶� ¶Ȯ¶´ÅºÇ¶� ÀÃ� ¿ÀÅʁ� ¹ÀÈ� Á¶Ã·ÀÃ¾²¿´¶�
and analysis relate, and how to communicate about performances thoughtfully and 
intelligently. Each of those skills directly relates to any career path a student may 
take, whether that be performing, teaching, or producing.13 

Unlike the previous two assignments, concert reviews take more advanced planning 
to implement. When assigning these in my own classes, I contacted ensemble directors 
²¿µ�¶ÉÁ½ÀÃ¶µ�¾ÆÄº´�Å¹²Å�È²Ä�À·Å¶¿�Æ¿·²¾º½º²Ã�ÅÀ�¾¶�º¿�ÀÃµ¶Ã�ÅÀ�ȱ¿µ�²ÁÁÃÀÁÃº²Å¶�Á½²´¶Ä�
to include this type of assignment in my curriculum. One way around this, particularly 
for upper-level students learning advanced topics, would be to assign students to watch 
recorded live performances on YouTube and review those. I have noticed, though, that 
students truly appreciate being able to analyze music they themselves are performing. 

SHORT CONCERT ANNOUNCEMENTS 
Concise concert announcements suitable for publication in the local newspaper 

ÀȮ¶Ã�ÄÅÆµ¶¿ÅÄ�²¿ÀÅ¹¶Ã�����²´ÅºÇºÅÊ�Å¹²Å�³Æº½µÄ�Ä¼º½½Ä�¿¶¶µ¶µ�·ÀÃ�²¿Ê�»À³�²Ä�²�¾ÆÄº´�
director or performer.14� 	ÀÃ� ¶É²¾Á½¶ʁ� ÄÅÆµ¶¿ÅÄ� ´²¿�²¿²½ÊË¶�²�Áº¶´¶�³¶º¿¸�Á½²Ê¶µ�²Å�
an upcoming school performance and prepare a 250–500-word newspaper blurb 
explaining what audiences might expect to hear in that piece. Within this blurb, students 
must include at least one theoretical concept about the upcoming performance.15�	ÀÃ�
instance, as shown in Example 2, my school recently put on The Great American Trailer 
Park Musical, and I had students analyze a number and write a short announcement, 
aimed at a public audience, that included elements from that analysis. Students later 
reported that the assignment excited them about the show, and that they brought their 
analytical hearings to the performance. 

Washington Post on Taylor Swift’s album Evermore, Barna (2020).

13  The communication skills built into this and the other shorter projects also transfer well if 

students choose to pursue careers outside of music.

14  For more information on using concert announcements in the classroom, see Belcher and Grant 

(2019).

15  This assignment also conveys to the students Lewin’s (1969, 63) well-known point about analysis: 

its goal should be to hear a piece better. 
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L I S T E N I N G  A S S I G N M E N T  # 1  
!is listening assignment is designed to help you familiarize yourself with new and fantastic 
repertoires, work on your writing skills, and develop your active listening skills. In short, this project 
should give you an opportunity to apply what you learn in class. 

To accomplish this assignment successfully, here are some tips: 

1.) Follow the prompt: Each portion of the assignment has speci"c questions that 
must be answered. Please read every part of the question!  

2.) Engage with the score: !e response to every prompt must include at least two to 
three speci"c musical examples from various parts of the score—do not simply 
analyze the "rst few measures of the piece! Don’t forget to specify measure numbers! 

3.) Ask for help if you need it: I am here to help. Use me as a resource! 

4.) Don’t wait until the last minute: !is assignment will take some time. Spread out 
your work. Also, you can always turn it in early for extra feedback!  

5.) Be creative: !e prompt is only a starting point. Feel free to tell me more about 
your experience listening and thinking about the piece! 

THE GREAT AMERICAN TRAILER PARK MUSICAL  

!e Great American Trailer Park Musical is being performed at Missouri Western State University 
this semester. Listen to the musical along with the score (on Canvas) and answer the following 
questions:  

1.) Listen to the song “!e Great American TV Show,” and write a paragraph discussing the 
use of di#erent keys in this song. Why does the song change keys so many times? Do any of 
the keys come back? Do all the key signatures match the actual key the person is singing?  
For this question, it can be helpful to watch a video of the production. One can be found at the 
following link: https://www.youtube.com/watch?v=VrGgnxka8rE.  

2.) Choose one song and write a few paragraphs on how the composer illustrates the text. 
Focus on elements of: harmony, melody, register, rhythm, declamation, etc… Be creative!  

3.) Now that you are an expert on this musical, use the above analyses to write a short concert 
announcement (~300 words) suitable for submission to the Gri#on Weekly that can publicize 
the musical. Your concert announcement should include at least one analytical fact about the 
piece drawn from either of the above analyses that will help the potential audience member 
hear the musical better. Because this is for the Gri#on Weekly, your announcement should not 
use any theoretical jargon. Assume your audience knows nothing about music. !is will be a 
challenge, but feel free to run rough drafts by me at any time!

Example 2. 
Listening Assignment 1: The Great American Trailer Park Musical.
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Instructors could build on this assignment by having groups of students generate 
these blurbs, then vote on one to submit to the school paper, thus allowing students to 
see their PMT assignments in print. This applied learning opportunity gives students 
a clear taste of what it feels like to actually market and drum up excitement for an 
upcoming performance, something that almost all of them will need to do at some 
point in their careers.  

�¹ºÄ� ÅÊÁ¶� À·� ÁÃÀ»¶´Å� ²½ÄÀ�ÈÀÃ¼Ä�È¶½½� ·ÀÃ�ȱ´ÅºÅºÀÆÄ� Á¶Ã·ÀÃ¾²¿´¶Äʇ� 	ÀÃ� º¿ÄÅ²¿´¶ʁ�
I have augmented model compositions done in my theory class by having students 
write concert announcements about their pieces that analyze the composition for the 
¸¶¿¶Ã²½�ÁÆ³½º´ʇ��¹ºÄ�¶É¶Ã´ºÄ¶�¹²Ä�Ä¶Ç¶Ã²½�³¶¿¶ȱÅÄʇ�	ºÃÄÅʁ�ºÅ�ÁÃÀÇºµ¶Ä�²�Ä¹ÀÃÅʁ�½ÀÈʉÄÅ²¼¶Ä�
way to train students to distill analysis into understandable language. Analyzing 
Å¹¶ºÃ� ÀÈ¿�Áº¶´¶� ²½ÄÀ� ·ÀÃ´¶Ä� Å¹¶¾� ÅÀ� ÄÅ¶Á� ³²´¼� ²¿µ� Ã¶ȷ¶´Å� À¿�¹ÀÈ� Å¹¶Ê�È²¿Å� Å¹¶ºÃ�
model compositions to be heard on the large scale, creating a productive feedback 
½ÀÀÁ� ³¶ÅÈ¶¶¿� ²¿²½ÊÄºÄʁ� Á¶Ã·ÀÃ¾²¿´¶ʁ� ²¿µ� ´À¾ÁÀÄºÅºÀ¿ʇ� 	º¿²½½Êʁ� Å¹¶� ²´ÅºÇºÅÊ� ¾²¼¶Ä�
the composition feel more like a real performance rather than simply a theoretical 
exercise. 

GRAPHIC ANALYSES 
�ÀÅ�²½½�����¹²Ä�ÅÀ�³¶�ÈÃºÅÅ¶¿�ÁÃÀÄ¶ʇ�	ÀÃ�¶É²¾Á½¶ʁ�Å¹¶��ÀÃÀ¿ÅÀ��Ê¾Á¹À¿Ê�Ã¶´¶¿Å½Ê�

ÄÅ²ÃÅ¶µ� ÁÆ³½ºÄ¹º¿¸� �ºÄÆ²½� �ºÄÅ¶¿º¿¸� 
Æºµ¶Ä� Æ¿µ¶Ã� Å¹¶� ÁÃÀ»¶´Å� ¿²¾¶� ʖ�Ê¾Á¹À¿Ê�

Ã²Á¹ºÂÆ¶ʇʗ16 These guides provide listeners with a nearly textless timeline of the 
piece, a timeline augmented with stylized graphics that display information such as 
instrumentation, form, contour, and key. These graphics supplant the traditional text-
heavy program note with an accessible way for listeners to track where they are in the 
piece and to what they can be listening. Similarly, the Philadelphia Orchestra produces 
a smartphone app called LiveNote that provides listeners with an in-time guide to the 
composition.17 One can imagine the impact of either listening guide on the experiences 
of non-musicians, many of whom do not listen to classical music on a daily basis. 
	À´ÆÄº¿¸�ÄÁ¶´ºȱ´²½½Ê�À¿�¹ÀÈ�ÅÀ�¾²¼¶�²´´¶ÄÄº³½¶�¶ÉÁ½²¿²ÅÀÃÊ�¸Ã²Á¹º´Ä�²½½ÀÈÄ�ÄÅÆµ¶¿ÅÄ�
ÅÀ�´Æ½ÅºÇ²Å¶�²�Ä¼º½½�ÆÄ¶·Æ½�º¿�¾ÀÃ¶�´À¿Å¶ÉÅÄ�Å¹²¿�»ÆÄÅ�Å¹¶�ȱ¿²½�ÁÃÀ»¶´Åʇ�

With this inspiration in mind, I have begun asking my students to create artistic 
diagrams of pieces as part of their analytical homework. This works particularly well 
·ÀÃ�Æ¿ºÅÄ�À¿�¾ÆÄº´²½�·ÀÃ¾ʇ�	ÀÃ�º¿ÄÅ²¿´¶ʁ�²Ä�Ä¹ÀÈ¿�º¿��É²¾Á½¶�Ёʁ���Ã¶´¶¿Å½Ê�Å²Ä¼¶µ�¾Ê�
students with creating a graphic analysis of Clara Schumann’s Variations on a Theme 

16  See Bishko (2017) for examples of these guides. 

17  Thank you to Jenkins (2020) for alerting me to this app. 
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by Robert Schumannʁ�ÀÁʇ�ЀϾʇ�	ÀÃ� Å¹ºÄ�²ÄÄº¸¿¾¶¿Åʁ� ��ȱÃÄÅ�²Ä¼¶µ�ÄÅÆµ¶¿ÅÄ� ÅÀ�²¿²½ÊË¶�
µºȮ¶Ã¶¿Å�²ÄÁ¶´ÅÄ�À·�Å¹¶�¾ÀÇ¶¾¶¿Å�ÄÆ´¹�²Ä�ºÅÄ�½²Ã¸¶ʉÄ´²½¶�·ÀÃ¾ʁ�Å¹¶�´¹²Ã²´Å¶Ã�À·�¶²´¹�
section, and variation techniques displayed throughout the piece. Students then used 
this information to create an artistic representation of how some of these features 
(or others not listed) play out in the piece for a non-musician audience member. I 
have similarly experimented with this type of assignment when investigating small 
binary forms; after analyzing pieces in class, students create formal diagrams that 
are directed toward the general public. In those cases, student diagrams often depict 
the binary form’s thematic characteristics and the overall trajectory from stability to 
instability and back. 

While I have had great success implementing these artistic diagrams on their 
own alongside my already created analytical homework, they are far from the only 
way to include graphic analyses into the classroom. Jenkins (2020, 384), for instance, 
suggests having students write informational slides for a listening guide to accompany 
a composition they are working on in their private lessons. One could also combine 
this assignment with one listed above such as the pre-concert talk. After creating 
Å¹¶ºÃ�¸Ã²Á¹º´�²¿²½ÊÄ¶Äʁ�ÄÅÆµ¶¿ÅÄ�´ÀÆ½µ�ÈÀÃ¼�º¿µºÇºµÆ²½½Ê�ÀÃ�º¿�¸ÃÀÆÁÄ�ÅÀ�´Ã¶²Å¶�²�ȱÇ¶ʉ
minute pre-concert talk that walks an audience member through their graphics. While 
this option takes more class time, it also more clearly resembles a real-world activity 
that most music majors might perform at some point in their lives and therefore be 
even more motivating. 
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L I S T E N I N G  A S S I G N M E N T  # 2  
For this listening assignment, we’re going to begin thinking about how composers can create an entire 
piece from one simple theme. 

INSTRUCTIONS: 

1.) Listen to Clara Schumann’s “Variationen über ein !ema von Robert Schumann,” Op. 20 
several times with and without score. A recording and score is on Canvas. 

2.) Take a close look at the Variation 1:   

a.) If we consider the theme to be divided into four voices (soprano, alto, tenor, bass), 
which stay the same and which di"er between the theme and #rst variation? 

b.) If we look closely between this variation and the theme, we notice that the 
harmony remains largely unchanged. What speci#c musical element is altered, in the 
#rst variation, then? 

2.) Now consider Variation 2. !is variation looks radically di"erent than the theme, but there 
are some features that remain consistent.  

a.)  First, what is the most obvious musical di"erence between this variation and the 
theme?  

b) Now, try tracing the melody through the #rst eight bars. Can you #nd every note of 
the original theme? What makes it so di$cult to #nd?   

c.) Finally, name two other musical features of Variation 2 that remain consistent 
between it and the original theme. 

3) Variation 3’s most obvious alteration to the theme is changing the mode from minor to 
major. However, !at’s not all Schumann changed. She also reharmonized the piece. Do a 

Example 3. 
Listening Assignment 2: Clara Schumann’s Variations on a Theme by Robert Schumann, op. 20.
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PART 2: A LARGE-SCALE PROJECT

The previous section detailed several options for infusing small-scale PMT 
activities into the undergraduate theory core. While these provide approachable 
introductions to various PMT skills, a larger, cumulative, project gives students a 
chance to tie those skills together into something substantial that also builds career 
skills.18 

��²µÇÀ´²Å¶�·ÀÃ�Ã¶Á½²´º¿¸�²�ȱ¿²½�²¿²½ÊÅº´²½�Á²Á¶Ã�ÈºÅ¹�²�ÁÃÀ»¶´Å�º¿�È¹º´¹�ÄÅÆµ¶¿ÅÄ�
create YouTube videos, podcasts, or newspaper articles, tailored for the non-expert, 
that either analyze a piece of music or teach a concept learned in class.19 While 
²¿²½ÊÅº´²½�Á²Á¶ÃÄ�¹²Ç¶�¾²¿Ê�³¶¿¶ȱÅÄʁ�Å¹¶Ê�²Ã¶�¿ÀÅ�Å¹¶�À¿½Ê�È²Ê�·ÀÃ�ÄÅÆµ¶¿ÅÄ�ÅÀ�²ÁÁ½Ê�
their knowledge. Instead, this media-directed project requires students to synthesize 
Å¹¶ºÃ�¼¿ÀÈ½¶µ¸¶�²Ä�Å¹¶Ê�ÈÀÆ½µ�·ÀÃ�²¿�²´²µ¶¾º´�Á²Á¶Ã�²¿µ�³¶ÅÅ¶Ã�Ã¶ȷ¶´ÅÄ�¹ÀÈ�ÄÅÆµ¶¿ÅÄ�
will most likely use theory in their professional lives.20 Every musician will need to 
distill an analysis of a piece for a non-expert at some point in their career, and giving 
students the opportunity to think through a concept from a teaching perspective 
directly relates music theory to any student with aspirations to teach in some capacity. 

�¶ÄÁºÅ¶� Å¹¶Ä¶�³¶¿¶ȱÅÄʁ�ÄÅÆµ¶¿ÅÄ�À·Å¶¿�ȱ¿µ�ÅÃ²¿Ä½²Åº¿¸�Å¹¶ÀÃ¶Åº´²½�´À¿´¶ÁÅÄ�²¿µ�
Å¶Ã¾Ä�º¿ÅÀ�½²¿¸Æ²¸¶�´À¾ÁÃ¶¹¶¿Äº³½¶�ÅÀ�Å¹¶�ÁÆ³½º´�´¹²½½¶¿¸º¿¸ʇ�	ÀÃ�º¿ÄÅ²¿´¶ʁ�º¿�¶²Ã½Ê�
attempts at this type of project, struggling students tended to fall into one of three 
camps: 1) they left out analytic detail in favor of blow-by-blow descriptions, 2) they 
ȱ½½¶µ�ÄÁ²´¶�ÈºÅ¹�¹ºÄÅÀÃº´²½�ÀÃ�³ºÀ¸Ã²Á¹º´²½�µ¶Ä´ÃºÁÅºÀ¿ʁ�²¿µ�Ёʰ�Å¹¶Ê�ÆÄ¶µ�ÄÁ¶´º²½ºË¶µ�
»²Ã¸À¿ʇ���ÁÃÀ»¶´Å�½º¼¶�Å¹ºÄ�¾ÆÄÅʁ�Å¹¶Ã¶·ÀÃ¶ʁ�³¶�ÄÅÃ²Å¶¸º´²½½Ê�Ä´²ȮÀ½µ¶µ�ÄÀ�Å¹²Å�ÄÅÆµ¶¿ÅÄ�
Ã¶´¶ºÇ¶�·¶¶µ³²´¼�·ÃÀ¾�³ÀÅ¹�Å¹¶ºÃ�º¿ÄÅÃÆ´ÅÀÃ�²¿µ�Å¹¶ºÃ�Á¶¶ÃÄʇ��¹ºÄ�Ä´²ȮÀ½µº¿¸�¿ÀÅ�À¿½Ê�
¹¶½ÁÄ�ÄÅÆµ¶¿ÅÄ�´À¿ȱµ¶¿Å½Ê�´Ã²·Å�ÁÃÀÄ¶�ÄÆºÅ²³½¶�·ÀÃ�Å¹¶�¿À¿ʉ¶ÉÁ¶ÃÅʁ�³ÆÅ�ºÅ�²½ÄÀ�²½½ÀÈÄ�
instructors to provide feedback on auxiliary issues, such as how to construct and 
º¾Á½¶¾¶¿Å�²¿�¶Ȯ¶´ÅºÇ¶�½¶ÄÄÀ¿�Á½²¿ʨ²�Ä¼º½½�¾²¿Ê�¾ÆÄº´�ÄÅÆµ¶¿ÅÄ�Èº½½�ȱ¿µ�º¾¾¶µº²Å¶½Ê�
relevant. Thus, after giving an overview of the project, I will discuss, in detail, its 
Ä´²ȮÀ½µº¿¸�²¿µ�ºÅÄ�²ÄÄ¶ÄÄ¾¶¿Åʇ

18  For many music education students, this project can potentially also be part of a teaching portfolio. 

19  Jenkins (2020, 385–386) also endorses using podcasts and YouTube videos in the classroom and 

µºÄ´ÆÄÄ¶Ä�ÁÀÄÄº³½¶�º¾Á½¶¾¶¿Å²ÅºÀ¿Ä�·ÀÃ�¶²´¹�Å¹²Å�´À¾Á½¶¾¶¿Å�Å¹¶�ÁÃÀ»¶´Å�µ¶Ä´Ãº³¶µ�¹¶Ã¶ʇ��¾ÁÀÃÅ²¿Å½Êʁ�

¶¿¼º¿Ä�²½ÄÀ�µºÄ´ÆÄÄ¶Ä�Å¹¶�³¶¿¶ȱÅÄ�²¿µ�µÃ²È³²´¼Ä�À·�³ÀÅ¹�¾¶µºÆ¾Äʇ�
20  Lang (2016, 429–430). 




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ124

OVERVIEW 
When I assign this project, I intentionally give students options so that they can 

take ownership and forge their own paths. They can choose: 1) to work individually or 
in groups; 2) to make a YouTube video, podcast, or newspaper article; and 3) to teach 
a concept or analyze a piece of music for the general public. I only restrict the pieces to 
be analyzed or the subject of the lessons, because both must align with topics covered 
º¿�Å¹¶�́ ÀÆÃÄ¶ʇ�	ÀÃ�º¿ÄÅ²¿´¶ʁ��É²¾Á½¶�Ђ�µºÄÁ½²ÊÄ�²�Ã¶´¶¿Å�²ÄÄº¸¿¾¶¿Å�Ä¹¶¶Åʁ�²ÁÁÃÀÁÃº²Å¶�
for a fourth-semester tonal theory course at a regional state institution, that covers 
topics including chromatic harmony and modulation, form and harmony in popular 
music, and the analysis of texted music. Given the heavy emphasis on vocal music, 
text painting, and expressive chromaticism in the course, students are encouraged to 
analyze nineteenth-century vocal works. Similarly, many of the suggested teaching 
topics revolve around vocal music from both the common-practice and popular 
traditions. These are only suggestions, though; students can choose other topics in 
´À¿ÄÆ½Å²ÅºÀ¿�ÈºÅ¹�¾¶�²Ä�½À¿¸�²Ä�Å¹¶�ÅÀÁº´Ä�Ã¶ȷ¶´Å�Å¹¶�´ÀÆÃÄ¶�´À¿Å¶¿Åʇ

�¹¶Ä¶�³ÃÀ²µ�¸Æºµ¶½º¿¶Ä�¾²¼¶�Å¹ºÄ�ÁÃÀ»¶´Å�ȷ¶Éº³½¶�ÄÆ´¹�Å¹²Å�ºÅ�´²¿�ÈÀÃ¼�ÈºÅ¹�²¿Ê�
core undergraduate course. Teachers merely need to tweak the suggested analytical 
pieces or teaching topics depending on the course, curriculum, and institutional 
´ºÃ´Æ¾ÄÅ²¿´¶Äʇ�	ÀÃ�º¿ÄÅ²¿´¶ʁ�²Ä�Ä¹ÀÈ¿�º¿��É²¾Á½¶�Ѓʁ���Ã¶´¶¿Å½Ê�²ÄÄº¸¿¶µ�²�Ç²Ãº²ÅºÀ¿�À·�
Å¹ºÄ�Ä²¾¶�ÁÃÀ»¶´Å�ÅÀ�¾Ê�¾ÆÄº´�·Æ¿µ²¾¶¿Å²½Ä�´½²ÄÄʁ�ÈºÅ¹�À¿½Ê�¾º¿ÀÃ�¾Àµºȱ´²ÅºÀ¿Äʇ��¿�
that case, I required students to create teaching videos or podcasts. In doing so, my 
hope was to have students create a class resource that would help everyone review for 
Å¹¶�ȱ¿²½�¶É²¾ʨÄÅÆµ¶¿ÅÄ�Å¶²´¹º¿¸�ÄÅÆµ¶¿ÅÄʨ²�¸À²½�Å¹²Å�ÈÀÃ¼¶µ�ÀÆÅ�ÂÆºÅ¶�È¶½½ʇ�

�¹¶� ÁÃÀ»¶´ÅʓÄ� ȷ¶Éº³º½ºÅÊ� ²½½ÀÈÄ� ÄÅÆµ¶¿ÅÄ� ÅÀ� Å²¼¶� ÀÈ¿¶ÃÄ¹ºÁ� À·� Å¹¶ºÃ� ÈÀÃ¼� ²¿µ�
Ã¶ÄÆ½ÅÄ� º¿� ÅÃ¶¾¶¿µÀÆÄ½Ê� µºÇ¶ÃÄ¶� ȱ¿²½� ÁÃÀµÆ´ÅÄʇ� 	ÀÃ� º¿ÄÅ²¿´¶ʁ� È¹¶¿� �� ²ÄÄº¸¿¶µ� Å¹¶�
ÁÃÀ»¶´Å�µ¶Å²º½¶µ�º¿��É²¾Á½¶�Ђʁ�À¿¶�ÄÅÆµ¶¿Å�́ Ã¶²Å¶µ�²�ÁÀµ´²ÄÅ�²¿²½ÊËº¿¸��´¹Æ³¶ÃÅʓÄ�ʖ�¶Ã�
�Ã½¼ģ¿º¸ʇʗ21 Another created a YouTube video in which a poor, unsuspecting person 
²Ä¼¶µ�²��Æº»²�³À²Ãµ�¹ÀÈ�ÅÀ�ÈÃºÅ¶�ÁÀÁÆ½²Ã�ÄÀ¿¸Äʁ�À¿½Ê�ÅÀ�¹²Ç¶�²�ʖ¾²µ�¾ÆÄº´À½À¸ºÄÅʗ�
¶¾¶Ã¸¶�·ÃÀ¾�Å¹¶�³À²Ãµ�ÅÀ�¶ÉÁ½²º¿�Ç¶ÃÄ¶ʉ´¹ÀÃÆÄ�·ÀÃ¾Ä�²¿µ�ʖ�º´¼��À½½ʗ�¹ºÄ�Çº´Åº¾ʇ��Åº½½�
other students taught twelve-bar blues through a sketch in the style of Saturday Night 
Live featuring caricatures of the professors in the music department. The formats 
´¹ÀÄ¶¿�²½ÄÀ�Ç²ÃÊ�Äº¸¿ºȱ´²¿Å½Êʁ�ÈºÅ¹�ÄÅÆµ¶¿ÅÄ� Å¶¿µº¿¸�ÅÀ� ·²ÇÀÃ�¾²¼º¿¸�ÁÀµ´²ÄÅÄ�²¿µ�
YouTube videos over writing newspaper articles.22

21  To listen to this podcast, please visit the following link: https://bit.ly/2WjVK1S. Thank you to 

Andrew Day for providing me permission to share this project. 

22  This heavy reliance on technology may give some teachers pause. However, there is a wealth of 
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free and paid apps and websites that make the process of creating YouTube videos and podcasts easier 

than ever. For podcasts, Anchor and SoundTrap are both good options to suggest to students. Anchor 

is completely free, and SoundTrap has a free tier that is enough for most projects. The latter even has 

ÀÁÅºÀ¿Ä�Å¹²Å�²½½ÀÈ�ÊÀÆ�¶µºÅ�²ÆµºÀ�³Ê�¶µºÅº¿¸�²�ÈÃºÅÅ¶¿�ÅÃ²¿Ä´ÃºÁÅʇ�	ÀÃ��ÀÆ�Æ³¶�Çºµ¶ÀÄʁ���ÄÆ¸¸¶ÄÅ��ÁÁ½¶ʓÄ�
iMovie. This program is both intuitive and available for free on any Mac or iPhone. 

OPTION 1: ANALYZE A PIECE FOR A PUBLIC AUDIENCE 

!is project can be done in groups of up to three people. 

For this option, analyze a piece of music for a public audiences using a format of your choice. Pieces, 
however, must include some elements of chromatic harmony and/or must be in a form discussed in 
class (i.e. strophic, through composed, etc…). If you cannot decide, the following vocal pieces, most of 
which can be found in your course anthology, would all be good choices: 

 1.) Johannes Brahms: “Die Mainacht” 
 2.) Fanny Mendelssohn Hensel: “Nachtwanderer”  
 3.) Fanny Mendelssohn Hensel: “Neue Liebe, neues Leben”  
 4.) Franz Schubert: “Der Doppelgänger” from Schwanengesang (this score can be found on   
 IMSLP.org) 
 5.) Franz Schubert: “Erlkönig”  
 6.) Clara Schumann: “Liebst du um Schönheit” 
 7.) Robert Schumann: “Widmung,” from Myrthen  

Some options for formats include creating: 

 1.) a 5–10 minute YouTube video (e.g, SMT-V: https://societymusictheory.org/smt-v), 
 2.) a 5–10 minute Podcast (e.g., Song Exploder or Surprisingly Awesome Episode #10), 
 3.) a blog post or newspaper article (e.g., Alyssa Barna’s work for the Washington Post:    
 https://wapo.st/2Jv2yW9). 

If you decide to create a YouTube video or podcast, you will be paired with one of  Missouri Western’s 
music technology students to help you produce the recording.  

TIP: !is option is challenging in that you have to explain topics that you learn in class to an audience 
that does not know any theory jargon. You can use terminology that you learned in theory, but you 
have to teach that to the audience before you use that term. !erefore, I suggest you show them what 
you want them to hear using lots of musical examples. In other words, think about this project as if 
you are teaching someone to hear a piece better. 

Example 4. 
Final Project General Overview.
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F U N D A M E N T A L S :  F I N A L  P R O J E C T  
Welcome to the !nal month and a half of your fundamentals experience! "is !nal project is designed 
to allow you a chance to synthesize all of the theory knowledge that you’ve gained throughout the 
class and distill it into something designed for the general public.  

OVERVIEW OF THE PROJECT 
!is project can be done in groups of up to four people. 

For this project, you will create a 5–10 minute YouTube video or podcast that teaches a concept we 
learned in class to someone with little to no musical training. Possible topics include anything listed as 
a subheading in the table of contents of your textbook (pp. ix–x). 

TIP: "is will be challenging given your audience, but it is similar to what you will face if you are ever 
tasked with teaching in real life. "ink about structuring your lesson around a particular piece or 
song, and coming back to that piece throughout your project.  

Also, know that I am always willing to help at any point of the project. Don’t be afraid to start thinking 
about this early, and always email me if you need some extra help with anything from teaching tips to 
tech help! 

PRESENTING THE PROJECTS: 
"ese projects will be presented to the Missouri Western community as part of the annual "eory 
Extravaganza (December 4) in Potter "eater. Be ready to introduce your project, play it for the 
audience, and answer questions for several minutes after it plays. 

DEADLINES: 
Each of these deadlines except the "nal form of the project will be graded as a homework assignment. 

November 8:  One paragraph proposal of the project outlining your chosen group, chosen  
 medium, and three possible topics. 

November 13:  Detailed lesson plan/script for your project due. "e more detail you can give   
 me, the more feedback I can give! 

November 20:  Rough cut of your project due for critique (this can be a several-minute rough   
 clip of the video just to see how things are looking!). 

December 2–4:  In-class presentations of your !nal projects. (Sign-ups will be posted online in   
 Week 13). 

December 4:  Final project due by 11:59 PM the day of the "eory Extravaganza.

Example 5.
Fundamentals: Final Project.
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PROJECT SCAFFOLDING
�¹¶�Åº¾º¿¸�²¿µ�Ä´²ȮÀ½µº¿¸�À·�Å¹¶�ÁÃÀ»¶´Å�²Ã¶�²½ÄÀ�´ÃºÅº´²½�·ÀÃ�ºÅÄ�º¾Á½¶¾¶¿Å²ÅºÀ¿ʇ�

As shown in Example 6, I assign this project in week 10 of the course to ensure that 
ÄÅÆµ¶¿ÅÄ�¹²Ç¶�²�Äº¸¿ºȱ´²¿Å�²¾ÀÆ¿Å�À·�Åº¾¶�·ÀÃ�Ã¶ȱ¿¶¾¶¿Åʇ�	ÆÃÅ¹¶Ã¾ÀÃ¶ʁ���³Ã¶²¼�Å¹¶�
²ÄÄº¸¿¾¶¿Å�µÀÈ¿�º¿ÅÀ�ȱÇ¶�Á²ÃÅÄ�ÀÃ�ÄÅ²¸¶Äʁ�ÃÀÆ¸¹½Ê�¶ÂÆºÇ²½¶¿Å�ÅÀ�È¹²Å��¿¾²¿�ʯЀϾϿЅʁ�
ЃϿʦЃЂʰ�ÄÆ¸¸¶ÄÅÄ�·ÀÃ�Ä´²ȮÀ½µº¿¸�²�ȱ¿²½�Å¶Ã¾�Á²Á¶Ãʇ

PROJECT  Assignment sheet passed out. 
ASSIGNED:  
Week 10/Day 1   

STAGE 1: One paragraph proposal of the project due outlining the chosen project  
Week 11/Day 1  option, the overall thesis and chosen piece, chosen format, and chosen group   
 (if applicable).  

STAGE 2:  Detailed outline of the project due. For the analysis project, they must provide   
Week 12/Day 1 a form chart and marked-up score along with the outline. For the teaching   
 option, they must hand in a detailed outline of your lesson plan and a list of   
 pieces they plan to use in their class.  

STAGE 3:  Rough draft of the project due.  
Week 14/Day 1 

STAGE 4:  Students must either present their project in class or upload their projects to   
Week 15/Day 1 an LMS for peer feedback. 

STAGE 5:  Final project due. 
Day of Final Exam 

Example 6. 
Timeline of Final Project.

Stage 1: The Proposal

�¹¶�ȱÃÄÅ�ÄÅ²¸¶�À·�Å¹¶�²ÄÄº¸¿¾¶¿Å�´À¿ÄºÄÅÄ�À·�²�À¿¶ʉÁ²Ã²¸Ã²Á¹�ÁÃÀÁÀÄ²½�ÀÆÅ½º¿º¿¸�
the student’s project format, the piece they are analyzing or concept they are teaching, 
the general analytical thesis or takeaway point for the lesson, and the group members. 
�¹ºÄ�ÄÅ²¸¶�¶¿ÄÆÃ¶Ä�Å¹Ã¶¶�Å¹º¿¸Äʇ�	ºÃÄÅʁ�ÄÅÆµ¶¿ÅÄ�³¶¸º¿�Å¹¶�ÁÃÀ»¶´Å�¶²Ã½Ê�²¿µ�́ À¿ȱµ¶¿Å½Êʇ�
Second, the instructor can provide helpful resources on the project’s topic to students 
at a formative stage in the project. In particular, I like to give students examples of 
¶Ȯ¶´ÅºÇ¶�����º¿�Å¹¶ºÃ�´¹ÀÄ¶¿�·ÀÃ¾²Å�²Å�Å¹ºÄ�ÄÅ²¸¶ʁ�ÄÀ�Å¹¶Ê�¹²Ç¶�²�ÁÀº¿Å�À·�Ã¶·¶Ã¶¿´¶�
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when creating their project.23� 	º¿²½½Êʁ� Å¹ÀÆ¸¹� ¾ÀÄÅ� ÄÅÆµ¶¿ÅÄ� ¹²¿µ� º¿� ²ÁÁÃÀÁÃº²Å¶�
ÁÃÀÁÀÄ²½Äʁ�Å¹ºÄ�ÄÅ²¸¶�²½ÄÀ�¶¿ÄÆÃ¶Ä�¿À�À¿¶�³¶¸º¿Ä�ÈºÅ¹�²�³½À²Å¶µ�ÅÀÁº´ʇ�	ÀÃ�º¿ÄÅ²¿´¶ʁ�
students hoping to teach every type of vocal form in both popular and common-
ÁÃ²´Åº´¶�ÄÅÊ½¶Ä�¾²Ê�¹²Ç¶�ÅÃÀÆ³½¶�ÅÃÊº¿¸�ÅÀ�ȱÅ�Å¹²Å�º¿�²�ЃʦϿϾʉ¾º¿ÆÅ¶�Çºµ¶Àʇ�

Stage 2: The Detailed Outline or Lesson Plan

A week after the proposal is submitted, students hand in detailed outlines of 
Å¹¶ºÃ�ÁÃÀ»¶´ÅÄʇ�	ÀÃ�Å¹¶�²¿²½ÊÅº´²½�ÀÁÅºÀ¿ʁ�ÄÅÆµ¶¿ÅÄ�¾ÆÄÅ�ÅÆÃ¿�º¿�²¿�ÀÇ¶ÃÇº¶È�À·�Å¹¶ºÃ�
analysis along with a form chart and marked-up score with measure numbers.24�	ÀÃ�
the teaching option, students submit an outline of their lesson plan along with a list 
of pieces and excerpts they will use in the class. Instructor feedback at this stage 
may address areas for improvement or expansion, note any misreadings or broad 
conceptual errors, ensure students are properly defending their proposed theses from 
Stage 1, and stop students from trying to use information gleaned from poorly chosen 
sources.25 At this stage instructors can also correct pedagogical missteps taken by 
students who chose the teaching option; these could include regurgitating a summary 
of the textbook without concern for pedagogical practices such as proper sequencing 
of topics, not providing interactive moments, and poor ordering of explanations. 

Stage 3: The Rough Draft

In Stage 3, students hand in rough cuts of recorded projects or drafts of newspaper 
²ÃÅº´½¶Äʇ��ÅÆµ¶¿ÅÄ�Ä¹ÀÆ½µ�¿ÀÅ�³¶�¶µºÅº¿¸�¾Æ´¹�²Å�Å¹ºÄ�ÄÅ²¸¶ʇ��²Å¹¶Ãʁ�Å¹¶Ê�Ä¹ÀÆ½µ�·À´ÆÄ�À¿�
Ä¹ÀÈ´²Äº¿¸�Å¹¶ºÃ�ÇºÄºÀ¿�À·�Å¹¶�ȱ¿²½�ÁÃÀ»¶´Å�ÅÀ�Å¹¶ºÃ�º¿ÄÅÃÆ´ÅÀÃ�ÄÀ�Å¹²Å�Å¹¶Ê�´²¿�Ã¶´¶ºÇ¶�
feedback before intense editing occurs. Students tend to have two main issues at this 
point: 1) their language is often still too jargon-heavy and 2) the teaching projects 
À·Å¶¿�Ä²´Ãºȱ´¶�Á¶µ²¸À¸º´²½�́ ½²ÃºÅÊ�·ÀÃ�́ À¾¶µº´�ÃÀÆÅº¿¶Äʇ��²Å¹¶Ã�Å¹²¿�ÁÃÀÇºµº¿¸�ÈÃºÅÅ¶¿�
·¶¶µ³²´¼ʁ���ȱ¿µ�ºÅ�¶²Äº¶Ã�ÅÀ�Ä´¹¶µÆ½¶�º¿µºÇºµÆ²½�¾¶¶Åº¿¸Ä�ÄÀ�Å¹²Å���´²¿�¸ºÇ¶�·¶¶µ³²´¼�
È¹º½¶�Á½²Êº¿¸�ÄÁ¶´ºȱ´�ÁÀÃÅºÀ¿Ä�À·�Å¹¶ºÃ�²ÄÄº¸¿¾¶¿ÅÄ�³²´¼�ÅÀ�Å¹¶�ÄÅÆµ¶¿ÅÄʇ�

ЀЁ� ��¹¶Ã¶�²Ã¶�Á½¶¿ÅÊ�À·�·²¿Å²ÄÅº´�¶É²¾Á½¶Ä�ÅÀ�´¹ÀÀÄ¶�·ÃÀ¾�º¿�¶²´¹�·ÀÃ¾²Åʁ�³ÆÅ���Å¶¿µ�ÅÀ�ÄÅ¶¶Ã�ÄÅÆµ¶¿ÅÄ�
towards SMT-V for YouTube-style videos, Song Exploder for podcasts, and Alyssa Barna’s writings for 

The Washington Post (https://wapo.st/2Jv2yW9) for newspaper articles. For many more suggestions, 

please see Jenkins (2017) and (2020).

ЀЂ� ��¹¶�¾²Ã¼º¿¸Ä���²Ä¼�À·�Å¹¶�ÄÅÆµ¶¿ÅÄ�µ¶Á¶¿µ�À¿�Å¹¶�ÁÃÀ»¶´Åʇ���µÀ�¿ÀÅ�¶ÉÁ¶´Åʁ�·ÀÃ�º¿ÄÅ²¿´¶ʁ�²�·Æ½½�
�À¾²¿ʉ¿Æ¾¶Ã²½�²¿²½ÊÄºÄ�À·�¶Ç¶ÃÊ�Ä´ÀÃ¶ʇ��²Å¹¶Ãʁ���È²¿Å�Å¹¶ºÃ�²¿¿ÀÅ²ÅºÀ¿Ä�ÅÀ�Á¶ÃÅ²º¿�ÅÀ�Å¹¶ºÃ�Å¹¶ÄºÄʇ�
ЀЃ� ��Æ´¹�´À¿Ç¶ÃÄ²ÅºÀ¿Ä�²½½ÀÈ�ÊÀÆ�ÅÀ�³ÀÅ¹�¶ÉÁ½²º¿�ÅÀ�ÄÅÆµ¶¿ÅÄ�Å¹¶�µºȮ¶Ã¶¿´¶Ä�³¶ÅÈ¶¶¿�¸ÀÀµ�²¿µ�³²µ�
scholarly sources and also to reveal the resources at their disposal at an institution of higher education. 

�¿�ÄÀ¾¶�´ºÃ´Æ¾ÄÅ²¿´¶Äʁ�ºÅ�¾²Ê�³¶�ÁÃÆµ¶¿Å�ÅÀ�Á½²¿�²�³Ãº¶·�½º³Ã²ÃÊ�ÅÃºÁ�ÅÀ�Ä¹ÀÈ�ÄÅÆµ¶¿ÅÄ�Å¹¶Ä¶�Ã¶ÄÀÆÃ´¶Ä�
in person. 
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Stage 4: Peer Feedback

In the penultimate stage of the project, students receive peer feedback—a 
necessary step after having already received my extensive comments. By this stage, 
most of the projects should be in good shape, but the peer feedback does help students 
¾²¼¶�²� ·¶È�ȱ¿²½�ÁÃÀµÆ´ÅºÇ¶� ÅÈ¶²¼Ä�³¶·ÀÃ¶� Å¹¶�ȱ¿²½� ÄÆ³¾ºÄÄºÀ¿ʇ��¹ºÄ� ÄÅ²¸¶�´²¿�³¶�
µÀ¿¶�º¿�ÅÈÀ�µºȮ¶Ã¶¿Å�È²ÊÄ�µ¶Á¶¿µº¿¸�À¿�º¿ÄÅÃÆ´ÅÀÃ�ÁÃ¶·¶Ã¶¿´¶ʇ��·�À¿¶�¹²Ä�Å¹¶�Åº¾¶�
ÀÃ�·¶È¶Ã�ÄÅÆµ¶¿ÅÄʁ� º¿ʉ´½²ÄÄ�ÁÃ¶Ä¶¿Å²ÅºÀ¿Ä�´²¿�³¶�²�¸ÀÀµ�ÀÁÅºÀ¿ʇ��Àº¿¸�ÄÀ�²½½ÀÈÄ�·ÀÃ�
students to present their work to their peers and receive and respond to feedback in 
person. This option also enables instructors to help guide the discussion and actively 
keep feedback constructive. Another possibility is to have each person or group upload 
their projects to a learning management system (LMS) so that their peers can log on 
and comment within a forum. In that case, I require that students post commentary on 
at least two projects, noting both strengths and weaknesses of each and prioritizing 
projects that have not already gotten comments. This option not only saves class time, 
but it also helps ensure that every voice in the class is heard.

Stage 5: Final Project

	ÀÃ�Å¹¶�½²ÄÅ�ÄÅ²¸¶ʁ�ÄÅÆµ¶¿ÅÄ�ÆÁ½À²µ�Å¹¶ºÃ�ȱ¿²½�ÁÃÀ»¶´ÅÄ�ÅÀ�²¿�����ÀÃ�´½ÀÆµ�Ä¶ÃÇº´¶�
²�È¶¶¼�²·Å¶Ã�Å¹¶�ȱ¿²½�ÁÃ¶Ä¶¿Å²ÅºÀ¿Äʇ��¿�¾Ê�¶ÉÁ¶Ãº¶¿´¶ʁ�³¶´²ÆÄ¶�À·�²½½�À·�Å¹¶�ÁÃ¶´¶µº¿¸�
ÄÅ¶ÁÄʁ� Å¹¶�ȱ¿²½� µ¶²µ½º¿¶� ÁÃÀÇ¶Ä� ²� ½ÀÈʉÄÅÃ¶ÄÄ� ÄºÅÆ²ÅºÀ¿� ·ÀÃ�¾ÀÄÅ� ÄÅÆµ¶¿ÅÄʇ��ÀÄÅ� ²Ã¶�
ÅÃ¶¾¶¿µÀÆÄ½Ê�¶É´ºÅ¶µ�ÅÀ�ÅÆÃ¿�º¿�Å¹¶ºÃ�ȱ¿²½�ÁÃÀµÆ´ÅÄʁ�Ã¶ȷ¶´Åº¿¸�Å¹¶�Æ¿Á²Ã²½½¶½¶µ�³ÆÊʉº¿�
I see from students throughout the process.26 

ASSESSMENT
�¹¶�·¶¶µ³²´¼�·ÃÀ¾�Å¹¶�¶ÉÅ¶¿ÄºÇ¶�Ä´²ȮÀ½µº¿¸�Ã¶ÄÆ½ÅÄ�º¿�ÁÃÀ»¶´ÅÄ�À·�¸¶¿¶Ã²½½Ê�Ç¶ÃÊ�

high quality, but assessment can be tricky. Two questions, in particular, need to be 
addressed: 1) how does one evaluate each of the stages in the assessment, and 2) what 
features should be prioritized when grading? Example 7 presents a rubric I have used 
for assessing projects that addresses these two concerns. 

As shown in the example, I incorporate the grading of each preliminary stage 
º¿ÅÀ� Å¹¶� ȱ¿²½� ²ÄÄº¸¿¾¶¿Å� Ã²Å¹¶Ã� Å¹²¿� ´ÀÆ¿Åº¿¸� Å¹¶¾� ²Ä� ·ÀÆÃ� Ä¶Á²Ã²Å¶� ¹À¾¶ÈÀÃ¼�
assignments.27��²´¹�ÁÃ¶½º¾º¿²ÃÊ�ÄÅ²¸¶�ºÄ�ÈÀÃÅ¹�Ѓѽ�À·�Å¹¶�ȱ¿²½�¸Ã²µ¶�²¿µ�¸Ã²µ¶µ�²Ä�

26  This project is frequently mentioned on student evaluations as students’ favorite part of the 

course. They note that they love the “creative leap” PMT assignments invite them to take and that they 

appreciated how these projects “helped prepare [them] for future projects in their career.” Students 

²½ÄÀ�Ã¶¸Æ½²Ã½Ê�ÁÃÀÇºµ¶�¾¶�Å¹²¿¼ʉÊÀÆ�¿ÀÅ¶Ä�·ÀÃ�²ÄÄº¸¿º¿¸�ÄÆ´¹�²�µºÄÅº¿´Å�ȱ¿²½�ÁÃÀ»¶´Åʇ�
ЀЅ� � ��¹²Ç¶ʁ� º¿� Å¹¶�Á²ÄÅʁ�¾²µ¶�¶²´¹� ÄÅ²¸¶�²�¹À¾¶ÈÀÃ¼�²ÄÄº¸¿¾¶¿Åʁ�³ÆÅ� ·ÀÆ¿µ� Å¹²Å� Å¹ºÄ� ²ÃÅºȱ´º²½½Ê�
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Á²ÄÄʤ·²º½ʇ��Àº¿¸�ÄÀ�²½½ÀÈÄ�ÄÅÆµ¶¿ÅÄ�ÅÀ�·¶¶½�½º¼¶�Å¹¶Ä¶�²ÄÄº¸¿¾¶¿ÅÄ�²Ã¶�Ã¶½²ÅºÇ¶½Ê�½ÀÈ�
stakes and encourages them to take risks and try out ideas within the early stages 
without fear of their grade faltering.28 

�¹¶�ÃÆ³Ãº´ʓÄ�¸Ã²µº¿¸�ÄÁÃ¶²µ�²½ÄÀ�´½²Ãºȱ¶Ä�¾Ê�²¿ÄÈ¶Ã�ÅÀ�Å¹¶�½²ÅÅ¶Ã�ÂÆ¶ÄÅºÀ¿ʇ��³ÀÇ¶�
all other features, I feel that the project must display both correct content—either 
analytical or pedagogical—and successfully translate analytical jargon into material 
understandable to the general public. Those two facets of the project are worth a 
combined 55% of the grade. After that, production quality, length of the project, and 
creativity are worth a small amount each. This grading scheme incentivizes students 
to think about more than simply providing an error-free analysis or lesson plan. My 
hope is to encourage them to create quality, engaging projects that a non-expert would 
not only learn from but also seek out.29 

PART 3: EXPANDING THE PROJECT

This project allows students to begin making connections between the theory 
classroom and the outside world. With only a small amount of additional time, this 
����ÁÃÀ»¶´Å�´²¿�³¶�¶ÉÁ²¿µ¶µ�ÅÀ�³¶´À¾¶�²�·Æ½½ʉȷ¶µ¸¶µ�����²´ÅºÇºÅÊ�º¿�È¹º´¹�ÄÅÆµ¶¿ÅÄ�

º¿ȷ²Å¶µ�¹À¾¶ÈÀÃ¼�²Ç¶Ã²¸¶Ä�²Å�Å¹¶�¶¿µ�À·�Å¹¶�Ä¶¾¶ÄÅ¶Ã�²¿µ�´²ÆÄ¶µ�Æ¿µÆ¶�ÄÅÃ¶ÄÄ�À¿�Å¹¶�ÄÅÆµ¶¿ÅÄ�ÈºÅ¹�
¶²´¹�ÄÅ²¸¶�À·�Å¹¶�ÁÃÀ´¶ÄÄʇ��Ä�ÄÆ´¹ʁ���ÈÀÆ½µ�´²ÆÅºÀ¿�²¸²º¿ÄÅ�ºÅʇ
ЀІ� �
ºÇº¿¸� ÄÅÆµ¶¿ÅÄ� ÃÀÀ¾� ÅÀ� Å¶ÄÅ� ºµ¶²Ä� ²¿µ� ·²º½�ÈºÅ¹ÀÆÅ� Äº¸¿ºȱ´²¿Å� Ã¶Á¶Ã´ÆÄÄºÀ¿Ä� ¶²Ã½Ê� À¿� º¿� Å¹¶�
project is particularly important, as this will be a new type of assignment and assessment format for 

many students.

ЀЇ� ��¿µ¶¶µʁ���Å¶½½�¾Ê�ÄÅÆµ¶¿ÅÄ�ÅÀ�Å¹º¿¼�²³ÀÆÅ�Å¹¶�ÁÃÀ»¶´Å�²Ä�²¿�¶ÁºÄÀµ¶�º¿�²��ÀÆ�Æ³¶�ÀÃ�ÁÀµ´²ÄÅ�Ä¶Ãº¶Äʁ�
or as one of many newspaper articles in a recurring column. This mindset has led some of my students 

to attempt to make this a recurring series that continued after the class ended.

Grading Criteria Percent of Grade
Stages 1–4 5% each or 20% total; each stage pass/fail

Production quality 10%

Length 5%

Creativity 10%

Success in conveying ideas to non-experts 20%

Pedagogical structure/content or analytic content 35%

Example 7. 
Rubric for Final Project.
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perform real-world tasks and interact with the public. As a result, students do not stop 
at simply making connections between the classroom and the outside world; instead, 
they actively bring the classroom into the broader community. 

CEL is popular because it has been shown to engender personal growth in 
students,30 and students who participate in CEL claim that they learn more about 
Å¹¶�ȱ¶½µ� º¿�²�����´ÀÆÃÄ¶�Å¹²¿�µÀ�Äº¾º½²Ã�ÄÅÆµ¶¿ÅÄ� º¿�²�¿À¿ʉ����´ÀÆÃÄ¶ʇ31 This next 
section of the paper, therefore, outlines some of the ways in which this project can be 
¾Àµºȱ¶µ�²¿µ�¶ÉÁ²¿µ¶µ�ÅÀ�³¶´À¾¶�²�����²´ÅºÇºÅÊ�Å¹²Å�ÈÀÆ½µ�ȱÅ�º¿ÅÀ�Ç²ÃºÀÆÄ�ÅÊÁ¶Ä�À·�
communities. While some of the previous small- and large-scale projects such as the 
pre-concert talk and concert announcements already engaged the college/university 
community, this section details how to move students’ work into the local and global 
´À¾¾Æ¿ºÅÊ�º¿�Ä¶Ç¶Ã²½�µºȮ¶Ã¶¿Å�È²ÊÄʇ 32 While this is not an exhaustive list, I do hope 
Å¹²Å�¾Ê�ÄÆ¸¸¶ÄÅºÀ¿Ä�ÀȮ¶Ã�²�Ç²Ãº¶ÅÊ�À·�Á²Å¹Ä�Å¹²Å�Èº½½�ÈÀÃ¼�·ÀÃ�Ç²ÃºÀÆÄ�ÄºÅÆ²ÅºÀ¿Äʇ�

LOCAL COMMUNITY

The TED Talk

�¹¶�²³ÀÇ¶�ÁÃÀ»¶´ÅÄ�ÈÀÃ¼�È¶½½�À¿�Å¹¶ºÃ�ÀÈ¿ʁ�³ÆÅ�Å¹¶Ê�½²´¼�²�´½¶²Ã�²Æµº¶¿´¶ʇ�	ÀÃ�
Å¹²Å�Ã¶²ÄÀ¿ʁ���Ã¶´¶¿Å½Ê�³¶¸²¿�ÀÃ¸²¿ºËº¿¸�¶¿µʉÀ·ʉÄ¶¾¶ÄÅ¶Ã�ÁÆ³½º´����ʉÄÅÊ½¶�Å²½¼Ä�È¹¶Ã¶�
students teach either their fellow university colleagues or the local community about 
a piece or music-theoretic concept through videos and podcasts. Indeed, I have had 
students from both my fundamentals and Theory 4 classes perform such talks, and 
Å¹¶Ê�À¿½Ê�Ã¶ÂÆºÃ¶�²�·¶È�Ä¾²½½�¾Àµºȱ´²ÅºÀ¿Ä�ÅÀ�Å¹¶�ÁÃÀ»¶´Åʇ�

	ºÃÄÅʁ�Ã²Å¹¶Ã�Å¹²¿�¾²¼º¿¸�ÅÀÁº´Ä�²¿µ�Áº¶´¶Ä�²¿�ÀÁ¶¿ʉ¶¿µ¶µ�´¹Àº´¶ʁ���¶¿ÄÆÃ¶�Å¹²Å�
²½½� ÁÀÅ¶¿Åº²½� Å¹¶ÀÃ¶Åº´²½� ÅÀÁº´Ä� ²¿µ� ²¿²½ÊÄ¶Ä� Ã¶ÇÀ½Ç¶� ²ÃÀÆ¿µ� ²� Å¹¶¾¶ʇ� 	ÀÃ� ¶É²¾Á½¶ʁ�
À¿¶�Ä¶¾¶ÄÅ¶Ã�¾Ê��¹¶ÀÃÊ�Ђ�´½²ÄÄ�ÁÃ¶Ä¶¿Å¶µ�ÅÀÁº´Ä�²¿µ�²¿²½ÊÄ¶Ä�´¶¿Å¶Ã¶µ�À¿�ʖ	ÀÃ¾�²¿µ�
�ÉÁÃ¶ÄÄºÀ¿�º¿��À´²½��ÆÄº´ʇʗ��Ä�ÄÆ´¹ʁ�²Æµº¶¿´¶�¾¶¾³¶ÃÄ�½¶²Ã¿¶µ�²³ÀÆÅ�Ç¶ÃÄ¶ʉ´¹ÀÃÆÄ�
·ÀÃ¾Ä�³¶·ÀÃ¶� ³¶º¿¸� ÅÃ¶²Å¶µ� ÅÀ� ²¿� ²¿²½ÊÄºÄ� À·��º´¼º��º¿²»ʓÄ� ʖ�Å²ÃÄ¹ºÁÄʇʗ��¶ÉÅ�È²Ä� ²�
½¶ÄÄÀ¿�À¿�Å¶ÉÅ�Á²º¿Åº¿¸�·À½½ÀÈ¶µ�³Ê�²�ÁÀµ´²ÄÅ�²¿²½ÊËº¿¸��´¹Æ³¶ÃÅʓÄ�ʖ�¶Ã��Ã½¼ģ¿º¸ʇʗ��¿�
both cases, students were available for questions from the audience after presenting 
their projects.

30  Eyler, Giles, Stenson, and Gray (2001).

ЁϿ� ��À¶½Êʁ��´	²Ã½²¿µʁ��ºÃÀ¿ʁ��¶Ã´¶Ãʁ�²¿µ��½ÆÄÅÃ¶�ʯЀϾϾЀʰʇ
ЁЀ� ��ÀÅ¶�Å¹²Åʁ�ÈºÅ¹�²½¾ÀÄÅ�¿À�¾Àµºȱ´²ÅºÀ¿Äʁ�Å¹ºÄ�ȱ¿²½�ÁÃÀ»¶´Å�´ÀÆ½µ�³¶´À¾¶�²�½²Ã¸¶Ã�Ç¶ÃÄºÀ¿�À·�Å¹¶�
brief assignments in Part 1, such as a pre-concert talk or marketing for a recital. Simply require students 

to take the analytical route and walk the viewer through the analysis of a piece that is programmed 

on the recital. 
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Second, while this CEL activity obviously appeals to music education students 
³¶´²ÆÄ¶�ºÅ�¸ºÇ¶Ä�Å¹¶¾�²�¾À´¼�´½²ÄÄ�ÅÀ�Å¶²´¹ʁ���¾²¼¶�¾º¿ÀÃ�¾Àµºȱ´²ÅºÀ¿Ä�ÅÀ�¾²¼¶�ºÅ�
even more applicable to students in other degree programs. Some opt to simply teach 
a theoretical concept or present an analysis of a piece in order to practice both crucial 
skills for private-lesson instructors. However, I allow some to craft their projects as 
pre-concert talks for a piece they have previously learned or are currently learning. 
In these cases, students present their analytical videos or podcasts before performing 
the piece. In doing so, they practice a skill that they could bring to their next solo 
recital.33 

�¹ºÄ����ʉÄÅÊ½¶�Å²½¼�º¿ÇºÅ¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�µºÄÅº½½�²¿²½ÊÅº´²½�²¿µ�Å¹¶ÀÃ¶Åº´²½�º¿·ÀÃ¾²ÅºÀ¿�
for interested non-experts in real time. When it occurs on campus, the event also 
establishes an often-missing link between the school of music and the rest of the 
institution. While most colleges and universities have a thriving music scene on 
campus, that scene is not always connected to the music school or department. As such, 
the host of students singing in glee clubs, playing in rock bands, and performing in 
their church choir might never even enter the music building. With a little advertising 
to non-majors around campus, however, this project can help bridge that divide by 
showing how music-theoretical training can lead to new insights into pieces they love 
and new ways of listening to music. This may even encourage more students to major 
or minor in music.34

Teaching Local K–12 Music Classes

Many schools and departments of music maintain close connections to local K–12 
schools. In my own institution, faculty members frequently guest conduct ensembles 
or guest lecture in music classes. Those appearances often inspire pre-college students 
to think more broadly about music, and some decide to attend our university as 
¾ÆÄº´�¾²»ÀÃÄʇ��ÆÅ�È¹²Å�º·�Å¹¶�Á²Ã²µº¸¾�È¶Ã¶�Ã¶Ç¶ÃÄ¶µʎ�	ÀÃ�¾²¿Ê�º¿ÄÅºÅÆÅºÀ¿Äʁ�¾ÆÄº´�
education students constitute the bulk of their majors. Why can’t they also teach at the 
local schools and provide a testament to what a college music education can provide? 

ЁЁ� ���´ÀÆ½µ�²½ÄÀ�º¾²¸º¿¶�Á¶Ã·ÀÃ¾²¿´¶�ÄÅÆµ¶¿ÅÄ�´Ã²·Åº¿¸�Å¹¶ºÃ�ÁÃÀ»¶´ÅÄ�º¿ÅÀ�²�ÅÊÁ¶�À·�¾²ÄÅ¶Ã´½²ÄÄʉÄÅÊ½¶�
presentation, where they would alternate presenting portions of their video or podcast to explain part 

À·�²�Áº¶´¶�ÈºÅ¹�Á½²Êº¿¸�Å¹²Å�¶É´¶ÃÁÅʇ��¿�ÄÆ´¹�´²Ä¶Äʁ�ÄÅÆµ¶¿ÅÄ�´ÀÆ½µ�³¶�¶¿´ÀÆÃ²¸¶µ�ÅÀ�Ä¹ÀÈ�Å¹¶�²Æµº¶¿´¶�
the ways in which analysis and performance interact.

ЁЂ� ��¿Å¶Ã¾ºÉº¿¸�ÊÀÆÃ����ʉÄÅÊ½¶�Å²½¼�ÈºÅ¹�ÀÅ¹¶Ã�´½²ÄÄ¶Ä�µÀº¿¸�Äº¾º½²Ã�ÁÃÀ»¶´ÅÄ�²ÃÀÆ¿µ�´²¾ÁÆÄ�´²¿�
¹¶½Á� Å¹ºÄ� ¶Ç¶¿�¾ÀÃ¶ʇ� ��Èº½½� ³¶� Áº½ÀÅº¿¸� ÄÆ´¹� ²�Æ¿ºÇ¶ÃÄºÅÊʉÈºµ¶� º¿ºÅº²ÅºÇ¶�ÈºÅ¹� ·²´Æ½ÅÊ� º¿� Å¹¶�¹ºÄÅÀÃÊ�
department next year.
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This project presents a structured way for college students to complete the project 
while also giving them experience teaching pre-college students. Instead of presenting 
students two options with the project—a teaching and analytical one—instructors can 
instead task them with creating videos that teach topics relevant for classes being 
ÀȮ¶Ã¶µ�²Å�½À´²½��ʦϿЀ�Ä´¹ÀÀ½Äʇ��ÅÆµ¶¿ÅÄ�́ ²¿�¶ºÅ¹¶Ã�Ä¶¿µ�Å¹ÀÄ¶�Çºµ¶ÀÄ�ÅÀ�Å¹¶�½À´²½�Ä´¹ÀÀ½Ä�
for instructors to use as supplemental videos35 or they can visit the K–12 schools, play 
their projects for the younger students and then answer questions in person after their 
video; this gives students a chance to gain further practice speaking to a population 
many of them will teach in their careers. In the latter option, students could also use 
the videos in class as practice and then perform their lessons live.

�¹ºÄ� Ä´¶¿²ÃºÀ� ´²¿�ÈÀÃ¼� º¿� Ä¶Ç¶Ã²½� µºȮ¶Ã¶¿Å�È²ÊÄʇ��¹º½¶� ºÅ�¾²Ê�ÈÀÃ¼� ³¶ÄÅ� ·ÀÃ�
students to visit high school AP theory classes, local ensembles or general music 
´½²ÄÄ¶Ä�²½ÄÀ�Ã¶ÁÃ¶Ä¶¿Å�Çº²³½¶�ÀÁÅºÀ¿Äʇ�	ÀÃ�¶É²¾Á½¶ʁ�ÄÅÆµ¶¿ÅÄ�·ÃÀ¾�¾Ê�·Æ¿µ²¾¶¿Å²½Ä�
´½²ÄÄ�Èº½½�Å¶²´¹�Å¹¶ÀÃÊ�´À¿´¶ÁÅÄ�ÅÀ�²�¹º¸¹�Ä´¹ÀÀ½�´¹ÀºÃ�´½²ÄÄ�À¿�Ç²ÃºÀÆÄ�	Ãºµ²ÊÄ�½²Å¶�
in the semester. Instructors merely need to coordinate with local music teachers to 
determine relevant topics and the scope of the project. The true challenge for both 
scenarios, though, is logistics.36 One solution is to ask local music teachers what theory 
topics they will be covering, then have your students make supplemental explanatory 
videos for each of those topics. This option not only gives students practice making 
videos as they would for a real music class in their theory course, but it actively helps 
to teach local K–12 students. This both builds career skills for our students (as well as 
a great teaching portfolio piece) and strengthens a crucial relationship between the 
university and public schools. 

GLOBAL COMMUNITY

The Reddit “Ask Me Anything” (AMA) 

Because of the internet and social media, the communities available to use for CEL 
µÀ�¿ÀÅ�¿¶¶µ�ÅÀ�³¶�½À´²½ʇ��¿µ¶¶µʁ�ÄÀ´º²½�¾¶µº²�ÀȮ¶ÃÄ�À¿¶�À·�Å¹¶�¾ÀÄÅ�½À¸ºÄÅº´²½½Ê�¶²ÄÊ�
ways to turn this project into a CEL activity. One particularly good option involves 
assigning all students to do teaching projects, then concluding Stage 5 by uploading 

35  My university actually did this as a campus-wide initiative to help aid public schools in the time 

À·������ʇ�
ЁЄ� ��Å�ºÄ�¹º¸¹½Ê�Æ¿½º¼¶½Ê�Å¹²Å�¶Ç¶ÃÊ�ÄÅÆµ¶¿Å�º¿�Å¹¶�Å¹¶ÀÃÊ�´½²ÄÄ�´²¿�¸À�ÅÀ�Å¹¶�Ä²¾¶��ʦϿЀ�´½²ÄÄʇ��¹²Å�
should not pose a problem as the instructor can merely arrange multiple trips, but scheduling is a 

µ¶ȱ¿ºÅ¶�½º¾ºÅ²ÅºÀ¿�À·�Å¹¶�ÁÃÀ»¶´Åʇ��¹²Å�³¶º¿¸�Ä²ºµʁ���ȱÃ¾½Ê�³¶½º¶Ç¶�Å¹¶�³¶¿¶ȱÅÄ�ÀÆÅÈ¶º¸¹�Å¹¶�²µµºÅºÀ¿²½�
hassle.  
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Å¹¶�Çºµ¶ÀÄ�ÅÀ�¶ºÅ¹¶Ã��¶µµºÅ�ÀÃ��Æ¾³½Ã�º¿�ÀÃµ¶Ã�ÅÀ�ÄÅ²ÃÅ�²¿�����²³ÀÆÅ�¾ÆÄº´�Å¹¶ÀÃÊʇ37 
�¿ÄÅÃÆ´ÅÀÃÄ�´²¿�Å¹¶¿�Ã¶ÂÆºÃ¶�¸ÃÀÆÁ�¾¶¾³¶ÃÄ�ÅÀ�ȱ¶½µ�ÂÆ¶ÄÅºÀ¿Ä�·ÃÀ¾�¾¶¾³¶ÃÄ�À·�Å¹¶�
´À¾¾Æ¿ºÅÊʇ� �º¼¶� Å¹¶� ���� Å²½¼ʁ� ¹²Çº¿¸� Å¹¶� ´½²ÄÄ�¾²¼¶� ²� Ä¶Ãº¶Ä� À·� Çºµ¶ÀÄ� Ã¶ÇÀ½Çº¿¸�
²ÃÀÆ¿µ�À¿¶�Å¹¶¾¶�²¿µ�´Ã¶²Åº¿¸�À¿¶�½²Ã¸¶�ÁÀÄÅ�´ÀÆ½µ�³¶�¾ÀÃ¶�¶Ȯ¶´ÅºÇ¶�Å¹²¿�²�Ä¶Ãº¶Ä�À·�
random videos. That way, each student can be tasked with answering a few questions 
·ÃÀ¾�Å¹¶�´À¾¾Æ¿ºÅÊʇ�	ÀÃ�¶É²¾Á½¶ʁ�²�´½²ÄÄ�À¿� ·Æ¿µ²¾¶¿Å²½Ä�´ÀÆ½µ�¾²¼¶�²�Ä¶Ãº¶Ä�À·�
teaching videos for each of the class’s units, essentially making a video textbook on 
music fundamentals. Another option might involve the class analyzing songs by a 
ÄÁ¶´ºȱ´�´À¾ÁÀÄ¶Ãʁ�ÈºÅ¹�Å¹¶�����·À´ÆÄº¿¸�À¿�ÂÆ¶ÄÅºÀ¿Ä�²³ÀÆÅ�Å¹¶ºÃ�¾ÆÄº´ʇ�

�¹¶�����·ÀÃ¾²Å�¹²Ä�Ä¶Ç¶Ã²½�³¶¿¶ȱÅÄʇ��Å�¸¶ÅÄ�ÄÅÆµ¶¿ÅÄ�¶¿¸²¸º¿¸�ÈºÅ¹�Å¹¶�³ÃÀ²µ¶Ã�
community, as it reinforces the learning objective of being able to talk about music 
to a non-expert in a sophisticated way. This activity gives students with teaching 
aspirations the chance to apply their knowledge in the same way they will as educators. 
	º¿²½½Êʁ�³Ê�º¿Å¶Ã²´Åº¿¸�ÈºÅ¹�Å¹¶�¸½À³²½�´À¾¾Æ¿ºÅÊʁ�ÄÅÆµ¶¿ÅÄ�·Æ¿´ÅºÀ¿�²Ä�²¾³²ÄÄ²µÀÃÄ�
for both music theory and their college or university, imbuing them with a sense of 
ownership that they cannot get from many other class activities. 

The Class Podcast

�¿¶�ȱ¿²½�È²Ê�ÅÀ�¶¿¸²¸¶�Å¹¶�¸½À³²½�´À¾¾Æ¿ºÅÊ�ÈÀÆ½µ�³¶�ÅÀ�´Ã¶²Å¶�²�´½²ÄÄ�ÁÀµ´²ÄÅ�
Å¹²Å� Å¹¶�´½²ÄÄ�²´ÅÆ²½½Ê�ÁÆ³½ºÄ¹¶Äʇ��Æ´¹�²�ÁÃÀ»¶´Å�¹²Ä�Ä¶Ç¶Ã²½�³¶¿¶ȱÅÄʇ�	ºÃÄÅʁ� ºÅ�¸ºÇ¶Ä�
students experience in making and publishing a medium that is becoming more and 
more popular among musicians. As such, students gain crucial entrepreneurial skills. 
Second, the project can be tailored towards an instructor’s individual class makeup 
and their particular career goals. A class of mostly performance majors might focus on 
creating episodes for an analytical podcast that focuses on performance and analysis. 
A class of mostly music education students, by contrast, might create an educational 
podcast that teaches audience members about listening to various musical forms. 

Accomplishing this requires only a few minor changes to the original project. 
	ºÃÄÅʁ�ÁÃºÀÃ�ÅÀ��Å¶Á�Ͽʁ�º¿ÄÅÃÆ´ÅÀÃÄ�¿¶¶µ�ÅÀ�¹²Ç¶�²�´½²ÄÄ�³Ã²º¿ÄÅÀÃ¾º¿¸�Ä¶ÄÄºÀ¿�²³ÀÆÅ�Å¹¶�
theme of the podcast, some names for the podcast, and a publishing plan. Moreover, 
instructors need to provide examples of good podcasts such as Switched On Pop or the 
New Music Listening Club.38 Step 1 can then consist of students proposing episodes for 

ЁЅ� � �¹¶� �¶µµºÅ� ¾ÆÄº´� Å¹¶ÀÃÊ� ´À¾¾Æ¿ºÅÊ� ºÄ� Á²ÃÅº´Æ½²Ã½Ê� ²´ÅºÇ¶� ²¿µ� ¶¿¸²¸º¿¸ʇ� �� ÈÀÆ½µ� ÄÆ¸¸¶ÄÅ�
either having students post their projects to the music theory subreddit (https://www.reddit.

´À¾ʤÃʤ¾ÆÄº´Å¹¶ÀÃÊʰ� ÀÃ� ÅÀ� Å¹¶� ÁÀÁÆ½²Ã� ÄÆ³Ã¶µµºÅ� ʖ�Àµ²Ê� �� �¶²Ã¿¶µʗ� ʯ¹ÅÅÁÄʃʤʤÈÈÈʇÃ¶µµºÅʇ´À¾ʤÃʤ
todayilearned). 

38  Find these podcasts at switchedonpop.com and newmusiclisteningclub.com.
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the chosen theme. After the projects are turned in, the class can review the process for 
uploading podcasts to a hosting site such as Anchor and create a schedule for releasing 
each episode.39

CONCLUSION

The past few years have seen a surging of interest in bringing PMT into the 
undergraduate and graduate classrooms. This paper seeks to add to that scholarship 
by suggesting activities that make our music theory classrooms more outward-facing 
º¿�²�È²Ê�Å¹²Å�³Æº½µÄ�Å²¿¸º³½¶�´²Ã¶¶Ã�Ä¼º½½Ä�²¿µ�Ã¶ȷ¶´ÅÄ�¹ÀÈ�ÄÅÆµ¶¿ÅÄ�Èº½½�¾ÀÄÅ�½º¼¶½Ê�
ÆÄ¶�¾ÆÄº´� Å¹¶ÀÃÊ� º¿� Å¹¶ºÃ�ÁÃÀ·¶ÄÄºÀ¿²½� ½ºÇ¶Äʇ��¶Ä¶²Ã´¹� ÄÆ¸¸¶ÄÅÄ� Å¹²Å� ÄÆ´¹�²´ÅºÇºÅº¶Ä�
have the potential to engender greater intrinsic motivation in our students, and I have 
personally noted this to be the case in my own students. They seem to have internalized 
´À¿´¶ÁÅÄ�¾Æ´¹�¾ÀÃ¶�¾¶²¿º¿¸·Æ½½Ê�Å¹²¿�º·���¹²µ�Äº¾Á½Ê�²ÄÄº¸¿¶µ�Å¹¶¾�ÅÀ�ÈÃºÅ¶�²�ȱ¿²½�
paper, and they approach these projects—small and large—with unrivaled enthusiasm 
and excitement. As such, I believe that infusing our curriculums with consistent and 
¾¶²¿º¿¸·Æ½�ÀÁÁÀÃÅÆ¿ºÅº¶Ä�·ÀÃ�����Èº½½�³¶¿¶ȱÅ�ÀÆÃ�ÄÅÆµ¶¿ÅÄʇ��¿µ¶¶µʁ�Å¹ºÄ�ÄÆ´´¶ÄÄ�¹²Ä�
led me to actively look for even more ways to incorporate PMT and CEL activities into 
my undergraduate core, and I am excited to see where that journey leads.

ЁЇ� ��¹¶Ã¶�²Ã¶�¾²¿Ê� ·Ã¶¶�ÁÀµ´²ÄÅʉ¹ÀÄÅº¿¸�ÄºÅ¶Äʁ�³ÆÅ� �� Ã¶´À¾¾¶¿µ��¿´¹ÀÃʇ´À¾�³¶´²ÆÄ¶�¶Ç¶ÃÊÅ¹º¿¸�
needed to create and distribute the podcast is in one place.
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Musical Theory for Musical Theatre

Music Fundamentals for Musical Theatre

Music Theory Through Musical Theatre: 
Pu!ing it Together

Music Essentials for Singers and Actors:  
Fundamentals of Notation, Sight-Singing, and Music Theory

Ý
Reviewed by NATHAN BEARY BLUSTEIN, ELIZABETH GERBI AND DEBORAH RIFKIN1

Prior to 2008, there were no music theory textbooks devoted exclusively to the 
unique needs of musical theatre students.2 Generally, if a program catered to musical 
theatre students at all, they were co-enrolled into theory and aural skills courses with 
other music majors, learning sonata form, alto clef, and other topics of little relevance 
to the professional demands of a musical theatre performer. In response to a surge 
of new musical theatre programs—and music theory and aural skills classes devoted 
exclusively to musical theatre students—a new market has emerged for textbooks 
that cater to these courses. We review four textbooks aimed at addressing this new 
market, presenting our discussion chronologically by year of publication. By assessing 

1  In true theatre fashion, writing this review has been an emphatically collaborative process. We 
thank the editorial team for introducing us and suggesting we work together on this project. It has 
been a real gift to write as a trio, an ensemble with a decidedly diverse range of experiences and 
expertise. Guided by a common love of pedagogy and musical theatre, writing together seemed like a 
microcosm of the collaborative processes we missed most from the absence of live theatre throughout 
the pandemic. At a time of deep sorrow and challenges, it was a beautiful reminder of the revitalizations 
made possible through music and theatre.

2  Some recent textbooks meant for courses with a focus on acting through song contain a chapter 
introducing music notation and musical terms. These include Church (2019) and Deer and Dal Vera 
(2021).

by John Bell and Steven R. Chicurel  
Lanham, MD: The Scarecrow Press, Inc., 2008. 117 pages + xiii.

by Christine Riley 
New York: Methuen Drama, Bloomsbury Publishing Plc, 2020. 286 pages + vi.

by John Franceschina 
New York: Oxford University Press, 2015. 452 pages + ix.

by Andrew Gerle 
Milwaukee, WI: Hal Leonard Books, 2018. 315 pages + xii.
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the relative strengths and weaknesses of each volume, we provide a summary of the 
progression of a new, emerging specialty, which changes rapidly in parallel with the 
needs of a dynamic industry. 

Overview

Our chronological presentation spotlights each title’s claim as a landmark 
´ÀÃÃ¶´ÅºÇ¶ʇ�ʖ�ÆÄº´��¹¶ÀÃÊʗ�²ÁÁ¶²ÃÄ�º¿�Å¹¶�ȱÃÄÅ�ÅÈÀ�ÅºÅ½¶Äʃ��¶½½�²¿µ��¹º´ÆÃ¶½�ʯЀϾϾІʰ�
claim the inaugural volume dedicated to the subject, while Franceschina asserts an 
²ÁÁÃÀ²´¹�´¶¿Å¶Ã¶µ�À¿�¾ÀÃ¶�¹À½ºÄÅº´�¾ÆÄº´ʉÅ¹¶²ÅÃº´²½�Ç²½Æ¶Ä�ʯ¹¶¿´¶ʁ�through instead 
of for�¾ÆÄº´²½� Å¹¶²ÅÃ¶ʰʇ��¹¶�¾ÀÃ¶�Ã¶´¶¿Å� Å¶ÉÅÄ�³Ê�
¶Ã½¶�²¿µ��º½¶Ê�¶Ä´¹¶È�ʖ�¹¶ÀÃÊʗ�
·ÀÃ�ʖ�ÄÄ¶¿Åº²½Äʗ�²¿µ�ʖ	Æ¿µ²¾¶¿Å²½Äʁʗ�Ã¶ÄÁ¶´ÅºÇ¶½Ê�ʯ²¿µ�
¶Ã½¶�ÄÁ¶´ºȱ¶Ä�¹ºÄ�²Æµº¶¿´¶ʃ�
ʖ�º¿¸¶ÃÄ� ²¿µ� �´ÅÀÃÄʗʰʇ� �¹¶Ä¶� ÄÆ³Å½¶� Ä¹º·ÅÄ� ²¾À¿¸� Å¹¶� ·ÀÆÃ� ÅºÅ½¶Ä� Ã¶ȷ¶´Å� ²� Ä¹²Ã¶µ�
observation about theory and skills courses’ undue emphasis on Western common-
practice art music in American university music curricula—undue, that is, for musical 
Å¹¶²ÅÃ¶� ÄÅÆµ¶¿ÅÄʁ� È¹À� µÀ� ¿ÀÅ� ¹²Ç¶� Å¹¶� ʖÅº¾¶ʗ� ʯ�º½¶Êʁ� Ͽʰ� ·ÀÃ� ²� ʖ¸¶¿¶Ã²½ʗ� ʯ
¶Ã½¶ʁ� Ͽʰ�
approach. All of these texts include a foreword or initial chapter defending the virtues 
of becoming musically literate and developing musicianship skills. The fact that all 
²ÆÅ¹ÀÃÄ�·¶½Å�´À¾Á¶½½¶µ�ÅÀ�½¶¸ºÅº¾ºË¶�È¹²Å�¾ÆÄº´�Å¹¶ÀÃÊ�¹²Ä�ÅÀ�ÀȮ¶Ã�ÄÁ¶²¼Ä�ÇÀ½Æ¾¶Ä�
about how music theory is perceived outside our monastic walls, and serves as a 
reminder that our continued relevance relies on breaking down barriers, which is a 
central aim of these texts.

�À¾Á²Ã¶µ� ÅÀ� ÀÅ¹¶Ã� ³²´¹¶½ÀÃʓÄ� µ¶¸Ã¶¶� ÄÅÆµ¶¿ÅÄʁ� ¾ÆÄº´²½� Å¹¶²ÅÃ¶� ÄÅÆµ¶¿ÅÄ�
¹²Ç¶� ÄÁ¶´ºȱ´ʁ� Æ¿ºÂÆ¶� ¿¶¶µÄ� Ã¶ȷ¶´Åº¿¸� Å¹¶� Ç²Ãº¶ÅÊ� À·� ÇÀ´²ÅºÀ¿²½� Á²Å¹È²ÊÄ� º¿ÅÀ� ²¿µ�
available within the industry. This variability, combined with a dearth of musical 
theatre educational pedagogy, has resulted in a wide assortment of approaches, 
manifested by a variety of institutional degrees, from B.A. degrees housed within 
theatre, humanities, or communication departments, to B.F.A. degrees housed within 
´À¿Ä¶ÃÇ²ÅÀÃº¶Ä� À·�¾ÆÄº´ʇ��¶¸²Ãµ½¶ÄÄ� À·� Ä¶ÅÅº¿¸ʁ� ¹ÀÈ¶Ç¶Ãʁ� Å¹¶�¾ÆÄº´²½� ¶µÆ´²ÅºÀ¿� ·ÀÃ�
musical theatre performers tends to be compressed in order to grant adequate time 
ÅÀ�²´Åº¿¸ʁ�µ²¿´¶ʁ�²¿µ�¸¶¿¶Ã²½�Å¹¶²ÅÃ¶�²ÃÅÄ�Ã¶ÂÆºÃ¶¾¶¿ÅÄʇ��À¿µ¶¿Ä¶µ�º¿ÄÅÃÆ´ÅºÀ¿²½�Åº¾¶�
for music has generally required the paring down of content and skills to the bare 
necessities required for a working performer. In addition, the rapidly diversifying 
musical theatre industry presents an expanded need for professional practitioners 
from varied backgrounds. These parallel trends have resulted in a more inclusive 
cohort of aspiring musical theatre performers who have received less formal musical 
training during their formative years. 



�²Å¹²¿��¶²ÃÊ��½ÆÄÅ¶º¿ʁ��½ºË²³¶Å¹�
¶Ã³º�²¿µ��¶³ÀÃ²¹��ºȵº¿�ʦ��ÆÄº´²½��¹¶²ÅÃ¶��¶Çº¶ÈÄ 141

As musical theatre programs tend to be intensely focused on preparing students 
for their industry, it is essential for a textbook to provide a practical, skills-based 
´ÆÃÃº´Æ½Æ¾�ÄÆÁÁÀÃÅº¿¸�Å¹¶�·À½½ÀÈº¿¸�½¶²Ã¿º¿¸�À³»¶´ÅºÇ¶Äʃ

 z �¹¶�µ¶Ç¶½ÀÁ¾¶¿Å�À·�·²ÄÅ�²¿µ�²´´ÆÃ²Å¶�Äº¸¹ÅʉÃ¶²µº¿¸�Ä¼º½½Ä�ʯ¾ÀÄÅ½Ê�ÅÃ¶³½¶�´½¶·ʰ�
for auditions and changes made in rehearsals.

 z Facility with lead sheets and vocal scores to maximize limited rehearsal time.

 z The acquisition of strong rhythm and ensemble skills, singing alone and/or 
with multiple parts and with either piano or pit accompaniment, while also 
²´Åº¿¸�²¿µ�µ²¿´º¿¸ʇ��¹ÊÅ¹¾�¿¶¶µÄ�ÅÀ�³¶�¶¿ÅÃ²º¿¶µʁ�¶¾³Àµº¶µʁ�²¿µ�²ÆÅÀ¾²Åº´�
to permit the cognitive bandwidth for integrated performance.

 z Awareness of and ability to make interpretive decisions relating to language 
emphasis, syllabic stresses, and notated rhythms. 

 z Fluency with harmonic progressions, modulation schemes, and forms 
º¿ȷÆ¶¿´¶µ� ³Ê� ÁÀÁÆ½²Ã�¾ÆÄº´ʁ� ¶ÄÁ¶´º²½½Ê� ·ÃÀ¾� Å¹¶� ϿЇЂϾÄ� ÅÀ� Å¹¶� ÁÃ¶Ä¶¿Å� µ²Êʇ�
�Á¶´ºȱ´²½½Êʁ�Å¹¶Ê�¿¶¶µ�ÅÀ�³¶�²³½¶�ÅÀʃ�

 { �¶²µ�ÁÀÁÆ½²Ã�´¹ÀÃµ�¿ÀÅ²ÅºÀ¿�º¿�½¶²µ�Ä¹¶¶ÅÄʇ

 { �ÀµÆ½²Å¶�·Ã¶¶½Ê�ÅÀ�µºÄÅ²¿Å½ÊʉÃ¶½²Å¶µ�¼¶ÊÄ�ʯ¶ʇ¸ʇʁ�ʖÁÆ¾ÁʉÆÁʗ�¾ÀµÆ½²ÅºÀ¿Ä�²Ã¶�
¾Æ´¹�¾ÀÃ¶�´À¾¾À¿�Å¹²¿�ÁÃÀ¸Ã¶ÄÄºÀ¿Ä�ÅÀ�Å¹¶�µÀ¾º¿²¿Åʋʰʇ

 { �¶�ȷÆ¶¿Å�ÈºÅ¹�ÇÀº´º¿¸Ä�À·�¶ÉÅ¶¿µ¶µ�Å¶ÃÅº²¿ʁ�ÄÆÄ�²¿µ�²µµ¶µʉ¿ÀÅ¶�´¹ÀÃµÄʇ

 { 	À½½ÀÈ� ÇÀ´²½� Ä´ÀÃ¶Ä� ÈºÅ¹� ¾Æ½ÅºÁ½¶� ÄÅÃÀÁ¹¶Äʁ� ¶¿µº¿¸Äʁ� ²¿µ� �ʇ�ʇ� ²¿µ� �ʇ�ʇ�
markings.

In addition to these fundamental musicianship skills, musical theatre students 
need analytic tools to understand how music combines with lyrics, choreography, set, 
and costumes to inform character and narrative development of the show.

Our Criteria

One central criterion we considered is the extent to which these textbooks 
permit integrated practice in music literacy and song interpretation. This is not a 
simple or straightforward question, as the musical theatre canon is both additive 
and progressive in nature; Golden Age classics, sung in a “legit” style, are revived 
alongside an ever-expanding catalog of new works, from Fela!’s West African pop 
rhythms to Bright Star’s bluegrass improvisation. Today’s musical theatre programs 
should cultivate practitioners who possess not only an understanding of historical 
precedent, but also an ability to perform songs inspired by oral traditions with the 
appropriate spontaneity.
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 z �À¾¶�²µµºÅºÀ¿²½�´ÃºÅ¶Ãº²�È¶�ÆÄ¶µ�ÅÀ�´À¾Á²Ã¶�Å¹¶�Å¶ÉÅÄ�º¿´½Æµ¶µʃ�

 z Accessibility to beginners without extant knowledge of written notation.

 z A wide variety of musical excerpts, representative of rapidly-diversifying 
undergraduate cohorts.

 z �� Ä´²ȮÀ½µ¶µ� ÁÃÀ´¶ÄÄʁ� ÄÆÁÁÀÃÅº¿¸� ¸Ã²µÆ²½� ÄÊ¿Å¹¶ÄºÄ� ³¶ÅÈ¶¶¿� ²ÆÃ²½� Ä¼º½½Äʁ�
notation, and keyboard skills.

 z A user-friendly graphic layout and design.

Bell/Chicurel, Music Theory for Musical Theatre (2008)

Written to address a problem in the training of actors and singers, in which students 
focus primarily on lyrics as the main means of dramatic expression in musical theatre, 
the authors aim to elevate music analysis as an equal tool for understanding dramatic 
narrative. It is a bold mission for a slim, 100-page text, especially one that begins 
with musical rudiments and does not assume musical literacy at the outset. The book 
ºÄ�µºÇºµ¶µ�º¿ÅÀ�Å¹Ã¶¶�Á²ÃÅÄʃ��²ÃÅ�Ͽ�º¿ÅÃÀµÆ´¶Ä�¾ÆÄº´�·Æ¿µ²¾¶¿Å²½Äʁ�ÄÆ´¹�²Ä�º¿Å¶ÃÇ²½Äʁ�
Ä´²½¶Äʁ� ¼¶Ê� Äº¸¿²ÅÆÃ¶Äʁ� ´ºÃ´½¶� À·� ȱ·Å¹Äʁ� ´¹ÀÃµ� ÂÆ²½ºÅº¶Ä� À·� ÅÃº²µÄʂ� �²ÃÅ� Ѐ� º¿´½Æµ¶Ä�
¶ÄÄ²ÊÄ�º¿�¾ÆÄº´�²¿²½ÊÄºÄʁ�ÀȮ¶Ãº¿¸�¾Àµ¶½Ä�À·�ÄÀ¿¸�º¿Å¶ÃÁÃ¶Å²ÅºÀ¿�²¿µ�µ¶¾À¿ÄÅÃ²Åº¿¸�
how musical analysis can enrich dramatic performance; Part 3 provides exercises to 
reinforce the concepts in Part 1. 

�ÃºÅÅ¶¿�º¿�ЀϾϾІʁ��¶½½�²¿µ��¹º´ÆÃ¶½�Ã¶·¶Ã�ÅÀ�²�ʖµ¶²ÃÅ¹ʗ�À·�ÈÃºÅº¿¸�²³ÀÆÅ�Å¹¶�¾ÆÄº´�
of musical theatre in their introduction as the primary motivating factor for their 
book. Although there were several landmark works that included music analysis 
À·�¾ÆÄº´²½� Å¹¶²ÅÃ¶� º¿�ÁÃº¿Å�³Ê�ЀϾϾІ� ʯºʇ¶ʇʁ��²¿ȱ¶½µʓÄ�Sondheim’s Broadway Musicals 
ʳϿЇЇЁʴʁ�	ÀÃÅ¶ʓÄ�The American Popular Ballad�r ϿЇЇЃʴʁ��½À´¼ʓÄ�Enchanted Evenings�r ϿЇЇЇʴʁ�
�¿²ÁÁʓÄ�ȱÃÄÅ�ÇÀ½Æ¾¶�À·�The American Musical�ʳЀϾϾЃʴʁ�²¿µ��È²Ê¿¶ʓÄ�How Sondheim 

Found His Sound�ʳЀϾϾЃʴʰʁ�¿À¿¶�À·�Å¹¶Ä¶�¶²Ã½º¶Ã�³ÀÀ¼Ä�²µµÃ¶ÄÄ�¾ÆÄº´²½�½ºÅ¶Ã²´Êʁ�¿ÀÃ�µÀ�
they provide explanatory pedagogy that would lead to the analytic insights discussed 
º¿�Å¹¶Ä¶�³ÀÀ¼Äʇ��À¿Ä¶ÂÆ¶¿Å½Êʁ��¶½½�²¿µ��¹º´ÆÃ¶½ʓÄ�Å¶ÉÅ�È²Ä�²�È²Å¶ÃÄ¹¶µ�ÇÀ½Æ¾¶�Å¹²Å�
became the standard of comparison and model for later texts. 

Although the stated intent of the authors is to focus on practicality, the text 
frequently includes unrelated content of limited practical value to musical theatre 
performers. For example, just a few pages after introducing the concept of harmony, 
Å¹¶�²ÆÅ¹ÀÃÄ�µºÄ´ÆÄÄ�´¹ÀÃµ�º¿Ç¶ÃÄºÀ¿Ä�ÈºÅ¹�Ã¶ÄÁ¶´Å�ÅÀ�ȱ¸ÆÃ¶µ�³²ÄÄ�ʯϿЇʦЀϾʰʇ��ÀÅ�À¿½Ê�
ºÄ� Å¹ºÄ� º¿²ÁÁÃÀÁÃº²Å¶½Ê�´À¾Á½¶É�·ÀÃ�²¿�º¿ÅÃÀµÆ´ÅºÀ¿�ÅÀ�¹²Ã¾À¿Êʁ�³ÆÅ�ȱ¸ÆÃ¶µ�³²ÄÄ� ºÄ�
also not a high priority for musical theatre. Similarly, it is not essential for musical 
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theatre students to know French or Italian words for non-harmonic tones, such as 
the échappé or cambiata. In addition, throughout the rudiments chapter, there are 
repeated incidences of haphazard pedagogical organization. For example, shortly after 
identifying note names on a pictured keyboard, there is a discussion of incomplete 
13th chords. When introducing passing tones, the example provides a melody without 
´¹ÀÃµÄ�ÀÃ�´¹ÀÃµ�½²³¶½Äʇ��Å�ºÄ�Ç¶ÃÊ�µºȲ´Æ½Å�·ÀÃ�²�ÄÅÆµ¶¿Å�ÅÀ�½¶²Ã¿�²³ÀÆÅ�¿À¿ʉ¹²Ã¾À¿º´�
ÅÀ¿¶Ä�ÈºÅ¹ÀÆÅ� Å¹¶� ¹²Ã¾À¿º´� ÄÆÁÁÀÃÅ� ÁÃÀÇºµ¶µ� ʯ	º¸ÆÃ¶� ϿʇЃϿʁ� ЀЇʰʋ� �ÁÁ½º¶µ� µÀ¾º¿²¿Å�
´¹ÀÃµÄ�²Ã¶� º¿ÅÃÀµÆ´¶µ�³¶·ÀÃ¶� Å¹¶�µÀ¾º¿²¿Å� Ä¶Ç¶¿Å¹ʇ��ÀÈ¶Ç¶Ãʁ� Å¹¶�¾ÀÄÅ� Äº¸¿ºȱ´²¿Å�
pedagogical problem with the text is its meager incorporation of rhythm. In the entire 
Å¶ÉÅʁ�À¿½Ê�ÅÈÀ�Á²¸¶Ä�´À¿´¶Ã¿�Ã¹ÊÅ¹¾�ÄÁ¶´ºȱ´²½½Êʁ�²¿µ�Å¹¶Ä¶�´À¿ÄºÄÅ�À·�²¿�ÀÇ¶ÃÇº¶È�À·�
note durations and rests. Even so, within these two pages, 6/8 meter is incorrectly 
ºµ¶¿Åºȱ¶µ�²Ä�¹²Çº¿¸�Є�³¶²ÅÄʇ��Å�³¶ÄÅʁ��²ÃÅ� Ͽ�À·� Å¹ºÄ� Å¶ÉÅ�´ÀÆ½µ� ·Æ¿´ÅºÀ¿�²Ä�²�Ã¶Çº¶È�
for those with an extant, rudimentary knowledge of music theory, and could be 
³¶¿¶ȱ´º²½�ÅÀ�²�ÄÅÆµ¶¿Å�ÈºÄ¹º¿¸�ÅÀ�ʖ´¹²¿¸¶�̧ ¶²ÃÄʗ�ÅÀ�¾ÆÄº´²½�Å¹¶²ÅÃ¶ʇ��ÀÈ¶Ç¶Ãʁ�ÈºÅ¹ÀÆÅ�
accompanying praxis, most students in current musical theatre programs would not 
be able to master fundamental concepts of pitch, rhythm, meter, or harmony without 
supplementary material. 

�¹¶� ³¶ÄÅ� ·¶²ÅÆÃ¶� À·� Å¹ºÄ� Å¶ÉÅ� ºÄ� ºÅÄ� Ä¶´À¿µ� Ä¶´ÅºÀ¿� ʯʖ�²ÃÅ� Ѐʃ� �ÄÄ²ÊÄ� º¿��ÆÄº´²½�
�¿²½ÊÄºÄʁʗʰ� ´À¿ÄºÄÅº¿¸� À·� ·ÀÆÃ� ²¿²½ÊÅº´� ¶ÄÄ²ÊÄ� Å¹²Å� ¾Àµ¶½� ¹ÀÈ� ¾ÆÄº´� ²¿²½ÊÄºÄ� ´²¿�
º¿·ÀÃ¾�´¹²Ã²´Å¶Ã�µ¶Ç¶½ÀÁ¾¶¿Å�²¿µ�µÃ²¾²Åº´�¿²ÃÃ²ÅºÇ¶ʇ��¹¶�·ÀÆÃ�ÄÀ¿¸Ä�¶É²¾º¿¶µ�²Ã¶ʃ�
ʖ�½ʓ� �²¿� �ºÇ¶Ãʗ� ·ÃÀ¾� Showboat� ʯÀÁ¶¿¶µ� ϿЇЀЅʰʂ� ʖ
ÆÄÅ� ²� �ÀÆÄ¶Èº·¶ʗ� ·ÃÀ¾�Working 
ʯϿЇЅЅʰʂ�ʖ�ÀÇ¶ʁ��ÀÀ¼��È²Êʗ�·ÃÀ¾�Flower Drum Song�ʯϿЇЃІʰʂ�²¿µ�ʖ�Å²ÃÄ�²¿µ�Å¹¶��ÀÀ¿ʗ�
from Songs for a New World�ʯϿЇЇЃʰʇ��¿·ÀÃÅÆ¿²Å¶½Êʁ�Å¹¶Ä¶�²¿²½ÊÅº´�¶ÄÄ²ÊÄ�²ÄÄÆ¾¶�¾Æ´¹�
¾ÀÃ¶�¼¿ÀÈ½¶µ¸¶�²¿µ�ȷÆ¶¿´Ê�Å¹²¿�́ ÀÆ½µ�³¶�²ÅÅ²º¿¶µ�³Ê�ÈÀÃ¼º¿¸�Å¹ÃÀÆ¸¹�Å¹¶�ÃÆµº¾¶¿ÅÄ�
´¹²ÁÅ¶Ãʇ� �µµºÅºÀ¿²½½Êʁ� Å¹ºÄ� ´¹²ÁÅ¶Ã� ºÄ� ¹º¿µ¶Ã¶µ� ³Ê� ¶µºÅÀÃº²½� ÀÇ¶ÃÄº¸¹ÅÄʃ� º¿� Å¹¶� ȱÃÄÅ�
essay, measure numbers in the prose do not coordinate with the measure numbers 
in the provided example; there are no annotations or chord symbols provided in this 
¶É²¾Á½¶ʁ�Ã¶¿µ¶Ãº¿¸�ºÅ�µºȲ´Æ½Å�·ÀÃ�²�ÄÅÆµ¶¿Å�ÅÀ�·À½½ÀÈʇ��¿¶�À·�Å¹¶�ȱÃÄÅ�²¿²½ÊÅº´²½�²´ÅÄ�
Å¹²Å��¶½½� ²¿µ��¹º´ÆÃ¶½� ´À¾Á½¶Å¶� ºÄ� µºÇºµº¿¸� ʖ�½ʓ��²¿��ºÇ¶Ãʗ� º¿ÅÀ�Á¹Ã²Ä¶Äʨ³ÆÅ� Å¹¶Ê�
do so implicitly, assuming a student has internalized the single mention of eight-bar 
phrases in the dense prose on song form four pages earlier. Similarly, discussion of 
the modulation in the song’s third phrase would be beyond the recognition of most 
students who needed the rudiments chapter. The graphic layout of this example 
À³Ä´ÆÃ¶Ä� Å¹¶�¾ÀµÆ½²ÅºÀ¿ʃ� Å¹¶Ã¶�²Ã¶�¿À�µÀÆ³½¶�³²Ã� ½º¿¶Äʁ�¿À�¼¶Ê� Äº¸¿²ÅÆÃ¶� ´¹²¿¸¶Äʁ�
and no annotations in the example. The few pages where modulation is mentioned 
in the rudiments chapter do not prepare a student to recognize this modulation. The 
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Ä´²ȮÀ½µº¿¸�Å¹²Å�Ä¹ÀÆ½µ�¸Æºµ¶�²�ÄÅÆµ¶¿Å�·ÃÀ¾�Å¹¶�ÃÆµº¾¶¿ÅÄ�À·��²ÃÅ�Ͽ�ÅÀ�Å¹¶�²¿²½ÊÅº´�
insights of Part 2 is entirely absent, and is a pervasive problem in this section.

Part 3 of the book is intended as a workbook, providing exercises for students to 
ÁÃ²´Åº´¶�Å¹¶�´À¿´¶ÁÅÄ�ÀÆÅ½º¿¶µ�º¿��²ÃÅ�Ͽʇ��ÀÈ¶Ç¶Ãʁ�Å¹¶Ã¶�ºÄ�²¿�º¿ÄÆȲ´º¶¿Å�¿Æ¾³¶Ã�À·�
¶É¶Ã´ºÄ¶Ä�ʯϿЁ�ÅÀÅ²½ʰ�ÅÀ�²´¹º¶Ç¶�Å¹¶�ÄÅ²Å¶µ�½¶²Ã¿º¿¸�À³»¶´ÅºÇ¶Äʇ��¿¶ÉÁ½º´²³½Êʁ�À¿¶�À·�Å¹¶�
exercises asks students to notate enharmonic equivalents of given pitches, which does 
not correspond to any practical discussion in Part 1.

It is admirable that all examples are taken from musical theatre literature so that 
students correlate concepts with actual music. Yet, students would need intermediate 
to advanced piano skills to realize the examples. Going back to the discussion of 
º¿Ç¶ÃÄºÀ¿Ä�ʯЀϾʰʁ�Å¹¶�¶É²¾Á½¶�Ä¹ÀÈÄ�´¹ÀÃµ²½�º¿Ç¶ÃÄºÀ¿Ä�ÈºÅ¹ÀÆÅ�²¿Ê�²¿²½ÊÅº´�¿ÀÅ²ÅºÀ¿ʁ�
º¿´½Æµ¶Ä� Єʉ¿ÀÅ¶� ¹²Ã¾À¿º¶Äʁ� ÃÀ½½¶µ� ´¹ÀÃµÄʁ� ²¿µ� µºȮ¶Ã¶¿Å� ȱ¿¸¶ÃÄ� À·� Å¹¶� Ä²¾¶� ¹²¿µ�
Á¶Ã·ÀÃ¾º¿¸� µºȮ¶Ã¶¿Å� Ã¹ÊÅ¹¾Ä� ʯºʇ¶ʇʁ� À¿¶� ȱ¿¸¶Ã� À¿� ²� ÄÆÄÅ²º¿¶µ�¾ºµµ½¶� ÁºÅ´¹ʁ� È¹º½¶�
Ã¶ÄÅ�À·�Å¹¶�¹²¿µ�Á½²ÊÄ�¾ÀÇº¿¸�Å¹Ã¶¶ʉ¿ÀÅ¶�´¹ÀÃµÄʇʰ��Å�ºÄ�Æ¿Ã¶²½ºÄÅº´�ÅÀ�¶ÉÁ¶´Å�ÄÀ¾¶À¿¶�
who did not know note names to be able to locate the inverted chords, never mind 
play them. Musical examples contained in the text are an odd assortment, primarily 
Ã¶ÁÃ¶Ä¶¿Å²ÅºÇ¶�À·�²�
À½µ¶¿ʉ�¸¶�²¶ÄÅ¹¶Åº´ʇ�ʖ�¹ÀÁ��Æ¶Êʗ�ºÄ�Å¹¶�ȱÃÄÅ�¾ÆÄº´�¶É²¾Á½¶ʨÈºÅ¹�
²�µ¶Ä´¶¿µº¿¸� ´¹ÃÀ¾²Åº´� Ä´²½¶� ·Ã²¸¾¶¿Å� ʯ²·Å¶Ã� Ã¶²µ¶ÃÄ�¹²Ç¶�À¿½Ê� Ä¶¶¿�²¿�ascending 
´¹ÃÀ¾²Åº´�Ä´²½¶ʰʨ²¿µ�Å¹¶¿�ÅÈÀ�more songs from Flower Drum Song appear, all within 
Å¹¶� ȱÃÄÅ� ÅÈ¶¿ÅÊ� Á²¸¶Äʇ� �¿¶� ¹¶½Á·Æ½� ´À¿ÅÃº³ÆÅºÀ¿� À·� Å¹¶� Å¶ÉÅ� È²Ä� Å¹¶� º¿´½ÆÄºÀ¿� À·�
Ä¶Ç¶Ã²½� ·Æ½½� ÄÀ¿¸Äʁ� º¿´½Æµº¿¸� 
²ÄÀ¿��À³¶ÃÅ��ÃÀÈ¿ʓÄ� ʖ�Å²ÃÄ�²¿µ� Å¹¶��ÀÀ¿ʗ�²¿µ��Ã²º¸�
�²Ã¿¶½º²ʓÄ�ʖ
ÆÄÅ�²��ÀÆÄ¶Èº·¶ʁʗ�³ÀÅ¹�À·�È¹º´¹�µ¶¾À¿ÄÅÃ²Å¶�Å¹¶ÀÃ¶Åº´²½�´À¿´¶ÁÅÄ�ÈºÅ¹º¿�
practical contexts, with an emphasis on dramatic interpretation. However, the dearth 
of musical examples performed by characters of color, with the exception of Kern’s 
ʖ�½µ��²¿��ºÇ¶Ãʗ�²¿µ�ʖ�ÀÇ¶ʁ��ÀÀ¼��È²Êʗ�ºÄ�¿ÀÅ²³½¶�³Ê�ÅÀµ²ÊʓÄ�ÄÅ²¿µ²ÃµÄʇ�

�Ç¶Ã²½½ʁ�²Ä�Å¹¶�ȱÃÄÅ�Å¶ÉÅ�µ¶µº´²Å¶µ�ÅÀ�Å¶²´¹º¿¸�¾ÆÄº´�²¿²½ÊÄºÄ�ÅÀ�¾ÆÄº´²½�Å¹¶²ÅÃ¶�
students, this book has served an important role. It has launched a pedagogical 
Á¹º½ÀÄÀÁ¹Ê�Å¹²Å�º¿ÄÁºÃ¶µ�½²Å¶Ã�Å¶ÉÅ³ÀÀ¼Äʃ�Å¹²Å�¾ÆÄº´�²¿²½ÊÄºÄ�ʯ²¿µ�Å¹¶�¾ÆÄº´�Å¹¶ÀÃÊ�
Å¹²Å�ÄÆÁÁÀÃÅÄ�²¿²½ÊÄºÄʰ�¹¶½ÁÄ�³Æº½µ�¾ÆÄº´º²¿Ä¹ºÁ�²¿µ�²¿�Æ¿µ¶ÃÄÅ²¿µº¿¸�À·�´¹²Ã²´Å¶Ã�
and story. With its intended focus on practicality, all concepts and examples are 
¸ÃÀÆ¿µ¶µ�º¿�Å¹¶�½ºÅ¶Ã²ÅÆÃ¶�À·�¾ÆÄº´²½Äʇ��¿·ÀÃÅÆ¿²Å¶½Êʁ�º¿Å¶¿ÅºÀ¿�²¿µ�º¾Á½¶¾¶¿Å²ÅºÀ¿�
are at odds with one another in this book.



�²Å¹²¿��¶²ÃÊ��½ÆÄÅ¶º¿ʁ��½ºË²³¶Å¹�
¶Ã³º�²¿µ��¶³ÀÃ²¹��ºȵº¿�ʦ��ÆÄº´²½��¹¶²ÅÃ¶��¶Çº¶ÈÄ 145

Franceshina, Music Theory Through Musical Theatre (2015)

This text adopts a language-through-immersion approach, providing a thorough 
context for practitioners to view their role. In the introduction, the author recognizes 
Å¹¶�¿¶¶µ�·ÀÃ�²�¾ÀÃ¶�́ À¾ÁÃ¶¹¶¿ÄºÇ¶�¾ÆÄº´²½�Å¹¶²ÅÃ¶�ÇÀ½Æ¾¶�ʯЂϿЃ�Á²¸¶Ä�À·�º¿ÄÅÃÆ´ÅºÀ¿²½�
´À¿Å¶¿Å� Ç¶ÃÄÆÄ� �¶½½� ȹ� �¹º´ÆÃ¶½ʓÄ� ÄÆ´´º¿´Å� ϿϾϾʰ� ²¿µ� º¿ÇºÅ¶Ä� ÄÅÆµ¶¿ÅÄ� ÅÀ� µ¶´À¿ÄÅÃÆ´Å�
harmonic, melodic, and structural decisions as a component of the “dramatic entity in 
Á¶Ã·ÀÃ¾²¿´¶ʗ�ʯϿʰʇ��¶ÄÁºÅ¶�	Ã²¿´¶Ä´¹º¿²ʓÄ�´½²º¾�ÅÀ�Å¹¶�´À¿ÅÃ²ÃÊʁ�Æ¿·ÀÃÅÆ¿²Å¶½Êʁ�¾²¿Ê�
musical theatre majors do expect music directors to teach them their parts. With the 
help of this text, students can better challenge themselves to be more independent 
²¿µ�ÅÀ�ȱ¿µ�́ À¾Á¶½½º¿¸�¾ÆÄº´²½�µ¶Å²º½Ä�¶Ç¶¿�·ÃÀ¾�Å¹¶�ÄÅ²ÃÅʇ��ÅÆµ¶¿ÅÄ�²Ã¶�¶¿´ÀÆÃ²¸¶µ�ÅÀ�
¶¿¸²¸¶�ÈºÅ¹�¾ÆÄº´�¹À½ºÄÅº´²½½Êʁ�²Ä�²¿�º¾ÁÀÃÅ²¿Å�ÄÆ³Å¶ÉÅ�ÀÃ�Ã¶ȷ¶´ÅºÀ¿�À·�²�½ÊÃº´ʇ

�¹¶�³ÀÀ¼� ºÄ�µºÇºµ¶µ� º¿ÅÀ� Å¹Ã¶¶�Ä¶´ÅºÀ¿Äʃ��¹¶��¶²µ��¹¶¶Å� ʯº¿ÅÃÀµÆ´ÅÀÃÊ�ÄÅÆµÊ�À·�
notes, rests, rhythms, time signatures, scales, key signatures, modes, enharmonic 
¿ÀÅ²ÅºÀ¿ʁ�²¿µ�º¿Å¶ÃÇ²½Äʰʂ��¹¶��ÃÃ²¿¸¶¾¶¿Å�ʯ¹²Ã¾À¿Êʁ��À¾²¿�¿Æ¾¶Ã²½Äʁ�́ ÀÆ¿Å¶ÃÁÀº¿Åʰʂ�
²¿µ� �¹¶� �¶Ã·ÀÃ¾²¿´¶� ʯ²¿²½ÊÄºÄ� À·� Ã¶ÁÃ¶Ä¶¿Å²ÅºÇ¶� ¾ÆÄº´²½� Å¹¶²ÅÃ¶� ´À¾ÁÀÄ¶ÃÄ� ²¿µ�
ÄÀ¿¸Äʰʇ� �¹¶Ã¶� ºÄ� ²½ÄÀ� ²� ´À¾Á²¿ºÀ¿�È¶³ÄºÅ¶�ÈºÅ¹� ÄÀÆ¿µ�ȱ½¶Äʁ� ²½Å¹ÀÆ¸¹� ²½½� ¶É´¶ÃÁÅÄ�
²Ã¶�´À¾ÁÆÅ¶Ãʉ¸¶¿¶Ã²Å¶µ������ȱ½¶Äʇ��¹¶�ÀÃ¸²¿ºË²ÅºÀ¿�À·�Å¹¶�³ÀÀ¼�¶½¶¸²¿Å½Ê�´²ÁÅÆÃ¶Ä�²�
complete musical environment that a theatre performer is most likely to experience, 
and allows Franceschina to demonstrate how a lead sheet can provide an incredible 
amount of musical information. Every time a melodic or harmonic technique is 
introduced, there follows a section called “dramatic use” of the technique, not only 
showing a few examples of the chord or idea in musical theatre, but also a nuanced 
analytic discussion of its implementation with respect to the lyrics and story of the 
musical. Many of the analytic deep dives feature songs by the author—which seems 
a bit self-serving—but since excerpts are acknowledged only by show and title, the 
vainglorious self-referencing is oblique.

The prose, directed towards both graduate and undergraduate students within 
traditional conservatory settings, is dense—at times even impenetrable. For example, 
in the paragraphs describing added-sixth chords, “The viiİЅ, normally a dominant 
function, becomes a ii6�Ä¹²Ãº¿¸�Å¹Ã¶¶�¿ÀÅ¶Ä�À·�Å¹¶�ÄÆ³µÀ¾º¿²¿Å�ÄºÉÅ¹�´¹ÀÃµ�ʯ	ʁ��ʁ��ʰ�
È¹º½¶�ÄÅº½½�¾²º¿Å²º¿º¿¸�Å¹¶�Å¹Ã¶¶�ÅÀ¿¶Ä�À·�Å¹¶�µÀ¾º¿²¿Å�Ä¶Ç¶¿Å¹�´¹ÀÃµ�ʯ�ʁ��ʁ�	ʰ�ʇ� ʇ� ʇ�
First inversions of the iiЅ, iiiЅ, viЅ and viiİЅ do not automatically become sixth chords 
³ÆÅ� ¾²Ê� ·Æ¿´ÅºÀ¿� ²Ä� º¿Ç¶ÃÄºÀ¿Ä� À·� Å¹¶ºÃ� ÀÃº¸º¿²½� µº²ÅÀ¿º´� ·Æ¿´ÅºÀ¿Äʗ� ʯϿЃЂʰʇ� �¿� Å¹¶�
book’s introduction, Franceschina suggests how to divide the chapters over a four-
semester curriculum, but most musical theatre programs have only two semesters 
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of classes devoted to musical training. Throughout the book, the comprehensive 
nature of topics wildly exceeds the needs of the practitioner, especially for the stage 
of learning assumed at each point in the text. Arguably, musical theatre students do 
¿ÀÅ�¿¶¶µ�ÅÀ�¼¿ÀÈ�Å¹¶�¶ÅÊ¾À½À¸Ê�À·�Å¹¶�¾Àµ¶Ã¿ʉµ²Ê�¾¶ÅÃÀ¿À¾¶�ʯЁЄʰʁ�ÀÃ�µ¶Å²º½Ä�²³ÀÆÅ�
dominant-functioning iiiЅ�´¹ÀÃµÄ�ʯϿЂЃʰʇ��¿µʁ�Äº¾º½²Ã�ÅÀ�Å¹¶��¶½½ʤ�¹º´ÆÃ¶½�Å¶ÉÅʁ�Å¹¶Ã¶�
²Ã¶�ÁÃÀ³½¶¾²Åº´�Á¶µ²¸À¸º´²½�²¿µ�Ä´²ȮÀ½µº¿¸�ºÄÄÆ¶Äʃ

 z �¹¶� ȱÃÄÅ� ¶É²¾Á½¶Ä� À·� ´À¾ÁÀÆ¿µ�¾¶Å¶Ã� º¿´½Æµ¶� ÄÊ¿´ÀÁ²ÅºÀ¿Äʁ� ÄÆ³µºÇºÄºÀ¿Äʁ�
anacrustic entrances, and changing meters.

 z The introduction to augmented and diminished triads shows these chords 
starting on a tonic note, divorcing chord type from harmonic function. 

 z �Àµ¶Ä�²ÁÁ¶²Ã�º¿�³ÀÅ¹�¾¶µº¶Ç²½�¾ÆÄº´�Å¹¶ÀÃÊ�²¿µ�ϿЇЅϾÄ�·Æ¿¼ʁ�³ÆÅ�Å¹¶Ê�µÀ�¿ÀÅ�
correspond one-to-one as Franceschina seems to claim.

 z �ÀÆ³½¶�µÀÅÄʁ�³Ã¶Ç¶Äʁ�µÀÆ³½¶�²´´ºµ¶¿Å²½Äʁ�ЄЂÅ¹�Ã¶ÄÅÄʁ�²Æ¸¾¶¿Å²ÅºÀ¿ʤµº¾º¿ÆÅºÀ¿�
ʯÅ¹¶�½²ÄÅ�À·�Å¹¶Ä¶�ÈºÅ¹ÀÆÅ�²¿Ê�ÇºÄÆ²½�¶É²¾Á½¶Äʰ�²½½�²ÁÁ¶²Ã�º¿�Å¹¶�ȱÃÄÅ�Å¶¿�Á²¸¶Ä�
of a chapter titled “Basic concepts.”

 z �� ³ÀÀ¼� Å¹²Å� ´À¾³º¿¶Ä� ȱ¸ÆÃ¶µ� ³²ÄÄ� ²¿µ� ²µµ¶µʉÄºÉÅ¹� ´¹ÀÃµÄ� Èº½½� º¿¶ÇºÅ²³½Ê�
cause mayhem when using just the number “6” to indicate the latter with 
�À¾²¿�¿Æ¾¶Ã²½Äʇ

 z In the Arrangement unit of the book, concepts of phrasing are discussed, but 
Å¹¶Ã¶�ºÄ�¿À�Á¶µ²¸À¸º´²½�Ä´²ȮÀ½µº¿¸�ÈºÅ¹º¿�Å¹¶�Å¶ÉÅ�ÅÀ�¸¶Å�²�ÄÅÆµ¶¿Å�ÅÀ�µ¶Ç¶½ÀÁ�
towards the analytic sophistication of the models.

 z �¹¶¿�	Ã²¿´¶Ä´¹º¿²� º¿ÅÃÀµÆ´¶Ä� º¿Ç¶ÃÄºÀ¿Äʁ� ¹ºÄ�ȱÃÄÅ� ¶É²¾Á½¶� ºÄ� ÁÃº¿Å¶µ�À¿�²�
¸Ã²¿µ�ÄÅ²Ȯʁ�³ÆÅ�¹¶�À¿½Ê�´À¿Äºµ¶ÃÄ�Å¹¶�¿ÀÅ¶Ä�º¿�Å¹¶�ÆÁÁ¶Ã�ÇÀº´¶Äʂ�¹¶�µÀ¶Ä�¿ÀÅ�
guide students in how to determine an inversion for a harmony written on 
¾ÀÃ¶�Å¹²¿�À¿¶�ÄÅ²Ȯ�ʯϿϾЄʰʇ

Generally, the speed at which early concepts are introduced may better serve 
populations looking for enrichment rather than an introduction. On the other hand, 
Å¹¶Ã¶� ºÄ� ²� Ä½ÀÈʉµÀÈ¿� ²¿µ� ´ÆÃºÀÆÄ� ¶¾Á¹²ÄºÄ� À¿� ´ÀÆ¿Å¶ÃÁÀº¿Å� ʯЄІ� Á²¸¶Äʰʁ� È¹º´¹�
¶´½ºÁÄ¶Ä� Å¹¶� ´¹²ÁÅ¶Ã� À¿� ´¹ÃÀ¾²Åº´²½½Êʉ²½Å¶Ã¶µ� ´¹ÀÃµÄ� ʯЀЁ� Á²¸¶Äʰʁ� ²Ã¸Æ²³½Ê� ²�¾Æ´¹�
more pertinent and essential topic for musical theatre. 

�Å� ºÄ�¿ÀÅ²³½¶� Å¹²Å�	Ã²¿´¶Ä´¹º¿²�È²Ä� Å¹¶�ȱÃÄÅ�²ÆÅ¹ÀÃ�À·�²� Å¶ÉÅ� ·ÀÃ�¾ÆÄº´²½� Å¹¶²ÅÃ¶�
students to include aural skills. There are exercises that combine scale degrees, solfege 
ÄÊ¾³À½Ä�ʯÁÃÀÇºµ¶µʰʁ�²¿µ�µÃº½½Ä�Äº¿¸º¿¸�ÅÃº²µÄ�²¿µ�Ä¶Ç¶¿Å¹�́ ¹ÀÃµÄʇ��ÅÆµ¶¿ÅÄ�²Ã¶�¶¿´ÀÆÃ²¸¶µ�
to play and sing diatonic melodies at the piano and to explore both la-based and do-
based systems for minor modes. However, there are nowhere nearly enough ear-training 
exercises for the development of skills needed for the exercises, and the text encourages 
adverse aural-skills strategies. For example, the primary means for promoting sight-
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singing skills is to identify intervals from characteristic uses in songs. There are long 
lists of songs that feature each interval, with no consideration of where the interval falls 
within the scale or its harmonic implication. There is almost no pedagogy of rhythm, 
¶É´¶ÁÅ�º¿�Å¹¶�ȱÃÄÅ�Æ¿ºÅ�Å¹²Å�º¿ÅÃÀµÆ´¶Ä�³²Äº´�º¿·ÀÃ¾²ÅºÀ¿�À¿�Ã¶²µº¿¸�Ã¹ÊÅ¹¾º´�¿ÀÅ²ÅºÀ¿ʇ

For a book published fairly recently, there is a distinct lack of cultural awareness. 
For example, in the introduction Franceschina makes a case for humans’ “innate” 
Ã¶ÄÁÀ¿Ä¶Ä�ÅÀ�¾ÆÄº´�ʯЀʰʁ�´ºÅº¿¸�²�ÄÁ¶´ºÀÆÄ�¶ÄÄ²Ê�ÅºÅ½¶µ�ʖ�ÆÄº´�²¿µ�Å¹¶��Ã²º¿ʗʂ�²½½�À·�Å¹¶�
Ä´¹À½²ÃÄ�¹¶�¾¶¿ÅºÀ¿Ä�È¹À�¹²Ç¶�ʖ¸Æºµ¶µʗ�¹ºÄ�ÁÃÀ»¶´Å�²Ã¶�È¹ºÅ¶�¾¶¿�ʯЂʰʂ�²¾À¿¸�Å¹¶�Ä¹ÀÈÄ�
º¿�	Ã²¿´¶Ä´¹º¿²ʓÄ�ʖµºÇ¶ÃÄ¶ʗ�Ä²¾Á½º¿¸�ʯЂʰʁ�½ÊÃº´ºÄÅ��¶ÅÅÊ��À¾µ¶¿�ºÄ�Å¹¶�À¿½Ê�ÈÃºÅ¶Ã�È¹À�
is not a white man. The author’s explanations for music-theoretical concepts are also 
²¹ºÄÅÀÃº´²½ʃ�ʖ�¹¶�ʒÀ¿¶ʉ²¿µʉ²ʓ�³¶²Å�À·�´À¾ÁÀÆ¿µ�¾¶Å¶ÃÄ�º¿ÄÁºÃ¶µ�´À¾ÁÀÄ¶ÃÄ�ÅÀ�½ÀÀ¼�·ÀÃ�
ways to integrate it into simple meters . . . to solve the problem, tuplets were invented” 
ʯЀІʰʂ� ʖ´À¾ÁÀÄ¶ÃÄ� À·� �¶ÄÅ¶Ã¿� ¾ÆÄº´� ·ÀÆ¿µ� Å¹¶� ¹²Ã¾À¿º´� ¾º¿ÀÃ� Ä´²½¶� ÅÀ� ³¶� ½º¾ºÅº¿¸�
¾¶½Àµº´²½½Ê�²¿µ�ÆÃ¸¶µ�Å¹¶�µ¶Ç¶½ÀÁ¾¶¿Å�À·�²�¾¶½Àµº´�¾º¿ÀÃ�Ä´²½¶ʗ�ʯЃЀʰʇ��½Å¹ÀÆ¸¹�Å¹¶�Å¶ÉÅ�
º¿´½Æµ¶Ä�²�ÁÃÀ½ºȱ´�²ÃÃ²Ê�À·�¶É´¶ÃÁÅÄʁ�ºÅ�ºÄ�²ÄÄÆ¾¶µ�Å¹²Å�ÄÅÆµ¶¿ÅÄ�Èº½½�¹²Ç¶�ÄÀ¾¶�µ¶¸Ã¶¶�
of familiarity with pre-Golden Age and Golden Age repertoire, which is increasingly 
unlikely. 

Similarly outdated is the problematic language describing how predominantly white 
´À¾ÁÀÄ¶ÃÄ�À·�¾ÆÄº´²½Ä�²µµ�ʖ¶Å¹¿º´�ȷ²ÇÀÃʗ� ʯЄЂʰ�ÀÃ�¶ÇÀ¼¶�ʖ¶ÉÀÅº´ʗ�¸¶À¸Ã²Á¹º´� ½À´²½¶Ä�
ʯϿЃІʰ�Å¹ÃÀÆ¸¹�Å¹¶�ÆÄ¶�À·�¾Àµ¶Ä�ÀÃ�È¹À½¶ʉÅÀ¿¶�Ä´²½¶Äʇ�	ÀÃ�¶É²¾Á½¶ʁ��¹ÊÃ¸º²¿�¾Àµ¶�ºÄ�
described as adding “a certain exoticism” to a broad range of “non-Western melodies,” 
such as those featured in the “Gypsy musical” Bajour�ʯЄЂʰʇ��º¾º½²Ã½Êʁ�ʖ�²Ä¶�À¿��ÀÈ¿�
Å¹¶��À²µʗ� ·ÃÀ¾�The Wiz is provided as an example of Dorian mode, when African-
�¾¶Ãº´²¿�·Æ¿¼�ÅÃ²µºÅºÀ¿�ÈÀÆ½µ�½º¼¶½Ê�´½²º¾�³ÃÀ²µ¶Ã�ÀÃº¸º¿Ä�ʯЄЁʰʇ��½Å¹ÀÆ¸¹�ÄÀ¾¶�»²ËË�
²ÄÄÀ´º²ÅºÀ¿Ä�À·�Å¹¶Ä¶�Ä´²½¶Ä�²Ã¶�¾¶¿ÅºÀ¿¶µʁ�¿À�́ À¾ÁÀÄ¶ÃÄ�À·�́ À½ÀÃ�³¶Äºµ¶Ä��¹²Ã½º¶��¾²½½Ä�
²Ã¶�´ºÅ¶µʇ��µµºÅºÀ¿²½½Êʁ��À¿µ¹¶º¾ʁ�
º½³¶ÃÅ�²¿µ��Æ½½ºÇ²¿ʁ�²¿µ��Àµ¸¶ÃÄ�²¿µ��²¾¾¶ÃÄÅ¶º¿�
²Ã¶� ´ºÅ¶µ� ²Ä� ¶É²¾Á½¶Ä� À·� ʖ�²ÄÅ¶Ã¿� ÅÃ²µºÅºÀ¿Äʗ� ʯ�¶¶ʃ� ʖ�ºÊ²� �²¾²ʗ� ·ÃÀ¾� �¹¶�Mikado, 
Áʇ� ЅϿʂ� ʖ�� �ÆËË½¶¾¶¿Åʗ� ·ÃÀ¾�The King and I� ²Ä� ʖÄÆ¸¸¶ÄÅʳº¿¸ʴ� Å¹¶� ÅÀ¿²½ºÅÊ� À·� �º²¾¶Ä¶�
¾ÆÄº´ʗ�ЁЅϿʦЅЃʰʁ�È¹º½¶�Å¹¶��ÀÆÅ¹��·Ãº´²¿ʉº¿ÄÁºÃ¶µ�ʖ�²Ä²��º¸²��¶³ÀÈ²ºʗ�·ÃÀ¾�The Book 

of Mormon�ºÄ�´ºÅ¶µ�²Ä�²¿�¶É²¾Á½¶�À·�·ÀÆÃÅ¹ʉÄÁ¶´º¶Ä�´ÀÆ¿Å¶ÃÁÀº¿Å�ʯϿЇЅʰʋ��¶ÃÅ²º¿½Êʁ�Å¹ºÄ�
tendency to label any musical style outside of the Western concert tradition as exotic 
is an unfortunate artifact of pedagogical traditions, usually invoked when introducing 
¾ÆÄº´�³Ê��¶³ÆÄÄÊʁ��²Ç¶½ʁ�ÀÃ��ÅÃ²Çº¿Ä¼Êʇ��ÀÈ¶Ç¶Ãʁ�Å¹¶Ä¶�¶É²¾Á½¶Ä�¶¿´ÀÆÃ²¸¶�ÄÅÆµ¶¿ÅÄ�ÅÀ�
consider these works primarily through a Eurocentric compositional lens. Six years after 
Å¹¶�Å¶ÉÅʓÄ�ÀÃº¸º¿²½�ÁÆ³½º´²ÅºÀ¿ʁ�²�¾ÀÃ¶�´Æ½ÅÆÃ²½½Ê�Ã¶ÄÁÀ¿ÄºÇ¶�ʯ²¿µ�ÄÁ¶´ºȱ´ʰ�µºÄ´ÆÄÄºÀ¿�À·�
these tools is warranted—a hopeful opportunity for a second edition.
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On the other hand, this book provides some of the richest exemplar analyses of 
¾ÆÄº´²½� Å¹¶²ÅÃ¶�Ä¶½¶´ÅºÀ¿Ä� º¿�ÁÃº¿Åʁ�²¿µ�¶Ȯ¶´ÅºÇ¶½Ê�´²Å¶¸ÀÃºË¶Ä��¶Ã¿ÄÅ¶º¿ʤ�À¿µ¹¶º¾�
²¿µ� �½ÀÊµ� �¶³³¶Ãʤ�ÃÀÈ¿ʤ	º¿¿� º¿ÅÀ� ¾ÀÃ¶� ´½²ÄÄº´²½½Ê� º¿ȷÆ¶¿´¶µ� ²¿µ� ʖ¿¶ÈʉÈ²Ç¶ʗ�
contemporary camps, respectively. For all analyses in Part 3, a helpful template guides 
Å¹¶�²¿²½ÊÅº´�µºÄ´ÆÄÄºÀ¿ʁ�¶ÉÁ½ÀÃº¿¸�¹ÀÈ�¾ÆÄº´ʃ�Ͽʰ�´Ã¶²Å¶Ä�²�¾ÀÀµ�ÀÃ�ÅÀ¿¶ʁ�Ѐʰ�ºµ¶¿Åºȱ¶Ä�
²�´¹²Ã²´Å¶Ãʁ�Ёʰ�º¿·ÀÃ¾Ä�ÄÆ³Å¶ÉÅʁ�Ђʰ�¶ÄÅ²³½ºÄ¹¶Ä�¸¶À¸Ã²Á¹º´�½À´²½¶ʁ�Ѓʰ�´Ã¶²Å¶Ä�¶¾Á¹²ÄºÄʁ�
²¿µ�Єʰ� ¶ÄÅ²³½ºÄ¹¶Ä�²� Ã¹ÊÅ¹¾�À·� Å¹¶�µÃ²¾²Åº´� ¶Ç¶¿Åʇ��À¿Äºµ¶Ã²ÅºÀ¿Ä�À·�¹ÀÈ�¾ÆÄº´²½�
ÄÅÊ½¶�²¿µ�´À¿Å¶ÉÅ� º¿ȷÆ¶¿´¶�¾ÆÄº´²½�¾¶²¿º¿¸�²Ã¶�¶ÄÁ¶´º²½½Ê�¿Æ²¿´¶µʁ�¶ÄÁ¶´º²½½Ê� Å¹¶�
º¿ȷÆ¶¿´¶�À·�ÃÀ´¼�²·Å¶Ã�Å¹¶�ϿЇЄϾÄʁ�È¹¶Ã¶ʁ�·ÀÃ�¶É²¾Á½¶ʁ�´¹ÀÃµ²½�Ä¶Ç¶¿Å¹Ä�ʯ²¿µ�¹º¸¹¶Ã�
¶ÉÅ¶¿ÄºÀ¿Äʰ� ²Ã¶� µ¶Ä´Ãº³¶µ� ²Ä� ¶¾³¶½½ºÄ¹¾¶¿ÅÄʁ� ¿ÀÅ� Å¶¿µ¶¿´Ê� ÅÀ¿¶Ä� ÅÀ� ³¶� Ã¶ÄÀ½Ç¶µʁ�
and parallel progressions derived from rock guitar barre chords create drive, not 
aberrant functional lapses. For classes dedicated to musical theatre songwriting 
and composition, this text is, as of this writing, the gold standard. It incorporates 
elements of acting, performing, and composing within the broader history and 
stylistic conventions of Western classical and folk music. For similar reasons, this 
volume would also be best for aspiring coaches and collaborative pianists. 

Gerle, Music Essentials for Singers & Actors (2018)

�Æ³½ºÄ¹¶µ�³Ê��²½��¶À¿²Ãµ��ÀÀ¼Äʨ²�ÅÃ²µ¶�ÁÆ³½ºÄ¹¶ÃʨMusic Essentials for Singers 

& Actors succeeds in its intention to be a practical manual for the pre-professional, 
ÈÃºÅÅ¶¿� º¿� ²¿� º¿·ÀÃ¾²½ʁ� ²´´¶ÄÄº³½¶� ÅÀ¿¶� ÈºÅ¹� ¶É´¶½½¶¿Å� Á¶µ²¸À¸º´²½� Ä´²ȮÀ½µº¿¸�
throughout. Gerle’s well-established, personable brand as an educator and coach 
emanates throughout the prose.3 The detailed, text-based explanations are clearly 
intended for beginners, and the author’s colloquial voice combined with classroom- 
²¿µ�ÄÅÆµºÀʉÅ¶ÄÅ¶µ�¾¿¶¾À¿º´�µ¶Çº´¶Ä�²Ã¶�¶Ȯ¶´ÅºÇ¶ʨ·ÃÀ¾�ʖ¹²Åʗ�²¿µ�ʖ¹À½¶ʗ�Ã¶ÄÅÄ�ÅÀ�²�
summary of his own recommended analytical markings for contour and phrasing. 
Of the texts, we found Gerle’s the most accessible reading experience on several 
·ÃÀ¿ÅÄʇ��¹¶�ȱÃÄÅ�ºÄ�ÇºÄÆ²½ʃ�Å¹¶�³À½µ¶µ�Å¶Ã¾Ä�·ÀÃ�¾ÆÄº´²½�ÇÀ´²³Æ½²ÃÊ�²Ã¶�¶²ÄÊ�ÅÀ�ÄÁÀÅ�
on the page. The second is the dedicated approach to making connections to musical 
theatre at every turn, from chapter/section headings to guiding the reader through 
understanding what to expect when looking at an actual musical theatre score. While 
it is casual in tone, the wording is precise; the level of detail in each section evinces 
several rounds of careful organizational thought.

3  See Gerle (2011).
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Whereas the earlier texts seem more geared towards music theory as an 
interpretive lens for how music participates in character and story building, this text is 
more focused on developing musicianship skills. Gerle encourages performers to think 
analytically even when they are not negotiating formal music notation—a refreshing 
Ä¹º·Åʇ��ºÄ�ȱÃÄÅ�´¹²ÁÅ¶Ã�µÀ¶Ä�¿ÀÅ�º¿´½Æµ¶�²¿Ê�¿ÀÅ²ÅºÀ¿ʁ�³ÆÅ�²Ä¼Ä�Ã¶²µ¶ÃÄ�ÅÀ�´À¿Äºµ¶Ã�Å¹¶�
µÃ²¾²Åº´�¶Ȯ¶´Å�À·�Äº½¶¿´¶�º¿�ʖ�º¾Á½¶��ºÅÅ½¶��¹º¿¸Äʇʗ��¹¶�ÁÃ²´Åº´²½�µºÄÁÀÄºÅºÀ¿�À·�Å¹ºÄ�
³ÀÀ¼�ºÄ�¿ÀÅ¶µ�º¿�ÅÀÁº´Ä�¿ÀÅ�´ÀÇ¶Ã¶µ�º¿�Å¹¶�ÀÅ¹¶ÃÄʁ�ÄÆ´¹�²Ä�ȱ¿µº¿¸�º¿ºÅº²½�ÄÆ¿¸�ÁºÅ´¹¶Ä�
and navigation of vocal scores.

�¿½º¼¶� Å¹¶�ÀÅ¹¶Ã� Å¶ÉÅÄʁ� Å¹ºÄ�³ÀÀ¼�ÀÁ¶¿Ä�ÈºÅ¹ʁ� ²¿µ�¸ºÇ¶Ä� ¶ÂÆ²½� ²ÅÅ¶¿ÅºÀ¿� ÅÀʁ� Å¹¶�
µ¶Ç¶½ÀÁ¾¶¿Å�À·� Ã¹ÊÅ¹¾�Ä¼º½½Äʇ��¹¶�ȱÃÄÅ� ·ÀÆÃ� ´¹²ÁÅ¶ÃÄ� ·À´ÆÄ�¶É´½ÆÄºÇ¶½Ê�À¿� Ã¹ÊÅ¹¾ʁ�
noting correctly that accurate rhythms are more important than accurate pitches 
when working with an accompanist, ensemble, or pit orchestra. In addition, more 
time and discussion is devoted to fundamental reading skills, introducing concepts 
Ä½ÀÈ½Ê�²¿µ�ÄÅÃ²Å¶¸º´²½½Êʇ�	ÀÃ�¶É²¾Á½¶ʁ�È¹¶¿�º¿ÅÃÀµÆ´º¿¸�¾¶Å¶Ã�Äº¸¿²ÅÆÃ¶Äʁ�
¶Ã½¶�ȱÃÄÅ�
describes beats using language by referencing well-known musical theatre songs, then 
º¿ÅÃÀµÆ´¶Ä�ÂÆ²ÃÅ¶Ãʉ¿ÀÅ¶�¿ÀÅ²ÅºÀ¿�²¿µ�³²Ã�½º¿¶Äʁ�²¿µ�ȱ¿²½½Ê�ЂʤЂ�²¿µ�ЁʤЂʇ��¿�́ À¾Á²ÃºÄÀ¿ʁ�
�¶½½ʤ�¹º´ÆÃ¶½� µ¶ÇÀÅ¶� À¿½Ê� ÅÈÀ� Á²¸¶Ä� ÅÀ� Ã¹ÊÅ¹¾º´� ·Æ¿µ²¾¶¿Å²½Äʁ� Äº¾Æ½Å²¿¶ÀÆÄ½Ê�
ÁÃ¶Ä¶¿Åº¿¸�ЁʤЂʁ�ЃʤЀʁ�²¿µ�ЄʤІ�¾¶Å¶Ã�Äº¸¿²ÅÆÃ¶Äʇ�

�Å� Å¹¶� ¶¿µ� À·� ¶²´¹� Æ¿ºÅʁ� 
¶Ã½¶� ÁÃÀÇºµ¶Ä� ÄÆȲ´º¶¿Å� ¶É¶Ã´ºÄ¶Ä� ²¿µ� ¶É²¾Á½¶Ä� ·ÀÃ�
students to practice the skills covered. Answers are provided within the text for written/
notation questions, and the online player provides answers for the aural exercises. It 
is very helpful for students to be able to check themselves with exercises that are 
pedagogically appropriate to their level. The online supplementary materials are also 
more robust than the other texts, providing access to a library of online resources. 
For every example in the text’s website, there is a “Playback+” interface that allows a 
ÄÅÆµ¶¿Å�ÅÀ�Á½²Ê�Å¹¶�¶É´¶ÃÁÅ�²Å�µºȮ¶Ã¶¿Å�ÄÁ¶¶µÄʁ�ÁºÅ´¹�½¶Ç¶½Äʁ�²¿µ�³²½²¿´¶�ʯ�¶·Åʉ�º¸¹Åʰ�
½¶Ç¶½Äʇ��¿�²µµºÅºÀ¿ʁ�ÄÅÆµ¶¿ÅÄ�´²¿�µÀÈ¿½À²µ�Å¹¶�ÄÀÆ¿µ�ȱ½¶Ä�²¿µ�½ÀÀÁ�ÁÀÃÅºÀ¿Ä�À·�Å¹¶¾�
within the player. The examples feature the author singing and playing the piano, 
ÁÃÀÇºµº¿¸� Ä¶ÅʉÆÁ� ʯʖ�¶Ã¶ʓÄ� Å¹¶� ÅÀ¿º´ʁ� ½¶ÅʓÄ�È²Ã¾ʉÆÁ� Äº¿¸º¿¸� Å¹¶� Ä´²½¶ʁ� ¿ÀÈ� Äº¿¸� Å¹¶�
¶É²¾Á½¶ʁʗʰ�²¿µ�²¿ÄÈ¶ÃÄ�ÅÀ�¶É¶Ã´ºÄ¶Äʇ�

To help students develop a coherent sight-singing strategy, Gerle provides an 
²¿²½ÊÅº´�Å¶¾Á½²Å¶�ÅÀ�·À½½ÀÈ�È¹¶¿�½¶²Ã¿º¿¸�¿¶È�ÄÀ¿¸Äʁ�́ ²½½¶µ�ʖϿʉ������ʇʗ��²´¹�́ ¹²Ã²´Å¶Ã�
º¿�Å¹¶�²´ÃÀ¿Ê¾�Ã¶¾º¿µÄ�ÄÅÆµ¶¿ÅÄ�È¹²Å�ÅÀ�´À¿Äºµ¶Ã�ȱÃÄÅʇ�	ÀÃ�¶É²¾Á½¶ʁ�Å¹¶�ʖϿʗ�Ã¶·¶ÃÄ�
ÅÀ�ºµ¶¿Åº·Êº¿¸�ÅÀ¿º´ʂ�Å¹¶�ȱÃÄÅ�ʖ�ʗ�Ã¶·¶ÃÄ�ÅÀ�Ã¶Á¶ÅºÅºÀ¿Äʁ�·ÀÃ�È¹º´¹�Äº¸¹ÅʉÄº¿¸¶ÃÄ�À·Å¶¿�
ÀÇ¶Ã´ÀÃÃ¶´Å�È¹¶¿�Å¹¶Ê�²Ã¶�ȱÉ²Åº¿¸�À¿�Å¹¶�¾ÀÅºÀ¿�·ÃÀ¾�À¿¶�¿ÀÅ¶�ÅÀ�Å¹¶�¿¶ÉÅʇ�
¶Ã½¶ʓÄ�
practical experience in working with singers lends to an intuitive approach, allowing 
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the salient features of a musical passage to dictate the suggested pedagogical tool. For 
example, musical theatre performers are more accustomed to tracing the contour of 
¿ÀÅ¶Ä�À¿�Å¹¶�ÄÅ²Ȯ�³¶·ÀÃ¶�º¿Å¶ÃÃÀ¸²Åº¿¸�º¿·ÀÃ¾²ÅºÀ¿�²³ÀÆÅ�´½¶·�²¿µ�¼¶Ê�Äº¸¿²ÅÆÃ¶ʇ��¿�
short, Gerle meets a typical musical theatre student at their level before motivating 
them to understand the larger picture.

�¿·ÀÃÅÆ¿²Å¶½Êʁ� ²½½� À·� Å¹¶� Å¶ÉÅÄ� È¶� Ã¶Çº¶È¶µ� ÆÄ¶� º¿Å¶ÃÇ²½� ºµ¶¿Åºȱ´²ÅºÀ¿� ²¿µ�
recognition as their main sight-singing strategy. Gerle is no exception, and not only 
is there an entire chapter devoted to this technique, but there is also an extensive 
index at the end of the book consisting of intervals and examples from songs. This 
º¿Å¶ÃÇ²½½º´� ÄÅÃ²Å¶¸Êʁ� È¹º´¹� ºÄ� Æ¿·ÀÃÅÆ¿²Å¶½Ê� Á¶ÃÇ²ÄºÇ¶ʁ� Ã¶ÂÆºÃ¶Ä� ´À¸¿ºÅºÇ¶� ¹¶ÃÀº´Äʃ�
Ã¶¾ÀÇº¿¸�À¿¶Ä¶½·�·ÃÀ¾�Å¹¶�ÁÃ¶Ä¶¿Å�¾ÆÄº´²½�´À¿Å¶ÉÅʁ�²Æµº²Åº¿¸�²�´À¾Á½¶Å¶½Ê�µºȮ¶Ã¶¿Å�
song, and then returning to the original melody, all the while hoping that the interval 
º¿�ÂÆ¶ÄÅºÀ¿�ºÄ�º¿�Å¹¶�Ä²¾¶�Á½²´¶�º¿�Å¹¶�Ä´²½¶�º¿�³ÀÅ¹�¾¶½Àµº¶Äʁ�ʯºʇ¶ʇʁ�sol to do, rather 
than do to faʰʇ��Å�ºÄ�¾Æ´¹�¾ÀÃ¶�¾ÆÄº´²½�²¿µ�¶Ȯ¶´ÅºÇ¶�ÅÀ�¿²Çº¸²Å¶�½¶²ÁÄ�ÈºÅ¹º¿�¾¶½Àµº¶Ä�
as part of harmonic function or scale-degree relationships. Gerle provides additional 
ÄÅÃ²Å¶¸º¶Ä�º¿�²�½²Å¶Ã�´¹²ÁÅ¶Ã�ʯ�¹²ÁÅ¶Ã�ϿϾʰʁ�ÄÆ¸¸¶ÄÅº¿¸�Å¹¶�ÆÄ¶�À·�¿ÀÅ¶Ä�·ÃÀ¾�Å¹¶�ÅÀ¿º´�
chord as anchor pitches, and considering chromatic notes as passing or neighboring 
notes that resolve to diatonic scale degrees.  

�½Å¹ÀÆ¸¹�Å¹¶�Æ¿µ¶Ã½Êº¿¸�Á¶µ²¸À¸Ê�²¿µ�Ä´²ȮÀ½µº¿¸�À·�
¶Ã½¶ʓÄ�Å¶ÉÅ�Ã¶ȷ¶´Å�µÃ²¾²Åº´�
improvements over the previous texts, there remain aspects of the book that 
Æ¿µ¶Ã¾º¿¶� ºÅÄ� ¶Ȳ´²´Êʇ� �¹¶�Á²´º¿¸� ´²¿� ³¶� ²� ³ºÅ� Æ¿¶Ç¶¿ʂ��¹²ÁÅ¶Ã� Ї� ·¶¶½Ä� ¶ÄÁ¶´º²½½Ê�
dense in content, covering not only triplets, compound meter, and swing, but also 
ºÃÃ¶¸Æ½²Ã�²¿µ�Ä¹º·Åº¿¸�¾¶Å¶ÃÄʇ� ʯ
ºÇ¶¿�¹ÀÈ�À·Å¶¿�ÄÈº¿¸� ºÄ�¶¾Á½ÀÊ¶µ� º¿� Å¹¶�¸¶¿Ã¶ʁ� ºÅ�
is surprising that it is not included in the other books, except for a single paragraph 
³Ê� 	Ã²¿´¶Ä´¹º¿²ʰʇ� �¿·ÀÃÅÆ¿²Å¶½Êʁ� ²½½� À·� Å¹¶� Ͽʉ������� ¶É²¾Á½¶Ä� ʯºʇ¶ʇʁ� Å¹¶� ¶É²¾Á½¶Ä�
µ¶¾À¿ÄÅÃ²Åº¿¸�Å¹¶�ÄÆ¾¾²ÅºÇ¶�²ÁÁ½º´²ÅºÀ¿�À·�´À¿´¶ÁÅÄ� ½¶²Ã¿¶µ�ÆÁ�ÅÀ�Å¹²Å�ÁÀº¿Åʰ�²Ã¶�
in major keys, despite the preceding chapter on minor modes. And, the discussion of 
song form is in prose without any examples of AABA form—what Gerle refers to as 
ʖÅ¹¶�¾ÀÄÅ�´À¾¾À¿�ÄÅÃÆ´ÅÆÃ¶�·ÀÃ��º¿��²¿��½½¶Ê�²¿µ�¾²¿Ê��ÃÀ²µÈ²Ê�ÄÀ¿¸Äʗ�ʯЀЀЁʰʇ�

Riley, Music Fundamentals for Musical Theatre (2020)

�¹¶��º½¶Ê�Å¶ÉÅ�·¶²ÅÆÃ¶Ä�ÄÅÃ²Å¶¸º´�½²Ê¶Ãº¿¸�À·�ÈÃºÅÅ¶¿�²¿µ�²ÆÃ²½�Ä¼º½½Ä�ÈºÅ¹�µ¶½º³¶Ã²Å¶�
pacing, and alternation of manageable amounts of new information with practical 
exercises. Small details such as enlarged keyboards, which are nearly the size of regular 
pianos, and strategically formatted content make for an appealing, inviting overall 
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µ¶Äº¸¿ʇ��¿�²¿�¶ȮÀÃÅ�ÅÀ�Ã¶µÆ´¶�ÀÇ¶Ã²½½�´À¸¿ºÅºÇ¶�½À²µʁ�¾ÀµÆ½¶Ä�²Ã¶�¸Ã²µÆ²½½Ê�Á²´¶µ�ÅÀ�
account for complexity. For example, she presents clockwise sharps on the circle of 
ȱ·Å¹Ä�ȱÃÄÅʁ�Ã²Å¹¶Ã�Å¹²¿�ÁÃÀÇºµº¿¸�²½½�ϿЃ�¼¶ÊÄ�²Å�À¿´¶ʂ�²¿µʁ� º¿Å¶ÃÇ²½Ä�²Ã¶� º¿ÅÃÀµÆ´¶µ�
gradually over the course of four chapters, rather than Gerle’s four pages. Even for 
Å¹¶�Äº¾Á½¶ÄÅ�À·�´À¿´¶ÁÅÄʁ��º½¶Ê�ÀȮ¶ÃÄ�ÄÅÆµ¶¿ÅÄ�²�´½¶²Ã�¾¶Å¹ÀµÀ½À¸Ê�²¿µ�²ÁÁ½º´²ÅºÀ¿�
of principles in action. For example, there are half a dozen examples of counting 
note names to identify intervals, allowing students to follow the procedure until the 
Á²ÅÅ¶Ã¿�³¶´À¾¶Ä�º¿¸Ã²º¿¶µʇ��²Ã¶½Ê�ºÄ�¾ÀÃ¶�Å¹²¿�²�Ä¹ÀÃÅ�Á²Ã²¸Ã²Á¹�À·�ÁÃÀÄ¶�º¿´½Æµ¶µ�
at a time, interjecting each new concept with score examples, written exercises, and, 
perhaps most critically, instructions on how to recreate the example kinesthetically, 
either through movement or at the keyboard. 

�½Å¹ÀÆ¸¹� �º½¶Ê� ¾²¼¶Ä� ¾²¿Ê� ¶Ȯ¶´ÅºÇ¶� ´¹Àº´¶Ä� º¿� ¹ÀÈ� Ä¹¶� ÄÅÃÆ´ÅÆÃ¶Ä� ¹¶Ã� Å¶ÉÅ�
within chapter segments, the pedagogical rationale for grouping certain sub-topics 
within common chapter headings is unclear. Sometimes, the assorted topics within 
²�´¹²ÁÅ¶Ã�ÈÀÃ¼�È¶½½� ÅÀ¸¶Å¹¶Ãʁ� ´À¾³º¿º¿¸�¶½¶¾¶¿ÅÄ�À·�µºȮ¶Ã¶¿Å�¾ÆÄº´²½�Á²Ã²¾¶Å¶ÃÄ�
in a way that simulates how they would be encountered in real music. For example, 
�¹²ÁÅ¶Ã�ЇʨÈ¹º´¹�º¿´½Æµ¶Ä�Åº¶Äʁ�µÀÅÅ¶µ�¿ÀÅ¶Äʁ�ЀʤЂ�²¿µ�ЁʤЂ�¾¶Å¶ÃÄʁ�²¿µ�ÄÀ¿¸�²¿²½ÊÄºÄʨ
touches on each combination as a unique musical task, precisely as they might appear 
in the rehearsal room. However, in chapter 13—which includes minor, diminished, 
and augmented triads; cut-time; and chromatic solfege—the combination seems like a 
jumbled assortment, despite each individual topic being an extension of a preceding 
½¶ÄÄÀ¿ʇ� �º¾º½²Ã½Êʁ� Å¹¶Ã¶� ²Ã¶� Ã¹ÊÅ¹¾� ¶É¶Ã´ºÄ¶Ä� º¿� �¹²ÁÅ¶Ã� ϿЃʁ� ²� ´¹²ÁÅ¶Ã� µ¶ÇÀÅ¶µ�
exclusively to inversions of triads.

�¿¶�À·�Å¹¶�¾²»ÀÃ�ÄÅÃ¶¿¸Å¹Ä�À·�Å¹¶�Å¶ÉÅ�ºÄ��º½¶ÊʓÄ�¶ȮÀÃÅ�ÅÀ�´À¿´½Æµ¶�¶Ç¶ÃÊ�½¶²Ã¿º¿¸�
module, from identifying whole- and half-step scalar passages onward, with a 
·ÀÃ¾²ÅºÇ¶�¶É¶Ã´ºÄ¶�º¿�ÄÀ¿¸�²¿²½ÊÄºÄʇ��½Å¹ÀÆ¸¹��¶½½�²¿µ��¹º´ÆÃ¶½ʁ�	Ã²¿´¶Ä¹º¿²ʁ�²¿µ�
¶Ã½¶�
delay analytic examples as capstone, summative activities within their respective 
³ÀÀ¼Äʁ��º½¶Ê�ÀÁÅÄ�·ÀÃ�ÄÁºÃ²½�Ä´²ȮÀ½µº¿¸ʁ�Ã¶ÅÆÃ¿º¿¸�ÅÀ�¸ºÇ¶¿�ÄÀ¿¸Ä�À¿�¾Æ½ÅºÁ½¶�À´´²ÄºÀ¿Ä�
as students’ mastery increases. This allows students the reward of applying learned 
concepts immediately to real-world tasks, organically stoking student motivation. For 
example, she introduces harmonic progression through the chorus to “Santa Fe” from 
Newsiesʁ�ȱÃÄÅʁ�ÈºÅ¹�¶²´¹�¹²Ã¾À¿Ê�Ã¶µÆ´¶µ�ÅÀ�²�³½À´¼�ÅÃº²µ�º¿��¹²ÁÅ¶Ã�ϿЂʁ�Å¹¶¿�ÈºÅ¹�Å¹¶�
²´´À¾Á²¿º¾¶¿Å�·Æ½½Ê�¿ÀÅ²Å¶µʨº¿´½Æµº¿¸�ÄÆÄÁ¶¿ÄºÀ¿Ä�²¿µ�Ä¶Ç¶¿Å¹�´¹ÀÃµÄʨº¿��¹²ÁÅ¶Ã�
ϿЅʇ��¿·ÀÃÅÆ¿²Å¶½Êʁ�¿ÀÅ�²½½�À·� Å¹¶�¶É´¶ÃÁÅÄ�ÁÃÀÇºµ¶�²µ¶ÂÆ²Å¶½Ê�Ãº´¹�ÀÁÁÀÃÅÆ¿ºÅº¶Ä� ·ÀÃ�
ÁÃ²´Åº´¶ʂ�·ÀÃ�¶É²¾Á½¶ʁ�º¿�²¿�¶É¶Ã´ºÄ¶�²Ä¼º¿¸�ÅÀ�ȱ¿µ�²¿µ�½²³¶½�ÄºÉÅ¹Ä�²¿µ�Ä¶Ç¶¿Å¹Ä�º¿�
Å¹¶�ȱÃÄÅ�Á¹Ã²Ä¶�À·�ʖ�½ÀÄ¶��Ç¶ÃÊ��ÀÀÃʗ�·ÃÀ¾�Joseph, there is only a single interval for 
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ÄÅÆµ¶¿ÅÄ� ÅÀ� ºµ¶¿Åº·Ê�²·Å¶Ã��º½¶ÊʓÄ�ÁÃÀÇºµ¶µ�²¿¿ÀÅ²ÅºÀ¿ʇ��ÀÁ¶·Æ½½Êʁ� ·ÆÅÆÃ¶�¶µºÅºÀ¿Ä�À·�
the text will permit expanded praxis, with a great emphasis on introducing musical 
concepts through literature at all stages of learning.  

�¹º½¶��º½¶Ê�ºÄ�¿ÀÅ�²Ä�ÁÃÀ´ÃÆÄÅ¶²¿�º¿�Å¹¶�ÅÀÁº´Ä�Ä¹¶�́ ÀÇ¶ÃÄ�²Ä�	Ã²¿´¶Ä´¹º¿²ʨ¿À¿¶�À·�
the topics seem outright unnecessary—the book seems organized by the fundamentals 
of music notationʁ�Ã²Å¹¶Ã�Å¹²¿�¾ÆÄº´º²¿Ä¹ºÁʇ�	ÃÀ¾�Å¹¶�³¶¸º¿¿º¿¸�À·��¹²ÁÅ¶Ã�Ͽʃ�ʖ�ÆÄº´�
is written on a ÄÅ²Ȯʗ� ʳ¶¾Á¹²ÄºÄ� �º½¶ÊʓÄʴʇ� �¶´ÅºÀ¿Ä� ½²³¶½¶µ� ʖ�¶Ã·ÀÃ¾²¿´¶� ÅºÁÄʗ� ²¿µ�
“Helpful hints” seem like incidental asides, rather than integrally tied in within the 
larger learning module. Once more, rhythm is treated as a secondary parameter in 
Ã¶½²ÅºÀ¿�ÅÀ�ÁºÅ´¹ʇ��º½¶ÊʓÄ�¶ÉÁ½²¿²ÅºÀ¿�À·�ÅÃºÁ½¶ÅÄʨÀ¿¶�À·�Å¹¶�¾ÀÄÅ�´À¾¾À¿�Ã¹ÊÅ¹¾Ä�º¿�
¾ÆÄº´²½�Å¹¶²ÅÃ¶ʨºÄ�ÁÃÀ³½¶¾²Åº´ʇ��º½¶Ê�ÆÄ¶Ä�¿Æ¾³¶ÃÄ�·ÀÃ�Å¹¶�³¶²ÅÄ�ÈºÅ¹º¿�²�¾¶²ÄÆÃ¶�
²¿µ�ʖÅÃºÁʉ½¶Åʗ�·ÀÃ�Å¹¶�Ä¶´À¿µ�²¿µ�Å¹ºÃµ�²ÅÅ²´¼Ä�À·�ÅÃºÁ½¶Å�ȱ¸ÆÃ¶Äʇ��¹ºÄ�ÈÀÃ¼Ä�ȱ¿¶�·ÀÃ�
¶º¸¹Å¹ʉ¿ÀÅ¶�ÅÃºÁ½¶ÅÄ�º¿�²�Äº¾Á½¶�¾¶Å¶Ãʂ�¹ÀÈ¶Ç¶Ãʁ�Ä¹¶�ÆÄ¶Ä�Å¹¶�Ä²¾¶�ÄÊÄÅ¶¾�º¿�²�ЂʤЂ�
measure with quarter-note triplets, which disguises the syncopation across beats. 
�¹º½¶��º½¶Ê�³Ãº¶ȷÊ�¾¶¿ÅºÀ¿Ä�Å¹²Å�ʖ�¹¶�ÂÆ²ÃÅ¶Ã�¿ÀÅ¶�ÅÃºÁ½¶Å�·¶¶½Ä�²�³ºÅ�½º¼¶�ÄÊ¿´ÀÁ²ÅºÀ¿ʗ�
ʯÁʇ�ϿЁϿʰʁ�Å¹¶�ÆÄ¶�À·�ºµ¶¿Åº´²½�ÄÊ½½²³½¶Ä�·ÀÃ�ÅÃºÁ½¶ÅÄ�À·�µºȮ¶Ã¶¿Å�µÆÃ²ÅºÀ¿�´À¿·ÀÆ¿µÄ�¹ÀÈ�
ÅÀ�·¶¶½ʁ�¹¶²Ãʁ�ÀÃ�Á¶Ã·ÀÃ¾�Å¹¶�µºÄÅº¿´ÅºÀ¿Ä�³¶ÅÈ¶¶¿�Å¹¶¾ʇ��º¾º½²Ã�ÅÀ��¶½½�²¿µ��¹º´ÆÃ¶½ʁ�
�º½¶ÊʓÄ� ¶ÉÁ½²¿²ÅºÀ¿�À·� ´À¾ÁÀÆ¿µ�¾¶Å¶Ã�²½ÄÀ� º¿´ÀÃÃ¶´Å½Ê� ºµ¶¿Åºȱ¶Ä�¾¶Å¶Ã� Äº¸¿²ÅÆÃ¶Ä�
Ä¹ÀÈº¿¸�³¶²ÅÄ� º¿� Å¹¶� ÅÀÁ�¿Æ¾³¶Ã� ʯ¶ʇ¸ʇʁ� ÄºÉ� ³¶²ÅÄ� º¿� ЄʤІ�¾¶²ÄÆÃ¶ʰʁ� ²¿µ� º¿´ÀÃÃ¶´Å½Ê�
ºµ¶¿Åºȱ¶Ä�Å¹¶�¶º¸¹Åʉ¿ÀÅ¶�²Ä�Å¹¶�³¶²Å�º¿�²½½�´À¾ÁÀÆ¿µ�¾¶Å¶ÃÄʇ

The disproportionate emphasis on melodic notation also compromises the 
²ÅÅ¶¿ÅºÀ¿�µ¶ÇÀÅ¶µ�ÅÀ�¹²Ã¾À¿Êʇ��º¾º½²Ã�ÅÀ�	Ã²¿´¶Ä´¹º¿²ʁ��º½¶Ê�º¿ÅÃÀµÆ´¶Ä�²Æ¸¾¶¿Å¶µ�
and diminished triads spelled from the tonic, rather than situating chord qualities 
with their harmonic functions. Harmonic concepts are introduced without context 
for why they might be important for a musical theatre student to know. For example, 
´¹²ÁÅ¶ÃÄ� ϿЃ� ²¿µ� ϿЄ� º¿ÅÃÀµÆ´¶� º¿Ç¶ÃÄºÀ¿Ä� À·� ÅÃº²µÄ� ÈºÅ¹ÀÆÅ� ²¿Ê� µºÄ´ÆÄÄºÀ¿� À·� ²¿Ê�
¾ÆÄº´²½�¶É²¾Á½¶Äʇ��¿ÄÅ¶²µʁ�Å¹¶Ã¶�²Ã¶�Á²¸¶Ä�À·�¶É¶Ã´ºÄ¶Ä�À¿�Å¹¶�½²³¶½º¿¸ʁ�ºµ¶¿Åºȱ´²ÅºÀ¿ʁ�
²¿µ�¿ÀÅ²ÅºÀ¿�À·�Ç²ÃºÀÆÄ�ÅÃº²µÄ�º¿�µºȮ¶Ã¶¿Å�º¿Ç¶ÃÄºÀ¿Äʁ�µ¶ÇÀºµ�À·�²¿Ê�²ÄÄÀ´º²ÅºÀ¿�ÈºÅ¹�
a needed skill or reference to songs. There is a similar problem for the introduction 
of VЅ� ´¹ÀÃµÄ� ʯÈ¹º´¹ʁ� Àµµ½Êʁ� ·À½½ÀÈÄ� ÅÃº²µ� º¿Ç¶ÃÄºÀ¿Äʰ� ²¿µ� ÀÅ¹¶Ã� µº²ÅÀ¿º´� Ä¶Ç¶¿Å¹�
chords. Once more, there are pages of exercises for spelling and identifying chords 
in various keys, without any mention of how these chords function within a phrase, 
or the tension of a seventh towards resolution, resulting in an especially unmusical 
presentation of harmony. 

This text provides a wealth of musical examples, listing dozens beyond the many 
²½Ã¶²µÊ�º¿´½Æµ¶µ�²Ä�¶É´¶ÃÁÅÄʇ��ÀÈ¶Ç¶Ãʁ�ºÅ�µÀ¶Ä�Å²¼¶��º½¶Ê�Æ¿Åº½�Áʇ�ЀЂ�ÅÀ�´ºÅ¶�¹¶Ã�ȱÃÄÅ�
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ÄÀ¿¸ʇ� �Á� Æ¿Åº½� Å¹²Å� ÁÀº¿Åʁ� Å¹ºÄ� ´ÀÆ½µ� ¹²Ç¶� ³¶¶¿� ²� Å¶ÉÅ³ÀÀ¼� ·ÀÃ� ²¿Ê� Æ¿µ¶Ã¸Ã²µÆ²Å¶�
´ÀÆÃÄ¶� º¿ÅÃÀµÆ´º¿¸�¾ÆÄº´� ½ºÅ¶Ã²´Êʇ��À¾¾¶¿µ²³½Êʁ�¾²¿Ê�À·� Å¹¶� ¶É²¾Á½¶Ä� ²Ã¶�Áº¶´¶Ä�
of contemporary literature, increasing the likelihood that students will synthesize 
´À¿Å¶¿Å�ÈºÅ¹�²�ÄÀ¿¸�²½Ã¶²µÊ�¼¿ÀÈ¿ʁ�²Ä�È¶½½�²Ä�Áº¶´¶Ä�ÀÃº¸º¿²½½Ê�Á¶Ã·ÀÃ¾¶µ�³Ê�������
artists. As the text progresses, these excerpts expand to allow students to experiment 
ÈºÅ¹� ²´´Æ¾Æ½²Å¶µ� ÅÀÀ½Äʁ� ÈºÅ¹� Å¹¶� ȱ¿²½� ´¹²ÁÅ¶Ã� ÁÃÀ¾ÁÅº¿¸� ÄÅÆµ¶¿ÅÄ� ÅÀ� ´À¿Äºµ¶Ã�
orchestral arrangements in their analyses. Some of the examples are curiously chosen 
ÀÃ�½²³¶½¶µʁ�¹ÀÈ¶Ç¶Ãʇ�ʖ�Æ¾¾¶Ã��º¸¹ÅÄʗ�·ÃÀ¾�Grease appears in a chapter on “V of V 
chords,” and indeed it contains a VЅ/V before a half cadence. Yet the chord before that 
VЅʤ��ºÄ�ºÅÄ¶½·�²¿�²ÁÁ½º¶µ�µÀ¾º¿²¿Å�ʯÀ¿�Å¹¶�ÈÀÃµ�ʖµÃÀÈ¿¶µʗʰʁ�²�´À¾³º¿²ÅºÀ¿�Å¹²Å�´ÀÆ½µ�
¶²Äº½Ê� ´À¿·ÆÄ¶� ²� ÄÅÆµ¶¿Å� »ÆÄÅ� ³¶¸º¿¿º¿¸� ÅÀ� Æ¿µ¶ÃÄÅ²¿µ� Ä¶´À¿µ²ÃÊ� ·Æ¿´ÅºÀ¿Ä� ʯϿІЅʰʇ�
�¿µ�ʖ��
ÀÅ��¹ÊÅ¹¾ʗ� ·ÃÀ¾�
¶ÀÃ¸¶�²¿µ� �Ã²�
¶ÃÄ¹Èº¿ʓÄ�Girl Crazy� ʯϿЇЁϾʰ�¹²Ä�Ä¶Ç¶Ã²½�
extended tertian sonorities, syncopated against a steady bass—musical characteristics 
Å¹²Å�´À¿·ÀÆ¿µ�²¿�¶É¶Ã´ºÄ¶�º¿�ºµ¶¿Åº·Êº¿¸�ÂÆ²½ºÅº¶Ä�À·�Ä¶Ç¶¿Å¹�´¹ÀÃµÄ�ʯЀЁϿʰʇЂ 

Although there are excerpts from the literature throughout the book in the 
explanatory sections of each chapter, almost all of the practice exercises provided 
for students are self-composed melodies and rhythms. These exercises are tailored to 
the materials in the unit, yet they are not steeped in the literature of musicals. When 
activities are focused only on abstract exercises like these, it is easy for students to 
lose motivation or to see the relevance of their learning to their profession. Gerle, 
on the other hand, grounds nearly every activity in a song from the literature. As the 
´À¾Á½¶ÉºÅÊ�À·�Å¹¶�¾²Å¶Ãº²½Ä�º¿´Ã¶²Ä¶Ä�Å¹ÃÀÆ¸¹ÀÆÅ�Å¹¶�³ÀÀ¼ʁ��º½¶ÊʓÄ�ÁÃ²´Åº´¶�¾¶½Àµº¶Ä�
and rhythms become more contrived and divorced from the stylistic contexts students 
are likely to encounter in their careers. 

4  This is one of two songs by the Gershwins within the text, and both originate in the 1930 musical 
Girl Crazy. Riley, however, labels them as coming from Crazy for You, a 1992 “revisal” of Girl Crazy 
that won the Tony Award for Best Musical. Some readers of Riley’s text have likely participated in 
productions of Crazy for You—and given how rarely musical comedies from the 1920s and 1930s 
are performed today, the same cannot be assumed of Girl Crazy. But Riley’s labeling is incidentally 
ahistorical: there is no other context in the book to indicate that George and Ira Gershwin collaborated 
º¿�Å¹¶�ȱÃÄÅ�¹²½·�À·�Å¹¶�ÅÈ¶¿Åº¶Å¹�´¶¿ÅÆÃÊʇ
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Conclusion

�ºÅ¹�Ç²ÃÊº¿¸�µ¶¸Ã¶¶Ä�À·�ÄÆ´´¶ÄÄʁ�¶²´¹�À·�Å¹¶�·ÀÆÃ�Ã¶Çº¶È¶µ�Å¶ÉÅ³ÀÀ¼Ä�Ä²ÅºÄȱ¶Ä�Å¹¶�
long-overdue need for an undergraduate music theory textbook designed exclusively 
for musical theatre majors. All have a stated goal of developing practical musicianship 
and interpretive skills for an aspiring theatre professional, an impressive ambition 
for textbooks that begin with notation literacy and aspire to the chromatic and 
rhythmic intricacies of composers ranging from George Gershwin to Adam Guettel. 
Even instructors who do not teach sections composed exclusively of musical theatre 
ÄÅÆµ¶¿ÅÄ�²Ã¶�½º¼¶½Ê�ÅÀ�ȱ¿µ�¶²´¹�Å¶ÉÅ³ÀÀ¼�ÆÄ¶·Æ½�º¿�µºÄ´Ã¶Å¶�´À¿Å¶ÉÅÄʁ�µ¶Á¶¿µº¿¸�ÆÁÀ¿�
relative goals of accessibility, incorporation of popular styles, and appeal to students’ 
perception of relevance to their development as musicians. Based on what these books 
¹²Ç¶�º¿�´À¾¾À¿ʁ�È¶�ÀȮ¶Ã�ÄÀ¾¶�Å¹ÀÆ¸¹ÅÄ�À¿�¹ÀÈ�Å¹¶Ê�¾º¸¹Å�´À¿ÅÃº³ÆÅ¶�ÅÀ�²�Ã²¿¸¶�À·�
degree programs and curricular priorities, as well as what needs could be met by a 
future publication.

Each text begins with elements of music notation, and ends with capstone 
º¿Å¶ÃÁÃ¶ÅºÇ¶�²¿²½ÊÄ¶Ä�À·��ÃÀ²µÈ²Ê�ÄÀ¿¸Äʇ��¹¶�ÅÈÀ�¶²Ã½º¶Ã�Å¶ÉÅ³ÀÀ¼Äʁ��¶½½�²¿µ��¹º´ÆÃ¶½�
ʯЀϾϾІʰ�²¿µ�	Ã²¿´¶Ä´¹º¿²�ʯЀϾϿЃʰʁ�²Ã¶�¸Æºµ¶µ�³Ê�²�ÄÁºÃºÅ�À·�²µÇÀ´²´Ê�º¿�Á½²´º¿¸�¾ÆÄº´�
on equal footing with other elements of theatre performance; intriguingly, the latter 
author advocates for generally destabilizing the hierarchical conception of music 
²Ä� ÄÆ³Å¶ÉÅ� ÅÀ� ½ÊÃº´ʇ� 	Ã²¿´¶Ä´¹º¿²� ²½ÄÀ� ¶¾Á¹²ÄºË¶Ä� Å¹¶� º¾ÁÀÃÅ²¿´¶� À·� ȷÆ¶¿Å�¾ÆÄº´ʉ
making in professional musical theatre settings—a context that is front-and-center 
in both Gerle’s Essentials�²¿µ��º½¶ÊʓÄ�Fundamentals. With this in mind, Franceschina 
has the broadest potential audience, including performers and composers in classical 
´À¿Ä¶ÃÇ²ÅÀÃÊ� ÁÃÀ¸Ã²¾Äʇ� ʯ�¹º½¶� �¶½½� ²¿µ� �¹º´ÆÃ¶½ʓÄ� ³ÀÀ¼� ºÄ� ÀÄÅ¶¿Äº³½Ê� µºÃ¶´Å¶µ� ²Å�
theatre-makers, this potential audience of Franceschina’s seems to be the most 

appropriate�À¿¶�·ÀÃ��¶½½�²¿µ��¹º´ÆÃ¶½ʰʇ��¿�Å¹¶�ÀÅ¹¶Ã�¹²¿µʁ�
¶Ã½¶ʓÄ� Å¶ÉÅʁ�È¹º´¹�¸À¶Ä�
deepest into topics of rhythm and meter and the materiality of musical theatre scores, 
ºÄ�³¶ÄÅ�·ÀÃ�ÄÅÆµ¶¿Å�²´ÅÀÃÄ�Ä¶¶¼º¿¸�´À¿ȱµ¶¿´¶�²¿µ�¾²ÄÅ¶ÃÊ�À·�ÅÀÀ½Ä�Å¹¶Ê�Èº½½�¿¶¶µ�º¿�
µ²ÊʉÅÀʉµ²Ê�Á¶Ã·ÀÃ¾²¿´¶�ÈÀÃ¼ʇ�
¶Ã½¶ʓÄ�´²½´Æ½²Å¶µ�Ä´²ȮÀ½µº¿¸�Ä¹º¿¶Ä�Å¹ÃÀÆ¸¹�º¿�¹ÀÈ�¹¶�
introduces topics at a deliberate pace, relates them to subjects students have already 
¶¿´ÀÆ¿Å¶Ã¶µʁ� ²¿µ� ²ÇÀºµÄ� ·ÃÀ¿Åʉ½À²µº¿¸� ¶É´¶ÁÅºÀ¿Ä� ÅÀ� ʖÃÆ½¶Äʇʗ� �º½¶ÊʓÄ� ·ÀÃ¶¸ÃÀÆ¿µº¿¸�
of notation detracts from similar goals, but a broader collection of musicianship 
¶É¶Ã´ºÄ¶Ä�¾²Ê�ÀȮ¶Ã�¾ÀÃ¶�ȷ¶Éº³º½ºÅÊ�º¿�Å¹¶�´½²ÄÄÃÀÀ¾�ʯº¿´½Æµº¿¸�ÁÀÄÄº³½¶�º¿Å¶¸Ã²ÅºÀ¿�
ÈºÅ¹� ²� ¼¶Ê³À²Ãµ� Ä¼º½½Ä� ´ÆÃÃº´Æ½Æ¾ʁ�È¹º´¹� ºÄ� À¿½Ê�ȷ¶¶Åº¿¸½Ê� ²µµÃ¶ÄÄ¶µ� º¿� Å¹¶� ÀÅ¹¶Ã�
Å¶ÉÅ³ÀÀ¼Äʰʇ
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Each book advertises a wide chronological breadth of examples from literature. 
�¿� ÁÃ²´Åº´¶ʁ� 	Ã²¿´¶Ä´¹º¿²� Ã¶²´¹¶Ä� Å¹¶� ·²ÃÅ¹¶ÄÅ� ³²´¼ʃ� The Black Crook� ʯϿІЄЄʰʁ� ²¿�
extravaganza that incorporates characters and stories from Der Freischütz, is the 
¶²Ã½º¶ÄÅ�º¿�¹ºÄ�Å¶ÉÅʁ�²½À¿¸Äºµ¶�µÀË¶¿Ä�À·�¶²Ã½Ê�ϿЇϾϾÄ�ÀÁ¶Ã¶ÅÅ²Ä�²¿µ�¾ÆÄº´²½�´À¾¶µº¶Äʁ�
while excerpts from No Strings�ʯϿЇЅϾʰ�²¿µ�Annie�ʯϿЇЅЅʰ�²Ã¶�½²³¶½¶µ�ʖ´À¿Å¶¾ÁÀÃ²ÃÊʗʨ
accurate by comparison, but unhelpful for students seeking to work in a truly 
contemporary professional environment. Given their later publication dates, it is not 
ÄÆÃÁÃºÄº¿¸�Å¹²Å�
¶Ã½¶�ʯDear Evan Hansen�ʳЀϾϿЅʴʰ�²¿µ��º½¶Ê�ʯFirst Date and Big Fish 
ʳ³ÀÅ¹�ЀϾϿЁʴʰ�º¿´½Æµ¶�Å¹¶�¾ÀÄÅ�Ã¶´¶¿Å�¶É²¾Á½¶Äʇ

�º½¶ÊʓÄ� ³ÀÀ¼� ºÄ� Å¹¶� ½¶²ÄÅ� ¶ÉÁ¶¿ÄºÇ¶ʁ�ÈºÅ¹�
¶Ã½¶ʓÄ� ²� ´½ÀÄ¶� Ä¶´À¿µ� ʯ³ÀÅ¹� ²Ã¶�È¶½½�
Æ¿µ¶Ã� ϫЂϾ� º¿� Á²Á¶Ã³²´¼ʰʇ� 	Ã²¿´¶Ä´¹º¿²ʓÄ� Å¶ÉÅ� ºÄ� ²ÃÀÆ¿µ� ϫЂϾ� ·ÀÃ� ²¿� ¶³ÀÀ¼� Ç¶ÃÄºÀ¿�
²¿µ�Ä½º¸¹Å½Ê�¾ÀÃ¶�·ÀÃ�Á²Á¶Ã³²´¼ʂ�ÄÆÃÁÃºÄº¿¸½Êʁ��¶½½�²¿µ��¹º´ÆÃ¶½ʓÄ�ÇÀ½Æ¾¶ʁ�³Ê�·²Ã�Å¹¶�
Ä¹ÀÃÅ¶ÄÅʁ�ºÄ�²½ÄÀ�Å¹¶�ÁÃº´º¶ÄÅ�²Å�ÀÇ¶Ã�ϫЃϾʇ�	ÀÃ�À¿½º¿¶�¶É¶Ã´ºÄ¶Ä�²¿µ�²ÆµºÀ�́ ½ºÁÄʁ�È¶�·ÀÆ¿µ�
�º½¶ÊʓÄ�ÆÄ¶·Æ½ʁ�²¿µ�
¶Ã½¶ʓÄ�´À¾Á¶½½º¿¸ʨÁ²ÃÅº´Æ½²Ã½Ê�³¶´²ÆÄ¶�³ÀÅ¹�²ÆÅ¹ÀÃÄ�Á¶Ã·ÀÃ¾¶µ�
their own audio excerpts instead of relying on MIDI recordings.

As each text informed its successor at the time of publication, future texts will 
¹²Ç¶�Å¹¶�³¶¿¶ȱÅ�À·�Å¹¶ºÃ�·ÀÃ¶³¶²ÃÄʓ�ÅÃº²½�²¿µ�¶ÃÃÀÃʇ��ÆÃ�´À½½¶´ÅºÇ¶�¶ÉÁ¶Ãº¶¿´¶�ÈÀÃ¼º¿¸�
with diverse populations of musical theatre majors suggests that future resources may 
ÈºÄ¹�ÅÀ�º¿´ÀÃÁÀÃ²Å¶�Å¹¶�·À½½ÀÈº¿¸ʃ

 z More emphasis on rhythmic pedagogy and ensemble singing.

 z Inclusion of additional improvisation and composition exercises to encourage 
higher-level learning, even within the time constraints of two semesters. 

 z Adoption of best practices in sight-singing pedagogy, eschewing intervallic 
approaches in favor of solid grounding in scale-degree and harmonic tonal 
functions. 

 z �ÀÃ¶� ÃÀ³ÆÄÅ� À¿½º¿¶� Ã¶ÄÀÆÃ´¶Äʁ� ²½½ÀÈº¿¸� ÄÅÆµ¶¿ÅÄ� ÅÀ� ¹¶²Ã� ·Æ½½� ʯ¿À¿ʉ����ʰ�
accompaniments of melodies as they sight-sing. 

 z �¿�²µµºÅºÀ¿�ÅÀ�ÁÃ¶ʉ
À½µ¶¿��¸¶�²¿µ�
À½µ¶¿��¸¶�ÄÀ¿¸�·ÀÃ¾Ä�ʯ����ʁ�¶Å´ʇʰʁ�¸Æºµ¶�
students in how to recognize and identify complex song forms idiomatic to 
contemporary musical theatre repertoire. 

 z Address the dynamic nature of the musical theatre genre, which continually 
expands to incorporate new compositional methods and interpretive 
º¿ȷÆ¶¿´¶Äʇ�	ÀÃ�¶É²¾Á½¶ʁ� ºÅ�¾²Ê�³¶�ÁÃÆµ¶¿Å� ÅÀ�´À¾Á²Ã¶�ÀÃº¸º¿²½�²¿µ�Ã¶ÇºÇ²½�
orchestrations/vocal arrangements.

�¶´²ÆÄ¶�Å¹¶ÀÃÊ�²¿µ�¾ÆÄº´º²¿Ä¹ºÁ�Å¶ÉÅÄ�Ã¶ȷ¶´Å�²¿µ�Ä¹²Á¶�Å¹¶�¾ÆÄº´�ÄÅÆµ¶¿ÅÄ�¶¿¸²¸¶�
ÈºÅ¹ʁ�ºÅ�ºÄ�ÈÀÃÅ¹�¾¶¿ÅºÀ¿º¿¸�Å¹²Å�Å¹¶Ä¶�Å¶ÉÅ³ÀÀ¼Ä�½²Ã¸¶½Ê�Ã¶ȷ¶´Å�¿²ÃÃÀÈ�²¿µ�ÅÃ²µºÅºÀ¿²½�
´À¿´¶ÁÅºÀ¿Ä�À·�²�¾ÆÄº´²½� Å¹¶²ÅÃ¶�´²¿À¿ʇ��¶½½�²¿µ��¹º´ÆÃ¶½ʓÄ�²¿²½ÊÅº´²½�¶ÄÄ²Ê�À¿�ʖ�½ʓ�
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�²¿��ºÇ¶Ãʁʗ�·ÀÃ�º¿ÄÅ²¿´¶ʁ�ÀÁ¶¿Ä�¸Ã²¿µº½ÀÂÆ¶¿Å½Êʁ�ÈºÅ¹�¶Ç²½Æ²ÅºÇ¶�ÄÅ²Å¶¾¶¿ÅÄ�²³ÀÆÅ�¿ÀÅ�
only Show BoatʓÄ�Äº¸¿ºȱ´²¿´¶�²Ä�²�¾ÆÄº´²½�²¿µ��¶Ã¿ʓÄ�ʖ¾²ÄÅ¶ÃÊʗ�²Ä�²�´À¾ÁÀÄ¶Ãʁ�³ÆÅ�
²½ÄÀ�µºÄÅº¿¸ÆºÄ¹º¿¸�ʖʒÅÆ¿¶Äʓ�·ÀÃ�Å¹¶�Ä²¼¶�À·�¶¿Å¶ÃÅ²º¿¾¶¿Åʗ�·ÃÀ¾�Å¹¶�ʖ²ÃÅ�·ÀÃ¾ʗ�À·�Å¹¶�
“musical play”—all arguments beyond the bounds of exploring a single song, and an 
unhelpful model for a student learning how to write about the music of musical theatre. 
�¿�Å¶Ã¾Ä�À·�º¿ʉÅ¶ÉÅ�µºÄ´ÆÄÄºÀ¿Ä�À·�½ºÅ¶Ã²ÅÆÃ¶ʁ�¶Ç¶¿�	Ã¶µ¶Ãº´¼��À¶È¶ʁ�´À¾ÁÀÄ¶Ã�À·�My 

Fair Lady�ʯϿЇЃЄʰ�²¿µ�Camelot�ʯϿЇЄϾʰʁ�¸¶ÅÄ�À¿¶�ÁÃº¿Å¶µ�¶É²¾Á½¶�ʯ´À¾Á²Ã¶µ�ÅÀ��º´¹²Ãµ�
�Àµ¸¶ÃÄʓÄ� ЂЁʨ¾ºÃÃÀÃº¿¸� �À¶È¶ʓÄ� ÁÃ¶´²ÃºÅÊ� º¿� ¹ºÄÅÀÃº¶Ä� À·� Å¹¶� �ÃÀ²µÈ²Ê�¾ÆÄº´²½ʰʇЃ 
	²ÅÄ��²½½¶Ã�²¿µ��¹²Ã½º¶��¾²½½Ä�²Ã¶�Å¹¶�À¿½Ê�³½²´¼�´À¾ÁÀÄ¶ÃÄ�ÈºÅ¹�¾ÆÄº´�¶É²¾Á½¶Ä�º¿�
²¿Ê�Å¶ÉÅʁ�È¹º´¹�Ã¶ȷ¶´ÅÄ�Å¹¶�À·ÅʉÇÀº´¶µ�´²ÆÅºÀ¿�Å¹²Å�Äº¾Á½Ê�º¿´½Æµº¿¸�ÁÀÁÆ½²Ã�¾ÆÄº´�º¿�
the music theory classroom is a surface-level gesture toward inclusivity; in this case, 
ºÅ�ºÄ�²½½�Å¹¶�¾ÀÃ¶�ÅÃÀÆ³½º¿¸ʁ�¸ºÇ¶¿�³ÀÅ¹�Å¹¶�º¿ȷÆ¶¿´¶Ä�À·��¾¶Ãº´²¿�ÁÀÁÆ½²Ã�¾ÆÄº´�À¿�
Broadway musical theatre and the lengthy, well-documented history of black musical 
theatre-makers.6 Musical theatre textbooks in the world of music theory present a 
wonderful, exciting opportunity to confront the issues that have bogged down theory 
Á¶µ²¸À¸Ê�º¿�º¿ÄÅºÅÆÅºÀ¿Ä�Å¹²Å�ÁÃºÀÃºÅºË¶��¶ÄÅ¶Ã¿�²ÃÅ�¾ÆÄº´ʂ�ÄÀ�·²Ãʁ�¿À�Å¶ÉÅ�¹²Ä�ÀȮ¶Ã¶µ�
²� ·Ã¶Ä¹�Á²Å¹ʇ��¶ÁÃ¶Ä¶¿Å²ÅºÀ¿� º¿� Ä¶½¶´Å¶µ�¶É²¾Á½¶Ä�ÈÀÆ½µ� ´Ã¶²Å¶�²�¾ÀÃ¶�È¶½´À¾º¿¸�
learning environment, and would invite all musical theatre students to transfer skills 
among a variety of musical and aesthetic worlds. 

�ÁÁ¶¿µºÉʃ�²�½ºÄÅ�À·�¶Ç¶ÃÊ�ÁÃº¿Å¶µ�¾ÆÄº´�¶É²¾Á½¶�º¿�	Ã²¿´¶Ä´¹º¿²ʁ�
¶Ã½¶ʁ�²¿µ��º½¶ÊʓÄ�
Å¶ÉÅÄ�ʯÅ¹¶�ÁÃº¿Å¶µ�¶É²¾Á½¶Ä�º¿��¶½½�²¿µ��¹º´ÆÃ¶½�²Ã¶�½ºÄÅ¶µ�º¿�ÀÃµ¶Ã�º¿�Å¹¶ºÃ�³ÀÀ¼ʰʇ��¿Ê�
songs with excerpts in multiple texts—sixteen total, either for the same topic or for 
µºȮ¶Ã¶¿Å�À¿¶Äʨ²Ã¶�¹º¸¹½º¸¹Å¶µ�º¿�Ã¶µʇ

5  See McHugh (2012). 

6  On this subject, see for example Allen Woll, Black Musical Theater: From Coontown to Dreamgirls 
(Baton Rouge: Louisiana State Press, 1989); Thomas Riis, Just Before Jazz: Black Musical Theater in 
New York, 1890-1915 (Washington, D.C.: Smithsonian, 1989); Eric Lott, Love and Theft: Blackface 
Minstrelsy and the American Working Class (New York: Oxford University Press, 1993); William J. 
Mahar, Behind the Burnt Cork Mask: Early Blackface Minstrelsy and Antebellum American Popular 
Culture (Urbana: University of Illinois Press, 1999); Henry Sampson, Blacks in Blackface (Lanham, 
MD: The Scarecrow Press, 2013); Matthew D. Morrison, “Blacksound,” In The Oxford Handbook of 
Western Music and Philosophy, edited by Tomás McAuley, et al (New York: Oxford University Press, 
2021), 555-78. 

https://docs.google.com/spreadsheets/d/1-JvLEyAl1yiFgA0ZNXNR7QR6ZmT2_ou8MNB5UEVtZ8s/edit?usp=sharing


�²Å¹²¿��¶²ÃÊ��½ÆÄÅ¶º¿ʁ��½ºË²³¶Å¹�
¶Ã³º�²¿µ��¶³ÀÃ²¹��ºȵº¿�ʦ��ÆÄº´²½��¹¶²ÅÃ¶��¶Çº¶ÈÄ 157

Works Cited

Banfield, Stephen. 1993. Sondheim’s Broadway Musicals. Ann Arbor: University of Michigan Press.

Block, Geoffrey. 2014. Enchanted Evenings: The Broadway Musical from “Show Boat” to Sondheim 

and Lloyd Webber. 2nd edition. New York: Oxford University Press.

Church, Joseph. 2019. Rock in the Musical Theatre. Oxford and New York: Oxford University Press. 

Deer, Joe, and Rocco Dal Vera. 2021. Acting in Musical Theatre: A Comprehensive Course. 3rd edition. 
Oxfordshire and New York: Routledge.

Forte, Allen. 1995. The American Popular Ballad of the Golden Era: 1924-1950. Princeton: Princeton 
University Press.

Gerle, Andrew. 2011. The Enraged Accompanist’s Guide to the Perfect Audition. Milwaukee: Hal 
Leonard.

Knapp, Raymond. 2005. The American Musical and the Formation of National Identity. Princeton: 
Princeton University Press.

McHugh, Dominic. 2012. Loverly: The Life and Times of My Fair Lady. Oxford and New York: Oxford 
University Press. 

Swayne, Steve. 2005. How Sondheim Found His Sound. Ann Arbor: University of Michigan Press.




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ158



Concise Introduction to Tonal Harmony

The Musician’s Guide to Theory and Analysis

Ý
Reviewed by RACHEL MANN and KATRINA ROUSH

Introduction

The goal of The Musician’s Guide to Theory and Analysis, 4th edition, and Concise 

Introduction to Tonal Harmony, 2nd edition, is to provide a comprehensive introduction 
to tonal and post-tonal harmony and voice leading. Both texts are published by W. W. 
�ÀÃÅÀ¿�ȹ��À¾Á²¿Ê�²¿µ�²Ã¶�ÀȮ¶Ã¶µ�º¿�ÁÃº¿Å�²¿µ�¶ʉ³ÀÀ¼�Ç¶ÃÄºÀ¿Äʇ1 This online Total 
�´´¶ÄÄ�²½ÄÀ�´À¿¿¶´ÅÄ�Ã¶²µ¶ÃÄ�ÅÀ�ÀÅ¹¶Ã�µº¸ºÅ²½�Ã¶ÄÀÆÃ´¶Äʁ�ÄÆ´¹�²Ä�½º¿¼Ä�ÅÀ�Ã¶´ÀÃµº¿¸Äʁ�
expanded musical examples (Concise Introduction), video tutorials, and adaptive 
quizzes in Norton’s InQuizitive system. The Concise Introduction�´À¾¶Ä�Á²´¼²¸¶µ�ÈºÅ¹�
²�ÁÃº¿Å�ÈÀÃ¼³ÀÀ¼ʁ�³ÆÅ�¿ÀÅ²ÅºÀ¿�ȱ½¶Ä�²Ã¶�²½ÄÀ�²Ç²º½²³½¶�À¿½º¿¶�·ÀÃ�ÄÅÆµ¶¿ÅÄ�ÅÀ�´À¾Á½¶Å¶�
ÆÄº¿¸� ¿ÀÅ²ÅºÀ¿� ÄÀ·ÅÈ²Ã¶ʇ� �¹¶�Musician’s Guide� ÀȮ¶ÃÄ� ²¿� ²´´À¾Á²¿Êº¿¸� ÈÀÃ¼³ÀÀ¼�
²¿µ�²¿Å¹À½À¸Ê�·ÀÃ�ÁÆÃ´¹²Ä¶ʁ�²Ä�È¶½½�²Ä�²�´À¾Á½¶Å¶�²ÆÃ²½ʉÄ¼º½½Ä�Á²´¼²¸¶�´À¿ÄºÄÅº¿¸�À·�
separate sight-singing and ear-training volumes arranged in chapters matching the 
Å¹¶ÀÃÊ�Å¶ÉÅʇ��¹ºÄ�Ã¶Çº¶È�²µµÃ¶ÄÄ¶Ä�¾²º¿½Ê�Å¹¶�ÁÃº¿Å�Ç¶ÃÄºÀ¿Ä�À·�Å¹¶�Å¹¶ÀÃÊ�Å¶ÉÅÄʁ�À¿½Ê�
À´´²ÄºÀ¿²½½Ê�Ã¶·¶Ã¶¿´º¿¸�Å¹¶�¶ʉ³ÀÀ¼Ä�ÀÃ�ÀÅ¹¶Ã�²´´À¾Á²¿Êº¿¸�¾²Å¶Ãº²½Äʇ

Both The Musician’s Guide and the Concise Introduction could be used successfully 
in advanced high school music theory classes or throughout the typical collegiate 
Å¹¶ÀÃÊ�Ä¶ÂÆ¶¿´¶ʇ��ÀÅ¹�³ÀÀ¼Ä�´À¿Å²º¿�¾ÆÄº´�·Æ¿µ²¾¶¿Å²½Äʁ�²¿�º¿ÅÃÀµÆ´ÅºÀ¿�ÅÀ�ÄÁ¶´º¶Ä�
´ÀÆ¿Å¶ÃÁÀº¿Åʁ�µº²ÅÀ¿º´�²¿µ�´¹ÃÀ¾²Åº´�¹²Ã¾À¿Ê�²¿µ�ÇÀº´¶� ½¶²µº¿¸�ÈºÅ¹�¶¾Á¹²ÄºÄ�À¿�
�����Á²ÃÅ�ÈÃºÅº¿¸ʁ�¾ÆÄº´²½�·ÀÃ¾ʁ�²¿µ�ÁÀÄÅʉÅÀ¿²½�Å¹¶ÀÃÊ�´À¿´¶ÁÅÄʇ��ÀÅ¹�Å¶ÉÅÄ�µ¶½ºÇ¶Ã�
´À¿Å¶¿Å�¶Ȯ¶´ÅºÇ¶½Ê�Å¹ÃÀÆ¸¹�´½²ÃºÅÊ�À·�ÁÃÀÄ¶�²¿µ�Å¹¶�º¿´ÀÃÁÀÃ²ÅºÀ¿�À·�´½¶²Ã½Ê�²¿¿ÀÅ²Å¶µ�
¾ÆÄº´²½�¶É²¾Á½¶Ä�Å¹²Å�¶ÉÁÀÄ¶�Ã¶²µ¶ÃÄ�ÅÀ�ÄÅÃº¼º¿¸½Ê�µºÇ¶ÃÄ¶�Ã¶Á¶ÃÅÀºÃ¶ʇ

Ͽ� ��½½�¿¶È�ÁÃº¿Å�ÁÆÃ´¹²Ä¶ÃÄ�²Ã¶�ÀȮ¶Ã¶µ�·Ã¶¶�À¿½º¿¶�¶ʉ³ÀÀ¼�²´´¶ÄÄ�·ÀÃ�ϿʁϾІϾ�µ²ÊÄʁ�Å¹²Å� ºÄʁ�²½¾ÀÄÅ�Ё�
Ê¶²ÃÄʁ�È¹º´¹�ÈÀÆ½µ�¶¿´À¾Á²ÄÄ�Å¹¶�µÆÃ²ÅºÀ¿�À·�¾ÀÄÅ�Æ¿µ¶Ã¸Ã²µÆ²Å¶�Å¹¶ÀÃÊ�ÁÃÀ¸Ã²¾Äʇ

by L. Poundie Burstein and Joseph N. Straus
Second edition. New York: W. W. Norton & Company, 2020. 528 pages.

by Jane Piper Clendinning and Elizabeth West Marvin
Fourth edition. New York: W. W. Norton & Company, 2020. 1,064 pages.
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�¹º½¶�³ÀÅ¹�³ÀÀ¼Ä�²Ã¶�ÄÅÃÀ¿¸�Ã¶ÄÀÆÃ´¶Ä�·ÀÃ�¾ÀÄÅ�´ÀÃ¶�Ä¶ÂÆ¶¿´¶Äʁ�Å¹¶Ê�ÈÀÆ½µ�¿ÀÅ�³¶�
the best choices for separate fundamentals courses due to the brevity of the content. 
�º¼¶ÈºÄ¶ʁ�Å¹¶Ä¶�³ÀÀ¼Ä�ÈÀÆ½µ�¿ÀÅ�Ä¶ÃÇ¶�È¶½½�²Ä�Å¹¶�ÄÀ½¶�Å¶ÉÅ³ÀÀ¼�·ÀÃ�²�¾ÆÄº´²½�·ÀÃ¾�ÀÃ�
ÁÀÄÅʉÅÀ¿²½�´ÀÆÃÄ¶�ÈºÅ¹ÀÆÅ�¹¶²ÇÊ�ÄÆÁÁ½¶¾¶¿Å²ÅºÀ¿ʇ��½Å¹ÀÆ¸¹�¾ÀÃ¶�À·�Å¹¶Ä¶�ÅÀÁº´Ä�²Ã¶�
covered in The Musician’s Guide, it is not the goal of these texts to include the breadth 
of examples required for such specialized courses.

Accessibility

Both texts use clear language appropriate for college undergraduates or advanced 
¹º¸¹� Ä´¹ÀÀ½¶ÃÄʨÄº¾Á½¶� ¶¿ÀÆ¸¹� ÅÀ� Æ¿µ¶ÃÄÅ²¿µʁ� È¹º½¶� º¿´ÀÃÁÀÃ²Åº¿¸� º¿´Ã¶²Äº¿¸½Ê�
´À¾Á½¶É�¾ÆÄº´²½�Å¶Ã¾º¿À½À¸Êʇ��¹¶�½¶Ç¶½�À·�µ¶Å²º½�²¿µ�µ¶¿ÄºÅÊ�º¿�ÁÃÀÄ¶ʁ�¹ÀÈ¶Ç¶Ãʁ�ºÄ�À¿¶�
À·�Å¹¶�¾²º¿�µºȮ¶Ã¶¿´¶Ä�³¶ÅÈ¶¶¿�Å¹¶�Å¶ÉÅÄʇ�The Concise Introduction’s prose is simple 
²¿µ�ÅÀʉÅ¹¶ʉÁÀº¿Å�ÈºÅ¹ÀÆÅ�³¶º¿¸�³À¸¸¶µ�µÀÈ¿�³Ê�¶ÉÅÃ²�µ¶Å²º½Ä�ÀÃ�½¶¿¸Å¹Ê�¶ÉÁ½²¿²ÅºÀ¿Äʇ�
�ÅÄ� ÄÅÃ²º¸¹Å·ÀÃÈ²Ãµ¿¶ÄÄ�¾²Ê� ²ÁÁ¶²½� ÅÀ� ÄÅÆµ¶¿ÅÄ�ÈºÄ¹º¿¸� ÅÀ� ÁÃº¾²Ãº½Ê� ·À´ÆÄ� À¿� Å¹¶�
necessary concepts for class. In contrast, the prose in The Musician’s Guide includes 
¾ÀÃ¶�ÅÀÁº´²½�µ¶Å²º½�²¿µ�́ À¿Å¶ÉÅʁ�È¹º´¹�́ ÀÆ½µ�²ÁÁ¶²½�ÅÀ�ÄÅÆµ¶¿ÅÄ�È¹À�ÁÀÄÄ¶ÄÄ�²�ÄÅÃÀ¿¸¶Ã�
overall curiosity about music theory and connections among various aspects of music 
ÄÅÆµÊʇ�	ÀÃ�Å¹ÀÄ¶�ÆÄº¿¸�²�Å¶ÉÅ³ÀÀ¼�ÁÃº¾²Ãº½Ê�²Ä�²�Ã¶·¶Ã¶¿´¶�·ÀÃ�´À¾Á½¶Åº¿¸�¹À¾¶ÈÀÃ¼�
ÀÃ�¾¶¾ÀÃºËº¿¸�µ¶ȱ¿ºÅºÀ¿Ä�²¿µ�̧ Æºµ¶½º¿¶Ä�·ÀÃ�¶É²¾Äʁ�Ä¶²Ã´¹º¿¸�Å¹ÃÀÆ¸¹�The Musician’s 

Guide�´ÀÆ½µ�Å²¼¶�¾ÀÃ¶�Åº¾¶ʇ
�ºÄÆ²½�ÁÃ¶Ä¶¿Å²ÅºÀ¿�²½ÄÀ�²Ȯ¶´ÅÄ�Å¹¶�²´´¶ÄÄº³º½ºÅÊ�À·�Å¶ÉÅ³ÀÀ¼Ä�·ÀÃ�ÄÅÆµ¶¿ÅÄʇ��ÀÅ¹�

Å¶ÉÅÄ� ȱ½½� ´¹²ÁÅ¶ÃÄ� ÈºÅ¹� ¾ÆÄº´²½� ¶É²¾Á½¶Äʁ� ³Ã¶²¼º¿¸� ÆÁ� ÁÃÀÄ¶� º¿� ²¿� ¶Ȯ¶´ÅºÇ¶� È²Êʇ�
�¿ÄÅ¶²µ�À·�Å²´¼½º¿¸�Á²¸¶Ä�·Æ½½�À·�À¿½Ê�Å¶ÉÅ�ÀÃ�À¿½Ê�Ä´ÀÃ¶Äʁ�ÄÅÆµ¶¿ÅÄ�²Ã¶�¸Ã¶¶Å¶µ�ÈºÅ¹�²¿�
º¿ÇºÅº¿¸�³²½²¿´¶�À·�ÁÃÀÄ¶�²¿µ�¾ÆÄº´ʇ��²´¹�³ÀÀ¼�¶¾Á½ÀÊÄ�³½Æ¶�Å¶ÉÅʁ�Ä¹²µº¿¸ʁ�ÀÃ�³ÀÉ¶Ä�
ÅÀ�¹º¸¹½º¸¹Å�¹¶²µº¿¸Äʁ� ¶É²¾Á½¶�¿Æ¾³¶ÃÄʁ� ²¿µ�ÀÅ¹¶Ã� ·¶²ÅÆÃ¶Äʇ��¶È� Å¶Ã¾Ä�²Ã¶� Ä¶Å� º¿�
³À½µʁ�²¿µ�Ä´ÀÃ¶Ä�²Ã¶�´½¶²Ã½Ê�²¿¿ÀÅ²Å¶µ�Å¹ÃÀÆ¸¹ÀÆÅʇ��Æ´¹�ÇºÄÆ²½�´Æ¶Ä�¾²¼¶�ȱ¿µº¿¸�¿¶È�
´À¿´¶ÁÅÄ�ÀÃ�½À´²Åº¿¸�ÄÁ¶´ºȱ´�ÅÀÁº´Ä�¾Æ´¹�¶²Äº¶Ãʇ

�¿¶� ÇºÄÆ²½� µºȮ¶Ã¶¿´¶� ³¶ÅÈ¶¶¿� Å¹¶� ÅÈÀ� Å¶ÉÅÄ� ºÄ� Å¹²Å� Å¹¶� Á²¸¶Ä� À·� Å¹¶� Concise 

Introduction�·¶¶½�Ä½º¸¹Å½Ê�¾ÀÃ¶�´ÃÀÈµ¶µ�Å¹²¿�Å¹ÀÄ¶�º¿�The Musician’s Guide. The latter 
¹²Ä�Èºµ¶Ã�¾²Ã¸º¿Äʁ� º¿µ¶¿ÅÄ�³½À´¼Ä�À·� Å¶ÉÅʁ�²¿µ� ½º¸¹Å½Ê�²¿¿ÀÅ²Å¶Ä�¾ÆÄº´²½�¶É²¾Á½¶Äʇ�
�¹ºÄ� ÇºÄÆ²½� ½²ÊÀÆÅ� ´Ã¶²Å¶Ä�¾ÀÃ¶� ³½²¿¼� ÄÁ²´¶ʁ� ¹¶½Áº¿¸� Å¹¶� ³Ã²º¿� ÁÃÀ´¶ÄÄ� ¶Ç¶ÃÊÅ¹º¿¸�
À¿�²�Á²¸¶ʁ�²¿µ�²ȮÀÃµÄ�Ã¶²µ¶ÃÄ�²�Á½²´¶�ÅÀ�ÈÃºÅ¶�Å¹¶ºÃ�ÀÈ¿�¿ÀÅ¶Ä�È¹º½¶�ÄÅÆµÊº¿¸ʇ��Ê�
contrast, the Concise Introduction�Á²´¼Ä�¾ÀÃ¶�À¿�²�Á²¸¶ʁ�³ÆÅ�Å¹¶�¶¿µ�Ã¶ÄÆ½Å�ºÄ�²�³ÀÀ¼�
À·�Äº¸¿ºȱ´²¿Å½Ê�·¶È¶Ã�Á²¸¶Äʇ

�¹º½¶�ºÅ�ºÄ�´ÃÆ´º²½�ÅÀ�´À¿Äºµ¶Ã�ÄÅÆµ¶¿ÅÄʓ�¿¶¶µÄ�È¹¶¿�´¹ÀÀÄº¿¸�²�Å¶ÉÅ³ÀÀ¼ʁ�ºÅ�ºÄ�²½ÄÀ�
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º¾ÁÀÃÅ²¿Å�·ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�ÅÀ�´À¿Äºµ¶Ã�Å¹¶ºÃ�ÀÈ¿�Å¶²´¹º¿¸�ÄÅÊ½¶Äʁ�´À¾·ÀÃÅ�½¶Ç¶½Äʁ�²¿µ�
preferences. Some instructors, especially non-specialists, may prefer using texts that 
provide detailed explanations of concepts, not only for their students, but also for 
Å¹¶ºÃ�ÀÈ¿�Ã¶Çº¶È�ÀÃ�ÄÅÆµÊʇ�The Musician’s Guide�ºÄ�È¶½½�ÄÆºÅ¶µ�ÅÀ�Å¹ºÄ�¿¶¶µʇ��¿ÄÅÃÆ´ÅÀÃÄ�
È¹À�¹²Ç¶�´Ã¶²Å¶µ�Å¹¶ºÃ�ÀÈ¿�Å¶²´¹º¿¸�¾²Å¶Ãº²½Ä�²¿µ�ÆÄ¶�²�Å¶ÉÅ³ÀÀ¼�À¿½Ê�ÅÀ�ÄÆÁÁ½¶¾¶¿Å�
Èº½½�ȱ¿µ�Å¹¶�Concise Introduction�¾Æ´¹�¾ÀÃ¶�ȷ¶Éº³½¶ʇ��¿¶�À·�ºÅÄ�ÄÅÃ¶¿¸Å¹Ä�ºÄ�Å¹²Å�Å¹¶�
Ä¹ÀÃÅ�´¹²ÁÅ¶ÃÄ�´²¿ʁ�ÅÀ�ÄÀ¾¶�¶ÉÅ¶¿Åʁ�³¶�Ã¶ÀÃ¸²¿ºË¶µ�ÀÃ�Ä¼ºÁÁ¶µ�ÅÀ�ȱÅ�²�µºȮ¶Ã¶¿Å�ÀÃµ¶Ã�
of topics. While certainly not impossible, changing the order of topics is a bit more 
´À¾Á½º´²Å¶µ�ÈºÅ¹�The Musician’s Guide, because the chapters are longer and tend to 
´À¾³º¿¶�Ä¶Ç¶Ã²½� ÅÀÁº´Äʇ��¼ºÁÁº¿¸�ÀÃ�µ¶½²Êº¿¸�²�ÁÀÃÅºÀ¿�À·�²�´¹²ÁÅ¶Ã�¾²¼¶Ä�´¹²ÁÅ¶Ã�
ÄÆ¾¾²Ãº¶Äʁ�Ä¶½·ʉÅ¶ÄÅÄʁ�²¿µ�Äº¾º½²Ã�·¶²ÅÆÃ¶Ä�½¶ÄÄ�³¶¿¶ȱ´º²½�·ÀÃ�ÄÅÆµ¶¿ÅÄʇ

�¶ÉÅ³ÀÀ¼Ä�Ä¹ÀÆ½µ�²½ÄÀ�³¶�ÆÄ¶·Æ½�ÀÆÅÄºµ¶�Å¹¶�³ÀÆ¿µÄ�À·�²�´ÀÆÃÄ¶ʇ��²¿Ê�´À½½¶¸º²Å¶�
º¿ÄÅÃÆ´ÅÀÃÄ�¾²Ê�¹ÀÁ¶�Å¹²Å�¾ÆÄº´�¾²»ÀÃÄ�Èº½½�¼¶¶Á�Å¹¶ºÃ�Å¹¶ÀÃÊ�Å¶ÉÅ³ÀÀ¼Ä�²Ä�Ã¶·¶Ã¶¿´¶Ä�
Å¹ÃÀÆ¸¹ÀÆÅ�Å¹¶ºÃ�́ ²Ã¶¶ÃÄʇ��¶ÉÅ³ÀÀ¼Ä�́ ²¿�¹¶½Á�Å¹¶¾�ÁÃ¶Á²Ã¶�·ÀÃ�̧ Ã²µÆ²Å¶�¶¿ÅÃ²¿´¶�¶É²¾Ä�
or music education license exams. They can also be an invaluable resource for high 
school music teachers teaching an AP or IB theory course, or preparing a student for 
·ÆÅÆÃ¶�´À½½¶¸º²Å¶�¾ÆÄº´�ÄÅÆµÊʇ��ÀÅ¹�Å¶ÉÅÄ�ÈÀÆ½µ�ÈÀÃ¼�´À¾Á²Ã²³½Ê�È¶½½ʁ�ÈºÅ¹�µºȮ¶Ã¶¿Å�
strengths. The Concise Introduction�ÁÃÀÇºµ¶Ä�²�ÂÆº´¼�Ã¶·¶Ã¶¿´¶ʇ��Å�ºÄ�¸¶¿¶Ã²½½Ê�¶²ÄÊ�ÅÀ�
½À´²Å¶�²�´¹²ÁÅ¶Ã�À¿�²�Á²ÃÅº´Æ½²Ã�´À¿´¶ÁÅ�²¿µ�ÅÀ�ȱ¿µ�²�Ä¹ÀÃÅ�µ¶Ä´ÃºÁÅºÀ¿ʇ��ÀÈ¶Ç¶Ãʁ�º·�
more context or explanation is desired or needed, The Musician’s Guide�ÈÀÆ½µ�½º¼¶½Ê�
be a more appropriate choice.

�¿¶�ȱ¿²½�´¹²Ã²´Å¶ÃºÄÅº´�Á¶ÃÅ²º¿º¿¸�ÅÀ�²´´¶ÄÄº³º½ºÅÊ�Ä¹ÀÆ½µ�¿ÀÅ�³¶�ÀÇ¶Ã½ÀÀ¼¶µʃ�Å¹¶�
ÄºË¶�²¿µ�È¶º¸¹Å�À·�Å¹¶�Á¹ÊÄº´²½�³ÀÀ¼Äʇ�The Musician’s Guide is noticeably heavy and 
Å¹º´¼ʁ�¹²Çº¿¸�¾ÀÃ¶�Å¹²¿�ϿʁϾϾϾ�Á²¸¶Äʁ�È¹¶Ã¶²Ä�Å¹¶�Concise Introduction is much lighter 
and unobtrusive. Instructors using The Musician’s Guide�¾²Ê�³¶�¾¶Å�ÈºÅ¹�Ã¶ÄºÄÅ²¿´¶�
·ÃÀ¾�ÄÅÆµ¶¿ÅÄ�º·�Å¹¶Ê�²Ã¶�²µµºÅºÀ¿²½½Ê�Ã¶ÂÆºÃ¶µ�ÅÀ�³Ãº¿¸�Å¹¶�²´´À¾Á²¿Êº¿¸�ÈÀÃ¼³ÀÀ¼�
²¿µ�²¿Å¹À½À¸Ê�ÅÀ�´½²ÄÄʨÄÀ¾¶�À·�Å¹¶�³¶ÄÅ�²ÄÄ¶ÅÄ�À·�Å¹ºÄ�Á²´¼²¸¶ʁ�º¿�ÀÆÃ�ÀÁº¿ºÀ¿ʨÅÀ�¸¶Å�
the most out of these extensive materials. 

The Concise Introduction, on the other hand, houses its supplemental material 
ÄÆ´¹�²Ä�¶ÉÁ²¿µ¶µ�Ä´ÀÃ¶Ä�²¿µ�ÈÀÃ¼³ÀÀ¼�Å¶¾Á½²Å¶Ä�º¿�Å¹¶�¶ʉ³ÀÀ¼ʁ�Ã¶Á½²´º¿¸�Å¹¶�¿¶¶µ�
·ÀÃ�²�Ä¶Á²Ã²Å¶�²¿Å¹À½À¸Ê�ÀÃ�²�Á¹ÊÄº´²½�ÈÀÃ¼³ÀÀ¼ʇ��Ç¶¿�ÄÀ¾¶�º¿ÄÅÃÆ´ÅºÀ¿²½�´À¿Å¶¿Å�´²¿�
À¿½Ê�³¶�²´´¶ÄÄ¶µ�À¿½º¿¶ʁ�¼¶¶Áº¿¸�Å¹¶�Å¶ÉÅ³ÀÀ¼�Ä¾²½½¶Ã�²¿µ�¾ÀÃ¶�¾²¿²¸¶²³½¶ʁ�Å¹ÀÆ¸¹�
·ÀÃ�Å¹ÀÄ¶�´À¿´¶ÁÅÄ�·ÀÆ¿µ�¶É´½ÆÄºÇ¶½Ê�º¿�Å¹¶�¶ʉ³ÀÀ¼ʁ�²�½ºÄÅ�À·�ÄÁ¶´ºȱ´�ÅÀÁº´Ä�ÀÃ�¼¶ÊÈÀÃµÄ�
²Å� Å¹¶� ¶¿µ� À·� ¶²´¹� ´¹²ÁÅ¶Ã�ÈÀÆ½µ� ³¶� ²�È¶½´À¾¶� ²µµºÅºÀ¿� ÅÀ� ·ÆÅÆÃ¶� ¶µºÅºÀ¿Ä� À·� Å¹¶�
ÁÃº¿Å¶µ�Å¶ÉÅʇ��ÅÆµ¶¿ÅÄ�´²¿�²½ÄÀ�ÁÃº¿Å�ÀÆÅ�ÈÀÃ¼³ÀÀ¼�²ÄÄº¸¿¾¶¿Å�Å¶¾Á½²Å¶Ä�ÀÃ�´À¾Á½¶Å¶�
Å¹¶¾�ÆÄº¿¸�Å¹¶�À¿½º¿¶��ÀÅ¶ȷº¸¹Å�ÄÀ·ÅÈ²Ã¶ʇ��¶·ÀÃ¶�²ÄÄÆ¾º¿¸�Å¹ºÄ� ºÄ�Å¹¶�³¶ÄÅ�ÀÁÅºÀ¿ʁ�
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¹ÀÈ¶Ç¶Ãʁ�ºÅ�ºÄ�¶ÄÄ¶¿Åº²½�·ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�ÅÀ�µ¶Å¶Ã¾º¿¶�È¹¶Å¹¶Ã�ÄÅÆµ¶¿ÅÄ�¹²Ç¶�¶ÂÆºÅ²³½¶�
²´´¶ÄÄ�ÅÀ�¶½¶´ÅÃÀ¿º´�µ¶Çº´¶Ä�²¿µ�¹º¸¹ʉÄÁ¶¶µ�º¿Å¶Ã¿¶Å�²¿µ�È¹¶Å¹¶Ã�Å¹¶Ê�ÁÃ¶·¶Ã�ÄÅÆµ¶¿ÅÄ�
ÅÀ�ÄÆ³¾ºÅ�²ÄÄº¸¿¾¶¿ÅÄ�¶½¶´ÅÃÀ¿º´²½½Ê�ÀÃ�À¿�Á²Á¶Ãʇ�	ÆÃÅ¹¶Ã¾ÀÃ¶ʁ�º·�º¿ÄÅÃÆ´ÅÀÃÄ�È²¿Å�ÅÀ�
Ã¶·¶Ã�ÅÀ�¶ÉÁ²¿µ¶µ�Ä´ÀÃ¶Ä�²¿µ�ÀÅ¹¶Ã�¶ʉ³ÀÀ¼ʉÀ¿½Ê�¾²Å¶Ãº²½Ä�º¿�´½²ÄÄʁ�ÄÅÆµ¶¿ÅÄ�ÈÀÆ½µ�³¶�
Ã¶ÂÆºÃ¶µ�ÅÀ�³Ãº¿¸�Å²³½¶ÅÄ�ÀÃ�½²ÁÅÀÁÄ�ÈºÅ¹�Å¹¶¾ʇ��º¿´¶�Å¹¶�Concise Introduction relies 
¹¶²Çº½Ê�À¿�Å¹¶�¶ʉ³ÀÀ¼�·ÀÃ�ÄÆÁÁ½¶¾¶¿Å²½�¾²Å¶Ãº²½ʁ�Å¹¶�Å¹Ã¶¶ʉÊ¶²Ã�²´´¶ÄÄ�Á¶ÃºÀµ�ºÄ�¿ÀÅ�
ideal for students preparing for graduate entrance exams or music education license 
¶É²¾Ä�¿¶²Ã�Å¹¶�¶¿µ�À·�Å¹¶ºÃ�·ÀÆÃÅ¹�ÀÃ�ȱ·Å¹�Ê¶²ÃÄ�À·�ÄÅÆµÊʇ

Topics

Both The Musician’s Guide and the Concise Introduction� ÀȮ¶Ã� ²¿� ÀÇ¶ÃÇº¶È� À·�
music fundamentals and cover the principles of Roman numeral analysis and SATB 
Á²ÃÅ�ÈÃºÅº¿¸ʁ�µº²ÅÀ¿º´�²¿µ�´¹ÃÀ¾²Åº´�¹²Ã¾À¿Êʁ�¾ÆÄº´²½�·ÀÃ¾ʁ�²¿µ�´À¾¾À¿�ÁÀÄÅʉÅÀ¿²½�
´À¿´¶ÁÅÄ�²¿µ�Å¶´¹¿ºÂÆ¶Äʇ��¹¶�ÀÃµ¶Ã�À·�ÅÀÁº´Ä�²¿µ�µ¶ÁÅ¹�À·�´ÀÇ¶Ã²¸¶�Ä¶ÅÄ�Å¹¶Ä¶�³ÀÀ¼Ä�
apart. The Musician’s Guide�ºÄ�µºÇºµ¶µ�º¿ÅÀ�·ÀÆÃ�½²Ã¸¶�Á²ÃÅÄʃ�

I. �½¶¾¶¿ÅÄ�À·��ÆÄº´
II. �º²ÅÀ¿º´��²Ã¾À¿Ê�²¿µ��À¿º´ºË²ÅºÀ¿�

III. �¹ÃÀ¾²Åº´��²Ã¾À¿Ê�²¿µ�	ÀÃ¾
IV. �¹¶��È¶¿Åº¶Å¹��¶¿ÅÆÃÊ�²¿µ��¶ÊÀ¿µ

The Concise Introduction�´ÀÇ¶ÃÄ�¾Æ´¹�À·�Å¹¶�Ä²¾¶�¾²Å¶Ãº²½�º¿�ÄºÉ�½²Ã¸¶�Á²ÃÅÄʃ�

I. Fundamentals
II. �Ç¶ÃÇº¶È�À·��²Ã¾À¿Ê�²¿µ��Àº´¶��¶²µº¿¸

III. �º²ÅÀ¿º´��²Ã¾À¿Ê
IV. �¹ÃÀ¾²Åº´��²Ã¾À¿Ê
V. Form

VI. Post-Tonal Theory 

�²´¹�Å¶ÉÅ�¶¿µÄ�ÈºÅ¹�²�Ç²Ãº¶ÅÊ�À·�²ÁÁ¶¿µº´¶Ä�´À¿Å²º¿º¿¸�²¿ÄÈ¶ÃÄ�ÅÀ�ÂÆ¶ÄÅºÀ¿Ä�ÁÀÄ¶µ�
throughout each chapter (such as The Musician’s Guide’s “Try it” and Concise 

IntroductionʓÄ�ʖ�¶ÄÅ��ÀÆÃÄ¶½·ʗ�ÂÆ¶ÄÅºÀ¿Äʰʁ�¸½ÀÄÄ²Ãº¶Ä�À·�¼¶Ê�Å¶Ã¾Äʁ�¾ÆÄº´�´Ã¶µºÅÄʁ�²¿µ�
subject and musical example indexes. The Musician’s Guide additionally includes a 
´¹²ÃÅ�À·�Å¹¶�ÀÇ¶ÃÅÀ¿¶�Ä¶Ãº¶Äʁ�¸Æºµ¶½º¿¶Ä�·ÀÃ�Á²ÃÅ�ÈÃºÅº¿¸ʁ�Ã²¿¸¶Ä�ʯ²¿µ�ÅÃ²¿ÄÁÀÄºÅºÀ¿Äʰ�
of orchestral instruments, and a set class list. 
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Both The Musician’s Guide and the Concise Introduction� ³¶¸º¿� ÈºÅ¹� ¾ÆÄº´�
·Æ¿µ²¾¶¿Å²½Äʁ� Å¹ÀÆ¸¹�Å¹¶�²ÁÁÃÀ²´¹�ÅÀ�¶²´¹�ºÄ�ÂÆºÅ¶�µºȮ¶Ã¶¿Åʇ�The Musician’s Guide 

ÀȮ¶ÃÄ� ²� Å¹ÀÃÀÆ¸¹� º¿ÅÃÀµÆ´ÅºÀ¿� ÅÀ�¾ÆÄº´� ·Æ¿µ²¾¶¿Å²½Ä� º¿� Å¶¿� ´¹²ÁÅ¶ÃÄ� ʯ²³ÀÆÅ� ЀϾϾ�
pages), covering the usual concepts of pitch and pitch class, simple and compound 
¾¶Å¶ÃÄʁ�¾²»ÀÃ�²¿µ�¾º¿ÀÃ�Ä´²½¶Ä�²¿µ�¼¶ÊÄ�ʯº¿´½Æµº¿¸�µº²ÅÀ¿º´�¾Àµ¶Ä�²¿µ�Á¶¿Å²ÅÀ¿º´�
Ä´²½¶Äʰʁ� º¿Å¶ÃÇ²½Äʁ� ÅÃº²µÄʁ� ²¿µ� Ä¶Ç¶¿Å¹� ´¹ÀÃµÄʇ� �¿� º¿ÅÃÀµÆ´ÅºÀ¿� ÅÀ� ÅÈÀʉÇÀº´¶� ÅÀ¿²½�
´ÀÆ¿Å¶ÃÁÀº¿Å� ´À¿´½Æµ¶Ä� Å¹ºÄ� Æ¿ºÅʁ� È¹º´¹� º¿´½Æµ¶Ä� ÃÆ½¶Ä� ²¿µ� ¸Æºµ¶½º¿¶Ä� ·ÀÃ� ÈÃºÅº¿¸�
´ÀÆ¿Å¶ÃÁÀº¿Å�²³ÀÇ¶�²¿µ�³¶½ÀÈ�º¿�²½½�ȱÇ¶�ÄÁ¶´º¶Äʇ��¹ºÄ�Ä¶´ÅºÀ¿�¿ÀÅ�À¿½Ê�º¿ÅÃÀµÆ´¶Ä�Å¹¶�
ÁÃº¿´ºÁ½¶Ä�À·�¹²Ã¾À¿Ê�²¿µ�ÇÀº´¶�½¶²µº¿¸�º¿�²�¾¶²ÄÆÃ¶µ�È²Êʁ�³ÆÅ�²½ÄÀ�½¶²µÄ�¿²ÅÆÃ²½½Ê�
º¿ÅÀ� Å¹¶� ¾ÀÃ¶� ²µÇ²¿´¶µ� ÅÀÁº´Ä� Å¹²Å� ·À½½ÀÈʇ� �²ÃÅ� ��ʁ� È¹º´¹� ³¶¸º¿Ä� ÈºÅ¹� Å¹¶� Á¹Ã²Ä¶�
¾Àµ¶½ʁ� ³Æº½µÄ� µºÃ¶´Å½Ê� À¿� ´À¿ÅÃ²ÁÆ¿Å²½� ÁÃº¿´ºÁ½¶Ä� ÄÆ´¹� ²Ä� Å¹¶� ÄÁ¶´ºȱ´� ÅÃ¶²Å¾¶¿Å� À·�
ÀÆÅ¶Ã�ÇÀº´¶Äʁ� ¶¾³¶½½ºÄ¹º¿¸� ÅÀ¿¶Äʁ�ÆÄ¶�À·�µºÄÄÀ¿²¿´¶�²¿µ�Á¶Ã·¶´Å� º¿Å¶ÃÇ²½Äʁ� ²¿µ�¹ÀÈ�
counterpoint relates to four-part voice leading.

By contrast, the fundamentals section of the Concise Introduction�ÄÁ²¿Ä�²³ÀÆÅ�ЂϾ�
pages, and species counterpoint is not introduced until the end of Part II.2 Because 
this is a “concise introduction,” many fundamentals topics are noticeably absent in 
Å¹¶�Á¹ÊÄº´²½�Å¶ÉÅʁ�²µµÃ¶ÄÄ¶µ�º¿ÄÅ¶²µ�º¿�Å¹¶�²´´À¾Á²¿Êº¿¸�¶ʉ³ÀÀ¼ʂ�²�·¶È�ÅÀÁº´Ä�²Ã¶�½¶·Å�
ÀÆÅ�²½ÅÀ¸¶Å¹¶Ãʇ�	ÀÃ�¶É²¾Á½¶ʁ���´½¶·Ä�²¿µ�ÅÃºÁ½¶ÅÄ�²Ã¶�½¶·Å�ÅÀ�Å¹¶�¶ʉ³ÀÀ¼ʁ�³ÆÅ�Å¹¶Ã¶�ºÄ�¿À�
mention of duplets. In addition, reliance on electronic resources can sometimes cause 
µºȲ´Æ½ÅÊ�µÆ¶�ÅÀ�Å¶´¹¿À½À¸º´²½�ÀÃ�·ÀÃ¾²ÅÅº¿¸�ºÄÄÆ¶Äʇ��¹¶�ȱÃÄÅ�¶µºÅºÀ¿�À·�Å¹¶�Concise 

Introduction included the term “anacrusis,” but it is left out of the second edition. 
�¹º½¶� ºÅ� ºÄ�µ¶ȱ¿¶µ� º¿� Å¹¶�¸½ÀÄÄ²ÃÊʁ� Å¹¶�Ä¶²Ã´¹� ·Æ¿´ÅºÀ¿� ºÄ� ´ÆÃÃ¶¿Å½Ê�µºÄ²³½¶µ� º¿� Å¹¶�
À¿½º¿¶�ÅÀÀ½Äʁ�ÄÀ�Å¹ºÄ�²¿µ�ÀÅ¹¶Ã�ÅÀÁº´Ä�¾²Ê�³¶�µºȲ´Æ½Å�ÅÀ�½À´²Å¶ʇ��¹¶�¶ʉ³ÀÀ¼�²µµºÅºÀ¿²½½Ê�
ÆÄ¶Ä�µºȮ¶Ã¶¿Å�·À¿ÅÄ�·ÃÀ¾�Å¹¶�Å¶ÉÅ³ÀÀ¼�·ÀÃ�²´´ºµ¶¿Å²½Äʇ�	ÀÃ�¶É²¾Á½¶ʁ�Å¹¶�º¿´À¿ÄºÄÅ¶¿Å�
È²Ê� Å¹¶�µÀÆ³½¶�ȷ²Å� ºÄ�¿ÀÅ²Å¶µ� º¿� Å¹¶�¶ʉ³ÀÀ¼�ʯ²Ä� ÅÈÀ�Æ¿´À¿¿¶´Å¶µ�ȷ²ÅÄʰ�Ç¶ÃÄÆÄ� Å¹¶�
Å¶ÉÅ³ÀÀ¼�ʯÅÈÀ�´À¿¿¶´Å¶µ�ȷ²ÅÄ�²Ä�´À¾¾À¿½Ê�¿ÀÅ²Å¶µ�À¿�²�ÄÅ²Ȯʰ�´ÀÆ½µ�´²ÆÄ¶�´À¿·ÆÄºÀ¿�
·ÀÃ�ÄÅÆµ¶¿ÅÄ�½¶²Ã¿º¿¸�ÄÆ´¹�¿ÀÅ²ÅºÀ¿�·ÀÃ�Å¹¶�ȱÃÄÅ�Åº¾¶ʇ

�ÀÅ¹�Å¶ÉÅÄ�º¿Å¶¸Ã²Å¶�Á²ÃÅ�ÈÃºÅº¿¸�º¿������²¿µ�¼¶Ê³À²Ãµ�ÇÀº´º¿¸�Å¹ÃÀÆ¸¹ÀÆÅʇ��¹º½¶�
ÄÀ¾¶�¾ÆÄº´�ÁÃÀ¸Ã²¾Ä�¶¾Á¹²ÄºË¶�Á²ÃÅ�ÈÃºÅº¿¸ʁ�È¶�¼¿ÀÈ�Å¹²Å�ÀÅ¹¶ÃÄ�µ¶¶¾Á¹²ÄºË¶�ºÅ�
º¿�·²ÇÀÃ�À·�²¿²½ÊÄºÄʇ��¶´²ÆÄ¶�³ÀÅ¹�Á²ÃÅ�ÈÃºÅº¿¸�²¿µ�²¿²½ÊÄºÄ�²Ã¶�ÅÃ¶²Å¶µ�¶ÂÆ²½½Êʁ�Å¹¶Ä¶�
³ÀÀ¼Ä�´ÀÆ½µ�³¶�ÆÄ¶µ�·ÀÃ�¶ºÅ¹¶Ã�²ÁÁÃÀ²´¹ʇ��¿ÄÅÃÆ´ÅÀÃÄ�È¹À�ÈºÄ¹�ÅÀ�ÄÁ¶¿µ�½ºÅÅ½¶�ÀÃ�¿À�
Åº¾¶�À¿�Á²ÃÅ�ÈÃºÅº¿¸�´²¿�¶²Äº½Ê�Ä¼ºÁ�Å¹ÀÄ¶�Ä¶´ÅºÀ¿Äʇ��ÀÈ¶Ç¶Ãʁ�Å¹ÀÄ¶�È¹À�µÀ�ÄÅÃ¶ÄÄ�Á²ÃÅ�
ÈÃºÅº¿¸�Èº½½�ȱ¿µ�Å¹²Å� ºÅÄ� º¿Å¶¸Ã²ÅºÀ¿�ÈºÅ¹�Å¹¶�ÀÅ¹¶Ã�´À¿´¶ÁÅÄ� º¿�Å¹¶�³ÀÀ¼Ä�¾²¼¶Ä�ºÅ�
½¶ÄÄ�µ²Æ¿Åº¿¸�·ÀÃ�ÄÅÆµ¶¿ÅÄʇ��¿�³ÀÅ¹�Å¶ÉÅÄʁ�Å¹¶�Á²ÃÅʉÈÃºÅº¿¸�¶É²¾Á½¶Ä�Ä¶ÃÇ¶�ÅÀ�º¿ÅÃÀµÆ´¶�

Ѐ� � �¿½º¼¶�The Musician’s Guideʁ� Å¹¶�Concise Introduction� À¿½Ê� ÁÃÀÇºµ¶Ä� ÃÆ½¶Ä� ²¿µ� ¸Æºµ¶½º¿¶Ä� ·ÀÃ�
´À¾ÁÀÄº¿¸�´ÀÆ¿Å¶ÃÁÀº¿Å�above�²�¸ºÇ¶¿�´²¿ÅÆÄ�ȱÃ¾ÆÄ�º¿�Å¹Ã¶¶�ÄÁ¶´º¶Äʇ
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ideas and concepts (i.e., why these rules exist) rather than presenting lists of rules 
seemingly detached from actual musical practice or analysis.

�¿¶�¿ÀÅ²³½¶�µºȮ¶Ã¶¿´¶�³¶ÅÈ¶¶¿�Å¹¶�ÅÈÀ�Å¶ÉÅÄ�º¿ÇÀ½Ç¶Ä�Å¹¶ºÃ�́ ¹Àº´¶�À·�́ À¿Å¶ÉÅÆ²½ºË¶µ�
or functional analysis labels. While both texts use tonic (T) and dominant (D) labels for 
¹²Ã¾À¿º´�·Æ¿´ÅºÀ¿Äʁ�Å¹¶�ÅÈÀ�³ÀÀ¼Ä�µºȮ¶Ã�À¿�½²³¶½Ä�·ÀÃ�¹²Ã¾À¿º¶Ä�Å¹²Å�ÁÃÀ¸Ã¶ÄÄ�ÅÀ�Å¹¶�
dominant. The Musician’s Guide calls these predominant (PD) chords, and the Concise 

Introduction labels them as subdominant (S) chords. Both texts employ these labels 
consistently throughout the diatonic harmony units, but they are fairly unobtrusive in 
musical examples and appear less frequently in later chromatic sections.

While expected topics for diatonic and chromatic harmony and voice leading 
²Ã¶�ÁÃ¶Ä¶¿Å�º¿�³ÀÅ¹�Å¶ÉÅÄʁ�Å¹¶Ê�µºȮ¶Ã�º¿�Å¹¶�ÀÃµ¶Ã�²¿µ�µ¶¿ÄºÅÊ�À·�ÅÀÁº´Ä�´ÀÇ¶Ã¶µʇ�The 

Musician’s Guide�Å¶¿µÄ�ÅÀ�̧ ÃÀÆÁ�¾²¿Ê�½²Ã¸¶ʁ�Ã¶½²Å¶µ�ÅÀÁº´Ä�ÅÀ¸¶Å¹¶Ã�º¿ÅÀ�Äº¿¸½¶�́ ¹²ÁÅ¶ÃÄʂ�
the Concise Introduction separates these into smaller sections. Part II of The Musician’s 

Guide introduces harmony and voice leading by grouping multiple topics into fairly 
long, comprehensive chapters. For example, in Chapter 12, students learn about the 
³²Äº´�Á¹Ã²Ä¶�¾Àµ¶½ʁ�´²µ¶¿´¶�ÅÊÁ¶Äʁ�·ÀÆÃʉÁ²ÃÅ�ÈÃºÅº¿¸�ʯ²½À¿¸�ÈºÅ¹�º¿ÅÃÀµÆ´ÅÀÃÊ�ÃÆ½¶Ä�
²¿µ�Ã¶ÄÀ½ÆÅºÀ¿Ä�À·��ʰʁ�¹²Ã¾À¿ºËº¿¸�²�¾¶½ÀµÊʁ�²¿µ�ÈÃºÅº¿¸�²´´À¾Á²¿º¾¶¿ÅÄʇ� �¿��²ÃÅ�
II of the Concise Introductionʁ��¹²ÁÅ¶Ã�Ђ�²µµÃ¶ÄÄ¶Ä� ·ÀÆÃʉÁ²ÃÅ�¹²Ã¾À¿Ê�²¿µ�ÈÃºÅº¿¸�
´¹ÀÃµÄ�º¿������²¿µ�¼¶Ê³À²Ãµ�ÄÅÊ½¶Äʁ��¹²ÁÅ¶Ã�Ѓ�º¿ÅÃÀµÆ´¶Ä�ÇÀº´¶�½¶²µº¿¸ʁ�²¿µ�¹²Ã¾À¿º´�
ÁÃÀ¸Ã¶ÄÄºÀ¿� ºÄ�²µµÃ¶ÄÄ¶µ� º¿��¹²ÁÅ¶Ã�Єʁ�È¹º´¹�²µµºÅºÀ¿²½½Ê� º¿ÅÃÀµÆ´¶Ä�´²µ¶¿´¶Ä�²¿µ�
melody harmonizations. Similarly, Chapter 13 of The Musician’s Guide introduces 
µÀ¾º¿²¿Å� Ä¶Ç¶¿Å¹Ä� ²¿µ� Å¹¶ºÃ� º¿Ç¶ÃÄºÀ¿Äʁ� Å¹¶� ÁÃ¶µÀ¾º¿²¿Å� ²Ã¶²ʁ� ²¿µ� ȱ¸ÆÃ¶µ� ³²ÄÄ�
Ã¶²½ºË²ÅºÀ¿ʁ�È¹¶Ã¶²Ä�Å¹¶�Concise Introduction separates these topics into six chapters.

While the concepts in each chapter of The Musician’s Guide are related, and 
ÄÅÆµ¶¿ÅÄ�Æ½Åº¾²Å¶½Ê�¿¶¶µ�ÅÀ�½¶²Ã¿�¹ÀÈ�Å¹¶Ê�ȱÅ�ÅÀ¸¶Å¹¶Ãʁ�Å¹ºÄ�¸ÃÀÆÁº¿¸�´²¿�·¶¶½�²�³ºÅ�
ÀÇ¶ÃÈ¹¶½¾º¿¸� ·ÀÃ� ²� Äº¿¸½¶� ´¹²ÁÅ¶Ãʇ� �À¿Ç¶ÃÄ¶½Êʁ� Å¹¶� ²ÁÁÃÀ²´¹� Å²¼¶¿� ³Ê� Å¹¶�Concise 

Introduction�Äº¾Á½ºȱ¶Ä�Ä¶²Ã´¹º¿¸�·ÀÃ�²¿µ�Ã¶²µº¿¸�ÆÁ�À¿�²�¸ºÇ¶¿�ÅÀÁº´ʇ��ÅÄ�Ä¶Á²Ã²ÅºÀ¿�À·�
´À¿´¶ÁÅÄ�¾º¿º¾ºË¶Ä�Å¹¶�²¾ÀÆ¿Å�À·�¿¶È�º¿·ÀÃ¾²ÅºÀ¿�ÅÀ�ÁÃÀ´¶ÄÄʇ��¿¶�¿ÀÅ²³½¶�´À¿´¶Ã¿�
about the Concise IntroductionʓÄ�¶´À¿À¾Ê�À·�ÁÃÀÄ¶ʁ�¹ÀÈ¶Ç¶Ãʁ�ºÄ�Å¹²Å�ºÅ�´²¿�ÄÀ¾¶Åº¾¶Ä�
½¶²µ�ÅÀ�́ À¿·ÆÄº¿¸�¶ÉÁ½²¿²ÅºÀ¿Ä�Å¹²Å�́ ÀÆ½µ�³¶¿¶ȱÅ�·ÃÀ¾�¾ÀÃ¶�º¿·ÀÃ¾²ÅºÀ¿ʇ�	ÀÃ�¶É²¾Á½¶ʁ�
in Chapter 12, V6

Ѓ and V 4
2�´¹ÀÃµÄ�²Ã¶�½²³¶½¶µ�²Ä�³ÀÅ¹���²¿µ���ÈºÅ¹�½ºÅÅ½¶�¶ÉÁ½²¿²ÅºÀ¿�

ʯϿϿЇʦЀЃʰʂ�º¿��¹²ÁÅ¶Ã�ЀЇʁ�Å¹¶�����ºÄ�µ¶Ä´Ãº³¶µ�²Ä�ʖ²�¾²»ÀÃ�ÅÃº²µ�È¹ÀÄ¶�ÃÀÀÅ�ºÄ�Å¹¶�¾º¿ÀÃ�
form of �ʁʗ�ÈºÅ¹ÀÆÅ� ¶ÉÁ½²º¿º¿¸�È¹Ê�ȷ²ÅÄ� ²Ã¶� ²µµ¶µ� ÅÀ� Å¹¶��À¾²¿�¿Æ¾¶Ã²½Ä� ʯЀЄЂʰʇ�
�¶´²ÆÄ¶�Å¹¶�¶É²¾Á½¶Ä�ÁÃÀÇºµ¶µ�Ä¹ÀÈ�À¿½Ê�´¹ÀÃµÄ�È¹ÀÄ¶�ÃÀÀÅÄ�¹²Ç¶�²µµ¶µ�ȷ²ÅÄ�²¿µ�
¿ÀÅ�¿²ÅÆÃ²½Ä�ÀÃ�µÀÆ³½¶�ȷ²ÅÄʁ�ºÅ�ÈÀÆ½µ�³¶�µºȲ´Æ½Å�ÅÀ�µ¶µÆ´¶�Å¹²Å�²½½�ÄÆ´¹�´¹ÀÃµÄ�²Ã¶�
½²³¶½¶µ�Äº¾º½²Ã½Êʇ��º¼¶ÈºÄ¶ʁ�º¿��¹²ÁÅ¶Ã�ЁϿʁ�Ã¶²µ¶ÃÄ�½¶²Ã¿�Å¹²Å�
¶Ã¾²¿�²Æ¸¾¶¿Å¶µ�ÄºÉÅ¹�
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´¹ÀÃµÄ�²Ã¶�ÄÀ¾¶Åº¾¶Ä�ÄÁ¶½½¶µ�ÈºÅ¹�²�Ã²ºÄ¶µ�� instead of a minor 	�ÈºÅ¹�¿À�´½²Ãºȱ´²ÅºÀ¿ʁ�
²¿µ�³ÀÅ¹�ÄÁ¶½½º¿¸Ä�²Ã¶�Ä¹ÀÈ¿�²Ä�ʖ¸ÀÀµʗ�º¿ÄÅ²¿´¶Ä�º¿��É²¾Á½¶�ЁϿʇϿЁ�ʯЀЅІʰʇ��

�¹¶� Å¶ÉÅÄ�²½ÄÀ�Ç²ÃÊ� º¿� Å¹¶ºÃ�ÁÃ¶Ä¶¿Å²ÅºÀ¿�À·�¾ÆÄº´²½� ·ÀÃ¾ʁ� Å¹ÀÆ¸¹�³¶ÅÈ¶¶¿� Å¹¶�
ÅÈÀ�³ÀÀ¼Ä�Å¹¶Ã¶�ºÄ�³¶¿¶ȱ´º²½�²ÁÁ½º´²ÅºÀ¿�À·�Ã¶´¶¿Å�Formenlehre labels, such as Caplin’s 
³²Äº´�ºµ¶²�²¿µ�´À¿Åº¿Æ²ÅºÀ¿�ʯ�²Á½º¿ʁ�ЇʦϿϾʰ�²¿µ��¶ÁÀ¼ÀÄ¼º�²¿µ��²Ã´ÊʓÄ�¾¶µº²½�´²¶ÄÆÃ²�
ʯ�¶ÁÀ¼ÀÄ¼º� ²¿µ� �²Ã´Êʁ� ϿІʰʇ� The Musician’s Guide incorporates its musical form 
chapters throughout the text. For example, four-measure phrases and small forms 
appear in Part II, and larger forms are included in Part III after the introduction of 
modulation (Chapter 22). This section includes binary and ternary forms, inventions 
²¿µ� ·Æ¸Æ¶Äʁ� Ç²Ãº²ÅºÀ¿� ·ÀÃ¾�ʯº¿´½Æµº¿¸�²�³Ãº¶·� ÀÇ¶ÃÇº¶È�À·� ÅÀÁº´� Å¹¶ÀÃÊʨ²�È¶½´À¾¶�
²µµºÅºÀ¿� ÅÀ� ²� ´À¾ÁÃ¶¹¶¿ÄºÇ¶� ¹²Ã¾À¿Ê� ²¿µ� ÇÀº´¶ʉ½¶²µº¿¸� Å¶ÉÅ³ÀÀ¼ʰʁ� ²¿µ� ´½²ÄÄº´²½�
vocal forms. Part III also introduces the sonata, concerto, rondo, and sonata-rondo, 
²Ä�È¶½½�²Ä�Ç²ÃºÀÆÄ�ÁÀÁÆ½²Ã�ÄÀ¿¸�·ÀÃ¾Äʇ��¹¶�Concise Introduction, on the other hand, 
´À¿´¶¿ÅÃ²Å¶Ä�²½½�ºÅÄ�·ÀÃ¾�´¹²ÁÅ¶ÃÄ�º¿ÅÀ��²ÃÅ���À·�Å¹¶�Å¶ÉÅʁ�¾²¼º¿¸�ºÅ�¶²ÄÊ�ÅÀ�Ä¼ºÁ�²ÃÀÆ¿µ�
µ¶Á¶¿µº¿¸�À¿�´ÆÃÃº´Æ½²Ã�¿¶¶µÄʇ��º¼¶�The Musician’s Guide, the Concise Introduction 

addresses small forms, binary and ternary forms, sonata, rondo, and sonata-rondo 
forms. While one-part, vocal, and variation forms are omitted from the printed text 
·ÀÃ�Å¹¶�Ä²¼¶�À·�³Ã¶ÇºÅÊʁ�Å¹¶Ä¶�ÅÀÁº´Ä�µÀ�²ÁÁ¶²Ã�º¿�Å¹¶�¶ʉ³ÀÀ¼�Ç¶ÃÄºÀ¿ʁ�È¹º´¹�ºÄ�È¹¶Ã¶�
the Concise Introduction’s online materials shine. The printed text’s form chapters 
include an unusually large number of examples notated as simple, single-line melodies 
ÅÀ� º½½ÆÄÅÃ²Å¶�Ç²ÃºÀÆÄ� ·ÀÃ¾²½�´À¿´¶ÁÅÄʂ�¹ÀÈ¶Ç¶Ãʁ� Å¹¶�¶ʉ³ÀÀ¼�¶ÉÁ²¿µÄ�¶²´¹�¾¶½ÀµÊ�ÄÀ�
ÆÄ¶ÃÄ�´²¿�Ä¶¶�²¿µ�¹¶²Ã�¹ÀÈ�Å¹¶�·ÀÃ¾�À·�¶²´¹�¾¶½ÀµÊ�ȱÅÄ�ÈºÅ¹º¿�Å¹¶�´À¿Å¶ÉÅ�À·�²�½²Ã¸¶Ã�
thematic area, movement, or complete piece.

�ÀÄÅʉÅÀ¿²½�Ä¶´ÅºÀ¿Ä�¾²¼¶�ÆÁ�Å¹¶�ȱ¿²½�Á²ÃÅÄ�À·�¶²´¹�³ÀÀ¼ʇ��²ÃÅ����À·�The Musician’s 

Guide� ´À¿Å²º¿Ä� ´¹²ÁÅ¶ÃÄ� À¿�¾Àµ¶Ä� ²¿µ� Ä´²½¶Ä� ²¿µ� ¶²Ã½Ê� ÅÈ¶¿Åº¶Å¹ʉ´¶¿ÅÆÃÊ� Ã¹ÊÅ¹¾�
and meter, including the Fibonacci series and golden section. There are also chapters 
À¿�Ä¶Å� Å¹¶ÀÃÊʁ�Ä¶Ãº²½ºÄ¾�²¿µ�ÅÈ¶½Ç¶ʉÅÀ¿¶� Å¹¶ÀÃÊʁ�²¿µ�ÁÀÄÅʉϿЇЂЃ�Ã¹ÊÅ¹¾ʁ�¾¶Å¶Ãʁ�²¿µ�
form, covering such topics as moment form, metric modulations, indeterminacy and 
chance, and more recent trends such as minimalism, parody, (post)modernism, and 
microtonal tunings. 

��¿ÀÅ²³½¶�́ À¿ÅÃ²ÄÅ�³¶ÅÈ¶¶¿�Å¹¶�ȱÃÄÅ�²¿µ�Ä¶´À¿µ�¶µºÅºÀ¿Ä�À·�Å¹¶�Concise Introduction 

ºÄ�Å¹¶�º¿´½ÆÄºÀ¿�À·�¶º¸¹Å�¿¶È�´¹²ÁÅ¶ÃÄ�À¿�ÁÀÄÅʉÅÀ¿²½�Å¹¶ÀÃÊʇ��¹º½¶�º¿Å¶¸¶Ã�¿ÀÅ²ÅºÀ¿�ºÄ�
¾¶¿ÅºÀ¿¶µ�³Ãº¶ȷÊ�À¿�Áʇ�ЁЇϾʁ�ºÅ�ºÄ�ÄÊÄÅ¶¾²Åº´²½½Ê�²ÇÀºµ¶µ�Å¹ÃÀÆ¸¹ÀÆÅʁ�½¶²µº¿¸�ÅÀ�Å¹¶�
application of non-traditional (and sometimes cumbersome) labels for common post-
ÅÀ¿²½�́ À¿´¶ÁÅÄʇ�	ÀÃ�¶É²¾Á½¶ʁ��²ÃÅ����³¶¸º¿Ä�ÈºÅ¹�Ä´²½¶Ä�²¿µ�́ À½½¶´ÅºÀ¿Äʁ�È¹¶Ã¶�ÄÅÆµ¶¿ÅÄ�
are urged to label diatonic collections as DIA3� or DIA4�ʁ�ÈºÅ¹�����Ã¶ÁÃ¶Ä¶¿Åº¿¸�µº²ÅÀ¿º´�
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and 3� or 4��Ã¶ÁÃ¶Ä¶¿Åº¿¸�Å¹¶�́ À½½¶´ÅºÀ¿Äʓ�ÅÃ²µºÅºÀ¿²½�¼¶Ê�Äº¸¿²ÅÆÃ¶ʇ��¶Åʁ�»ÆÄÅ�²�·¶È�Á²¸¶Ä�
½²Å¶Ãʁ�ʖÁ²ÄÄ²¸¶Ä�³²Ä¶µ�À¿�²�µº²ÅÀ¿º´�´À½½¶´ÅºÀ¿�ÀÃ�Ä´²½¶�´²¿�³¶�½²³¶½¶µ�º¿�ÅÈÀ�È²ÊÄʃ�Å¹¶�
collection and centric tone (2��´À½½¶´ÅºÀ¿�À¿��ʰ�ÀÃ�Å¹¶�Ä´²½¶�¿²¾¶�ʯ���ÀÃº²¿ʰʗ�ʯЁЃЄʰʇ�
�¶¿Å²ÅÀ¿º´�Ä´²½¶Ä�²Ã¶� ½º¼¶ÈºÄ¶� ºµ¶¿Åºȱ¶µ�ʖ³Ê�¿²¾º¿¸�Å¹¶� ½ÀÈ¶ÄÅ�¿ÀÅ¶� º¿� Å¹¶� ʒ¾²»ÀÃʓ�
º¿Å¶ÃÇ²½�ÀÃµ¶Ãº¿¸ʃ�ЀʦЀʦЁʦЀʦЁʁ�²¿µʁ�º·�ÁÀÄÄº³½¶ʁ�Å¹¶�´¶¿ÅÃº´�ÅÀ¿¶ʗ�ʯЁЃЇʰʇ��¹ÆÄʁ�ÄÅÆµ¶¿ÅÄ�
¾º¸¹Å�³¶�ÆÃ¸¶µ�ÅÀ�½²³¶½�²�Á¶¿Å²ÅÀ¿º´�Ä´²½¶�´À¾ÁÀÄ¶µ�À·��ʦ�ʦ�ʦ�ʦ
�²Ä�����C on A. 
�¿Å¶¸¶Ã�¿ÀÅ²ÅºÀ¿�ºÄ�Äº¾º½²Ã½Ê�²³Ä¶¿Å�·ÃÀ¾�È¹À½¶ʉÅÀ¿¶ʁ�À´Å²ÅÀ¿º´ʁ�²¿µ�¹¶É²ÅÀ¿º´�Ä´²½¶�
labels, so WT1�ÀÃ����2,3 become WTC��ÀÃ����D,E�ʁ�Ã¶ÄÁ¶´ÅºÇ¶½Êʇ��º¼¶��¹¶�Musician’s 

Guide, the Concise Introduction also presents post-tonal set theory (but limits the 
ÅÃ¶²Å¾¶¿Å�À·�Ä¶ÅÄ�ÅÀ�ÅÃº´¹ÀÃµÄʰ�²¿µ�ÅÈ¶½Ç¶ʉÅÀ¿¶�Ä¶Ãº²½ºÄ¾ʇ��¹¶�²ÇÀºµ²¿´¶�À·� º¿Å¶¸¶Ã�
¿ÀÅ²ÅºÀ¿�ºÄ�Á¶Ã¹²ÁÄ�Å¹¶�¾ÀÄÅ�¿ÀÅº´¶²³½¶�º¿�Å¹¶�µºÄ´ÆÄÄºÀ¿�À·�ÅÈ¶½Ç¶ʉÅÀ¿¶�Ä¶Ãº²½ºÄ¾ʇ��¶�
·¶¶½�Å¹²Å�ÆÄº¿¸�º¿Å¶¸¶Ã�¿ÀÅ²ÅºÀ¿�ÈÀÆ½µ�¹¶½Á�Å¹¶Ä¶�´¹²ÁÅ¶ÃÄ�²´¹º¶Ç¶�Å¹¶�Ä²¾¶�³Ã¶ÇºÅÊ�
²¿µ�¶´À¿À¾Ê�À·�Å¶ÉÅ�Å¹²Å�ºÄ�²�¹º¸¹½º¸¹Å�À·�Å¹¶�Ã¶ÄÅ�À·�Å¹¶�³ÀÀ¼ʇ

The Concise Introduction� ÀȮ¶ÃÄ� ²� È¶½´À¾¶� ´¹²ÁÅ¶Ã� À¿� ÅÃº²µº´� ÁÀÄÅʉÅÀ¿²½ºÅÊʁ�
º¿ÅÃÀµÆ´º¿¸�Å¹¶�ÅÃ²¿Ä·ÀÃ¾²ÅºÀ¿Ä��ʁ��ʁ��ʁ�²¿µ�������²¿µ�Ä¹ÀÈº¿¸�¹ÀÈ�ÅÃ²¿Ä·ÀÃ¾²ÅºÀ¿Ä�
can map onto a Tonnetzʇ��¶²µ¶ÃÄ�²Ã¶�µºÃ¶´Å¶µ�ÅÀ�Å¹¶�¶ʉ³ÀÀ¼�ÅÀ�½¶²Ã¿�¾ÀÃ¶�²³ÀÆÅ�º¿Å¶ÃÇ²½ʉ
class content, common tones under transposition, composing out, and hexachordal 
´À¾³º¿²ÅÀÃº²½ºÅÊʇ� �¹¶� ȱ¿²½� ´¹²ÁÅ¶Ã� ²µµÃ¶ÄÄ¶Ä� ÁÀÄÅʉÅÀ¿²½� ·ÀÃ¾ʁ� ÄÁ¶´ºȱ´²½½Ê� ¹ÀÈ�
¾Àµ¶Ã¿�´À¾ÁÀÄ¶ÃÄ�µ¶²½�ÈºÅ¹�ÅÃ²µºÅºÀ¿²½�ÅÀ¿²½�·ÀÃ¾Ä�ÄÆ´¹�²Ä�Á¶ÃºÀµÄʁ�Ä¶¿Å¶¿´¶Äʁ�²¿µ�
sonatas, and additionally introduces moment form, collage form, and form as process.

Musical Examples

Both texts include an abundance of musical examples that illustrate concepts 
´½¶²Ã½Ê�²¿µ�¶Ȯ¶´ÅºÇ¶½Êʇ��¹ºÄ�¶¿´ÀÆÃ²¸¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�²ÁÁÃÀ²´¹�½¶²Ã¿º¿¸�¾ÆÄº´�Å¹¶ÀÃÊ�
Å¹ÃÀÆ¸¹�²�¾Æ½Åº¾Àµ²½�ÁÃÀ´¶ÄÄʇ��ÅÆµ¶¿ÅÄ�Ã¶²µ�²³ÀÆÅ�²�́ À¿´¶ÁÅʁ�Ä¶¶�ºÅ�ÈºÅ¹º¿�Å¹¶�́ À¿Å¶ÉÅ�
À·�²�Ä´ÀÃ¶ʁ�²¿µ�¹¶²Ã�¹ÀÈ�Å¹¶�´À¿´¶ÁÅ�ÄÀÆ¿µÄ�º¿�Å¹ºÄ�´À¿Å¶ÉÅʇ��¹¶ÀÃÊ�Å¶ÉÅÄ�ÈºÅ¹�½²Ã¸¶�
¿Æ¾³¶ÃÄ�À·�¾ÆÄº´²½�¶É²¾Á½¶Ä�²½ÄÀ� º¿ÅÃÀµÆ´¶�ÄÅÆµ¶¿ÅÄ� ÅÀ�²�Äº¸¿ºȱ´²¿Å�Ã¶Á¶ÃÅÀºÃ¶�À·�
¾ÆÄº´²½�ÈÀÃ¼Äʇ��µµºÅºÀ¿²½½Êʁ�Å¹¶Ã¶�²Ã¶�¶¿ÀÆ¸¹�¶É²¾Á½¶Ä�º¿�³ÀÅ¹�Å¶ÉÅÄ�·ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�
ÅÀ�ÆÄ¶ʁ�Ã¶µÆ´º¿¸�Å¹¶�¿¶¶µ�ÅÀ�ȱ¿µ�²ÁÁÃÀÁÃº²Å¶�¶É²¾Á½¶Ä�À¿�Å¹¶ºÃ�ÀÈ¿ʇ

Though musical examples are certainly central to both texts, they function in 
´À¿ÅÃ²ÄÅº¿¸�È²ÊÄʇ�The Musician’s Guide tends to explain concepts in prose, and score 
¶É´¶ÃÁÅÄ�·ÃÀ¾�Å¹¶�½ºÅ¶Ã²ÅÆÃ¶�µ¶¾À¿ÄÅÃ²Å¶�¹ÀÈ�ÄÆ´¹�´À¿´¶ÁÅÄ�ÈÀÃ¼ʇ��·Å¶¿ʁ�¶É²¾Á½¶Ä�
appear in the middle of an explanation in order to guide the reader to understanding 
Å¹ÃÀÆ¸¹� Ä¶¶º¿¸� ²¿µ� ¹¶²Ãº¿¸� ²�¾ÆÄº´²½� ÈÀÃ¼ʇ� �É²¾Á½¶Ä� ²Ã¶� ²¿¿ÀÅ²Å¶µ� ÅÀ� º½½ÆÄÅÃ²Å¶�
Å¹¶� ÅÀÁº´� ²Å� ¹²¿µʁ�È¹º½¶� º¿´ÀÃÁÀÃ²Åº¿¸� ²¿²½ÊÅº´²½� ´À¿´¶ÁÅÄ� ·ÃÀ¾�ÁÃ¶ÇºÀÆÄ� ´¹²ÁÅ¶ÃÄʇ�
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�¿¿ÀÅ²ÅºÀ¿Ä�¸¶¿¶Ã²½½Ê�º¿´½Æµ¶�Ç²ÃºÀÆÄ�´À¾³º¿²ÅºÀ¿Ä�À·�¼¶Ê�½²³¶½Äʁ��À¾²¿�¿Æ¾¶Ã²½Äʁ�
ȱ¸ÆÃ¶µ�³²ÄÄʁ�´²µ¶¿´¶�ÅÊÁ¶Äʁ�·Æ¿´ÅºÀ¿²½�²¿²½ÊÄºÄʁ�²¿µ�È¹²Å¶Ç¶Ã�¶½Ä¶�ºÄ�Ã¶½¶Ç²¿Å�ÅÀ�Å¹¶�
ÁÃ¶Ä¶¿Å�´¹²ÁÅ¶Ãʁ�È¹º½¶�¼¶¶Áº¿¸�Å¹¶�Ä´ÀÃ¶�´½¶²¿�²¿µ�Ã¶²µ²³½¶�ÈºÅ¹�ÄÁ²´¶�·ÀÃ�·ÆÃÅ¹¶Ã�
notes and annotations.

The Concise Introduction�²½ÄÀ�º¿ÅÃÀµÆ´¶Ä�´À¿´¶ÁÅÄ�ȱÃÄÅ�º¿�ÁÃÀÄ¶ʁ�³ÆÅ�ºÅÄ�¾ÆÄº´²½�
examples do not merely demonstrate the topics. Instead, heavily annotated scores 
encourage the learning of concepts through a deeper exploration of the examples 
Å¹¶¾Ä¶½Ç¶Äʇ� �¹¶� ²¿¿ÀÅ²ÅºÀ¿Äʁ� È¹º´¹� ÆÄÆ²½½Ê� º¿´½Æµ¶� ³ÀÉ¶µ� Å¶ÉÅ� Ã²Å¹¶Ã� Å¹²¿� »ÆÄÅ�
¾²Ã¼º¿¸Ä� ²¿µ� ½²³¶½Äʁ� ¾º¾º´� ¹ÀÈ� ²¿� º¿ÄÅÃÆ´ÅÀÃ� ¾º¸¹Å� È²½¼� ÄÅÆµ¶¿ÅÄ� Å¹ÃÀÆ¸¹� ²¿�
²¿²½ÊÄºÄ�º¿�´½²ÄÄʇ��µµºÅºÀ¿²½½Êʁ�Á²ÃÅʉÈÃºÅº¿¸�¶É²¾Á½¶Ä�À·Å¶¿�²ÁÁ¶²Ã�º¿�Á²ºÃÄ�ÀÃ�¸ÃÀÆÁÄʁ�
ÈºÅ¹�²Å� ½¶²ÄÅ�À¿¶�¶É²¾Á½¶� ½²³¶½¶µ� ʖ¸ÀÀµʗ�²¿µ�À¿¶� ½²³¶½¶µ� ʖÁÀÀÃʇʗ� ʖ�ÀÀÃʗ�¶É²¾Á½¶Ä�
Ä¹ÀÈ�¶ÃÃÀÃÄ�ÀÃ� ½¶ÄÄ�µ¶ÄºÃ²³½¶� ÄÀ½ÆÅºÀ¿Ä�ÈºÅ¹� ½Æ´ºµ� Ã¶²ÄÀ¿Ä�why some solutions are 
³¶ÅÅ¶Ã�Å¹²¿�ÀÅ¹¶ÃÄʂ�ÄÅÆµ¶¿ÅÄ�²Ã¶�Ä¹ÀÈ¿�¿ÀÅ�À¿½Ê�Å¹²Å�´¶ÃÅ²º¿�¶É²¾Á½¶Ä�ÈÀÃ¼ʁ�³ÆÅ�²½ÄÀ�
È¹Ê�ÀÅ¹¶ÃÄ�µÀ�¿ÀÅʇ��µµÃ¶ÄÄº¿¸�´À¾¾À¿�¶ÃÃÀÃÄ�È¹º½¶�ÁÃ¶Ä¶¿Åº¿¸�²�¿¶È�ÅÀÁº´�´²¿�³¶�
²¿�¶Ȯ¶´ÅºÇ¶�È²Ê�À·�ÁÃ¶Ç¶¿Åº¿¸�ÄÅÆµ¶¿ÅÄ�·ÃÀ¾�¾²¼º¿¸�ÄÆ´¹�¾ºÄÅ²¼¶Ä�Å¹¶¾Ä¶½Ç¶Äʇ��Ç¶¿�
more importantly, this approach can develop a deeper comprehension of concepts by 
building context around basic ideas.

�¹¶�²ÆÅ¹ÀÃÄ�À·�³ÀÅ¹�Å¶ÉÅÄ�µÀ�²¿�¶É´¶½½¶¿Å�»À³�À·�¶ÉÁÀÄº¿¸�Ã¶²µ¶ÃÄ�ÅÀ�²�Èºµ¶�Ã²¿¸¶�
À·�¾ÆÄº´²½�¶É²¾Á½¶Ä�³Ê�́ À¾ÁÀÄ¶ÃÄ�·ÃÀ¾�Æ¿µ¶ÃÃ¶ÁÃ¶Ä¶¿Å¶µ�̧ ÃÀÆÁÄʇ��¶�²¸Ã¶¶�ÈºÅ¹��½½º¶�
�ʇ��ºÄ²¾²�Å¹²Å�µºÇ¶ÃÄº·Êº¿¸�Å¹¶�´À¾ÁÀÄ¶ÃÄ�È¶�º¿ÅÃÀµÆ´¶�ÅÀ�ÀÆÃ�ÄÅÆµ¶¿ÅÄ�ʖºÄ�´ÃºÅº´²½�ÅÀ�
²�ÅÃ²¿Ä·ÀÃ¾²ÅºÇ¶ʁ�º¿Å¶ÃÄ¶´ÅºÀ¿²½ʁ�¾ÀÃ¶�º¿´½ÆÄºÇ¶�¾ÆÄº´�Å¹¶ÀÃÊ�Á¶µ²¸À¸Êʗ�ÄÀ�Å¹²Å�ʖÈ¶�
È¹À�Å¶²´¹�¾ÆÄº´�Å¹¶ÀÃÊ�́ ²¿�²º¾�ÅÀ�Ã¶²´¹�²�¾ÀÃ¶�µºÇ¶ÃÄ¶�ÄÅÆµ¶¿Å�ÁÀÁÆ½²ÅºÀ¿ʗ�ʯ�ºÄ²¾²ʁ�
262). The Concise Introduction� º¿´½Æµ¶Ä� ÀÇ¶Ã�ȱ·ÅÊ� µºȮ¶Ã¶¿Å�ÈÀ¾¶¿� ´À¾ÁÀÄ¶ÃÄ� ²¿µ�
ÀÇ¶Ã�ȱ·ÅÊ�¶É²¾Á½¶Ä�³Ê�������´À¾ÁÀÄ¶ÃÄʇ�The Musician’s Guide includes at least one 
¶É²¾Á½¶�³Ê�²�ÈÀ¾²¿�º¿�¶Ç¶ÃÊ�́ ¹²ÁÅ¶Ãʁ�²¿µ�Å¹¶�¿Æ¾³¶Ã�À·�ÈÀ¾¶¿�²¿µ�������́ À¾ÁÀÄ¶ÃÄ�
Ã¶ÁÃ¶Ä¶¿Å¶µ�ºÄ�Äº¸¿ºȱ´²¿Å½Ê�¹º¸¹¶Ã�Å¹²¿�Å¹²Å�À·�ÁÃ¶ÇºÀÆÄ�¶µºÅºÀ¿Äʇ��ÉÁ²¿µº¿¸�Å¹¶�́ ²¿À¿�
ÅÀ�º¿´½Æµ¶�¾ÀÃ¶�µºÇ¶ÃÄ¶�´À¾ÁÀÄ¶ÃÄ�ºÄ�ÄÆ´¹�²�´ÃÆ´º²½�²¿µ�ÁÀÄºÅºÇ¶�´¹²¿¸¶�·ÀÃ�Å¹¶�ȱ¶½µ�
À·�¾ÆÄº´�Å¹¶ÀÃÊʁ�²¿µ�È¶�²Ã¶�¶¿´ÀÆÃ²¸¶µ�ÅÀ�Ä¶¶�Å¹¶Ä¶�²ÆÅ¹ÀÃÄ�´À¾¾ºÅÅ¶µ�ÅÀ�Å¹ºÄ�ºµ¶²½ʇ

In addition to diversity of composers, it is important for students to be exposed 
to a variety of genres, styles, and instrumentations. The Concise Introduction includes 
¾²¿Ê� ¶É²¾Á½¶Ä� ·ÀÃ� º¿ÄÅÃÆ¾¶¿ÅÄ� ÀÅ¹¶Ã� Å¹²¿� Å¹¶� Áº²¿Àʇ� �ÀÄÅ� ¿ÀÅ²³½Êʁ� ºÅ� º¿´½Æµ¶Ä�
numerous examples for classical guitar, an instrument that is often neglected in theory 
Å¶ÉÅÄʁ�³ÆÅ�ºÄ�À·Å¶¿�Á½²Ê¶µ�³Ê�²�ÄÆ³ÄÅ²¿Åº²½�¿Æ¾³¶Ã�À·�ÄÅÆµ¶¿ÅÄʇ��²¿Ê�À·�Å¹¶�¶É²¾Á½¶Ä�
º¿� Å¹¶�Á¹ÊÄº´²½� Å¶ÉÅ³ÀÀ¼�²Ã¶� ÅÃÆ¿´²Å¶µ� ÅÀ�Ä¹ÀÈ�À¿½Ê�¶¿ÀÆ¸¹�¾ÆÄº´� ÅÀ� º½½ÆÄÅÃ²Å¶� Å¹¶�
concept, but extended versions of the examples, both scores and recordings, can be 
²´´¶ÄÄ¶µ�À¿½º¿¶�º¿�Å¹¶�¶ʉ³ÀÀ¼ʇ��¹¶�³Ã¶ÇºÅÊ�²¿µ�Äº¾Á½º´ºÅÊ�À·�¶É²¾Á½¶Ä�ºÄ�ÁÃ²´Åº´²½�º¿�
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saving space—certainly one of the strengths of the Concise Introduction—and most 
¶É²¾Á½¶Ä�º¿�Å¹¶�³ÀÀ¼�́ ²¿�³¶�¾ÀÃ¶�ÀÃ�½¶ÄÄ�¶²Äº½Ê�µ¶¾À¿ÄÅÃ²Å¶µ�²Å�²�Áº²¿Àʇ��¶Ç¶ÃÅ¹¶½¶ÄÄʁ�
instructors should both encourage students to access the longer online examples on 
Å¹¶ºÃ�ÀÈ¿�²¿µ�ÈÀÃ¼�ÈºÅ¹�Å¹¶¾�º¿�´½²ÄÄʁ�ÄÀ�ÄÅÆµ¶¿ÅÄ�Ä¶¶�²¿µ�¹¶²Ã�Å¹¶�·Æ½½¶Ã�´À¿Å¶ÉÅ�²¿µ�
discover a more expansive repertoire.

In contrast, The Musician’s Guide includes slightly longer examples in the text, 
though the authors do encourage readers to adopt their supplemental anthology, 
È¹º´¹�º¿´½Æµ¶Ä�²�Ç²Ãº¶ÅÊ�À·�´À¾Á½¶Å¶�Áº¶´¶Äʇ��É²¾Á½¶Ä�º¿�The Musician’s Guide tend 
to use more varied instrumentation and open scoring, prompting students to practice 
Ã¶²µº¿¸�¾Æ½ÅºÁ½¶�ÄÅ²Ç¶Ä�²¿µ�´½¶·Ä�²Å�À¿´¶ʇ��¹ÀÆ¸¹�È¶�ÈÀÆ½µ�½º¼¶�ÅÀ�Ä¶¶�²¿�¶Ç¶¿�¸Ã¶²Å¶Ã�
µºÇ¶ÃÄºÅÊ�À·�´À¾ÁÀÄ¶ÃÄʁ�ÄÅÊ½¶Äʁ�¸¶¿Ã¶Äʁ�²¿µ�º¿ÄÅÃÆ¾¶¿Å²ÅºÀ¿�º¿�³ÀÅ¹�Å¶ÉÅÄʁ�Å¹¶Ä¶�¿¶È�
¶µºÅºÀ¿Ä�Å²¼¶�²�Äº¸¿ºȱ´²¿Å�ÄÅ¶Á�ÅÀÈ²Ãµ�¾ÀÃ¶�¶ÂÆ²½�Ã¶ÁÃ¶Ä¶¿Å²ÅºÀ¿ʇ

�·� ÄÁ¶´º²½� ¿ÀÅ¶� ²Ã¶� Å¹¶� ÅÈÀ� ¶¿ÅºÃ¶� ´¹²ÁÅ¶ÃÄ� µ¶ÇÀÅ¶µ� ÅÀ� ÁÀÁÆ½²Ã� ¾ÆÄº´� º¿� The 

Musician’s Guideʃ�À¿¶�À¿� »²ËË�²¿µ�³½Æ¶Äʁ�²¿µ�À¿¶�À¿�¾ÀÃ¶�Ã¶´¶¿Å� ÅÃ¶¿µÄʁ� º¿´½Æµº¿¸�
rap and hip-hop. Instead of simply inserting popular music to demonstrate a classical 
concept, these chapters discuss more appropriate analytical approaches for popular 
ÄÅÊ½¶Äʇ� �½Å¹ÀÆ¸¹� À¿½Ê� ³Ãº¶·� ÀÇ¶ÃÇº¶ÈÄʁ� Å¹¶Ê� º¿ÅÃÀµÆ´¶� ½¶²µ� Ä¹¶¶Å� ÄÊ¾³À½Äʁ� ¸ÆºÅ²Ã�
tablature, intensity graphs, phrase analysis, poetic devices in rap, and performance 
´À¾Á²ÃºÄÀ¿Äʇ��¹¶�Á½²´¶¾¶¿Å�À·�Å¹¶Ä¶�´¹²ÁÅ¶ÃÄ�²Å�Å¹¶�¶¿µ�À·��²ÃÅ�����¾²¼¶Ä�Å¹¶¾�¶²ÄÊ�
¶¿ÀÆ¸¹�ÅÀ�Ä¼ºÁʁ�²½Å¹ÀÆ¸¹�È¶�²³ÄÀ½ÆÅ¶½Ê�¶¿´ÀÆÃ²¸¶�º¿ÄÅÃÆ´ÅÀÃÄ�ÅÀ�¾²¼¶�Åº¾¶�·ÀÃ�Å¹¶¾ʇ�
�²¿Ê�ÄÅÆµ¶¿ÅÄ�ºµ¶¿Åº·Ê�´½ÀÄ¶½Ê�ÈºÅ¹�ÁÀÁÆ½²Ã�¾ÆÄº´ʂ�Å¹¶Ä¶�´¹²ÁÅ¶ÃÄ�µ¶¾À¿ÄÅÃ²Å¶�Å¹²Å�
²½½�ÄÅÊ½¶Ä�À·�¾ÆÄº´�¹²Ç¶�Ç²½Æ¶ʁ�³ÆÅ�¾²Ê�³¶¿¶ȱÅ�·ÃÀ¾�²½Å¶Ã¿²ÅºÇ¶�¾Àµ¶Ä�À·�²¿²½ÊÄºÄʇ

Conclusion

Both The Musician’s Guide to Theory and Analysis and Concise Introduction to 

Tonal Harmony� ²Ã¶� ÄÅÃÀ¿¸� Å¶ÉÅ³ÀÀ¼Ä� Å¹²Å� Èº½½� ÄÆ´´¶ÄÄ·Æ½½Ê� ¶¿¹²¿´¶� ¾ÆÄº´� Å¹¶ÀÃÊ�
º¿ÄÅÃÆ´ÅºÀ¿ʇ��¹º½¶�¶²´¹�Å¶ÉÅ�¹²Ä�¿Æ¾¶ÃÀÆÄ�³¶¿¶ȱÅÄʁ�Å¹¶�µºȮ¶Ã¶¿´¶Ä�³¶ÅÈ¶¶¿�Å¹¶�ÅÈÀ�
ÁÃÀ¾ÁÅ�ÆÄ�ÅÀ�¾²¼¶�́ ¶ÃÅ²º¿�Ã¶´À¾¾¶¿µ²ÅºÀ¿Ä�³²Ä¶µ�À¿�Å¹¶�¿¶¶µÄ�À·�ÄÁ¶´ºȱ´�º¿ÄÅÃÆ´ÅÀÃÄ�
and students.

�¶´²ÆÄ¶�À·� ºÅÄ�µ¶Å²º½¶µ�¶ÉÁ½²¿²ÅºÀ¿Ä�²¿µ�¿Æ¾¶ÃÀÆÄ�ÄÆÁÁ½¶¾¶¿Å²½�¾²Å¶Ãº²½Äʁ�È¶�
believe The Musician’s Guide�ÈÀÆ½µ�¶ÄÁ¶´º²½½Ê�³¶¿¶ȱÅ�º¿¶ÉÁ¶Ãº¶¿´¶µ�Å¹¶ÀÃÊ�Å¶²´¹¶ÃÄʁ�
¿À¿ʉÄÁ¶´º²½ºÄÅÄʁ� ÀÃ� º¿ÄÅÃÆ´ÅÀÃÄ�ÈºÅ¹� ½º¾ºÅ¶µ� Åº¾¶�²¿µ� Ã¶ÄÀÆÃ´¶Äʁ� ÄÆ´¹�²Ä� ´À¿Åº¿¸¶¿Å�
·²´Æ½ÅÊ� ²¿µ� Å¹ÀÄ¶� ÈºÅ¹� ¹¶²ÇÊ� ´ÀÆÃÄ¶� ½À²µÄʇ� �¿ÄÅÃÆ´ÅÀÃÄ� ´²¿� µÃ²È� À¿� È¹²Å� The 

Musician’s Guide�ÀȮ¶ÃÄ�ÈºÅ¹ÀÆÅ�¹¶²ÇÊ�ÄÆÁÁ½¶¾¶¿Å²ÅºÀ¿ʇ��¹ÀÄ¶�¿¶¶µº¿¸�ÅÀ�³ÃÆÄ¹�ÆÁ�À¿�
ÄÀ¾¶�´À¿´¶ÁÅÄ�³¶·ÀÃ¶�Å¶²´¹º¿¸�´²¿�ȱ¿µ�Å¹¶�º¿·ÀÃ¾²ÅºÀ¿�µºÃ¶´Å½Ê�º¿�Å¹¶�Å¶ÉÅ³ÀÀ¼�²¿µ�
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ancillary materials. Because of the breadth of topics covered in such detail, this text 
´ÀÆ½µ�Ã¶²½ºÄÅº´²½½Ê�ÈÀÃ¼�·ÀÃ�²¿�¶¿ÅºÃ¶�¾ÆÄº´�Å¹¶ÀÃÊ�Ä¶ÂÆ¶¿´¶ʁ�º¿´½Æµº¿¸�·Æ¿µ²¾¶¿Å²½Äʁ�
·ÀÃ¾ʁ� ²¿µ� ÁÀÄÅʉÅÀ¿²½� ²¿²½ÊÄºÄʁ� Å¹ÀÆ¸¹� È¶� ÈÀÆ½µ� Ã¶´À¾¾¶¿µ� ÄÆÁÁ½¶¾¶¿Å²ÅºÀ¿� ·ÀÃ�
these latter three topics.

In general, The Musician’s Guide pushes conceptually deeper than the Concise 

Introductionʁ�ÈºÅ¹�¾ÀÃ¶�µ¶Å²º½¶µ�¶ÉÁ½²¿²ÅºÀ¿Äʁ�²�½²Ã¸¶�¿Æ¾³¶Ã�À·�¶É²¾Á½¶Äʁ�²¿µ�³À¿ÆÄ�
·¶²ÅÆÃ¶Ä�ÅÀ�´À¿Å¶ÉÅÆ²½ºË¶�Å¹¶�¾²º¿�´À¿´¶ÁÅÄʇ��¹ºÄ�½¶Ç¶½�À·�µ¶Å²º½�Èº½½�²ÁÁ¶²½�ÅÀ�´¶ÃÅ²º¿�
types of students, such as those especially curious about theory and analysis, and more 
²µÇ²¿´¶µ�ÄÅÆµ¶¿ÅÄ�È¹À�¸Ã²ÄÁ�³²Äº´�´À¿´¶ÁÅÄ�ÂÆº´¼½Êʇ��º¾º½²Ã½Êʁ� Å¹¶�Å¶ÉÅ³ÀÀ¼�ÈÀÃ¼Ä�
È¶½½�²Ä�²�Ã¶ÄÀÆÃ´¶�³¶ÊÀ¿µ�Å¹¶�³ÀÆ¿µÄ�À·�²�Å¹¶ÀÃÊ�Ä¶ÂÆ¶¿´¶�·ÀÃ�Å¹ÀÄ¶�È¹À�²ÁÁÃ¶´º²Å¶�
clear examples and thorough explanations of topics. 

	ÀÃ� ¶ÉÁ¶Ãº¶¿´¶µ� Å¹¶ÀÃÊ� º¿ÄÅÃÆ´ÅÀÃÄ� È¹À� ¹²Ç¶� ²½Ã¶²µÊ� ´À¾Áº½¶µ� Å¹¶ºÃ� ÀÈ¿�
supplementary materials, the Concise Introduction�ºÄ�²¿�ºµ¶²½�Å¶ÉÅ³ÀÀ¼ʇ��ÅÄ�ȷ¶Éº³º½ºÅÊ�
²¿µ� Äº¾Á½º´ºÅÊ� ²½½ÀÈ� ·ÀÃ� ºÅÄ� ²µ²ÁÅ²ÅºÀ¿� º¿ÅÀ� ²� Ç²Ãº¶ÅÊ�À·� ´ÆÃÃº´Æ½Æ¾�ÄÅÃÆ´ÅÆÃ¶Ä� ²¿µ�
formats. Though its form and post-tonal sections are less comprehensive than those 
in The Musician’s Guideʁ�Å¹¶Ê�ÄÅº½½�ÁÃÀÇºµ¶�²¿�¶Ȯ¶´ÅºÇ¶�º¿ÅÃÀµÆ´ÅºÀ¿�ÅÀ�Å¹¶Ä¶�´À¿´¶ÁÅÄ�
²¿µ�´ÀÆ½µ�ȱÅ�º¿ÅÀ�²�´ÆÃÃº´Æ½Æ¾�´¹º¶ȷÊ�·À´ÆÄ¶µ�À¿�ÅÀ¿²½�¹²Ã¾À¿Ê�²¿µ�Á²ÃÅ�ÈÃºÅº¿¸ʇ

To us, the prose in the Concise Introduction�Ã¶²µÄ�½º¼¶�Å¹¶�¿ÀÅ¶Ä�È¶�¹ÀÁ¶�ÄÅÆµ¶¿ÅÄ�
Å²¼¶�µÆÃº¿¸�ÀÆÃ�Å¹¶ÀÃÊ�´½²ÄÄ¶Äʇ��¹¶�³Ã¶ÇºÅÊ�²¿µ�·À´ÆÄ�À·�Å¹ºÄ�Å¶ÉÅ³ÀÀ¼�Èº½½�ÈÀÃ¼�È¶½½�
·ÀÃ�ÄÅÆµ¶¿ÅÄ�È¹À�ÁÃ¶·¶Ã�Ä¹ÀÃÅ�Ã¶²µº¿¸�²ÄÄº¸¿¾¶¿ÅÄʇ��Ä�²�Ã¶·¶Ã¶¿´¶�Å¶ÉÅʁ�Å¹¶�Concise 

Introduction� ÁÃÀÇºµ¶Ä� ¶²ÄÊʉÅÀʉ½À´²Å¶ʁ� ´½¶²Ã� µ¶ȱ¿ºÅºÀ¿Ä� Å¹²Å� ²Ã¶� ²³½¶� ÅÀ� ³¶� ¸½¶²¿¶µ�
ÈºÅ¹ÀÆÅ�̧ ¶ÅÅº¿¸�³À¸¸¶µ�µÀÈ¿�º¿�ÅÀÀ�¾²¿Ê�µ¶Å²º½Äʁ�¾²¼º¿¸�ºÅ�ÄÆºÅ²³½¶�·ÀÃ�²�³²Äº´�Ã¶Çº¶È�
ÀÃ� ÂÆº´¼� ´½²Ãºȱ´²ÅºÀ¿� À·� ²� Á²ÃÅº´Æ½²Ã� ´À¿´¶ÁÅʇ��²¿Ê� ÄÅÆµ¶¿ÅÄ�Èº½½� ³¶¿¶ȱÅ� ·ÃÀ¾� Å¹¶�
¸Æºµ¶µ�È²½¼Å¹ÃÀÆ¸¹�À·�Å¹¶�²¿¿ÀÅ²Å¶µ�¶É²¾Á½¶Äʇ��¿´½ÆÄºÀ¿�À·�³ÀÅ¹�ʖ
ÀÀµʗ�²¿µ�ʖ�ÀÀÃʗ�
examples anticipates and addresses common missteps, so students can expand their 
Æ¿µ¶ÃÄÅ²¿µº¿¸�À·�´À¿´¶ÁÅÄ�²¿µ�²ÇÀºµ�ÄÆ´¹�¾ºÄÅ²¼¶Äʇ��¹¶�Ä¾²½½�³ÀÀ¼�ºÄ�ÁÃ²´Åº´²½�·ÀÃ�
students to carry, although they can access nearly everything needed online. This 
¶Ȯ¶´ÅºÇ¶�ÆÄ¶�À·�Å¶´¹¿À½À¸Ê�´Ã¶²Å¶Ä�¾ÀÃ¶�ÀÁÅºÀ¿Ä�·ÀÃ�²´´¶ÄÄº³º½ºÅÊ�²¿µ�ÄÆÄÅ²º¿²³º½ºÅÊʇ

�¶� ²ÁÁÃ¶´º²Å¶� Å¹¶� Ç²Ãº²¿´¶Ä� ³¶ÅÈ¶¶¿� Å¹¶Ä¶� Å¶ÉÅ³ÀÀ¼Ä� ³¶´²ÆÄ¶� À·� Å¹¶� Ç²ÄÅ�
µºȮ¶Ã¶¿´¶Ä� Å¹²Å� ¶ÉºÄÅ� ²¾À¿¸� º¿ÄÅÃÆ´ÅÀÃÄʁ� ÄÅÆµ¶¿ÅÄʁ� ²¿µ� Å¹¶� Ä´¹ÀÀ½Ä� ²¿µ� ÁÃÀ¸Ã²¾Ä�
ÈºÅ¹º¿�È¹º´¹� Å¹¶Ê� Ã¶Äºµ¶ʇ� �Ê� Ä¶½¶´Åº¿¸� ¶ºÅ¹¶Ã�The Musician’s Guide or the Concise 

Introductionʁ�º¿ÄÅÃÆ´ÅÀÃÄ�´²¿�ȱ¿µ�È¹²Å�³¶ÄÅ�ȱÅÄ�Å¹¶�¿¶¶µÄ�À·�Å¹¶ºÃ�ÄÅÆµ¶¿ÅÄ�ÈºÅ¹ÀÆÅ�
Ä²´Ãºȱ´º¿¸�ÂÆ²½ºÅÊ�Á¶µ²¸À¸Ê�ÀÃ�¶ÉÁÀÄÆÃ¶�ÅÀ�²�¾ÀÃ¶�µºÇ¶ÃÄ¶�²¿µ�¶ÂÆºÅ²³½¶�Ã¶Á¶ÃÅÀºÃ¶ʇ
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Teaching Music Theory: New Voices and Approaches

Ý
Jennifer Snodgrass acknowledges the increased interest in music theory pedagogy 

and claims that “the time for dialogue regarding new philosophies, teaching approaches, 

and curricula is now” (ix). The goal of her book is “to continue that dialogue with a 

comprehensive text highlighting general approaches in teaching both music theory 

and aural skills, including topics in curriculum, assessment, classroom environment, 

and other points of relevance such as undergraduate research and professional 

development for the graduate student” (ix). In her 1987 review of Michael Rogers’s 

seminal 1984 book, Teaching Approaches in Music Theory, Dorothy Payne expresses 

her “most hoped-for goal” of “bringing the book to the attention of the bright, young 

graduate student.”
1
 Snodgrass’s book (with the wealth of additional online material

2
) 

is an excellent textbook for any graduate music theory pedagogy course, as well as a 

valuable resource for current teachers and undergraduate music majors, both those 

interested in pursuing graduate work in music theory and music education majors 

preparing to teach high school music theory.

The “new voices and approaches” methodology in this book grew out of 

�¿Àµ¸Ã²ÄÄʓÄ��Ȯ¶´ÅºÇ¶��¶²´¹º¿¸��ÃÀ»¶´Åʁ�²�ÄÅÆµÊ�À·�Å¹¶ÀÃÊ�Å¶²´¹¶ÃÄ�Äº¾º½²Ã�ÅÀ��¶¿��²º¿ʓÄ�
2004 book, What the Best College Teachers Do.

3� �ÀÅ¹� �¿Àµ¸Ã²ÄÄ� ²¿µ� �²º¿� ºµ¶¿Åº·Ê�
¹º¸¹½Ê� ¶Ȯ¶´ÅºÇ¶� Å¶²´¹¶ÃÄʨ�¿Àµ¸Ã²ÄÄ� ÄÅÆµº¶Ä� ЇЄ� ²¿µ� �²º¿� ÄÅÆµº¶Ä� ЄϾʦЅϾʁ� ³ÆÅ� À¿½Ê�
“three dozen of them extensively.”

4
 The procedure Snodgrass uses to assemble her 

impressive list of instructors from a variety of institutions appears less rigorous than 

Å¹²Å�À·��²º¿ʓÄʁ5�²¿µ�¹¶Ã�ÄÅÆµÊ�µºȮ¶ÃÄ�·ÃÀ¾�¹ºÄ�º¿�Å¹¶�²¾ÀÆ¿Å�À·�Åº¾¶�ÄÁ¶¿Å�ÈºÅ¹�¶²´¹�
º¿ÄÅÃÆ´ÅÀÃʂ�È¹¶Ã¶²Ä��²º¿�À³Ä¶ÃÇ¶µ�¹ºÄ�Á²ÃÅº´ºÁ²¿ÅÄ�·ÀÃ�²�Ä¶¾¶ÄÅ¶Ã�ÀÃ�¾ÀÃ¶ʁ��¿Àµ¸Ã²ÄÄ�

1  Payne (1987, 200).

2  I am limiting my remarks in this review to the printed book. While the online materials provide 
abundant additions, evaluating them is beyond the scope of a single review.

3  Bain (2004).

4  Bain (2004, 4).

5  Bain (2004, 181–90).

Reviewed by ANTHONY J. KOSAR

by Jennifer Snodgrass
New York: Oxford University Press, 2020. 311 pages + xviii.
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observed each participant for one or two class periods. Her work, however, replaces 

Å¹¶�µ¶ÁÅ¹�²´¹º¶Ç¶µ�³Ê��²º¿�ÈºÅ¹�²�³Ã¶²µÅ¹�À·�ÄÅÆµÊº¿¸�¾ÀÃ¶� º¿ÄÅÃÆ´ÅÀÃÄ� º¿�Ç²ÃºÀÆÄ�
circumstances.

Snodgrass lists “the teachers represented in this text, whether through an on-site 

observation, in conversation, or in survey responses” together with their institutions 

(xi-xv). The following table provides an overview of the number of teachers in each 

institution type and the number of institutions and states represented to illustrate 

the scope of her two-year study accomplished through her teaching observations in 

17 states.

Institution Type Instructors Institutions  States
High Schools 27 27 12
Community Colleges/2-Year Institutions 2 2 2
Liberal Arts/Private Colleges & Universities 18 12 8
4-Year State Institutions (Teaching Intensive) 21 12 8
4-Year Institutions (Research Intensive) 19 11 11
Conservatories 6 4 3
Other 3 2 2
Totals 96 70 26

Table 1 
Overview of Participants in the Effective Teaching Project.

�¹¶�²ÆÅ¹ÀÃ�´À¾³º¿¶Ä�¹¶Ã�Ã¶Ä¶²Ã´¹�º¿�Å¹¶�ȱ¶½µ�À·�¾ÆÄº´�Å¹¶ÀÃÊ�Á¶µ²¸À¸Êʁ�¹¶Ã�ЀϾ�Ê¶²ÃÄ�
of college teaching experience, and her observations of the participants by presenting 

¶É²¾Á½¶Ä� ·ÃÀ¾�¹¶Ã� ÀÈ¿� Å¶²´¹º¿¸� ²¿µ� µ¶Ä´ÃºÁÅºÀ¿Ä� À·� ÀÅ¹¶Ã� ¶Ȯ¶´ÅºÇ¶� Å¶²´¹¶ÃÄʇ��¶Ã�
writing style is concise, straightforward, and easy to understand, with thought-

provoking detail and relatable, pertinent narratives. The book contains general 

teaching advice and its application to music theory (Chapters 1, 2, 3, 8 and 9), the 

ʖ¿ÆÅÄ�²¿µ�³À½ÅÄʗ�À·�Å¶²´¹º¿¸�¾ÆÄº´�Å¹¶ÀÃÊ�ʯ�¹²ÁÅ¶ÃÄ�Ђʁ�Ѓʁ�Єʁ�²¿µ�Ѕʰʁ�²¿µ�³ÃÀ²µ¶Ãʁ�¾ÀÃ¶�
general topics (Chapters 10 and 11).

In Chapter 1, “The Golden Circle: ‘Why,’ ‘How,’ and ‘What,’” Snodgrass stresses the 

importance of asking these questions in order to establish a “mission” for teaching. 

�¹ÃÀÆ¸¹ÀÆÅ� Å¹¶� ³ÀÀ¼ʁ� Å¹¶� ²ÆÅ¹ÀÃ� ÄÅÃ¶ÄÄ¶Ä� Å¹¶ºÃ� ²ÁÁ½º´²ÅºÀ¿� ²Å� ¶Ç¶ÃÊ� ½¶Ç¶½ʨÅ¹¶�
curriculum, the course, and the individual lesson. Snodgrass uses her answers and 

those provided by colleagues in her study to advocate for theory curriculum reform 
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²Å�³ÀÅ¹�Å¹¶�´À½½¶¸¶�²¿µ�¹º¸¹�Ä´¹ÀÀ½� ½¶Ç¶½Äʇ��¹¶� ºÄ� º¿Å¶Ã¶ÄÅ¶µ�¿ÀÅ�¾¶Ã¶½Ê� º¿�¶Ȯ¶´ÅºÇ¶�
Å¶²´¹º¿¸ʁ� ³ÆÅ� ¶Ȯ¶´ÅºÇ¶� Å¶²´¹º¿¸� ÆÅº½ºËº¿¸� ¿¶È� ²ÁÁÃÀ²´¹¶Ä� ³²Ä¶µ� À¿� Å¹ºÄ� Ã¶·ÀÃ¾ʇ�
Chapter 2, “Why and How: Curriculum and Content,” continues the examination of 

curricular reform, relying heavily on survey responses (both the author’s and other 

Ã¶Ä¶²Ã´¹¶ÃÄʰʇ��¹¶�ȱÃÄÅ�Ä¶´ÅºÀ¿�À·�Å¹ºÄ�́ ¹²ÁÅ¶Ã�¶¿µÄ�³Ê�ÄÆ¾¾²ÃºËº¿¸�¹¶Ã�ÄÆÃÇ¶Ê�Ã¶ÄÆ½ÅÄʁ�
concluding that the vast majority of the teachers in her study consider curricular 

´¹²¿¸¶�¶ÄÄ¶¿Åº²½ʇ��¹¶�ȱ¿²½�Ä¶´ÅºÀ¿�ÁÃ¶Ä¶¿ÅÄ�Å¹¶ÀÃÊ�´ÆÃÃº´Æ½Æ¾Ä�·ÃÀ¾�Å¹Ã¶¶�µºȮ¶Ã¶¿Å�
institutions and a detailed discussion of the theory curriculum reform at her own 

institution, Appalachian State University, illustrating four approaches to curricular 

reform. Chapter 3, “The Classroom Environment,” begins with valuable, general 

advice pertinent to all teachers; topics include respect and rapport, discussion-based 

´½²ÄÄÃÀÀ¾Äʁ�¸ÃÀÆÁʤ´À½½²³ÀÃ²ÅºÇ¶�ÈÀÃ¼ʁ�Å¶´¹¿À½À¸Êʁ�²¿µ�ÁÃ¶Á²Ãº¿¸�·ÀÃ�Å¹¶�ȱÃÄÅ�µ²Êʇ��¿�
²µµºÅºÀ¿�ÅÀ�µ¶Ä´ÃºÁÅºÀ¿Ä�À·�ÄÁ¶´ºȱ´�´½²ÄÄÃÀÀ¾�À³Ä¶ÃÇ²ÅºÀ¿Äʁ�Å¹¶�²ÆÅ¹ÀÃ�²½ÄÀ�º¿´½Æµ¶Ä�
ÄÁ¶´ºȱ´�²ÄÄº¸¿¾¶¿ÅÄ�²¿µ�Å¶´¹¿À½À¸Ê�²´ÅºÇºÅº¶Ä� ·ÃÀ¾�¹¶Ã�ÀÈ¿�Å¶²´¹º¿¸ʇ��¹¶�´¹²ÁÅ¶Ã�
concludes with a section on syllabus design. After an overview of what a syllabus 

should include, the author provides four complete, detailed syllabi from faculty 

¾¶¾³¶ÃÄ�²Å�µºȮ¶Ã¶¿Å�º¿ÄÅºÅÆÅºÀ¿Ä�È¹º´¹�ÁÃÀÇºµ¶�Ä¶Ç¶Ã²½�¶É¶¾Á½²ÃÊ�¾Àµ¶½Ä�·ÀÃ�¿¶È�
theory teachers.

In Chapter 8, “Assessment,” Snodgrass examines various methods of assessing 

and evaluating student progress
Є
 and provides examples of each type. Her discussion 

of each method clearly demonstrates the respect she has for her students, and she 

concludes the chapter with sound advice:

It is neither appropriate nor productive to give evaluation to exhibit power, to advance 
a hidden agenda, or to establish a course’s reputation as a weed-out course. Evaluation 
and assessment should be used to determine students’ learning and growth, and all 
assignments must be designed for that purpose by using a multitude of assessment 
styles (255).

Snodgrass begins Chapter 9, “Empower the Undergraduate,” by juxtaposing two 

¶ÉÅÃ¶¾¶Ä� º¿� ´À½½¶¸¶� ÁÃÀ·¶ÄÄÀÃÄʨÅ¹ÀÄ¶�È¹ÀÄ¶� ʖÁ²ÄÄºÀ¿� ½º¶Ä� º¿� Å¶²´¹º¿¸� ´ÀÃ¶� ´½²ÄÄ¶Ä�
to all musicians” and those who “tend to go through the motions while teaching the 

undergraduate core classes, leaving an abundance of time for their research endeavors,” 

but acknowledges that the vast majority “tend to fall somewhere in between these two 

¸ÃÀÆÁÄʗ�ʯЀЃЄʰʇ��¹¶�Å¹¶¿�µ¶Ä´Ãº³¶Ä�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�¾ÆÄº´�¾²»ÀÃ�³²Ä¶µ�À¿�Ã¶Ä¶²Ã´¹ʁ�
personal experiences, surveys of undergraduate students, and responses from the 

6  This chapter focuses exclusively on assessment of individual student performance, with no 
discussion of curricular assessment of either a particular course or curriculum.
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faculty participants. The chapter addresses the important issue of student motivation 

and ends with examples of engaging undergraduate students by fostering research 

and providing teaching experiences. While both endeavors are worthwhile, the latter 

may not be possible in all situations.

The true “nuts and bolts” of teaching music theory are covered in Chapters 4 

through 7, with many detailed teaching methods used by the author and her study 

participants. Chapter 4, “Teaching Theory on the High School Level,” begins with an 

overview of high school enrollments, observing that the vast majority of students who 

participate in high school music programs, including students in Advanced Placement 

(AP) Music Theory classes, do not major in music. The author thoroughly describes the 

AP Music Theory Exam, including a list of ten institutions’ policies for using AP Exam 

scores. While most of the teaching examples come from AP Music Theory classes, 

they are applicable in non-AP Music Theory and college classes; however, there is 

no discussion of the more general (non-AP) high school theory class. This chapter 

ÀȮ¶ÃÄ�´À½½¶¸¶�·²´Æ½ÅÊ� º¿Äº¸¹Å� º¿ÅÀ�Å¹¶�¶ÉÁ¶Ãº¶¿´¶Ä�À·� Å¹¶�¹º¸¹�Ä´¹ÀÀ½�Å¶²´¹¶ÃÄʁ�ÈºÅ¹�
tables illustrating the typical high school and college professor daily schedules and 

¹º¸¹½º¸¹Åº¿¸�Å¹¶�µºȮ¶Ã¶¿Å�´¹²½½¶¿¸¶Ä�¶²´¹�¶¿´ÀÆ¿Å¶Ã�ʯϿϾЁʦЂʰʇ
�¹¶�Å¶²´¹º¿¸�ÄÆ¸¸¶ÄÅºÀ¿Ä�³¶¸Æ¿� º¿��¹²ÁÅ¶Ã�Ђ�²Ã¶�Äº¸¿ºȱ´²¿Å½Ê� º¿´Ã¶²Ä¶µ� º¿� Å¹¶�

next three chapters: Chapter 5, “Pedagogy of Fundamentals and Diatonic Harmony,” 

�¹²ÁÅ¶Ã�Єʁ�ʖ�¶µ²¸À¸Ê�À·��¹ÃÀ¾²Åº´��²Ã¾À¿Ê�²¿µ�	ÀÃ¾ʁʗ�²¿µ��¹²ÁÅ¶Ã�Ѕʁ�ʖ�¶µ²¸À¸Ê�
of Aural Skills.” Snodgrass begins Chapter 5 by stating: “Most music educators 

and theorists strongly believe in the constant integration of theory into the aural 

skills classroom; however, it seems that in terms of pedagogy, the art of teaching 

ÈÃºÅÅ¶¿� Å¹¶ÀÃÊ� µ¶Ä¶ÃÇ¶Ä� Äº¸¿ºȱ´²¿Å� º¿µºÇºµÆ²½� µºÄ´ÆÄÄºÀ¿ʗ� ʯϿЀЃʰʇ� �¹º½¶� ¿¶Ç¶Ã�
explicitly articulated, it is clear throughout the book that Snodgrass also embraces 

the corollary of this statement: there must be a constant integration of aural skills 

into the written theory classroom. Snodgrass includes advice for including a variety 

À·�²ÆÃ²½�¶É²¾Á½¶Äʨ³ÀÅ¹�ÅÃ²µºÅºÀ¿²½�¾ÆÄº´�·ÃÀ¾�Å¹¶�´½²ÄÄº´²½�´²¿À¿�²¿µ�¾ÀÃ¶�Ã¶´¶¿Å�
popular music. Unfortunately, most of her examples appear after the section on 

fundamentals, where it is especially important to connect the concepts (basic pitch 

notation, key signatures and scales, intervals, and chord construction) to sound from 

the very beginning. The next section treats the teaching of diatonic harmony (Roman 

numerals, harmonic function, and voice leading). While neither section presents a 

comprehensive approach to all of topics covered in a freshman theory class, Snodgrass 

presents especially creative ideas that would be helpful to any theory instructor. The 

author acknowledges near the end of the chapter that “while many of my colleagues 
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were moving away from part-writing in the traditional sense, they were not moving 

away from the teaching of voice leading” (155). She describes two voice leading 

´½²ÄÄ¶ÄʨÀ¿¶�¶É´½ÆÄºÇ¶½Ê�²Å�Å¹¶�¼¶Ê³À²Ãµ�ÆÄº¿¸�¹²Ã¾À¿º´�·Æ¿´ÅºÀ¿ʁ�²¿µ�Å¹¶�ÀÅ¹¶Ã�º¿�²�
¾ÀÃ¶�ÅÃ²µºÅºÀ¿²½�Ä¶ÅÅº¿¸�ÆÄº¿¸�Á²ÃÅʉÈÃºÅº¿¸�ʖÃÆ½¶Äʇʗ��ÀÅ¹�¶É²¾Á½¶Ä�º½½ÆÄÅÃ²Å¶�Å¹²Å�ʖºÅ�
is through musical experience that students are understanding the process of part-

writing and how the voices interact to create true harmonic progression” (155).

�¿��¹²ÁÅ¶Ã�Єʁ��¿Àµ¸Ã²ÄÄ�²ÅÅ¶¾ÁÅÄ�ÅÀ�´ÀÇ¶Ã�²�Äº¸¿ºȱ´²¿Å�²¾ÀÆ¿Å�À·�¾²Å¶Ãº²½ʁ�²¿µ�
her approach is somewhat imbalanced. She begins by restating the importance of 

connecting the aural experience: “‘Always start with sound.’ That was a sentiment 

¹¶²Ãµ�ÀÇ¶Ã�²¿µ�ÀÇ¶Ã�·ÃÀ¾�ÄÀ¾¶�À·�Å¹¶�¾ÀÄÅ�¶Ȯ¶´ÅºÇ¶�Å¹¶ÀÃÊ�Å¶²´¹¶ÃÄ���À³Ä¶ÃÇ¶µʇ��¹¶Ã¶�
ºÄ�¿À�¶É´¶ÁÅºÀ¿�ÅÀ�Å¹ºÄ�ÃÆ½¶ʁ�Ã¶¸²Ãµ½¶ÄÄ�À·�Å¹¶�ÅÀÁº´�Å²Æ¸¹Åʗ�ʯϿЄϿʰʇ��¶Ã�µ¶Å²º½¶µ�¾¶Å¹Àµ�
of teaching secondary function demonstrates her commitment to beginning with 

sound. Using lead sheets with popular music and Disney tunes to present secondary 

functions allows her students to discover concepts aurally, before reading textbook 

explanations. Snodgrass next presents an overview of how she uses similar music to 

introduce mode mixture and borrowed chords, but the treatment is brief and much 

½¶ÄÄ�µ¶Å²º½¶µʇ��¹¶�²ÆÅ¹ÀÃ�ÀȮ¶ÃÄ�²�Å¹ÀÃÀÆ¸¹�¾¶Å¹ÀµÀ½À¸Ê�·ÀÃ�Å¶²´¹º¿¸�²Æ¸¾¶¿Å¶µ�ÄºÉÅ¹�
´¹ÀÃµÄʁ� ³ÆÅ� ¾Æ´¹� ½¶ÄÄ� ÄÁ¶´ºȱ´ºÅÊ� ·ÀÃ� Å¶²´¹º¿¸� Å¹¶� �¶²ÁÀ½ºÅ²¿� ´¹ÀÃµʂ� Ä¹¶� ÄÆ¸¸¶ÄÅÄ�
several musical examples for teaching the latter chord, but none for the augmented 

sixth chords.

�·Å¶Ã� ²¿� ÀÇ¶ÃÇº¶È� À·� Ä¶Ç¶Ã²½� Å¶ÉÅ³ÀÀ¼� µ¶ȱ¿ºÅºÀ¿Ä� À·� ¾ÀµÆ½²ÅºÀ¿ʁ� �¿Àµ¸Ã²ÄÄ�
ÁÃÀÇºµ¶Ä� Å¹¶� Ã¶ÄÆ½ÅÄ�À·�²¿�²ÄÄ¶ÄÄ¾¶¿Å�¸ºÇ¶¿� ÅÀ�ЄЁ�À·�¹¶Ã� ÄÅÆµ¶¿ÅÄ�È¹À�È¶Ã¶�²Ä¼¶µ�
ÅÀ�ºµ¶¿Åº·Ê�Å¹¶�ÄÁ¶´ºȱ´�½À´²ÅºÀ¿�À·�¾ÀµÆ½²ÅºÀ¿Ä�º¿�³ÀÅ¹�¿ÀÅ²Å¶µ�Ä´ÀÃ¶Ä�²¿µ�½ºÄÅ¶¿º¿¸�
examples without notation. She concludes that “we start the study of modulation with 

the ear, allowing students to aurally understand what is happening before the function 

ºÄ�³ÃÀÆ¸¹Å�º¿ÅÀ�Å¹¶�µºÄ´ÆÄÄºÀ¿ʁ�³¶·ÀÃ¶�È¶�Å²½¼�²³ÀÆÅ�Å¹¶�µºȮ¶Ã¶¿Å�ÅÊÁ¶Ä�À·�¾ÀµÆ½²ÅºÀ¿ʇ�
Perhaps we should not start with the pivot chord because it is the hardest to hear” 

(178). The author provides three popular music examples illustrating non-pivot chord 

modulations, without any suggestions for teaching the concept.

Snodgrass introduces counterpoint, stating that “more and more instructors are 

º¿Å¶¸Ã²Åº¿¸�ºÅ�º¿ÅÀ�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�́ ÀÃ¶�́ ÆÃÃº´Æ½Æ¾ʁ�ÄÁ¶´ºȱ´²½½Ê�²Å�Å¹¶�·Ã¶Ä¹¾²¿�²¿µ�
sophomore levels,” and later in a footnote: “Counterpoint can be introduced before any 

discussion of harmonic function. The observation and discussion are placed in this 

chapter because the topic is not a uniform part of the core, but they could certainly 

³¶�º¿´½Æµ¶µ�º¿�Å¹¶�¾²Å¶Ãº²½�º¿�´¹²ÁÅ¶Ã�Ѓʗ�ʯϿЅІʦЇʰʇ��¶Ã�Å¶²´¹º¿¸�¶É²¾Á½¶�µ¶Ä´Ãº³¶Ä�²�
species counterpoint lesson, apparently from a diatonic harmony class. This section 
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lacks any examination of the various approaches to counterpoint (species counterpoint 

ÇÄʇ�ϿІÅ¹ʉ´¶¿ÅÆÃÊ�´À¿ÅÃ²ÁÆ¿Å²½�·ÀÃ¾Äʰ�ÀÃ�ºÅÄ�³¶¿¶ȱÅ�º¿�Å¹¶�Å¹¶ÀÃÊ�´ÆÃÃº´Æ½Æ¾ʇ��¹¶�¿¶ÉÅ�
section includes three classroom examples involving phrase structure, one-part form, 

and sonata form analysis.  All three provide impressive pedagogical models, but lack 

any discussion of the relationships among the topics. Snodgrass acknowledges that 

ʖÅ¹¶Ã¶�²Ã¶�¾Æ½ÅºÁ½¶�ÁÆ³½º´²ÅºÀ¿Ä�²¿µ�Å¶ÉÅ³ÀÀ¼Ä�Å¹²Å�µ¶²½�ÄÁ¶´ºȱ´²½½Ê�ÈºÅ¹�Å¹¶�Å¶²´¹º¿¸�
of large-scale form,” but she references only two (183).

�¹²ÁÅ¶Ã�Є�´À¿´½Æµ¶Ä�ÈºÅ¹�ÅÈÀ�Ä¹ÀÃÅ�Ä¶´ÅºÀ¿ÄʨÀ¿¶�À¿�¾Àµ¶Ä�²¿µ�»²ËË�Å¹¶ÀÃÊ�²¿µ�
À¿¶�À¿�²¿²½ÊÄºÄʇ��¹¶�·ÀÃ¾¶Ã�ÀȮ¶ÃÄ�²�³Ãº¶·�¶ÉÁ½²¿²ÅºÀ¿�À·�Å¹¶�¾Àµ¶Ä�²¿µ�È¹²Å�ºÅ¶¾Ä�
À¿¶�¾º¸¹Å�º¿´½Æµ¶�º¿�²�Ä¶´ÅºÀ¿�À¿�»²ËË�Å¹¶ÀÃÊʇ��¹¶�ȱ¿²½�Á²Ã²¸Ã²Á¹�ÀȮ¶ÃÄ�ÄÀ¾¶�¸¶¿¶Ã²½�
remarks on the nature of musical analysis. The author provides abundant examples 

À·�¶Ȯ¶´ÅºÇ¶�Å¶²´¹º¿¸�³Ê�²�Ç²Ãº¶ÅÊ�À·�¶ÉÁ¶ÃÅ�Å¶²´¹¶ÃÄʁ�³ÆÅ�ÆÄ¶Ä�¾Æ½ÅºÁ½¶�ÄÅÃ²Å¶¸º¶Ä�º¿�
her presentations. In some cases, she provides procedures for teaching (secondary 

functions and augmented sixth chords); in others, a philosophy of teaching but without 

classroom examples (modulation); and, in others, class descriptions without either a 

¾¶Å¹ÀµÀ½À¸Ê�ÀÃ�Á¹º½ÀÄÀÁ¹Ê�ʯ¾Àµ²½�¾ºÉÅÆÃ¶�²¿µ�Å¹¶��¶²ÁÀ½ºÅ²¿�´¹ÀÃµʰʇ�
�¹²ÁÅ¶Ã� Ѕʁ� Å¹¶� ȱ¿²½� ʖ¿ÆÅÄ� ²¿µ� ³À½ÅÄʗ� ´¹²ÁÅ¶Ãʁ� ·À´ÆÄ¶Ä� À¿� ²ÆÃ²½� Ä¼º½½ÄʨÄº¸¹Å�

singing, rhythmic performance, melodic and harmonic dictation, and error detection. 

Snodgrass covers these skills separately, but constantly emphasizes their close 

connections and interrelatedness. The chapter opens with an overview of the various 

Á¶Ã·ÀÃ¾²¿´¶�¾¶Å¹ÀµÀ½À¸º¶ÄʨÄº¸¹Å�Äº¿¸º¿¸�ÄÊÄÅ¶¾Ä�ʯȱÉ¶µ�µÀʁ�¾ÀÇ²³½¶�µÀʁ�¿Æ¾³¶ÃÄʁ�
and letter names) and rhythm counting methods (“1 e and a,” McHose/Tibbs, Takadimi, 

�ÀµÍ½Êʁ�²¿µ�
ÀÃµÀ¿ʰʇ��¹¶�ÁÃ¶Ä¶¿ÅÄ�²�́ ½¶²Ã�ÀÇ¶ÃÇº¶È�À·�Å¹¶�ÁÃÀÄ�²¿µ�́ À¿Ä�À·�Å¹¶�Ç²ÃºÀÆÄ�
solmization systems, concluding that “the population and goals of the students may 

dictate the system used because of the students’ earlier training. However, it is 

important to understand why you have chosen a particular system beyond a reasoning 

of ‘This is what I am most comfortable with’ or ‘This is how I was taught’” (194). 

Unlike the impartial presentation of solmization systems, the author’s preference 

for counting method, based on her own teaching experience, is the Takadimi system; 

she describes the weaknesses more than the strengths of the other systems. While 

she states no preference for solmization method, all of the teaching examples in this 

´¹²ÁÅ¶Ã� ²ÁÁ½Ê� ²� ¾ÀÇ²³½¶ʉµÀ� ²ÁÁÃÀ²´¹� ʯº¿´½Æµº¿¸� �ÀµÍ½Ê� ¹²¿µ� ÄÊ¾³À½Äʰʇ� �¹¶� Ç²ÄÅ�
majority of the teaching examples are in the major mode, without addressing do-

based minor vs. la-based minor.

�¿Àµ¸Ã²ÄÄ�²µµÃ¶ÄÄ¶Ä�²�Ç²Ãº¶ÅÊ�À·�²´ÅºÇºÅº¶Ä�·ÀÃ�Ã¶ÄÁÀ¿µº¿¸�ÅÀ�²ÆÃ²½�ÄÅº¾Æ½ºʨ¾¶½Àµº´�
and harmonic dictation, error detection, and contextual listening. The suggestions for 
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assisting students with dictation are helpful, and based on the belief that “there is 

¸Ã¶²Å�º¾ÁÀÃÅ²¿´¶�º¿�¹²Çº¿¸�ÄÅÆµ¶¿ÅÄ�ȱ¸ÆÃ¶�ÀÆÅ�Å¹¶�ÄÀ½·ë¸¶�²¿µ�Ã¹ÊÅ¹¾Ä�²È²Ê�·ÃÀ¾�
the paper” (209) for melodic dictation and teaching “true function with harmonic 

dictation” (211). Snodgrass acknowledges that error detection is “often missing from 

most aural skills texts” even though it is “perhaps one of the most valuable skills that 

should be taught and evaluated in an aural skills class,” but she includes few suggestions 

for developing this skill (215). Her discussion and three sample assignments for 

contextual listening are very detailed, and provide multifaceted opportunities for 

Å¹¶�ÁÃ²´Åº´²½�²ÁÁ½º´²ÅºÀ¿�À·�²ÆÃ²½�Ä¼º½½Äʇ��¿Àµ¸Ã²ÄÄ�ÁÃÀÇºµ¶Ä�Å¹Ã¶¶�µºȮ¶Ã¶¿Å�´½²ÄÄÃÀÀ¾�
º½½ÆÄÅÃ²ÅºÀ¿Ä�À·�º¾ÁÃÀÇºÄ²ÅºÀ¿�²´ÅºÇºÅº¶Äʁ�ÀȮ¶Ãº¿¸�¶É´¶½½¶¿Å�²ÁÁÃÀ²´¹¶Äʇ

�¹¶�³ÀÀ¼�´À¿´½Æµ¶Ä�ÈºÅ¹� ÅÈÀ�´¹²ÁÅ¶ÃÄ�´À¿Å²º¿º¿¸�²µÇº´¶�À·�²�³ÃÀ²µ¶Ã�¿²ÅÆÃ¶ʨ
�¹²ÁÅ¶Ã�ϿϾʁ�ʖ�²¼º¿¸�Å¹¶�	ºÃÄÅ��Å¶ÁÄ�º¿ÅÀ��´²µ¶¾º²ʁʗ�²¿µ��¹²ÁÅ¶Ã�ϿϿʁ�ʖ�¹²Å�Å¹¶��Ȯ¶´ÅºÇ¶�
�ÆÄº´� �¹¶ÀÃÊ� �¿ÄÅÃÆ´ÅÀÃÄ� �Àʇʗ� �¹²ÁÅ¶Ã� ϿϾ� ÅÃ¶²ÅÄ� ³¶¿¶ȱ´º²½� ¹²³ºÅÄ� ÄÅÆµ¶¿ÅÄ� Ä¹ÀÆ½µ�
develop in graduate school, followed by advice for pursuing positions in academia, 

º¿´½Æµº¿¸�ºÄÄÆ¶Ä�À·Å¶¿�¶¿´ÀÆ¿Å¶Ã¶µ�º¿�²�ȱÃÄÅ�»À³ʇ��¶´²ÆÄ¶�À·�Å¹¶�¿Æ¾¶ÃÀÆÄ�ÅÊÁ¶Ä�À·�
graduate programs (and graduate students) and the many types of teaching positions, 

the advice, while very good, is general, and most appropriate for the undergraduate 

ÀÃ�³¶¸º¿¿º¿¸�¸Ã²µÆ²Å¶�ÄÅÆµ¶¿Åʇ��¹¶�ȱ¿²½�´¹²ÁÅ¶Ã�Ã¶ÅÆÃ¿Ä�ÅÀ�Å¹¶�ºÄÄÆ¶Ä�Ã²ºÄ¶µ�º¿�Å¹¶�
ȱÃÄÅ�´¹²ÁÅ¶Ã�²¿µ�ÁÃÀÇºµ¶Ä�²�³Ãº¶·�ÄÆ¾¾²ÃÊ�À·�Å¹¶�¾²º¿�ÁÀº¿ÅÄ�ÁÃ¶Ä¶¿Å¶µ�Å¹ÃÀÆ¸¹ÀÆÅ�
the book.

�¹¶�ȱ¶½µ�À·�¾ÆÄº´� Å¹¶ÀÃÊ�Á¶µ²¸À¸Ê�¹²Ä�ÁÃÀ¸Ã¶ÄÄ¶µ�Äº¸¿ºȱ´²¿Å½Ê� Äº¿´¶�¾Ê�ȱÃÄÅ�
exposure to teaching in 1978, when the introductory graduate assistant meeting 

consisted of receiving the textbook, the previous year’s syllabus, and detailed 

º¿ÄÅÃÆ´ÅºÀ¿Ä�·ÀÃ�ÀÁ¶Ã²Åº¿¸�Å¹¶�¾º¾¶À¸Ã²Á¹�¾²´¹º¿¶ʇ��¶�º¿�Å¹¶�ȱ¶½µ�¿À�½À¿¸¶Ã�²´´¶ÁÅ�
ʖÅ¹²Å� ¶ÉÁ¶ÃÅºÄ¶� ²¿µ� Ã¶´À¸¿ºÅºÀ¿� º¿� À¿¶ʓÄ� ȱ¶½µ� ²ÆÅÀ¾²Åº´²½½Ê� ¶ÂÆ²Å¶� ÈºÅ¹� ¶É´¶½½¶¿Å�
teaching” or the “notion that nurturing the minds and abilities of young musicians is 

somehow separate from, secondary to, and less challenging than the pursuit of musical 

scholarship.”
7�
¶¿¿º·¶Ã��¿Àµ¸Ã²ÄÄ�ÁÃ¶Ä¶¿ÅÄ�²�ÅÃÆ½Ê�Äº¸¿ºȱ´²¿Å�´À¿ÅÃº³ÆÅºÀ¿�ÅÀ�Å¹¶�ȱ¶½µʁ�

one that every music theory pedagogy class, both graduate and undergraduate, should 

seriously consider as a primary textbook.

7  Payne (1987, 204).




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ178

Works Cited

Bain, Ken. 2004. What the Best College Teachers Do. Cambridge, MA: Harvard University Press.

Payne, Dorothy. 1987. Review of Teaching Approaches in Music Theory, by Michael R. Rogers. Music 
Theory Spectrum 9: 200–4.



The Routledge Companion to Music Theory Pedagogy

Ý
Introduction

The Routledge Companion to Music Theory Pedagogy�ÀȮ¶ÃÄ�²�ÄÅº¾Æ½²Åº¿¸�»ÀÆÃ¿¶Ê�
º¿ÅÀ�Å¹¶�´À¿Å¶¾ÁÀÃ²ÃÊ�¾ÆÄº´�Å¹¶ÀÃÊ�´½²ÄÄÃÀÀ¾ʇ��¹¶�ÇÀ½Æ¾¶�·¶²ÅÆÃ¶Ä�ЄІ�²ÆÅ¹ÀÃÄ�²¿µ�
ЄІ�´¹²ÁÅ¶ÃÄ�Å¹²Å�¶ÉÁ½ÀÃ¶�²�Èºµ¶�Ã²¿¸¶�À·�ÅÀÁº´Ä�²¿µ�ºµ¶²Ä�Å¹²Åʁ�´À½½¶´ÅºÇ¶½Êʁ�Ã¶ÁÃ¶Ä¶¿Å�
µ¶´²µ¶Ä� À·� ¶ÉÁ¶Ãº¶¿´¶� ²¿µ� Ã¶Ä¶²Ã´¹� º¿ÅÀ� ³¶ÄÅ� ÁÃ²´Åº´¶Ä� ²¿µ� Å¹¶ºÃ� Á¹º½ÀÄÀÁ¹º´²½�
Æ¿µ¶ÃÁº¿¿º¿¸Äʇ� �¹¶� ³ÀÀ¼� ³¶¸²¿� ²Ä� ²¿� ¶¾²º½� ÄÆÃÇ¶Êʁ� ²Ä¼º¿¸� ´À¿ÅÃº³ÆÅÀÃÄ� ÅÀ� ÄÆ³¾ºÅ�
Å¹¶ºÃ�ʖÅº¾¶ʉ�²¿µ�³²ÅÅ½¶ʉÅ¶ÄÅ¶µʗ�ºµ¶²Ä�ʯÉººʰʇ��¹¶�Ã¶ÄÆ½Å�ºÄ�²�Ã¶ÄÀÆÃ´¶�À·�º¾ÁÃ¶ÄÄºÇ¶�µ¶ÁÅ¹�
²¿µ�³Ã¶²µÅ¹�Å¹²Å�¶ÉÁ½ÀÃ¶Ä�È¹¶Ã¶�È¶�²Ã¶�²Ä�²�Å¶²´¹º¿¸�µºÄ´ºÁ½º¿¶�²¿µʁ�Á¶Ã¹²ÁÄ�¾ÀÃ¶�
º¾ÁÀÃÅ²¿Å½Êʁ�È¹¶Ã¶�È¶�²Ã¶�¸Àº¿¸ʇ

�¹ºÄ�ÇÀ½Æ¾¶�ÁÃ¶Ä¶¿ÅÄ�²�´À½½¶´ÅºÀ¿�À·�¾²Å¶Ãº²½Ä�Å¹²Å�Ç²ÃÊ�º¿�ÇºÃÅÆ²½½Ê�¶Ç¶ÃÊ�È²Ê�
ÁÀÄÄº³½¶ʁ� º¿´½Æµº¿¸� Å²Ã¸¶Å� Å¹¶ÀÃÊ� ´À¿´¶ÁÅʁ� Ã¶Á¶ÃÅÀºÃ¶ʁ� Á¶µ²¸À¸º´²½� ÄÅÃ²Å¶¸Êʁ� ²ÆÅ¹ÀÃ�
³²´¼¸ÃÀÆ¿µʁ� Å²Ã¸¶Å� ÄÅÆµ¶¿Åʁ� Å²Ã¸¶Å� º¿ÄÅÃÆ´ÅÀÃʁ� ²¿µ� Á¹º½ÀÄÀÁ¹º´²½� ÁÀÄºÅºÀ¿ʇ� �¹ºÄ�
µºÇ¶ÃÄºÅÊ�ºÄ�Ã¶²½ºË¶µ�º¿�ÅÈÀ�³ÃÀ²µ�ÅÊÁ¶Ä�À·�´¹²ÁÅ¶ÃÄʃ�ÄÁ¶´Æ½²ÅºÇ¶�Ã¶Ä¶²Ã´¹�¶ÄÄ²ÊÄ�²¿µ�
ÁÃ²´Åº´²½�½¶ÄÄÀ¿�Á½²¿Äʇ1��¹¶�Èºµ¶�µºÇ¶ÃÄºÅÊ�À·�Ã¶ÄÀÆÃ´¶Ä�ºÄ�º¾ÁÃ¶ÄÄºÇ¶�²¿µ�ÄÁ¶²¼Ä�ÅÀ�Å¹¶�
¾²¿Ê�µº¾¶¿ÄºÀ¿Ä�À·�Å¶²´¹º¿¸�²´ÅºÇ¶�²¿µ�²Ç²º½²³½¶� º¿�ÀÆÃ�ȱ¶½µʇ��¹º½¶�Å¹¶�´À½½¶´ÅºÀ¿�
Èº½½�²ÁÁ¶²½� ÅÀ�²�Èºµ¶�Ç²Ãº¶ÅÊ�À·�Ã¶²µ¶ÃÄʁ�²¿Ê�Äº¿¸½¶�Ã¶²µ¶Ã�Èº½½�ȱ¿µ�ÄÀ¾¶�´¹²ÁÅ¶ÃÄ�
¾ÀÃ¶�ÆÄ¶·Æ½�Å¹²¿�ÀÅ¹¶ÃÄʇ��¹¶Ã¶·ÀÃ¶ʁ�È¶�¹²Ç¶�µ¶´ºµ¶µ�ÅÀ�ÈÃºÅ¶�Å¹ºÄ�Ã¶Çº¶È�²Ä�²�ÄÀÃÅ�
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1  The back-cover blurb describes these categories as “anchor chapters that address key issues, 
²´´À¾Á²¿º¶µ�³Ê�Ä¹ÀÃÅ�ʒÅÀÁº´Äʓ�´¹²ÁÅ¶ÃÄ�ÀȮ¶Ãº¿¸�²ÁÁ½º¶µ�¶É²¾Á½¶Ä�Å¹²Å�º¿ÄÅÃÆ´ÅÀÃÄ�´²¿�Ã¶²µº½Ê�²µÀÁÅ�
in their own teaching.” We found this description potentially misleading. The “topics chapters” do 
not apply concepts from the “anchor chapters.” Every chapter is autonomous. The “anchor chapters” 
are independent research essays, not designed as introductions to their sections, while the “topics 
chapters” are lesson plans with no direct relation to the research essays. 
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The Lesson Plans

�¹¶�½¶ÄÄÀ¿�Á½²¿Ä�Ç²ÃÊ�̧ Ã¶²Å½Ê�º¿�ÄÅÊ½¶ʇ��²¿Ê�¹ºÅ�Å¹¶�Å²Ã¸¶Å�¶ÉÁÃ¶ÄÄ¶µ�º¿�Å¹¶��Ã¶·²´¶�
²Ä� ʖÁÃ²´Åº´²½ʁ� º¾¾¶µº²Å¶½Ê� ÆÄ¶·Æ½� Ã¶ÄÀÆÃ´¶Ä� ·ÀÃ� º¿ÄÅÃÆ´ÅÀÃÄ� À·�¾ÆÄº´� Å¹¶ÀÃÊʗ� ʯÉºººʰʁ�
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ºÄ�·Ã¶¶ʁ�¶²ÄÊ�ÅÀ�²´´¶ÄÄʁ�²¿µ�¿ÀÅ�¹ºµµ¶¿�³¶¹º¿µ�²�Á²ÄÄÈÀÃµʇ��Å�ÁÃÀÇºµ¶Ä�²�´À¿Ç¶¿º¶¿Å�
È²Ê�·ÀÃ�²ÆÅ¹ÀÃÄ�ÅÀ�ÁÃÀÇºµ¶�ÆÄ¶·Æ½�¾²Å¶Ãº²½Ä�ÄÆ´¹�²Ä�µÀÈ¿½À²µ²³½¶�Ä´ÀÃ¶Äʁ�¹²¿µÀÆÅÄʁ�
²¿ÄÈ¶Ã�¼¶ÊÄʁ�²¿µ��ÀÈ¶Ã�Àº¿Å�µÀ´Æ¾¶¿ÅÄʁ�ÈºÅ¹ÀÆÅ�³Æ½¼º¿¸�ÆÁ�Å¹¶�²½Ã¶²µÊ�½²Ã¸¶�Á²Á¶Ã�
´ÀÁÊ�À·� Å¹¶�³ÀÀ¼ʇ��²¿Ê�´¹²ÁÅ¶ÃÄ� º¿´½Æµ¶� ½º¿¼Ä� ÅÀ� ÄÁ¶´ºȱ´� Ã¶´ÀÃµº¿¸Ä�²¿µʁ� º¿�²� ·¶È�
´²Ä¶Äʁ� Å¶²´¹º¿¸� Çºµ¶ÀÄʇ� �¹¶� �Ã¶·²´¶� ¶ÉÁ½²º¿Ä� Å¹²Å� Å¹¶� ¸À²½� À·� Å¹ºÄ� Ã¶ÄÀÆÃ´¶� ºÄ� ʖÅÀ�
¶¿ÄÆÃ¶� Å¹²Å�²½½�¾²Å¶Ãº²½Ä�¿¶¶µ¶µ� ·ÀÃ� ¶²´¹� ½¶ÄÄÀ¿�²Ã¶�²Ç²º½²³½¶� ÅÀ� Å¹¶� º¿ÄÅÃÆ´ÅÀÃʁ� ÄÀ�
Å¹²Å�Å¹¶�½¶ÄÄÀ¿Ä�²Ã¶�²Ä�¶²ÄÊ�²Ä�ÁÀÄÄº³½¶�·ÀÃ�²¿�º¿ÄÅÃÆ´ÅÀÃ�ÅÀ�º¾Á½¶¾¶¿Åʗ�ʯÉºººʰʇ��¿�¾ÀÄÅ�
´²Ä¶Äʁ� Å¹¶�À¿½º¿¶�¾²Å¶Ãº²½Ä� ·Æ½ȱ½½� Å¹ºÄ�¸À²½ʇ��ÀÈ¶Ç¶Ãʁ� º¿�ÄÀ¾¶�º¿ÄÅ²¿´¶Ä�ÀÆÃ�Ã¶Çº¶È�
Å¶²¾�·ÀÆ¿µ�ÁÃÀ³½¶¾Ä�ÈºÅ¹�Å¹¶�À¿½º¿¶�Ã¶ÄÀÆÃ´¶Äʇ��¹¶�½²³¶½º¿¸�ÄÅÃ²Å¶¸Ê�·ÀÃ�µÀ´Æ¾¶¿ÅÄ�
ºÄ� º¿´À¿ÄºÄÅ¶¿Å� ·ÃÀ¾� ´¹²ÁÅ¶Ã� ÅÀ� ´¹²ÁÅ¶Ãʇ� �À¾¶� �ÃÀÁ³ÀÉ� ·À½µ¶ÃÄ� ·¶²ÅÆÃ¶� µÆÁ½º´²Å¶µ�
µÀ´Æ¾¶¿ÅÄ� ²¿µʤÀÃ� µÀ´Æ¾¶¿ÅÄ� ÈºÅ¹�¾ºÄ¾²Å´¹¶µ� ÀÃ� º¿´À¾Á½¶Å¶� Ã¶·¶Ã¶¿´¶� ¿Æ¾³¶ÃÄʇ�
�À¾¶�µÀ´Æ¾¶¿ÅÄ�²ÁÁ¶²Ã�²Ä�ÁÃ¶Çº¶ÈÄ�È¹º½¶�ÀÅ¹¶ÃÄ�Ã¶ÂÆºÃ¶�µÀÈ¿½À²µ�²¿µ�Ã¶ʉÀÁ¶¿º¿¸�º¿�
²�Ä¶Á²Ã²Å¶�ÁÃÀ¸Ã²¾�ÅÀ�Çº¶Èʇ��²Çº¸²Åº¿¸�³¶ÅÈ¶¶¿��ÃÀÁ³ÀÉ�·À½µ¶ÃÄ�º¿�µºȮ¶Ã¶¿Å�´¹²ÁÅ¶ÃÄ�
´²¿�³¶� ´Æ¾³¶ÃÄÀ¾¶ʇ��¹º½¶� ÄÀ¾¶�¾²Å¶Ãº²½Ä� ²Ã¶� ¶²Äº½Ê� ²µ²ÁÅ²³½¶� ·ÀÃ� º¿ÄÅÃÆ´ÅÀÃ�ÆÄ¶ʁ�
ÀÅ¹¶ÃÄ� ²Ã¶� ½¶ÄÄ�ȷ¶Éº³½¶ʇ� 	ÆÃÅ¹¶Ã¾ÀÃ¶ʁ�¾²¿Ê� À·� Å¹¶� �ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Ä� ·¶²ÅÆÃ¶�
½º¿¼Ä�ÅÀ�È¶³ÄºÅ¶Ä�ÄÆ´¹�²Ä�������²¿µ��ÀÆ�Æ³¶ʇ��¹¶Ä¶�½º¿¼Ä�²Ã¶�Ç¶ÃÊ�ÆÄ¶·Æ½�È¹¶¿�Å¹¶Ê�
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PART I: FUNDAMENTALS

DAVID FORREST

�¹¶� 	Æ¿µ²¾¶¿Å²½Ä� Ä¶´ÅºÀ¿ʁ� �²ÃÅ� �ʁ� ÁÃÀÇºµ¶Ä� ÅÈÀ� ¶ÄÄ²ÊÄ� ²¿µ� ·ÀÆÃ� ½¶ÄÄÀ¿� Á½²¿Äʇ�
�À½½¶´ÅºÇ¶½Êʁ� Å¹¶Ä¶� ÄºÉ� ´¹²ÁÅ¶ÃÄ� ¶¿¸²¸¶� ²� Ç²Ãº¶ÅÊ� À·� ÄÅÃ²Å¶¸º¶Ä� ²¿µ� ÅÀÁº´Ä� ²º¾¶µ� ²Å�
Å¶²´¹º¿¸� ·Æ¿µ²¾¶¿Å²½Ä� ³ÆÅ� ÈºÅ¹� º¾Á½º´²ÅºÀ¿Ä� ·ÀÃ� ÇºÃÅÆ²½½Ê� ¶Ç¶ÃÊ� ²ÄÁ¶´Å� À·� ¾ÆÄº´�
Å¹¶ÀÃÊ� º¿ÄÅÃÆ´ÅºÀ¿ʇ� �¶º¸¹� �²¿�²¿µ¶½ʓÄ� Ã¶Ä¶²Ã´¹� ¶ÄÄ²Êʁ� ʖ�ÆÄº´� �¹¶ÀÃÊ� ²¿µ��ÀÃ¼º¿¸�
�¶¾ÀÃÊʗ�ʯ�¹²ÁÅ¶Ã�Ͽʰʁ�È¶²Ç¶Ä�ÅÀ¸¶Å¹¶Ã�Ã¶Ä¶²Ã´¹�À¿�¾ÆÄº´�Á¶µ²¸À¸Êʁ�¾²Å¹�Á¶µ²¸À¸Êʁ�
²¿µ�ÁÄÊ´¹À½À¸Ê�ÅÀ�Ã¶¾º¿µ�ÆÄ�»ÆÄÅ�¹ÀÈ�¾Æ´¹�´À¸¿ºÅºÇ¶�½À²µ�ºÄ�º¿ÇÀ½Ç¶µ�ÈºÅ¹�½¶²Ã¿º¿¸�
·Æ¿µ²¾¶¿Å²½Äʁ�²�½À²µ�Å¹²Å�¶ÉÁ¶Ãº¶¿´¶µ�¾ÆÄº´º²¿Ä�¾²Ê�Å²¼¶�·ÀÃ�¸Ã²¿Å¶µʇ�	ÆÃÅ¹¶Ã¾ÀÃ¶ʁ�
Ä¹¶� ÁÃ¶Ä¶¿ÅÄ� ÁÃ²´Åº´²½ʁ� Ã¶Ä¶²Ã´¹ʉ³²Ä¶µ� ÄÅÃ²Å¶¸º¶Ä� ·ÀÃ� Ã¶µÆ´º¿¸� ´À¸¿ºÅºÇ¶� ½À²µ� ·ÀÃ�
ÄÅÆµ¶¿ÅÄ�È¹º´¹�Ä¹ÀÆ½µʁ�º¿�ÅÆÃ¿ʁ�́ Ã¶²Å¶�¾ÀÃ¶�ÄÆ´´¶ÄÄ�·ÀÃ�ÄÅÆµ¶¿ÅÄ�½¶²Ã¿º¿¸�Å¹¶�¾²Å¶Ãº²½ʇ�
�Æº½µº¿¸�À¿�¹¶Ã�ЀϾϿЀ�²ÃÅº´½¶�º¿�Å¹¶�Journal of Music Theory Pedagogyʁ�ʖ�¹²Å��²¿��ÆÄº´�
�¹¶ÀÃÊ��¶µ²¸À¸Ê��¶²Ã¿�·ÃÀ¾��²Å¹��¶µ²¸À¸Êʎʁʗ��²¿�²¿µ¶½�¶ÉÁ½ÀÃ¶Ä�Å¹¶�´ÃºÅº´²½�ÃÀ½¶�
Å¹²Å�ÈÀÃ¼º¿¸�¾¶¾ÀÃÊ� Á½²ÊÄ� º¿� ½¶²Ã¿º¿¸�¾ÆÄº´� Å¹¶ÀÃÊ� ·Æ¿µ²¾¶¿Å²½Äʇ� �¹¶� µ¶Ä´Ãº³¶Ä�
ÈÀÃ¼º¿¸�¾¶¾ÀÃÊ�²Ä�²�¼º¿µ�À·�³ÀÅÅ½¶¿¶´¼�·ÀÃ�Å¹¶�²¾ÀÆ¿Å�À·�º¿·ÀÃ¾²ÅºÀ¿�ÄÅÆµ¶¿ÅÄ�´²¿�
ÁÃÀ´¶ÄÄ�²Å�À¿´¶ʇ��¹¶�¶ÄÄ²Ê�ÁÃ¶Ä¶¿ÅÄ�ÄÅÃ²Å¶¸º¶Ä�·ÀÃ�Ã¶µÆ´º¿¸�´À¸¿ºÅºÇ¶�½À²µ�À¿�ÈÀÃ¼º¿¸�
¾¶¾ÀÃÊʁ�ÄÆ´¹�²Ä�³Æº½µº¿¸�Ä´¹¶¾²Ä�Å¹²Å�¸À�³¶ÊÀ¿µ�Å¹¶�ÁÀÁÆ½²Ã�¾¿¶¾À¿º´�µ¶Çº´¶Ä�²¿µ�
¾¶¾ÀÃºË¶µ�¾²Ã¸º¿²½º²ʁ� ÄÆ´¹� ²Ä� ´ºÃ´½¶Ä� À·� ȱ·Å¹Äʁ� Ä¼¶Å´¹¶µ� Áº²¿À� ¼¶Ê³À²ÃµÄʁ� ÀÃ� Å¹¶�
ʖº¿Ç¶ÃÄºÀ¿�¹ÀÅ½º¿¶ʗ�ʯЄЄЂʉЅЄЃʉЂЁЂЀʰʇ��¹¶�¶ÄÄ²Ê�²½ÄÀ�²ÁÁ½º¶Ä�Å¹¶�́ À¸¿ºÅºÇ¶�½À²µ�¾Àµ¶½�ÅÀ�
Å¹¶�È²ÊÄ�º¿�È¹º´¹�È¶�µ¶½ºÇ¶Ã�´½²ÄÄÃÀÀ¾�º¿ÄÅÃÆ´ÅºÀ¿Äʇ��²¿�²¿µ¶½�µ¶Ä´Ãº³¶Ä�¹ÀÈ�Å¹¶Ä¶�
ÄÅÃ²Å¶¸º¶Ä�Èº½½�³¶�ÆÄ¶·Æ½�·ÀÃ�²½½�ÄÅÆµ¶¿ÅÄʁ�²¿µ�Á²ÃÅº´Æ½²Ã½Ê�·ÀÃ�Å¹ÀÄ¶�ÈºÅ¹�½ÀÈ�ÈÀÃ¼º¿¸�
¾¶¾ÀÃÊʇ��¹ºÄ�¶ÄÄ²Ê�ÁÃÀÇºµ¶Ä�²¿�²ÁÁÃÀÁÃº²Å¶�È²Ê�ÅÀ�ÀÁ¶¿�¿ÀÅ�À¿½Ê�Å¹¶�·Æ¿µ²¾¶¿Å²½Ä�
Ä¶´ÅºÀ¿�À·� Å¹¶�³ÀÀ¼ʁ�³ÆÅ� Å¹¶�¶¿ÅºÃ¶�ÇÀ½Æ¾¶�²Ä�È¶½½ʁ� ²Ä� Å¹¶�µºÄ´ÆÄÄºÀ¿�²ÁÁ½º¶Ä� ÅÀ�²½½�
²´ÅºÇºÅº¶Ä�º¿�Å¹¶�¾ÆÄº´�Å¹¶ÀÃÊ�´½²ÄÄÃÀÀ¾ʇ

�¹º½¶�ÄÀ¾¶�º¿ÄÅÃÆ´ÅÀÃÄ�¾²Ê�Ä¶¶�·Æ¿µ²¾¶¿Å²½Ä�²Ä�²�́ ¹ÀÃ¶ʁ��¶½ºÄÄ²��À²¸�¶¿´ÀÆÃ²¸¶Ä�
ÆÄ� ÅÀ� Ã¶º¿Çº¸ÀÃ²Å¶� ·Æ¿µ²¾¶¿Å²½Ä� ½¶ÄÄÀ¿Äʁ� Ä²Êº¿¸� Å¹²Å� ʖ¶Ȯ¶´ÅºÇ¶�¾ÆÄº´� ·Æ¿µ²¾¶¿Å²½Ä�
º¿ÄÅÃÆ´ÅºÀ¿� Ä¹ÀÆ½µ� ¾Àµ¶½� ²� ¸¶¿Æº¿¶� Ä¶¿Ä¶� À·� ÈÀ¿µ¶Ã� Ã¶¸²Ãµº¿¸� Å¹¶� ¾²´¹º¿¶ÃÊ� À·�
¾ÆÄº´�·Æ¿µ²¾¶¿Å²½Äʗ�ʯϿЁʦϿЂʰʇ��¿�¹¶Ã�³¶ÄÅ�ÁÃ²´Åº´¶Ä�¶ÄÄ²Êʁ�ʖ�ÆÅÅº¿¸�Å¹¶��ÆÄº´�º¿�ʒ�ÆÄº´�
	Æ¿µ²¾¶¿Å²½Äʓʗ� ʯ�¹²ÁÅ¶Ã� Ѐʰʁ��À²¸� ²µÇÀ´²Å¶Ä� ÅÈÀ� ³ÃÀ²µ� ²ÁÁÃÀ²´¹¶Ä� Å¹²Å� ¸ÀÇ¶Ã¿� ²½½�
À·� ¹¶Ã� ¾ÆÄº´� Å¹¶ÀÃÊ� ½¶ÄÄÀ¿Äʃ� ʯϿʰ� ´À¿ÄÅ²¿Å½Ê� ´À¿¿¶´Å� ²½½� ´À¿´¶ÁÅÄ� ÅÀ� ÄÀÆ¿µ� ²¿µ� ʯЀʰ�
º¿Å¶¸Ã²Å¶�²Ä�¾Æ´¹�Ã¶Á¶ÃÅÀºÃ¶�²Ä�ÁÀÄÄº³½¶ʇ��¹¶�Å¹¶¿�¸ºÇ¶Ä�¶É²¾Á½¶Ä�À·�²ÁÁ½º´²ÅºÀ¿Ä�À·�
Å¹¶Ä¶�²ÁÁÃÀ²´¹¶Ä�º¿�Å¹¶�²Ã¶²Ä�À·�Ä´²½¶Äʁ�º¿Å¶ÃÇ²½Äʁ�ÅÃº²µÄʁ�²¿µ�¾¶Å¶Ãʇ��¹¶�¶ÄÄ²Ê�´½ÀÄ¶Ä�
ÈºÅ¹� ²� ½ºÄÅ� À·� ÀÅ¹¶Ã� ³¶ÄÅ� ÁÃ²´Åº´¶Ä� º¿´½Æµº¿¸� Ã¶Á¶ÅºÅºÀ¿ʁ� ´À¿ÄºÄÅ¶¿´Êʁ� Ãº¸ÀÃʁ� ·Ã¶ÂÆ¶¿Å�
²ÄÄ¶ÄÄ¾¶¿Åʁ�ÁÃÀ¾ÁÅ�²¿µ�ÄÁ¶´ºȱ´�·¶¶µ³²´¼ʁ�ÅÃ¶²ÄÆÃ¶�¹Æ¿ÅÄʁ�²¿µ�º¿´ÀÃÁÀÃ²Åº¿¸�·Æ¿�º¿ÅÀ�
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Å¹¶�́ ÆÃÃº´Æ½Æ¾ʇ��¹ºÄ�́ ¹²ÁÅ¶Ã�́ ÃÊÄÅ²½ºË¶Ä�¾²¿Ê�ÅÃº¶µ�²¿µ�ÅÃÆ¶�²ÁÁÃÀ²´¹¶Ä�ÅÀ�¾ÆÄº´�Å¹¶ÀÃÊ�
º¿ÄÅÃÆ´ÅºÀ¿ʇ��Å�Èº½½�³¶�ÆÄ¶·Æ½�·ÀÃ�¿¶È�Å¶²´¹¶ÃÄ�²Ä�Å¹¶Ê�¸¶Å�ÄÅ²ÃÅ¶µʁ�²Ä�È¶½½�²Ä�Ç¶Å¶Ã²¿�
Å¶²´¹¶ÃÄ�¶¿µ¶²ÇÀÃº¿¸� ÅÀ�³Ã¶²Å¹¶�ÄÀ¾¶�¿¶È� ½º·¶� º¿ÅÀ� Å¹¶ºÃ� ·Æ¿µ²¾¶¿Å²½Ä�´ÆÃÃº´Æ½Æ¾ʇ�
	ÆÃÅ¹¶Ã¾ÀÃ¶ʁ�ºÅ�ÈÀÆ½µ�³¶�Ç²½Æ²³½¶�Ã¶²µº¿¸�·ÀÃ�²�̧ Ã²µÆ²Å¶��ÆÄº´��¹¶ÀÃÊ��¶µ²¸À¸Ê�́ ½²ÄÄʇ�

�¹²ÁÅ¶ÃÄ�ЁʦЄ�ÃÀÆ¿µ�ÀÆÅ�Å¹¶�	Æ¿µ²¾¶¿Å²½Ä�Ä¶´ÅºÀ¿�À·�Å¹¶�³ÀÀ¼�ÈºÅ¹�·ÀÆÃ�½¶ÄÄÀ¿�
Á½²¿Äʇ��²Æ½²��¶½¶Ä´ÀʓÄ�ʖ���ÀÃ¿Æ´ÀÁº²�À·��´´ºµ¶¿Å²½Äʗ�ʯ�¹²ÁÅ¶Ã�Ёʰ�ÁÃÀÇºµ¶Ä�²�́ ½²ÄÄÃÀÀ¾ʉ
Ã¶²µÊ� µ¶Ä´ÃºÁÅºÀ¿� À·� ²� ´À¾ÁÃ¶¹¶¿ÄºÇ¶� ½¶ÄÄÀ¿� À¿� ¿ÀÅ²ÅºÀ¿²½� ÁÃ²´Åº´¶Ä� ÄÆÃÃÀÆ¿µº¿¸�
²´´ºµ¶¿Å²½Äʇ��¶½¶Ä´À�¸Æºµ¶Ä� Å¹¶�Ã¶²µ¶Ã� Å¹ÃÀÆ¸¹�ÅÈÀ�Ä´ÀÃ¶Äʁ��¶¶Å¹ÀÇ¶¿ʓÄ�ʖ�²½µÄÅ¶º¿ʗ�
�À¿²Å²�²¿µ��¹ÀÁº¿ʓÄ��À´ÅÆÃ¿¶�º¿����¾²»ÀÃʁ�ÀÁʇ�ЀЅ�¿Àʇ�Ѐʁ�È¹º´¹ʁ�́ À½½¶´ÅºÇ¶½Êʁ�µ¶¾À¿ÄÅÃ²Å¶�
¶Ç¶ÃÊ� ´À¿´¶ºÇ²³½¶� ²ÁÁ½º´²ÅºÀ¿�À·� ²´´ºµ¶¿Å²½� º¿� ÅÀ¿²½�¾ÆÄº´ʇ��¶½¶Ä´ÀʓÄ� ¶²ÄÊʉÅÀʉ·À½½ÀÈ�
µºÃ¶´ÅºÀ¿Ä�Å²¼¶�Å¹¶�º¿ÄÅÃÆ´ÅÀÃ�µºÃ¶´Å½Ê�ÅÀ�¶²´¹�º¿ÄÅ²¿´¶�º¿�Å¹¶�Ä´ÀÃ¶Äʇ��Ç¶¿�º·�º¿ÄÅÃÆ´ÅÀÃÄ�
ÈÀÆ½µ�Ã²Å¹¶Ã�ÆÄ¶�ÀÅ¹¶Ã�Ä´ÀÃ¶Äʁ�Å¹ºÄ�ÁÃ²´Åº´²½�Ã¶ÄÀÆÃ´¶�ÁÃÀÇºµ¶Ä�²�ÆÄ¶·Æ½�´²Å²½À¸Æ¶�À·�
ϿЁ�µºȮ¶Ã¶¿Å�¿ÀÅ²ÅºÀ¿²½�´ÆÄÅÀ¾Ä�Ã¶½²Å¶µ�ÅÀ�²´´ºµ¶¿Å²½Äʁ�º¿´½Æµº¿¸�´ÀÆÃÅ¶ÄÊ�²´´ºµ¶¿Å²½Äʁ�
²´´ºµ¶¿Å²½Ä�Åº¶µ�²´ÃÀÄÄ�²�³²Ã½º¿¶ʁ�´²¿´¶½º¿¸�²�µÀÆ³½¶�Ä¹²ÃÁʁ�²¿µ�²´´ºµ¶¿Å²½Ä�Ã¶¿ÀÅ²Å¶µ�
¶¿¹²Ã¾À¿º´²½½Ê�²´ÃÀÄÄ�²�³²Ã½º¿¶ʇ


²¿��ºÊ²¼¶ʓÄ� ʖ�À¿ÅÀÆÃº¿¸�²Ä�²��ÀÈ¶Ã·Æ½��ÀÀ½� ·ÀÃ��ºÅ´¹��È²Ã¶¿¶ÄÄʗ� ʯ�¹²ÁÅ¶Ã�Ђʰ�
µ¶Ä´Ãº³¶Ä�²�ÄÅÃ²Å¶¸Ê�·ÀÃ�´À¿¿¶´Åº¿¸�Äº¸¹Å�²¿µ�ÄÀÆ¿µ�º¿�Å¹¶�·Æ¿µ²¾¶¿Å²½Ä�´½²ÄÄÃÀÀ¾ʇ�
�¹¶�´¹²ÁÅ¶Ã�µ¶Ä´Ãº³¶Ä�´À¿ÅÀÆÃº¿¸�²Ä�Å¹¶�ÁÃÀ´¶ÄÄ�À·�¾ÀÇº¿¸�À¿¶ʓÄ�¹²¿µ�ÆÁ�ÀÃ�µÀÈ¿�ÅÀ�
¾º¾º´�¾ÀÇ¶¾¶¿ÅÄ�º¿�ÁºÅ´¹�ÄÁ²´¶ʇ��¹ºÄ�²ÁÁÃÀ²´¹�ºÄ�Äº¾º½²Ã�ÅÀ�ÄÅÃ²Å¶¸º¶Ä�ÆÄ¶µ�³Ê�ÇÀº´¶�
Å¶²´¹¶ÃÄ� ²¿µ� �ʦϿЀ� Å¶²´¹¶ÃÄʁ� º¿�È¹º´¹� ÄÅÆµ¶¿ÅÄ� µ¶¾À¿ÄÅÃ²Å¶� º¿Å¶ÃÇ²½Ä� ÇºÄÆ²½½Ê� ²¿µ�
¼º¿¶ÄÅ¹¶Åº´²½½Êʇ��¹¶�ÈÀÃ¼Ä¹¶¶ÅÄ�ÁÃ¶Ä¶¿Å¶µ�º¿�Å¹¶�Å¶ÉÅ�²¿µ�Å¹¶��ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Ä�
¾²¼¶� ÇºÄÆ²½� µºÄÅº¿´ÅºÀ¿Ä� ³¶ÅÈ¶¶¿� Ä´²½¶� ÅÊÁ¶Ä� Å¹²Å� ²Ã¶� À³Ä´ÆÃ¶µ� ³Ê� ÄÅ²Ȯ� ¿ÀÅ²ÅºÀ¿ʇ�
�¶´²ÆÄ¶�Å¹¶�Å¶²´¹º¿¸�ÄÅÃ²Å¶¸Ê�ºÄ�ÁÃº¾²Ãº½Ê�ÇºÄÆ²½�²¿µ�¼º¿¶ÄÅ¹¶Åº´ʁ�Å¹ºÄ�½¶ÄÄÀ¿�ÈÀÆ½µ�
³¶¿¶ȱÅ�·ÃÀ¾�²�µ¶¾À¿ÄÅÃ²ÅºÀ¿�Çºµ¶À�º¿�Å¹¶�À¿½º¿¶��ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Äʇ�

�²¿Ê�¾ÆÄº´� Å¹¶ÀÃÊ� Å¶²´¹¶ÃÄ� ²ÁÁÃ¶´º²Å¶� Å¹¶� Ç²Ãº¶ÅÊ� À·� Á¶µ²¸À¸º´²½� ²µÇ²¿Å²¸¶Ä�
À·� ¹²Çº¿¸� ÄÅÆµ¶¿ÅÄ�ÈÀÃ¼� ÀÆÅ� Å¹¶ÀÃÊ� ´À¿´¶ÁÅÄ� ²Å� Å¹¶� Áº²¿À� ¼¶Ê³À²Ãµʇ��ÀÈ¶Ç¶Ãʁ� Å¹¶�
ȱ¿²¿´º²½�³ÆÃµ¶¿�²¿µ�Á¹ÊÄº´²½�ÄÁ²´¶�Ã¶ÂÆºÃ¶¾¶¿ÅÄ� ÅÀ�¸¶Å�¶Ç¶ÃÊ� Å¹¶ÀÃÊ�ÄÅÆµ¶¿Å�À¿�²�
¼¶Ê³À²Ãµ�ºÄ�ÁÃÀ¹º³ºÅºÇ¶�·ÀÃ�¾²¿Ê�´½²ÄÄÃÀÀ¾Äʇ��º²¿À�²ÁÁÄ�À¿�¾À³º½¶�µ¶Çº´¶Ä�²Ã¶�Ä¾²½½�
²¿µ� º¿¶ÉÁ¶¿ÄºÇ¶ʁ�³ÆÅ� Å¹¶ºÃ�ȷ²Å� ÄÆÃ·²´¶� ½²´¼Ä� Å²´Åº½¶� ·¶¶µ³²´¼�²¿µ�¾²¿Ê� º¿ÄÅÃÆ´ÅÀÃÄ�
¾²Ê�³¶�Ã¶½Æ´Å²¿Å�ÅÀ�º¿ÇºÅ¶�ÄÅÆµ¶¿ÅÄ�ÅÀ�ÀÁ¶¿�Å¹¶ºÃ�µºÄÅÃ²´ÅºÀ¿�¾²´¹º¿¶Ä�º¿�́ ½²ÄÄʇ��¹¶½Ä¶Ê�
�²¾¾�ÁÃ¶Ä¶¿ÅÄ�²�¿ÀÇ¶½�ÄÀ½ÆÅºÀ¿�º¿�¹¶Ã�½¶ÄÄÀ¿�Á½²¿�ʖ�¿´ÀÃÁÀÃ²Åº¿¸��¶½Àµº´²Ä�º¿ÅÀ�Å¹¶�
�ÆÄº´��¹¶ÀÃÊ��ÆÃÃº´Æ½Æ¾ʗ�ʯ�¹²ÁÅ¶Ã�Ѓʰʇ��²¾¾�²µÇÀ´²Å¶Ä�·ÀÃ�Å¹¶�ÆÄ¶�À·�¾¶½Àµº´²Äʨ
Á½²ÄÅº´ʁ�Èº¿µʉÀÁ¶Ã²Å¶µ�¼¶Ê³À²ÃµÄ�Å¹²Å�²Ã¶�Ä¾²½½�¶¿ÀÆ¸¹�ÅÀ�ȱÅ�À¿�¾ÀÄÅ�ÄÅÆµ¶¿Å�µ¶Ä¼Ä�
²¿µ�²Ã¶�Ã¶½²ÅºÇ¶½Ê�º¿¶ÉÁ¶¿ÄºÇ¶ʇ��¹¶�´¹²ÁÅ¶Ã�ÁÃÀÇºµ¶Ä�Ä¶Ç¶Ã²½�´ÆÃÃº´Æ½²Ã�²ÁÁ½º´²ÅºÀ¿Äʁ�
²¿µ�Å¹¶��ÆÁÁ½¶¾¶¿Å²ÃÊ��²Å¶Ãº²½Ä�È¶³ÄºÅ¶�¶Ç¶¿�º¿´½Æµ¶Ä�µ¶Å²º½¶µ�ÄÆ¸¸¶ÄÅºÀ¿Ä�·ÀÃ�̧ Ã²¿Å�
²ÁÁ½º´²ÅºÀ¿Ä�ÅÀ�¹¶½Á�·Æ¿µ�²�´½²ÄÄÃÀÀ¾�Ä¶Å�À·�¾¶½Àµº´²Äʇ�




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ184

�Å¶·²¿º¶� �º´¼º¿ÄÀ¿ʓÄ� ʖ�ÆÄº´� 	Æ¿µ²¾¶¿Å²½Ä� 
²¾¶Äʗ� ʯ�¹²ÁÅ¶Ã� Єʰ� ´À¿´½Æµ¶Ä� Å¹¶�
	Æ¿µ²¾¶¿Å²½Ä�µºÄ´ÆÄÄºÀ¿�³Ê�ÁÃÀÇºµº¿¸�µ¶Ä´ÃºÁÅºÀ¿Ä�À·�ϿЀ�µºȮ¶Ã¶¿Å�·Æ¿µ²¾¶¿Å²½Ä�̧ ²¾¶Ä�
·ÀÃ� Å¹¶�´½²ÄÄÃÀÀ¾ʇ��¹¶Ä¶�¸²¾¶Ä�²Ã¶�µ¶Äº¸¿¶µ� ÅÀ�³ÀÅ¹�Ã¶Çº¶È�¾²Å¶Ãº²½�²¿µ�ÁÃÀ¾ÀÅ¶�
ȷÆ¶¿´Êʇ��¿ÄÅÃÆ´ÅÀÃÄ�ÈºÄ¹º¿¸�ÅÀ�¶ÉÁ²¿µ�Å¹¶ºÃ�Ã¶Á¶ÃÅÀºÃ¶�À·�Ã¶Çº¶Èʁ�µÃº½½ʁ�²¿µ�ÁÃ²´Åº´¶�
²ÁÁÃÀ²´¹¶Ä�Èº½½� ȱ¿µ� ²� Ç²Ãº¶ÅÊ� À·� ºµ¶²Ä� Å¹²Å�Èº½½� ¶¿¸²¸¶� ÄÅÆµ¶¿ÅÄ� ²¿µ� º¿»¶´Å� ÄÀ¾¶�
À·�Å¹¶�·Æ¿�Ã¶´À¾¾¶¿µ¶µ�³Ê��À²¸�º¿��¹²ÁÅ¶Ã�Ѐʇ��²´¹�¸²¾¶�º¿´½Æµ¶Ä�²�´½¶²Ãʁ�´À¿´ºÄ¶�
µ¶Ä´ÃºÁÅºÀ¿�Å¹²Å�º¿ÄÅÃÆ´ÅÀÃÄ�´ÀÆ½µ�ÆÄ¶�Ç¶Ã³²Åº¾�ÀÃ�²µ²ÁÅ�ÅÀ�Å¹¶ºÃ�ÄÁ¶´ºȱ´�´ÆÃÃº´Æ½Æ¾ʇ�
�¹¶��ÆÁÁ½¶¾¶¿Å²ÃÊ��²Å¶Ãº²½Ä�ÁÃÀÇºµ¶�ÈÀÃ¼Ä¹¶¶ÅÄ�²¿µ�ÁÃ¶¾²µ¶�³º¿¸À�´²ÃµÄʇ�
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PART II: RHYTHM and METER

DAVID FORREST

�¹¶� ´À¾¾À¿� Å¹¶¾¶� º¿� �²ÃÅ� ��� ºÄ� ²� ½²¾¶¿Å� Å¹²Å� Ã¹ÊÅ¹¾� ²¿µ�¾¶Å¶Ã� ²Ã¶� Æ¿µ¶Ãʉ
¶¾Á¹²ÄºË¶µ�º¿�¾ÀÄÅ�¾ÆÄº´�Å¹¶ÀÃÊ�´ÆÃÃº´Æ½²ʇ��²´¹�´¹²ÁÅ¶Ã�Ã¶ÄÁÀ¿µÄ�ÅÀ�Å¹ºÄ�½²¾¶¿Å�³Ê�
ÀȮ¶Ãº¿¸�²�ÄÅÃ²Å¶¸Ê�·ÀÃ�´ÀÃÃ¶´Åº¿¸�Å¹¶�º¾³²½²¿´¶ʇ��½À¿¸�Å¹¶�È²Êʁ�Å¹¶�´¹²ÁÅ¶ÃÄ�º¿ÇºÅ¶�
ÆÄ� ÅÀ� ³ÃÀ²µ¶¿� Å¹¶� Ã¶Á¶ÃÅÀºÃ¶� ³¶ÊÀ¿µ� Å¹¶� ÅÊÁº´²½� ´²¿À¿� ÅÀ� ¶¿¸²¸¶� ÁÀÁÆ½²Ã� ¾ÆÄº´ʁ�
¾º¿º¾²½ºÄ¾ʁ�²¿µ��ÀÃÅ¹��¿µº²¿�¾ÆÄº´ʇ��¹¶Ê�²½ÄÀ�ÄÆ¸¸¶ÄÅ�¿¶È�Å¶²´¹º¿¸�ÅÀÀ½Äʁ�º¿´½Æµº¿¸�
´Àµº¿¸� ÁÃÀ¸Ã²¾Ä� ²¿µ� µÃÆ¾� ¾²´¹º¿¶Äʇ� �¶Ã¹²ÁÄ� ¾ÀÄÅ� Äº¸¿ºȱ´²¿Å½Êʁ� Å¹¶Ê� º¿ÇºÅ¶� Å¹¶�
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�¶ÄÅ¶Ã¿��ÉÁ½ÀÃ²ÅºÀ¿Ä�À·��¶Å¶Ãʗ�ʯ�¹²ÁÅ¶Ã�ϿЀʰʁ�ÄÆÁÁ½º¶Ä�²¿�²¿ÅºµÀÅ¶�ÅÀ�¾Ê�Ã¶½Æ´Å²¿´¶ʇ�
�¹¶�´¹²ÁÅ¶Ã�ºÄ�ÅÃ²¿ÄÁ²Ã¶¿Å�²³ÀÆÅ�Å¹¶�·²´Å�Å¹²Å�ºÅ�ºÄ�ÈÃºÅÅ¶¿�ÅÀ�ÅÃ²º¿�³ÀÅ¹�Å¹¶�º¿ÄÅÃÆ´ÅÀÃ�
²¿µ�Å¹¶�ÄÅÆµ¶¿ÅÄʇ��ÀÅ�À¿½Ê�ºÄ�Å¹¶�½²¿¸Æ²¸¶�²¿µ�ÁÃÀ´¶ÄÄ�´½¶²Ã�·ÀÃ�Å¹ÀÄ¶�Æ¿·²¾º½º²Ã�ÈºÅ¹�
�º¿µÆÄÅ²¿º�¾ÆÄº´ʁ�³ÆÅ�Å¹¶�¾²Å¶Ãº²½Ä�Å¹¶¾Ä¶½Ç¶Ä�²Ã¶�´Ã¶²Å¶µ�ÈºÅ¹�Å¹¶��¶ÄÅ¶Ã¿ʉÅÃ²º¿¶µ�
º¿ÄÅÃÆ´ÅÀÃ�º¿�¾º¿µʇ�	ÆÃÅ¹¶Ã¾ÀÃ¶ʁ�Å¹¶�½¶ÄÄÀ¿�ºÄ�²�¾Àµ¶½�À·�¸ÀÀµ�Å¶²´¹º¿¸�ÄÅÃ²Å¶¸º¶Äʇ�
�� ÄÆÄÁ¶´Å� Å¹²Å� ¶Ç¶¿� ²¿� ¶ÉÁ¶ÃÅ� º¿� �ÀÃÅ¹� �¿µº²¿� ÅÃ²µºÅºÀ¿Ä�Èº½½� ȱ¿µ� ÆÄ¶·Æ½� Å¶²´¹º¿¸�
ÄÅÃ²Å¶¸º¶Ä�¹¶Ã¶ʇ

�¹¶� ´¹²ÁÅ¶Ã� º¿´½Æµ¶Ä� ÅÈÀ� ½¶ÄÄÀ¿Ä� µ¶Äº¸¿¶µ� ·ÀÃ� ÅÈÀ� µ²ÊÄ� À·� º¿ÄÅÃÆ´ÅºÀ¿ʇ� �ÀÅ¹�
½¶ÄÄÀ¿Ä� ²Ã¶� ÀÃ¸²¿ºË¶µ� ³Ê� ²� È¶½½ʉµ¶Äº¸¿¶µ� �ÀÈ¶Ã�Àº¿Å� µÀ´Æ¾¶¿Å� º¿´½Æµ¶µ� º¿� Å¹¶�
�ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Äʇ� �¿� ²¿� ¶ȮÀÃÅ� ÅÀ� ÅÃ²º¿� Å¹¶��¶ÄÅ¶Ã¿� º¿ÄÅÃÆ´ÅÀÃʁ� ÄÀ¾¶� À·� Å¹¶�
�ÀÈ¶Ã�Àº¿Å� Ä½ºµ¶Ä� ²Ã¶� º¿´À¾Á½¶Å¶� ²¿µ� ·¶²ÅÆÃ¶� º¿ÄÅÃÆ´ÅºÀ¿Ä� ÅÀ� Å¹¶� Å¶²´¹¶Ã� ÄÆ´¹� ²Ä�
ʖ�¿Ä¶ÃÅ�Áº´ÅÆÃ¶Ä�ÊÀÆ�ȱ¿µ�º¿�ÊÀÆÃ�Ã¶Ä¶²Ã´¹�¹¶Ã¶ʁ�²¿µ�µºÄ´ÆÄÄ�ÈºÅ¹�ÊÀÆÃ�ÄÅÆµ¶¿ÅÄʇʗ��¿�
Å¹ºÄ�È²Ê�Å¹¶�º¿ÄÅÃÆ´ÅÀÃ�ºÄ�¿ÀÅ�Äº¾Á½Ê�ÅÃÊº¿¸�ÅÀ�¶¾Æ½²Å¶��¾º¿ʓÄ�ÈÀÃ¼�º¿�Å¹¶ºÃ�´½²ÄÄʁ�³ÆÅ�

3  These documents need some editorial work before they are ready for classroom use. All documents 
are in pdf format which adds some editing challenges for the reader.
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Ã²Å¹¶Ãʁ� Å¹¶� º¿ÄÅÃÆ´ÅÀÃ� ºÄ� º¿ÇºÅ¶µ�ÅÀ�Á¶ÃÄÀ¿²½½Ê� ½¶²Ã¿�²¿µ�¶¿¸²¸¶�ÈºÅ¹�Å¹¶�¾ÆÄº´�²¿µ�
´Æ½ÅÆÃ¶�Å¹ÃÀÆ¸¹�Å¹¶�ÁÃÀ´¶ÄÄ�À·�³Æº½µº¿¸�Å¹¶�½¶ÄÄÀ¿ʇ��¹¶�½¶ÄÄÀ¿Ä�Å¹¶¾Ä¶½Ç¶Ä�²Ã¶�´½¶²Ã½Ê�
ÀÃ¸²¿ºË¶µʁ�²¿µ�µºÄÁ½²Ê�½²Ê¶ÃÄ�À·�ÅÀÁʉ¿ÀÅ´¹�Á¶µ²¸À¸Êʁ�º¿´½Æµº¿¸�´½¶²Ãʁ�µ¶¾À¿ÄÅÃ²³½¶ʁ�
²´¹º¶Ç²³½¶� À³»¶´ÅºÇ¶Äʂ� Å¹º¿¼ʉÁ²ºÃʉÄ¹²Ã¶� ²´ÅºÇºÅº¶Äʂ� Ä¶ÂÆ¶¿Åº²½� Á½²¿¿º¿¸� Å¹²Å� ¶¿¸²¸¶Ä�
½¶´ÅÆÃ¶ʁ� ½ºÄÅ¶¿º¿¸ʁ�Á¶Ã·ÀÃ¾²¿´¶ʁ� º¿µºÇºµÆ²½�²¿µ�¸ÃÀÆÁ�²´ÅºÇºÅº¶Äʂ�²ÁÁÃÀÁÃº²Å¶�Á²´º¿¸�
·ÀÃ�Å¹¶�ÇÀ½Æ¾¶�À·�¿¶È�ºµ¶²Ä�²¿µ�Æ¿·²¾º½º²Ã�Å¶Ã¾º¿À½À¸Êʂ�²¿µ�¶Ç¶¿�²�¹¶½Á·Æ½� ½ºÄÅ�À·�
¾²Å¶Ãº²½Ä�¿¶¶µ¶µ�·ÀÃ�¶²´¹�½¶ÄÄÀ¿ʇ��¹¶��ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Ä�º¿´½Æµ¶�Å¹¶��ÀÈ¶Ã�Àº¿Å�
µÀ´Æ¾¶¿Åʁ�´½¶²Ã�ÈÀÃ¼Ä¹¶¶ÅÄ�ʯº¿�����ÀÃµʰʁ�²�¸½ÀÄÄ²ÃÊ�²¿µ�ÁÃÀ¿Æ¿´º²ÅºÀ¿�¸Æºµ¶ʁ�²¿µ�
²¿�º¿ÄÅÃÆ´ÅÀÃʓÄ�¸Æºµ¶�·ÀÃ�³ÀÅ¹�Å¹¶�¾¶´¹²¿º´Ä�À·�Å¹¶�½¶ÄÄÀ¿�²¿µ�Á¶ÃÄÀ¿²½�Ã¶Ä¶²Ã´¹�º¿ÅÀ�
�ÀÃÅ¹��¿µº²¿�´Æ½ÅÆÃ¶ʇ��Ç¶¿�²Ä�²�´À¾Á½¶Å¶�¿¶ÀÁ¹ÊÅ¶�º¿��ÀÃÅ¹��¿µº²¿�¾ÆÄº´ʁ���·¶¶½�½º¼¶�
��´ÀÆ½µ�Å²¼¶��¾º¿ʓÄ�½¶ÄÄÀ¿�²¿µ�ÁÃÀÇºµ¶�¾Ê�ÄÅÆµ¶¿ÅÄ�²¿�º¿ÅÃÀµÆ´ÅºÀ¿�ÅÀ�Å¹¶�³²Äº´Ä�À·�
�º¿µÆÄÅ²¿º�¾¶Å¶Ã�²¿µ�·ÀÃ¾ʇ
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PART III: CORE CURRICULUM, Diatonic Harmony

KEVIN CLIFTON

�À½½¶´ÅºÇ¶½Êʁ� Å¹¶� Á¶µ²¸À¸º´²½� ´¹²ÁÅ¶ÃÄ� º¿� Å¹¶� ´ÀÃ¶� ´ÆÃÃº´Æ½Æ¾� Ä¶´ÅºÀ¿� À·� The 
Routledge Companion to Music Theory Pedagogy� ´²ÄÅ� ²�Èºµ¶�¿¶Å� ÀÇ¶Ã� ·ÀÆ¿µ²ÅºÀ¿²½�
´½²ÄÄ¶Ä�Å¹²Å�ÄÅÆµ¶¿ÅÄ�Å²¼¶�º¿�Å¹¶ºÃ�ȱÃÄÅ�ÅÈÀ�Ê¶²ÃÄ�À·�ÄÅÆµÊʇ��¹¶�Ã¶Ä¶²Ã´¹�¶ÄÄ²ÊÄ�²¿µ�
½¶ÄÄÀ¿�Á½²¿Ä�Èº½½�²ÁÁ¶²½�ÅÀ�¿ÀÇº´¶�Å¶²´¹¶ÃÄ�²Ä�È¶½½�²Ä�Ä¶²ÄÀ¿¶µ�ÁÃÀ·¶ÄÄºÀ¿²½Ä�¹ÀÁº¿¸�
ÅÀ�³Ã¶²Å¹¶�¿¶È�½º·¶�º¿ÅÀ�Å¹¶ºÃ�´½²ÄÄÃÀÀ¾�Å¶²´¹º¿¸ʇ���´À¾¾À¿�Å¹¶¾¶�Å¹²Å�ÃÆ¿Ä�Å¹ÃÀÆ¸¹�
¾²¿Ê� À·� Å¹¶� ´¹²ÁÅ¶ÃÄ� º¿� Å¹ºÄ� Ä¶´ÅºÀ¿� ºÄ� Å¹¶� º¾ÁÀÃÅ²¿´¶� À·� ¶¿¸²¸º¿¸� ÄÅÆµ¶¿ÅÄ� ²¿µ�
·ÀÄÅ¶Ãº¿¸�²�µºÇ¶ÃÄ¶�¾ÆÄº´²½�´ÆÃÃº´Æ½Æ¾ʇ�

�¿ÀÅ¹¶Ã�È²Ê� ÅÀ� ½ÀÀ¼� ²Å� ºÅʁ� Á¶Ã¹²ÁÄʁ� ºÄ� how can we help music theory be more 
relevant to our students’ contemporary musical livesʎ� �¹¶� ´¹²ÁÅ¶ÃÄ� º¿� Å¹ºÄ� Ä¶´ÅºÀ¿ʁ�
È¹º½¶�¿ÀÅ�Á¶µ²¸À¸º´²½½Ê�´À¹¶ÄºÇ¶�per se�º¿�²ÁÁÃÀ²´¹ʁ�²Ã¶�Æ¿ºÅ¶µ�³Ê�²�¸À²½�À·�¹¶½Áº¿¸�
ÄÅÆµ¶¿ÅÄ�¶Ȯ¶´ÅºÇ¶½Ê�³Æº½µ�Ä¼º½½Äʇ��¶�²½½�¼¿ÀÈ�Å¹²Å�À¿¶�ÄºË¶�µÀ¶Ä�¿ÀÅ�ȱÅ�²½½ʁ�²¿µ�Å¹²Å�ºÄ�
ÅÃÆ¶�·ÀÃ�²¿Ê�Á¶µ²¸À¸º´²½�²ÁÁÃÀ²´¹�º¿�Å¹¶�´½²ÄÄÃÀÀ¾�²Ä�È¶½½ʇ���Ã¶²½�ÄÅÃ¶¿¸Å¹�À·�Å¹¶�´ÀÃ¶�
´ÆÃÃº´Æ½Æ¾�Ä¶´ÅºÀ¿�ʯ�²ÃÅ����ʰ�½º¶Ä�º¿�ºÅÄ�Á¶µ²¸À¸º´²½�µºÇ¶ÃÄºÅÊ�·ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�ÅÀ�¶ÉÁ½ÀÃ¶�
·ÃÀ¾�´¹²ÁÅ¶Ã�ÅÀ�´¹²ÁÅ¶Ãʁ�¾²¼º¿¸�µºÄ´ÀÇ¶Ãº¶Ä�²½À¿¸�Å¹¶�È²Êʇ�

�²¿´Ê� �À¸¶ÃÄʓÄ� ³¶ÄÅ� ÁÃ²´Åº´¶Ä� ¶ÄÄ²Êʁ� ʖ�¾²½½ʉ�´²½¶� �¾ÁÃÀÇºÄ²ÅºÀ¿� º¿� Å¹¶� �ÆÄº´�
�¹¶ÀÃÊ� �½²ÄÄÃÀÀ¾ʗ� ʯ�¹²ÁÅ¶Ã� ϿЁʰʁ� ÀÆÅ½º¿¶Ä� ²� ¾Àµ¶½� ·ÀÃ� º¿Å¶¸Ã²Åº¿¸� Äº¿¸º¿¸� º¿� Å¹¶�
¾ÆÄº´�Å¹¶ÀÃÊ�´½²ÄÄÃÀÀ¾ʇ��¹¶�ÆÄ¶Ä�improvisational�Äº¿¸º¿¸�²Ä�²�ÅÀÀ½�ÅÀ�¹¶½Á�ÄÅÆµ¶¿ÅÄ�
Æ¿µ¶ÃÄÅ²¿µ� ²�Èºµ¶� Ã²¿¸¶� À·� Å¹¶ÀÃ¶Åº´²½� ´À¿´¶ÁÅÄʇ� �À¸¶ÃÄ� ²µÇÀ´²Å¶Ä� ·ÀÃ� Ä¾²½½ʉÄ´²½¶�
º¾ÁÃÀÇºÄ²ÅºÀ¿²½� Äº¿¸º¿¸ʁ� ·ÃÀ¾� ÄÅÆµ¶¿ÅÄ� Äº¿¸º¿¸� »ÆÄÅ� ²� ·¶È� ¿ÀÅ¶Ä� ʯ½º¼¶� Ã¶ÄÀ½Çº¿¸� ²�
½¶²µº¿¸� ÅÀ¿¶� ÅÀ� ÅÀ¿º´ʰ� ÅÀ� ²� ´ÀÆÁ½¶� À·�¾¶²ÄÆÃ¶Äʇ� �ÅÆµ¶¿ÅÄ� Ã¶ÄÁÀ¿µ� ´À½½¶´ÅºÇ¶½Ê� ÅÀ� ²�
¾ÆÄº´²½�ÁÃÀ¾ÁÅ�³Ê�º¾ÁÃÀÇºÄº¿¸�º¿�Ã¶²½�Åº¾¶ʁ�²½½ÀÈº¿¸�Å¹¶ºÃ�musical instincts�ÅÀ�µºÃ¶´Å�
Å¹¶�½¶²Ã¿º¿¸�ÁÃÀ´¶ÄÄʇ��¿�ÀÅ¹¶Ã�ÈÀÃµÄʁ�Ä¹¶�¶¿¸²¸¶Ä�ÄÅÆµ¶¿ÅÄ�²Å�Å¹¶ºÃ�¾ÆÄº´²½�´ÀÃ¶ʇ

�¹¶� ´¹²ÁÅ¶Ã� ÁÃÀÇºµ¶Ä� Å¹Ã¶¶� Å¶²´¹º¿¸� º½½ÆÄÅÃ²ÅºÀ¿Ä� Å¹²Å� ·¶²ÅÆÃ¶� Ä¾²½½ʉÄ´²½¶�
º¾ÁÃÀÇºÄ²ÅºÀ¿²½�Äº¿¸º¿¸ʁ�¶²´¹�³Æº½µº¿¸�º¿�´À¿Å¶¿Å�²¿µ�µºȲ´Æ½ÅÊ�½¶Ç¶½ʇ��¶Ã�ȱÃÄÅ�Å¶²´¹º¿¸�
º½½ÆÄÅÃ²ÅºÀ¿�¹¶½ÁÄ� ÄÅÆµ¶¿ÅÄ� ½¶²Ã¿� ÄÀ½¾ºË²ÅºÀ¿� ÄÊ½½²³½¶Ä� º¿� ²� ÁÃ²´Åº´²½� Ê¶Å�¾ÆÄº´²½�È²Êʁ�
³Ê�Å¶¾ÁÀÃ²Ãº½Ê�¶½º¾º¿²Åº¿¸�¾ÆÄº´²½�¿ÀÅ²ÅºÀ¿�²¿µ�Ã¶½Êº¿¸�º¿ÄÅ¶²µ�À¿�º¾ÁÃÀÇºÄº¿¸�ÁÆÃ¶½Ê�
³Ê� ¶²Ãʇ� �¹¶� Ä¶´À¿µ� º½½ÆÄÅÃ²ÅºÀ¿� ÆÄ¶Ä� Ä¾²½½ʉÄ´²½¶� º¾ÁÃÀÇºÄ²ÅÀÃÊ� Äº¿¸º¿¸ʁ� ²½À¿¸� ÈºÅ¹�
²� Ä¶Ãº¶Ä� À·� ¸Æºµ¶µ� ²¿²½ÊÅº´²½� ÂÆ¶ÄÅºÀ¿Ä� ·ÀÃ� ´½²ÄÄ� µºÄ´ÆÄÄºÀ¿ʁ� ÅÀ� ¹¶½Á� ÄÅÆµ¶¿ÅÄ� ¸²º¿� ²¿�
²ÆÃ²½�Æ¿µ¶ÃÄÅ²¿µº¿¸�À·�Å¹¶�´²µ¶¿Åº²½�ÄºÉʉ·ÀÆÃ�´¹ÀÃµʇ��¶Ã�Å¹ºÃµ�º½½ÆÄÅÃ²ÅºÀ¿�ºÄ�Å¹¶�¾ÀÄÅ�
Á¶µ²¸À¸º´²½½Ê�́ À¾Á½¶Éʁ�Ãº·¶�ÈºÅ¹�Å¶²´¹º¿¸�ÀÁÁÀÃÅÆ¿ºÅº¶Ä�Å¹²Å�Ã¶½²Å¶�ÅÀ�Å¹¶�Á¹Ã²Ä¶ʁ�ÄÆ´¹�²Ä�
º¾ÁÃÀÇºÄº¿¸�Ä¶¿Å¶¿Åº²½�ÄÅÃÆ´ÅÆÃ¶Ä�ÀÃ�Á¶ÃºÀµº´�µ¶Äº¸¿Äʇ��¿ÄÅÃÆ´ÅÀÃÄ�½ÀÀ¼º¿¸�·ÀÃ�²¿�¶Ȯ¶´ÅºÇ¶�
È²Ê�ÅÀ�º¿Å¶¸Ã²Å¶�Äº¿¸º¿¸�º¿�Å¹¶ºÃ�¾ÆÄº´�Å¹¶ÀÃÊ�Å¶²´¹º¿¸�Èº½½�ȱ¿µ�Å¹ºÄ�´¹²ÁÅ¶Ã�ÆÄ¶·Æ½ʇ�
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�¹¶�¿¶ÉÅ�´¹²ÁÅ¶Ã�Ã²ºÄ¶Ä�Á¹º½ÀÄÀÁ¹º´²½�ÂÆ¶ÄÅºÀ¿Ä�²³ÀÆÅ�È¹Ê�È¶�µÀ�È¹²Å�È¶�µÀʁ�
²¿µ�how�È¶�µÀ�ºÅʇ��²¿º¶½��¹²¿²¹²¿ʓÄ�ʖ�¹¶��À¸¿ºÅºÇ¶�²¿µ��À¾¾Æ¿º´²ÅºÇ¶��À¿ÄÅÃ²º¿ÅÄ�
À·� �²ÃÅʉ�ÃºÅº¿¸ʗ� ʯ�¹²ÁÅ¶Ã� ϿЂʰ� ºÄ� ²� Å¹ÀÆ¸¹ÅʉÁÃÀÇÀ¼º¿¸� ÁÀÄºÅºÀ¿� Á²Á¶Ã� Å¹²Å� ´ÃºÅºÂÆ¶Ä�
È¹Ê�´¶ÃÅ²º¿�¸Æºµ¶½º¿¶Ä�²Ã¶�¶¿·ÀÃ´¶µ�º¿�Å¹¶�¾ÆÄº´�Å¹¶ÀÃÊ�´ÆÃÃº´Æ½Æ¾�È¹º½¶�ÀÅ¹¶ÃÄ�²Ã¶�
¿ÀÅʇ� �²¼º¿¸� º¿ÅÀ� ´À¿Äºµ¶Ã²ÅºÀ¿�¾ÆÄº´²½� ²¿µ� ´Æ½ÅÆÃ²½� ´À¿ÄÅÃ²º¿ÅÄʁ� ²Ä�È¶½½� ²Ä� ¸¶¿¶Ã²½�
´À¾¾À¿²½ºÅº¶Ä� ÀÃ� º¿Ç²Ãº²¿´¶Äʁ� �¹²¿²¹²¿� ÀÆÅ½º¿¶Ä� ²� Ђʉ�Å¶Á� �ÀÁʉ�ÀÈ¿� Á¶µ²¸À¸º´²½�
²ÁÁÃÀ²´¹�º¿ȷÆ¶¿´¶µ�³Ê�ÈÀÃ¼�º¿�´À¸¿ºÅºÀ¿ʇ��¹ºÄ�´¹²ÁÅ¶Ã�ÁÃÀÇºµ¶Ä�Å¹¶�¾ÀÄÅ�¶ÉÅ¶¿ÄºÇ¶�
³º³½ºÀ¸Ã²Á¹Ê�º¿�Å¹ºÄ�Æ¿ºÅʇ

�¹²¿²¹²¿ʓÄ� ´ÃºÅºÂÆ¶� ³¶¸º¿Ä� ÈºÅ¹� ʖ´À¸¿ºÅºÇ¶� ²Ã´¹¶ÅÊÁ¶Äʁʗ� Å¹¶¿� ³Ã²¿´¹¶Ä� ÀÆÅ� ÅÀ�
ÄÅÊ½ºÄÅº´�µºȮ¶Ã¶¿´¶Ä�²¿µ�¾ÆÄº´²½�¿Æ²¿´¶Äʇ��Å¶Á�Ͽ�ʯ�²ÃÄº¿¸�	ÀÃ¾�²¿µ��¶Á¶ÅºÅºÀ¿ʰ�³Æº½µÄ�
ÄÅÆµ¶¿Å�²È²Ã¶¿¶ÄÄ�À·�Å¹¶�Á¶ÃÇ²ÄºÇ¶�ÆÄ¶�À·�¾ÆÄº´²½�Ã¶Á¶ÅºÅºÀ¿�²¿µ�Ç²ÃºÀÆÄ�ÅÊÁ¶Ä�À·�·ÀÃ¾ʁ�
ÄÆ´¹�²Ä� Å¶Ã¿²ÃÊʇ��¹²¿²¹²¿ʓÄ� Ã¶ÇºÄºÀ¿�À·�²�³ÀÅÅÀ¾ʉÆÁ�Á½²¿ʁ�À¿¶� Å¹²Å� ·À´ÆÄ¶Ä� º¿ÄÅ¶²µ�
À¿�ÅÃ²µºÅºÀ¿²½�´¹ÀÃµʉÅÀʉ´¹ÀÃµ�²¿²½ÊÄºÄʁ�ÁÃº¾¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�¾²¼¶�½²Ã¸¶ʉÄ´²½¶�¾ÆÄº´²½�
´À¿¿¶´ÅºÀ¿Ä�·ÃÀ¾�Å¹¶�ÀÆÅÄ¶Åʇ��Å¶Á�Ѐ�ʯ�Ã¶Ä¶¿Åº¿¸��ÊÁ¶Ä�À·��½ÀÄÆÃ¶ʰ�ºÄ�²�´À¿Åº¿Æ²ÅºÀ¿�À·�
¾ÆÄº´²½�·ÀÃ¾ʁ�ÈºÅ¹�²�·À´ÆÄ�À¿�µºÄ´ÀÇ¶ÃÊ�À·�Ç²ÃºÀÆÄ�¾ÆÄº´²½�Á²Ã²¾¶Å¶ÃÄʁ�²¿µ�¹ÀÈ�Å¹¶Ä¶�
Á²Ã²¾¶Å¶ÃÄ�ÈÀÃ¼� º¿� Å²¿µ¶¾�ÅÀ�´Ã¶²Å¶�´½ÀÄÆÃ¶� º¿�²½½� ÅÊÁ¶Ä�À·�¾ÆÄº´ʇ��ÅÆµ¶¿ÅÄ�ÄÅÆµÊ�
´²µ¶¿´¶Ä� ²¿µ�Á¹Ã²Ä¶Ä� ·ÃÀ¾��¶ÄÅ¶Ã¿�²ÃÅ�¾ÆÄº´� ²Ä�È¶½½� ²Ä��²ÄÅ¶Ã¿� Ã²¸²Äʇ� �¹²¿²¹²¿�
²Ã¸Æ¶Ä�Å¹²Å�ÄÅÆµ¶¿ÅÄʓ�²³º½ºÅº¶Ä�ÅÀ�²ÃÅº´Æ½²Å¶�¹ÀÈ�Å¹¶Ê�¹¶²Ã�¾ÆÄº´²½�¾À¾¶¿ÅÄ�À·�́ ½ÀÄÆÃ¶ʁ�
¿À�¾²ÅÅ¶Ã� Å¹¶�¾ÆÄº´²½� ÄÅÊ½¶ʁ� ʖ´²¿� º¿·ÀÃ¾� ²¿µ� º¿ȷÆ¶¿´¶� ¶Ç¶ÃÊ� ÄÆ³Ä¶ÂÆ¶¿Å� ²¿²½ÊÄºÄ�
º¿� Å¹¶�´ÀÆÃÄ¶ʗ�ʯϿϾϾʰʇ��Å¶Á�Ё�ʯ�É²¾º¿º¿¸��¶½Àµº´��Ã´¹¶ÅÊÁ¶Äʰ�¾ÀÇ¶Ä� ÅÀ� Å¹¶�µÀ¾²º¿�
À·�¾¶½Àµº´� ²¿²½ÊÄºÄ�ÈºÅ¹� ²¿� ¶¾Á¹²ÄºÄ� À¿� ¶É²¾º¿º¿¸�¹ÀÈ�Á¹ÊÄº´²½� ´À¿ÄÅÃ²º¿ÅÄ� ¹¶½Á�
Ä¹²Á¶�Åº¾¶ʉÅ¶ÄÅ¶µ�¾¶½Àµº´�²Ã´¹¶ÅÊÁ¶Ä�º¿�Ç²ÃºÀÆÄ�¾ÆÄº´²½�ÄÅÊ½¶Äʇ��Å¶Á�Ђ�ʯ�À¿ÄÀ¿²¿´¶�
²¿µ��ºÄÄÀ¿²¿´¶ʰ�ÁÃÀÇºµ¶Ä�ÄÀ¾¶�ʖ³¶ÄÅ�ÁÃ²´Åº´¶Äʗ�À·�¹ÀÈ�ÅÀ�²´¹º¶Ç¶�º¿µ¶Á¶¿µ¶¿´¶�º¿�
²� ¾ÆÄº´²½� ½º¿¶� º¿� Ç²ÃºÀÆÄ� Å¶ÉÅÆÃ¶Äʁ� ÄÆ´¹� ²Ä� Å¹¶� ÅÃ²µºÅºÀ¿²½� ·ÀÆÃʉÁ²ÃÅ� ����� Å¶ÉÅÆÃ¶�
ÄÀ� À·Å¶¿� ÆÄ¶µ� º¿� Á²ÃÅʉÈÃºÅº¿¸� ¶É¶Ã´ºÄ¶Äʇ� �Ã²Èº¿¸� ·ÃÀ¾� �ÆÃÀ¿� ʯЀϾϾϿʰʁ� �¹²¿²¹²¿ʓÄ�
½²ÄÅ� ÄÅ¶Á�ÀÆÅ½º¿¶Ä�¹º¸¹½Ê�¶Ȳ´º¶¿Å�Á¶Ã´¶ÁÅÆ²½�ÁÃº¿´ºÁ½¶Äʁ� ÄÆ´¹�²Äʃ� twoness, temporal 
continuity, minimum masking, minimum tonal fusion, pitch proximity, and minimum 
co-modulation of pitchesʇ� �¹²¿²¹²¿� Ä¹ÀÈÄ� ¹ÀÈ� Å¹¶Ä¶� ÁÃº¿´ºÁ½¶Ä� ²Ã¶� ¸ÃÀÆ¿µ¶µ� º¿�
²ÆµºÅÀÃÊ� Á¶Ã´¶ÁÅºÀ¿ʁ� È¹º´¹� ´²¿� ¹¶½Á� µ¶¾ÊÄÅº·Ê� Å¹¶� ½¶²Ã¿º¿¸� ÁÃÀ´¶ÄÄ� ·ÀÃ� ÄÅÆµ¶¿ÅÄʇ�
�¿ÄÅÃÆ´ÅÀÃÄ�ÈºÄ¹º¿¸�ÅÀ�Ã¶Ç²¾Á�Å¹¶ºÃ�¾ÆÄº´�Å¹¶ÀÃÊ�´ÆÃÃº´Æ½Æ¾�Èº½½�ȱ¿µ�Å¹ºÄ�´¹²ÁÅ¶Ã�
·Æ½½�À·�ºµ¶²Ä�·ÀÃ�´À¿Äºµ¶Ã²ÅºÀ¿ʇ�

�¿�Å¹¶�ȱÃÄÅ�½¶ÄÄÀ¿�Á½²¿ʁ�ʖ�Àº´¶ʉ�¶²µº¿¸��¶Å¶´ÅºÇ¶Äʗ�ʯ�¹²ÁÅ¶Ã�ϿЃʰʁ��¶¸¹²¿��²É¶Ã�
ÅÆÃ¿Ä� ¹¶Ã� ÄÅÆµ¶¿ÅÄ� º¿ÅÀ�¾ÆÄº´²½� µ¶Å¶´ÅºÇ¶Ä�È¹À� µºÄ´ÀÇ¶Ã� ÇÀº´¶ʉ½¶²µº¿¸� ÁÃ²´Åº´¶Ä� º¿�
Ç²ÃºÀÆÄ�ÄÅÊ½¶Äʇ��¹ºÄ�Á¶µ²¸À¸º´²½�¾Àµ¶½�ȷºÁÄ�Å¹¶�ÅÃ²µºÅºÀ¿²½�´½²ÄÄÃÀÀ¾ʁ�È¹¶Ã¶�ÃÆ½¶Ä�²Ã¶�
¹²¿µ¶µ�µÀÈ¿�³Ê�²¿�º¿ÄÅÃÆ´ÅÀÃ�ÀÃ�Å¶ÉÅ³ÀÀ¼ʇ��²É¶Ã�Ä¹ÀÈÄ�Å¹²Å�´Ã¶²Åº¿¸�²�´½²ÄÄÃÀÀ¾�À·�
µºÄ´ÀÇ¶ÃÊʁ�È¹¶Ã¶�ÄÅÆµ¶¿ÅÄ�²Ã¶�¶¿¸²¸¶µ�²¿µ�²´ÅºÇ¶�µÆÃº¿¸�Å¹¶�½¶²Ã¿º¿¸�ÁÃÀ´¶ÄÄʁ�ÄÁ²Ã¼Ä�



Forrest, Beavers, Clifton, Sears, and Stutes – Review of Routledge Companion 191

ÄÅÆµ¶¿ÅÄʓ�¾ÆÄº´²½�́ ÆÃºÀÄºÅÊʇ��¹¶�ÇÀº´¶ʉ½¶²µº¿¸�µ¶Å¶´ÅºÇ¶�¶É¶Ã´ºÄ¶�ÅÊÁº´²½½Ê�º¿ÇÀ½Ç¶Ä�À¿¶�
ÀÃ� ÅÈÀ�µ²ÊÄ�À·� º¿Ç¶ÄÅº¸²ÅºÀ¿ʁ�µºÄ´ÀÇ¶ÃÊʁ� ²¿µ� ´½²ÄÄÃÀÀ¾�µºÄ´ÆÄÄºÀ¿ʇ��¹¶� ½²ÄÅ� Ä¶´ÅºÀ¿�
À·� Å¹¶� ´¹²ÁÅ¶Ã� ÄÆ¸¸¶ÄÅÄ� È²ÊÄ� º¿� È¹º´¹� Å¹¶� º¿ÄÅÃÆ´ÅÀÃ� ´²¿� ´À¿Åº¿Æ¶� Á²ÃÅʉÈÃºÅº¿¸�
¶ÉÁ½ÀÃ²ÅºÀ¿�º¿�Å¹¶�´½²ÄÄÃÀÀ¾�Å¹ÃÀÆ¸¹�´À¾ÁÀÄºÅºÀ¿�ÁÃÀ»¶´ÅÄʁ�²Ä�È¶½½�²Ä�´Ã¶²ÅºÇ¶�¶ÃÃÀÃʉ
µ¶Å¶´ÅºÀ¿�¶É¶Ã´ºÄ¶Äʇ��¹ºÄ�´¹²ÁÅ¶Ã�ºÄ�²�¸ÀÀµ�Ã¶ÄÀÆÃ´¶�·ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�È²¿Åº¿¸�ÅÀ�ȷºÁ�Å¹¶�
ÅÃ²µºÅºÀ¿²½�´½²ÄÄÃÀÀ¾ʇ

�Ã¶¿Å��Æ¶Ã³²´¹ʓÄ�ʖ�²Ã¾À¿º´��¶ÂÆ¶¿´¶Ä��º¾Á½ºȱ¶µʁ��¹¶�	ºÃÄÅ��¶¶¼�À·��¿ÄÅÃÆ´ÅºÀ¿ʗ�
ʯ�¹²ÁÅ¶Ã�ϿЄʰ�·À´ÆÄ¶Ä�À¿�ºµ¶¿Åº·Êº¿¸�Å¹¶�¾ÀÄÅ�´À¾¾À¿�µº²ÅÀ¿º´�¹²Ã¾À¿º´�Ä¶ÂÆ¶¿´¶Ä�
º¿� Å¹¶� ´À¾¾À¿ʉÁÃ²´Åº´¶� Á¶ÃºÀµʇ� �Æ¶Ã³²´¹� ´½ÀÄ¶½Ê�¾Àµ¶½Ä� ¹ºÄ� ½²³¶½º¿¸� ÄÊÄÅ¶¾� ²·Å¶Ã�
�Å¶Ç¶¿��²ºÅËʓÄ�Å¶´¹¿ºÂÆ¶�º¿�The Complete Musician�ʯЀϾϿЀʰʇ�	ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�¿ÀÅ�·²¾º½º²Ã�
ÈºÅ¹��²ºÅËʓÄ�½²³¶½º¿¸�ÄÊÄÅ¶¾ʁ�Å¹ºÄ�´¹²ÁÅ¶Ã�Ä¶ÃÇ¶Ä�²Ä�²�¸ÀÀµ�Ã¶ÄÀÆÃ´¶�À¿�´À¿Å¶¾ÁÀÃ²ÃÊ�
¹²Ã¾À¿º´�Ä¶ÂÆ¶¿´¶�Á¶µ²¸À¸Êʇ�

�¹¶�´¹²ÁÅ¶Ã�ºÄ�µºÇºµ¶µ�º¿ÅÀ�ÅÈÀ�½¶ÄÄÀ¿Ä�Å¹²Å�ȱÃÄÅ�µ¶²½�ÈºÅ¹�Å¹¶�Å¹¶ÀÃ¶Åº´²½ʁ�Å¹¶¿�
Å¹¶�²¿²½ÊÅº´²½ʇ��¹¶�ȱÃÄÅ�½¶ÄÄÀ¿�´ÀÇ¶ÃÄ�²Ä´¶¿µº¿¸�²¿µ�µ¶Ä´¶¿µº¿¸�ÃÀÀÅ�¾ÀÅºÀ¿Ä�³Ê�Ѐ¿µʁ�
ЁÃµʁ�ЃÅ¹ʁ�Å¹¶�À¿½Ê�ÃÀÀÅ�¾ÀÅºÀ¿Ä�²Ç²º½²³½¶�º¿��Æ¶Ã³²´¹ʓÄ�½²³¶½º¿¸�ÄÊÄÅ¶¾ʇ��ÅÆµ¶¿ÅÄ�½¶²Ã¿�
ÅÀ�ºµ¶¿Åº·Ê�Å¹¶�surface interval�ÃÀÀÅ�¾ÀÅºÀ¿�À·�Å¹¶�ÅÈÀʉ´¹ÀÃµ�¾Àµ¶½ʁ�·À½½ÀÈ¶µ�³Ê�Å¹¶�
transposing interval� À·� Å¹¶�ȱÃÄÅ� ´¹ÀÃµ�À·� Å¹¶� ´ÀÁÊʇ��¹¶� Ä¶´À¿µ� ½¶ÄÄÀ¿�¹²Ä� ÄÅÆµ¶¿ÅÄ�
²¿²½ÊË¶�²¿�¶É²¾Á½¶�º¿�¸ÃÀÆÁÄʇ��Æ¶Ã³²´¹ʓÄ�½²³¶½º¿¸�ÄÊÄÅ¶¾�ÁÃÀÇºµ¶Ä�²�Ãº¸ÀÃÀÆÄ�È²Ê�·ÀÃ�
ÄÅÆµ¶¿ÅÄ�ÅÀ�º¿Ç¶ÄÅº¸²Å¶�Å¹¶�ÅÈÀʉ´¹ÀÃµ�¾Àµ¶½�À·�Å¹¶�Ä¶ÂÆ¶¿´¶�·À½½ÀÈ¶µ�³Ê�Å¹¶�Ç²ÃºÀÆÄ�
ÅÃ²¿ÄÁÀÄºÅºÀ¿Ä� À·� Å¹¶� ´ÀÁº¶Äʁ� Ä¼º½½Ä� Å¹²Å� ´²¿� ½²Å¶Ã� ³¶� ²ÁÁ½º¶µ� º·� ÄÅÆµ¶¿ÅÄ� Á²ÃÅʉÈÃºÅ¶�
¹²Ã¾À¿º´�Ä¶ÂÆ¶¿´¶Äʇ�

�¿�ʖ
Ã²µº¿¸�Å¹¶��À¿¸ʗ�ʯ�¹²ÁÅ¶Ã�ϿЅʰʁ��º´¹²¶½��²¼¶Ã�²µ²ÁÅÄ��Àȱ��¸²ÈÆʓÄ�ʯϿЇЇЀʰ�
Å¹Ã¶¶ʉÄÅ²¸¶� ʖ¾ÆÄº´� ÅÀ� Å¶ÉÅʗ� ÄÀ¿¸� ²¿²½ÊÄºÄ� ¾Àµ¶½� ²Ä� ²� ´Ã¶²ÅºÇ¶� È²Ê� ÅÀ� ÄÆÁÁ½¶¾¶¿Å�
Å¶²´¹º¿¸�ÇÀº´¶ʉ½¶²µº¿¸�²¿µ�Á²ÃÅʉÈÃºÅº¿¸�ÃÆ½¶Äʇ��²¼¶Ã�́ ¹ÀÀÄ¶Ä�ÄÀ¿¸Äʁ�µÃ²È¿�¶ÉÅ¶¿ÄºÇ¶½Ê�
·ÃÀ¾�ϿЇÅ¹ʉ´¶¿ÅÆÃÊ�
¶Ã¾²¿º´�Lieder�Ã¶Á¶ÃÅÀºÃ¶ʁ�Å¹²Å�·¶²ÅÆÃ¶�¾ÆÄº´²½�¾À¾¶¿ÅÄ�È¹¶Ã¶�
´¶ÃÅ²º¿�ÃÆ½¶Ä�²Ã¶�¿ÀÅ�·À½½ÀÈ¶µʁ�ÄÆ´¹�²Ä�½¶²µº¿¸ʉÅÀ¿¶Ä�Å¹²Å�µÀ�¿ÀÅ�ÁÃÀÁ¶Ã½Ê�½¶²µ�ÅÀ�ÅÀ¿º´ʁ�
´¹ÀÃµ²½�Ä¶Ç¶¿Å¹Ä�Å¹²Å�µÀ�¿ÀÅ�Ã¶ÄÀ½Ç¶�²Ä�¶ÉÁ¶´Å¶µʁ�́ ¹ÀÃµ²½�ÇÀº´º¿¸Ä�À·�º¿´À¾Á½¶Å¶�ÅÃº²µÄʁ�
²¿µ�Á²Ã²½½¶½ʉȱ·Å¹�¾ÀÅºÀ¿�³¶ÅÈ¶¶¿�ÇÀº´¶Äʁ�ÅÀ�¿²¾¶�²�·¶Èʇ��ÆÃº¿¸�Å¹¶Ä¶�ÅÃ²¿Ä¸Ã¶ÄÄºÇ¶�
¾ÆÄº´²½�¾À¾¶¿ÅÄʁ��²¼¶Ã�¶¿´ÀÆÃ²¸¶Ä�¹ºÄ�ÄÅÆµ¶¿ÅÄ�ÅÀ�´À¿Äºµ¶Ã�Å¹¶�²´´À¾Á²¿Êº¿¸�ÁÀ¶Åº´�
Å¶ÉÅ�ÅÀ�Å¹º¿¼�²³ÀÆÅ�È¹Ê�Å¹¶�´À¾ÁÀÄ¶Ã�¾º¸¹Å�¹²Ç¶�¾²µ¶�²�Á²ÃÅʉÈÃºÅº¿¸�ʖ¶ÃÃÀÃʇʗ�

�Ä� ²� ·À½½ÀÈ�ÆÁ� ÅÀ� ¹ºÄ� ½¶ÄÄÀ¿� Á½²¿ʁ� �²¼¶Ã� ÄÆ¸¸¶ÄÅÄ� Å¹²Å� ÄÅÆµ¶¿ÅÄ� ´À¾ÁÀÄ¶� Å¹¶ºÃ�
ÀÈ¿�Ä¹ÀÃÅ������ÁÃÀ»¶´ÅÄ�Å¹²Å�·¶²ÅÆÃ¶�Á²ÃÅʉÈÃºÅº¿¸�¶ÃÃÀÃÄ�ÅÀ�´À¿Ç¶Ê�ÁÀ¶Åº´�¾¶²¿º¿¸ʁ�
È¹º´¹� ´²¿� Å¹¶¿�³¶�ÆÄ¶µ�²Ä� Å¶²´¹º¿¸�¾²Å¶Ãº²½� ·ÀÃ� ÄÅÆµ¶¿ÅÄ� ÅÀ�Á¶Ã·ÀÃ¾�²¿µ�²¿²½ÊË¶ʇ�
�¹ºÄ�µÊ¿²¾º´�¶É¶Ã´ºÄ¶�²½½ÀÈÄ�ÄÅÆµ¶¿ÅÄ�ÅÀ�Á¶Ã·ÀÃ¾�Ç²ÃºÀÆÄ�Å²Ä¼Äʁ�ÄÆ´¹�²Ä�´À¾ÁÀÄºÅºÀ¿ʁ�
Á¶Ã·ÀÃ¾²¿´¶ʁ� ²¿µ� ²¿²½ÊÄºÄʁ� È¹º½¶� ´À¿Åº¿Æº¿¸� ÅÀ� ³Æº½µ� Å¹¶ºÃ� ·²¾º½º²ÃºÅÊ� ÈºÅ¹� Á²ÃÅʉ
ÈÃºÅº¿¸�¿ÀÃ¾Äʇ�




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ192

��¿�ʖ	º¿µº¿¸�Å¹¶��¾Á½º¶µ��À½ÊÁ¹À¿Ê�º¿�Å¹¶��º¿Æ¶Å����·ÃÀ¾��²´¹ʓÄ��¶½½À��ÆºÅ¶�¿Àʇ�Ͽ�
º¿�
��²»ÀÃʗ�ʯ�¹²ÁÅ¶Ã�ϿІʰʁ��µÈ²Ãµ��½ÀÃ¾²¿�¹¶½ÁÄ�ÄÅÆµ¶¿ÅÄ�½¶²Ã¿�ÅÀ�¾²¼¶�ȱ¸ÆÃ¶µʉ³²ÄÄ�
Ã¶µÆ´ÅºÀ¿Ä�·ÃÀ¾�Ç²ÃºÀÆÄ�Å¶ÉÅÆÃ¶Äʇ��¹¶�´¹²ÁÅ¶Ã�³¶¸º¿Ä�³Ê�¶ÉÁ½²º¿º¿¸�È¹Ê�ȱ¸ÆÃ¶µʉ³²ÄÄ�
Ã¶µÆ´ÅºÀ¿Ä�²Ã¶�¹¶½Á·Æ½�º¿�²¿²½ÊËº¿¸�¾ÆÄº´ʁ�ÄÆ¸¸¶ÄÅº¿¸�ÅÈÀ�ÁÃº¿´ºÁ½¶Ä�Å¹²Å�¾ÆÄÅ�³¶�¾¶Å�
º¿�²¿Ê�¸ÀÀµ�Ã¶µÆ´ÅºÀ¿ʃ�ʯϿʰ�Å¹¶�Ã¶µÆ´ÅºÀ¿�Ä¹ÀÆ½µ�ÄÀÆ¿µ�½º¼¶�Å¹¶�Á²ÄÄ²¸¶�³¶º¿¸�²¿²½ÊË¶µʁ�
²¿µ�ʯЀʰ�Å¹¶�Ã¶µÆ´ÅºÀ¿�Ä¹ÀÆ½µ�²µ¹¶Ã¶�ÅÀ�ÇÀº´¶ʉ½¶²µº¿¸�ÁÃº¿´ºÁ½¶Ä�Ã¶½¶Ç²¿Å�ÅÀ�Å¹¶�¾ÆÄº´²½�
ÄÅÊ½¶ʇ���½ÀÃ¾²¿�µºÇºµ¶Ä�¹ºÄ�½¶ÄÄÀ¿�Á½²¿�ÀÇ¶Ã�ÅÈÀ�µ²ÊÄʁ�ÈºÅ¹�Å¹¶�ȱÃÄÅ�µ²Ê�µ¶ÇÀÅ¶µ�ÅÀ�
�¹ÃºÄÅº²¿��¶ÅËÀ½µʓÄ��º¿Æ¶Å����º¿�
�¾º¿ÀÃʁ�²¿µ�Å¹¶�Ä¶´À¿µ�µ²Ê�ÅÀ��²´¹ʓÄ��º¿Æ¶Å����·ÃÀ¾�
Å¹¶��¶½½À��ÆºÅ¶�¿Àʇ�Ͽ�º¿�
��²»ÀÃʇ��½ÀÃ¾²¿ʓÄ�²ÁÁÃÀ²´¹�³Æº½µÄ�À¿�ÄÅÆµ¶¿ÅÄʓ�Á²ÃÅʉÈÃºÅº¿¸�
¼¿ÀÈ½¶µ¸¶�³Ê�Å¶²´¹º¿¸�ÄÅÆµ¶¿ÅÄ�¹ÀÈ�ÅÀ�¾²¼¶�ȱ¸ÆÃ¶µʉ³²ÄÄ�Ã¶µÆ´ÅºÀ¿Äʇ�
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PART III: CORE CURRICULUM, Chromatic Harmony

KEVIN CLIFTON

�¿ȷÆ¶¿´¶µ�³Ê�́ À¿´¶ÁÅÄ�·ÃÀ¾�½º¿¸ÆºÄÅº´Äʁ��Å²´¶Ê��²ÇºÄʓÄ�¶ÄÄ²Ê�À¿�Å¶²´¹º¿¸�́ ¹ÃÀ¾²Åº´�
¹²Ã¾À¿Êʁ�ʖ�Äº¿¸��¶¿µ¶¿´Ê��À¿¶Ä�ÅÀ��¶²´¹�Å¹¶��ÀÃÁ¹À½À¸Ê�²¿µ��Ê¿Å²É�À·��¹ÃÀ¾²Åº´�
�²Ã¾À¿Êʗ�ʯ�¹²ÁÅ¶Ã�ϿЇʰʁ�ÀÆÅ½º¿¶Ä�²�Å¶²´¹º¿¸�¾Àµ¶½�Å¹²Å�·ÆÄ¶Ä�morphology�ʯÄÅÆµÊ�À·�
Å¹¶� º¿Å¶Ã¿²½�ÄÅÃÆ´ÅÆÃ¶�À·� ÄÀ¿ÀÃºÅº¶Äʰ�ÈºÅ¹�syntax� ʯÄÅÆµÊ�À·�¹²Ã¾À¿º´�ÁÃÀ¸Ã¶ÄÄºÀ¿Äʰʇ�
�²ÇºÄ�³Ãºµ¸¶Ä�³ÀÅ¹�´À¿´¶ÁÅÄ�³Ê�Å¶²´¹º¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�·À´ÆÄ�À¿�Å¶¿µ¶¿´ÊʉÅÀ¿¶�Á²ÅÅ¶Ã¿Äʁ�
·À´ÆÄº¿¸�ÄÁ¶´ºȱ´²½½Ê�À¿�²Æ¸¾¶¿Å¶µʉÄºÉÅ¹�´¹ÀÃµÄ�²¿µ��¶²ÁÀ½ºÅ²¿�´¹ÀÃµÄʇ�

�¿�¹¶Ã�´À¿´½ÆÄºÀ¿ʁ��²ÇºÄ�²µµÃ¶ÄÄ¶Ä�Å¹¶� º¾ÁÀÃÅ²¿´¶�À·�ÄÅÃºÇº¿¸� in general� ·ÀÃ�²¿�
¶Ȯ¶´ÅºÇ¶�¾ÆÄº´�Å¹¶ÀÃÊ�Á¶µ²¸À¸Êʁ�À¿¶�Å¹²Å�¶¿¸²¸¶Ä�ÄÅÆµ¶¿ÅÄ�²¿µ�¹¶½ÁÄ�·ÀÄÅ¶Ã�²�½º·¶½À¿¸�
Ä¶¿Ä¶�À·�¾ÆÄº´²½�´ÆÃºÀÄºÅÊʇ��¹¶�´À¿´½Æµ¶Ä�ÈºÅ¹�²�´²¿µºµ�µºÄ´ÆÄÄºÀ¿�À·�¹ÀÈ�²�´½²ÄÄÃÀÀ¾�
²¿²½ÊÄºÄ�ÁÃÀ»¶´Å�À¿�ʖ�²¼¶��¶��ÆÅ�ÅÀ�Å¹¶��²½½¸²¾¶ʗʨ²�ÄÀ¿¸�Å¹²Å�·¶²ÅÆÃ¶Ä�²�µÃ²¾²Åº´�ÆÄ¶�
À·�²¿�²Æ¸¾¶¿Å¶µʉÄºÉÅ¹�´¹ÀÃµʨ¾ÀÇ¶µ�³¶ÊÀ¿µ�²�´ÆÃÄÀÃÊ�¿Àµ�ÅÀ�Å¹¶�´¹ÃÀ¾²Åº´�ÄÀ¿ÀÃºÅÊ�
ʯÄÀ¾¶Å¹º¿¸�Ä¹¶�́ ²¿µºµ½Ê�Ã¶¾²Ã¼Ä�¾ÀÄÅ�ÄÅÆµ¶¿ÅÄ�·ÀÃ¸¶Åʰ�º¿ÅÀ�²�́ ½²ÄÄÃÀÀ¾�¶ÉÁ¶Ãº¶¿´¶�À·�
µºÄ´ÀÇ¶ÃÊ�È¹¶Ã¶�¹¶Ã�ÄÅÆµ¶¿ÅÄ�¾²µ¶�´À¿¿¶´ÅºÀ¿Ä�ÈºÅ¹�Å¹¶ºÃ�µ¶Ç¶½ÀÁº¿¸�¼¿ÀÈ½¶µ¸¶�²¿µ�
²È²Ã¶¿¶ÄÄ�À·�¾ÆÄº´²½�¶ÉÁ¶´Å²ÅºÀ¿Äʇ���Ã¶´À¾¾¶¿µ�Å¹ºÄ�¶ÄÄ²Ê�·ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�½ÀÀ¼º¿¸�·ÀÃ�
²�Á¶µ²¸À¸º´²½�¾Àµ¶½�À·�¹ÀÈ�ÅÀ�·ÀÄÅ¶Ã�´½²ÄÄÃÀÀ¾�¶¿¸²¸¶¾¶¿Å�È¹º½¶�Å¶²´¹º¿¸�Å¹¶�³²Äº´Ä�
À·�´¹ÃÀ¾²Åº´�¹²Ã¾À¿Êʇ

�¿� Å¹¶� ȱÃÄÅ� ½¶ÄÄÀ¿� Á½²¿� À¿� ´¹ÃÀ¾²Åº´� ¹²Ã¾À¿Êʁ� ʖ�ÁÁ½Êº¿¸� �ÀÆÃÄ¶½·ʋ� �¿� �´ÅºÇ¶�
�¶²Ã¿º¿¸��¶ÄÄÀ¿��½²¿�·ÀÃ� �¿ÅÃÀµÆ´º¿¸��¶´À¿µ²ÃÊ��À¾º¿²¿ÅÄʗ�ʯ�¹²ÁÅ¶Ã�ЀϾʰʁ��²ÅÃº´º²�
�ʇ��ÆÃÅ�ÀÆÅ½º¿¶Ä�µºȮ¶Ã¶¿Å�²´ÅºÇºÅº¶Ä�ÅÀ�º¿ÅÃÀµÆ´¶�Ä¶´À¿µ²ÃÊ�µÀ¾º¿²¿ÅÄʇ��¶Ã�¹²Ã¾À¿º´�
Á¶µ²¸À¸Êʁ� À¿¶� Å¹²Å� ·À´ÆÄ¶Ä� À¿� Å¶¿µ¶¿´ÊʉÅÀ¿¶� ¶ÉÁ¶´Å²ÅºÀ¿Äʁ� ºÄ� Äº¾º½²Ã� ÅÀ� �²ÇºÄʓÄ�
Á¶µ²¸À¸º´²½�²ÁÁÃÀ²´¹�ʯ�¹²ÁÅ¶Ã�ϿЇʰ�À·�¾ÀÃÁ¹À½À¸Ê�²¿µ�ÄÊ¿Å²Éʁ�²½Å¹ÀÆ¸¹��ÆÃÅ�µÀ¶Ä�¿ÀÅ�
ÆÄ¶�Å¹¶Ä¶�ÄÁ¶´ºȱ´�½º¿¸ÆºÄÅº´�Å¶Ã¾Äʇ��¶·ÀÃ¶�ÀÆÅ½º¿º¿¸�¹¶Ã�½¶ÄÄÀ¿�Á½²¿ʁ��ÆÃÅ�µºÄ´ÆÄÄ¶Ä�Å¹¶�
º¾ÁÀÃÅ²¿´¶�À·�³Æº½µº¿¸�²¿�º¿´½ÆÄºÇ¶�´½²ÄÄÃÀÀ¾�´Æ½ÅÆÃ¶ʇ��À�²´¹º¶Ç¶�Å¹ºÄʁ�Ä¹¶�ÆÄ¶Ä�¾ÆÄº´�
³Ê�Æ¿µ¶ÃÃ¶ÁÃ¶Ä¶¿Å¶µ�´À¾ÁÀÄ¶ÃÄ�²¿µ�²�Ã²¿¸¶�À·�ÄÅÊ½¶Äʇ��¹¶�²½ÄÀ�´¹ÀÀÄ¶Ä�²´ÅºÇºÅº¶Ä�Å¹²Å�
³Æº½µ�¾ÆÄº´²½�Ä¼º½½Äʁ�ÄÆ´¹�²Ä�ÄÀ½¾ºË²ÅºÀ¿�Äº¿¸º¿¸�²¿µ�¼¶Ê³À²Ãµ�Á½²Êº¿¸ʁ�ÅÀ�Ã¶º¿·ÀÃ´¶�
Å¹¶�¿¶È�ÅÀÁº´ʇ�

�¶ÉÅʁ� 
¶¿²��ÀÀÅ� ÁÃ¶Ä¶¿ÅÄ� ²� ´À¾ÁÃ¶¹¶¿ÄºÇ¶� ½¶ÄÄÀ¿�Á½²¿ʁ� ʖ�½ÀÅ� �ÈºÄÅÄʁ��²ÃÃ²ÅºÇ¶�
�ºÇÀÅÄ�²¿µ�Å¹¶��¿¹²Ã¾À¿º´��Æ¸¾¶¿Å¶µʉ�ºÉÅ¹��¹ÀÃµʗ�ʯ�¹²ÁÅ¶Ã�ЀϿʰʇ��¶Ã�Á¶µ²¸À¸Ê�³Æº½µÄ�
À¿� Å¹¶� ÁÃ¶ÇºÀÆÄ� ´¹ÃÀ¾²Åº´� ¹²Ã¾À¿Ê� ´¹²ÁÅ¶ÃÄ� ³Ê� Å¶²´¹º¿¸� ÄÅÆµ¶¿ÅÄ� ÅÀ� ³¶� Ä¶¿ÄºÅºÇ¶�
ÅÀ�Å¶¿µ¶¿´Ê�ÅÀ¿¶Äʁ�È¹º½¶�²½ÄÀ�´À¿Äºµ¶Ãº¿¸�Å¹¶�Ç²ÃºÀÆÄ�È²ÊÄ�º¿�È¹º´¹�ÄÀ¿ÀÃºÅº¶Ä�´²¿�
·Æ¿´ÅºÀ¿�ÈºÅ¹º¿�²¿�¶¿¹²Ã¾À¿º´�¾ÀµÆ½²ÅÀÃÊ�´À¿Å¶ÉÅʇ��¹¶�ȱÃÄÅ�Á²ÃÅ�À·� Å¹¶�Á½²¿�ÆÄ¶Ä�
ÄÀ½¾ºË²ÅºÀ¿� Äº¿¸º¿¸ʁ� ÄÀ� Å¹²Å� ÄÅÆµ¶¿ÅÄ� ´²¿� ÁÃ²´Åº´¶� ÄÈºÅ´¹º¿¸� ÄÊ½½²³½¶Ä� µÆÃº¿¸� Å¹¶�
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¶¿¹²Ã¾À¿º´�ÁºÇÀÅʁ�²¿µ�Å¹¶¿�Å¶²´¹¶Ä�ÄÅÆµ¶¿ÅÄ�¹ÀÈ�ÅÀ�¶¿¹²Ã¾À¿º´²½½Ê�º¿Å¶ÃÁÃ¶Å��¾Ѕ�

´¹ÀÃµÄ� ²¿µ� ²Æ¸¾¶¿Å¶µʉÄºÉÅ¹� ´¹ÀÃµÄ� º¿� Ç²ÃºÀÆÄ� ÅÀ¿²½� ´À¿Å¶ÉÅÄʇ� �¹¶� �ÆÁÁ½¶¾¶¿Å²½�
�²Å¶Ãº²½Ä�º¿´½Æµ¶�²�ÈÀÃ¼Ä¹¶¶Å�·ÀÃ�ÄÅÆµ¶¿ÅÄ�ÅÀ�¹¶½Á�³Æº½µ�Å¹¶ºÃ�¶¿¹²Ã¾À¿º´�Ä¼º½½Ä�ÈºÅ¹�
¶É´¶½½¶¿Å� ²´´À¾Á²¿Êº¿¸� Å¶²´¹º¿¸� Çºµ¶ÀÄʁ� ²Ä� È¶½½� ²Ä� ²¿� º¿ÅÃÀµÆ´ÅÀÃÊ� ¸Æºµ¶� ÅÀ� ¹¶½Á�
ÄÅÆµ¶¿ÅÄ�³¶¸º¿�ÈÀÃ¼�À¿�Å¹¶�ÈÀÃ¼Ä¹¶¶Åʇ�

�¹¶�Ä¶´À¿µ�Á²ÃÅ�À·�Å¹¶�½¶ÄÄÀ¿�Á½²¿�¾ÀÇ¶Ä�ÅÀ�²¿²½ÊÄºÄʁ�·À´ÆÄº¿¸�À¿�²�³ÃÀ²µ�Ã²¿¸¶�
À·�Å¶ÉÅ¶µ�¾ÆÄº´�º¿�ÀÃµ¶Ã�ÅÀ�ÀÁ¶¿�ÆÁ�´½²ÄÄÃÀÀ¾�µºÄ´ÆÄÄºÀ¿�ÅÀ�´À¿Äºµ¶Ã�Å¶ÉÅ�Á²º¿Åº¿¸ʇ��Ä�
²�·À½½ÀÈʉÆÁʁ��ÀÀÅ�Ã¶´À¾¾¶¿µÄ�Å¹²Å�ÄÅÆµ¶¿ÅÄ�´À¾ÁÀÄ¶�Å¹¶ºÃ�ÀÈ¿�Á²ÄÄ²¸¶Ä�Å¹²Å�·¶²ÅÆÃ¶�
²¿�¶¿¹²Ã¾À¿º´�²Æ¸¾¶¿Å¶µʉÄºÉÅ¹�´¹ÀÃµʇ��¹¶�ÁÃÀÇºµ¶Ä�Ä²¾Á½¶�Å¶ÉÅ�ÅÀ�³¶�Ä¶Å�ÅÀ�¾ÆÄº´ʁ�
ÈºÅ¹� Å¹¶� ¹ÀÁ¶� Å¹²Å� ÄÅÆµ¶¿ÅÄ� ²Ã¶� º¿ÄÁºÃ¶µ� ³Ê� Å¹¶� Ç²ÃºÀÆÄ� ¶¿¹²Ã¾À¿º´� ÁÀÄÄº³º½ºÅº¶Ä�
ÅÀ� ´À¿Ç¶Ê� ÄÆÃÁÃºÄº¿¸� ¿²ÃÃ²ÅºÇ¶� ÅÃ²»¶´ÅÀÃº¶Äʇ� �¹ºÄ� ´¹²ÁÅ¶Ã�Èº½½� ²ÁÁ¶²½� ÅÀ� º¿ÄÅÃÆ´ÅÀÃÄ�
È²¿Åº¿¸�ÅÀ�ÆÄ¶�ÄÀ¿¸�²¿²½ÊÄºÄ�²¿µ�´Ã¶²ÅºÇ¶�´À¾ÁÀÄºÅºÀ¿�¶É¶Ã´ºÄ¶Äʇ�

��Ã²Èº¿¸�·ÃÀ¾�¹ºÄ�²ÃÅº´½¶�À¿�ȱ½¾�¾ÆÄº´�²¿²½ÊÄºÄ�ʯЀϾϿІʰʁ��Ãº¼��¶º¿¶�ÀȮ¶ÃÄ�²�́ Ã¶²ÅºÇ¶�
½¶ÄÄÀ¿�Á½²¿ʁ�ʖ�¹ÃÀ¾²Åº´��¶µº²¿ÅÄ�Å¹ÃÀÆ¸¹�Å¹¶��À¿Å¶ÉÅ�À·�	º½¾��ÆÄº´ʗ�ʯ�¹²ÁÅ¶Ã�ЀЀʰʁ�
ÅÆÃ¿º¿¸�Å¹¶�Å¹¶ÀÃÊ�´½²ÄÄÃÀÀ¾�º¿ÅÀ�²�¾Æ½Åº¾¶µº²�½¶²Ã¿º¿¸�¶¿ÇºÃÀ¿¾¶¿Åʇ��¶�²Ã¸Æ¶Ä�Å¹²Å�
´¹ÃÀ¾²Åº´�¾¶µº²¿ÅÄ� ²Ã¶�À·Å¶¿�¸½ÀÄÄ¶µ�ÀÇ¶Ã�³¶´²ÆÄ¶�À·� ²� ½²´¼�À·� ¶Ȯ¶´ÅºÇ¶� ¶É²¾Á½¶Ä�
º¿�Å¶ÉÅ³ÀÀ¼Äʁ�²¿µ�ÄÆ¸¸¶ÄÅÄ�Å¹²Å�ȱ½¾�¾ÆÄº´�ÁÃÀÇºµ¶Ä�²�Ã¶²µÊʉ¾²µ¶�¿²ÃÃ²ÅºÇ¶�´À¿Å¶ÉÅ�
Å¹²Å�¶¿¸²¸¶Ä�ÄÅÆµ¶¿ÅÄ�³¶´²ÆÄ¶�À·�Å¹¶ºÃ�·²¾º½º²ÃºÅÊ�ÈºÅ¹�ȱ½¾�²¿µ�ȱ½¾�¾ÆÄº´ʇ��ºÄ�Á½²¿�
·À´ÆÄ¶Ä� À¿� ·ÀÆÃ� ÅÊÁ¶Ä� À·� ´¹ÃÀ¾²Åº´�¾¶µº²¿Å� Ã¶½²ÅºÀ¿Ä¹ºÁÄʃ�Magic, Hero, Vader,� ²¿µ�
Palpatineʇ� �¶º¿¶ʓÄ� ½²³¶½º¿¸� ÄÊÄÅ¶¾� Å¶²´¹¶Ä� ÄÅÆµ¶¿ÅÄ� ÅÀ� ½ºÄÅ¶¿� ²¿µ� ºµ¶¿Åº·Ê� ÅÃº²µº´�
ÂÆ²½ºÅÊ�²¿µ�µºÄÅ²¿´¶�³¶ÅÈ¶¶¿�´¹ÀÃµÄʂ� ·ÀÃ�¶É²¾Á½¶ʁ��Ђ�ʯ�²¸º´ʰ� ºÄ� ÅÈÀ�¾²»ÀÃ� ÅÃº²µÄ�
·ÀÆÃ�¹²½·�ÄÅ¶ÁÄ�²Á²ÃÅʁ��Ё�ʯ�¶ÃÀʰ�ºÄ�ÅÈÀ�¾²»ÀÃ�ÅÃº²µÄ�Å¹Ã¶¶�¹²½·�ÄÅ¶ÁÄ�²Á²ÃÅʁ�¾Ђ�ʯ�²µ¶Ãʰ�
ºÄ�ÅÈÀ�¾º¿ÀÃ�ÅÃº²µÄ�·ÀÆÃ�¹²½·�ÄÅ¶ÁÄ�²Á²ÃÅʁ�²¿µ�¾Ё�ʯ�²½Á²Åº¿¶ʰ�ºÄ�ÅÈÀ�¾º¿ÀÃ�ÅÃº²µÄ�Å¹Ã¶¶�
¹²½·�ÄÅ¶ÁÄ�²Á²ÃÅʇ�	ÀÃ� Å¹¶�Ã¶¾²º¿µ¶Ã�À·� Å¹¶� ½¶ÄÄÀ¿ʁ�ÄÅÆµ¶¿ÅÄ�²¿²½ÊË¶�Ä¹ÀÃÅ�ȱ½¾�´½ºÁÄ�
Å¹²Å�·¶²ÅÆÃ¶�Å¹¶�ÁÃ¶Ä´Ãº³¶µ�Ã¶½²ÅºÀ¿Ä¹ºÁÄʇ��´ÀÃ¶Ä�²Ã¶�¿ÀÅ�ÁÃÀÇºµ¶µʁ�³ÆÅ�́ ¹²ÃÅÄ�·¶²ÅÆÃº¿¸�
´¹ÀÃµÄ�²¿µ�ȱ½¾ʉ´½ºÁ�Åº¾º¿¸Ä�²Ã¶�º¿´½Æµ¶µʂ�¾²¿Ê�À·�Å¹¶Ä¶�º¿´½Æµ¶�½º¿¼¶µ�ȱ½¾�́ ½ºÁÄ�ÈºÅ¹�
²¿¿ÀÅ²ÅºÀ¿Äʇ

�¿� ʖ�ÀÈ� ÅÀ� �¿²½ÊË¶� �¹ÃÀ¾²Åº´� �²¾¶¿Åʉ�²ÄÄ� �²Ã¾À¿ºË²ÅºÀ¿Ä� ʯ�ºÅ¹ÀÆÅ� �¶²ÃÄʰʗ�
ʯ�¹²ÁÅ¶Ã�ЀЁʰʁ� 
²ÄÀ¿��ÃºÅÅÀ¿�ÁÃÀÇºµ¶Ä�²�ÄÅ¶Áʉ³ÊʉÄÅ¶Á�´À¾ÁÀÄºÅºÀ¿²½�²ÁÁÃÀ²´¹�ÅÀ�¹¶½Á�
ÄÅÆµ¶¿ÅÄ�Æ¿µ¶ÃÄÅ²¿µ�´¹ÃÀ¾²Åº´�½²¾¶¿Åʉ³²ÄÄ�¹²Ã¾À¿ºË²ÅºÀ¿Äʇ��ºÄ�²ÁÁÃÀ²´¹�ºÄ�¾Àµ¶½¶µ�
²·Å¶Ã� ÄÀÆÃ´¶� ¾²Å¶Ãº²½� ·ÃÀ¾� Å¹¶� ȱÃÄÅ� ·ÀÆÃ� ¾¶²ÄÆÃ¶Ä� À·� Å¹¶� ʖ�ÃÆ´ºȱÉÆÄʗ� ·ÃÀ¾� 
ʇ�ʇ�
�²´¹ʓÄ�Mass in B Minorʁ�����ЀЁЀʁ�È¹º´¹�¹¶�²ÄÄº¸¿Ä�²Ä�ÁÃ¶Á²Ã²ÅÀÃÊ�²¿²½ÊÅº´²½�ÈÀÃ¼�
³¶·ÀÃ¶�Å¹¶�º¿ʉ´½²ÄÄ�¶É¶Ã´ºÄ¶ʇ��ºÄ�²ÁÁÃÀ²´¹�Å¶²´¹¶Ä�ÄÅÆµ¶¿ÅÄ�¹ÀÈ�ÅÀ�µºÄ´¶Ã¿�ÄÅÃÆ´ÅÆÃ²½�
·ÃÀ¾�¶¾³¶½½ºÄ¹º¿¸� ´¹ÀÃµÄʇ��ÃºÅÅÀ¿�¹²Ä� ÄÅÆµ¶¿ÅÄ� Äº¿¸� Å¹¶ºÃ� ¶ÇÀ½Çº¿¸�¹²Ã¾À¿ºË²ÅºÀ¿Ä�
µÆÃº¿¸�Å¹¶�´À¾ÁÀÄºÅºÀ¿²½�ÁÃÀ´¶ÄÄʁ�¶Ȯ¶´ÅºÇ¶½Ê�Ã¶º¿·ÀÃ´º¿¸�Å¹¶�Ä´¹¶¾¶ʓÄ�´¹²Ã²´Å¶ÃºÄÅº´�
µÀÈ¿È²Ãµ� ³²ÄÄ½º¿¶ʇ� �Å� Å¹¶� ¶¿µ� À·� Å¹¶� ½¶ÄÄÀ¿� Á½²¿ʁ� ¹¶� ¹²Ä� ÄÅÆµ¶¿ÅÄ� ´À¾Á²Ã¶� Å¹¶ºÃ�
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ȱ¿ºÄ¹¶µ�¹²Ã¾À¿ºË²ÅºÀ¿Ä�ÈºÅ¹��²´¹ʓÄ�¾Àµ¶½�·ÃÀ¾�Å¹¶�ʖ�ÃÆ´ºȱÉÆÄʇʗ��ÃºÅÅÀ¿�²½ÄÀ�º¿´½Æµ¶Ä�
Ä²¾Á½¶�ÂÆ¶ÄÅºÀ¿Ä�Å¹²Å�´À¿Äºµ¶Ã�²ÄÁ¶´ÅÄ�À·�·ÀÃ¾�²Ä�È¶½½�²Ä�µÃ²¾²Åº´�Å¶ÉÅ�Á²º¿Åº¿¸ʇ�

�¿�¹¶Ã�½¶ÄÄÀ¿�Á½²¿ʁ�ʖ�¿ÅÃÀµÆ´ÅºÀ¿�ÅÀ��À¾¾À¿ʉ�À¿¶��º¾º¿ºÄ¹¶µʉ�¶Ç¶¿Å¹��¹ÀÃµÄʗ�
ʯ�¹²ÁÅ¶Ã�ЀЂʰʁ��º´À½¶��º²¾À¿Å¶ʓÄ� ·À´ÆÄ� ºÄ�À¿�´¹ÃÀ¾²Åº´� ½º¿¶²Ã� ÄÀ¿ÀÃºÅº¶Ä�¾ÀÄÅ�À·Å¶¿�
ÆÄ¶µ�ÅÀ�¶¾³¶½½ºÄ¹�Å¹¶�ÅÀ¿º´�²¿µ�Å¹¶�µÀ¾º¿²¿Åʇ��¹¶�½¶ÄÄÀ¿�³¶¸º¿Ä�ÈºÅ¹�ÅÈÀ�¶É²¾Á½¶Ä�
Å¹²Å�·¶²ÅÆÃ¶�´À¾¾À¿ʉÅÀ¿¶�µº¾º¿ºÄ¹¶µʉÄ¶Ç¶¿Å¹�´¹ÀÃµÄ�Å¹²Å�ÁÃÀ½À¿¸�Å¹¶�ÅÀ¿º´ʁ�²Ä�È¶½½�
²Ä�²ÁÁ½º¶µ�µº¾º¿ºÄ¹¶µʉÄ¶Ç¶¿Å¹�´¹ÀÃµÄ�ÅÀ¿º´ºËº¿¸�Å¹¶�µÀ¾º¿²¿Åʁ�²½½ÀÈº¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�
µºȮ¶Ã¶¿Åº²Å¶� ³¶ÅÈ¶¶¿� Å¹¶� ÆÄ¶� À·� ´¹ÃÀ¾²Åº´� ´¹ÀÃµÄ� º¿� µºȮ¶Ã¶¿Å� ¹²Ã¾À¿º´� ´À¿Å¶ÉÅÄʇ�
�¹¶��ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Ä�²½ÄÀ�º¿´½Æµ¶Ä�²�¹²¿µÀÆÅ�Å¹²Å�ÁÃÀÇºµ¶Ä�²�´À¾ÁÃ¶¹¶¿ÄºÇ¶�
ÀÇ¶ÃÇº¶È�À·�´À¾¾À¿ʉÅÀ¿¶�µº¾º¿ºÄ¹¶µʉÄ¶Ç¶¿Å¹�´¹ÀÃµÄʁ�´À¾Á½¶Å¶�ÈºÅ¹�Ä¹ÀÃÅ�¼¶Ê³À²Ãµ�
ÁÃÀ¸Ã¶ÄÄºÀ¿Ä�Å¹²Å�º½½ÆÄÅÃ²Å¶�¼¶Ê�´À¿´¶ÁÅÄʇ

�¹¶�Ã¶¾²º¿µ¶Ã�À·�Å¹¶�½¶ÄÄÀ¿�ºÄ�µ¶ÇÀÅ¶µ�ÅÀ�³Æº½µº¿¸�²¿²½ÊÅº´²½�Ä¼º½½Äʁ�ÈºÅ¹�¶É´¶ÃÁÅÄ�
´¹ÀÄ¶¿�·ÃÀ¾�Å¹¶�´²¿À¿ʁ�»²ËËʁ�²¿µ�ÃÀ´¼�¾ÆÄº´ʇ��¹¶�½¶ÄÄÀ¿�´ÀÇ¶ÃÄ�Å¹¶�³²Äº´Ä�À·�´À¾¾À¿ʉ
ÅÀ¿¶� µº¾º¿ºÄ¹¶µʉÄ¶Ç¶¿Å¹� ´¹ÀÃµÄʁ� ²Ä� È¶½½� ²Ä� ²µµºÅºÀ¿²½� ÅÀÁº´Ä� ½º¼¶� Å¹¶� ³²´¼ʉÃ¶½²Å¶µ�
´À¾¾À¿ʉÅÀ¿¶� µº¾º¿ºÄ¹¶µʉÄ¶Ç¶¿Å¹� ´¹ÀÃµʇ� �¹¶� �ÆÁÁ½¶¾¶¿Å²½� �²Å¶Ãº²½Ä� ÁÃÀÇºµ¶� ²�
¹À¾¶ÈÀÃ¼�²ÄÄº¸¿¾¶¿Å�ÈºÅ¹�²¿�²¿ÄÈ¶Ã�¼¶Êʁ�²¿µ�½º¿¼Ä�ÅÀ�Ã¶´ÀÃµº¿¸Äʇ��¹ºÄ�½¶ÄÄÀ¿�Á½²¿�
Èº½½�²ÁÁ¶²½�ÅÀ�º¿ÄÅÃÆ´ÅÀÃÄ�È²¿Åº¿¸�ÅÀ�ÄÆÁÁ½¶¾¶¿Å�Å¹¶ºÃ�Å¶²´¹º¿¸�ÈºÅ¹�¾ÆÄº´²½�¶É²¾Á½¶Ä�
·ÃÀ¾�»²ËË�²¿µ�ÃÀ´¼ʇ�

�¿�ʖʒ�ÅʓÄ�²¿��ʁ��ÃÀʓʃ��¶²´¹º¿¸��¿¹²Ã¾À¿º´��¶º¿Å¶ÃÁÃ¶Å²ÅºÀ¿�À·�	Æ½½Ê��º¾º¿ºÄ¹¶µ�
�¶Ç¶¿Å¹� �¹ÀÃµÄ� ³Ê� �²Ãʗ� ʯ�¹²ÁÅ¶Ã� ЀЃʰʁ� �²Çºµ� �¶¶Åµ¶Ã¼Ä� ÁÃÀÇºµ¶Ä� ²� ´À¾ÁÃ¶¹¶¿ÄºÇ¶�
²ÁÁÃÀ²´¹�ÅÀ�Å¶²´¹º¿¸�¶¿¹²Ã¾À¿º´�¾ÀµÆ½²ÅºÀ¿Ä�À·�·Æ½½Êʉµº¾º¿ºÄ¹¶µ�Ä¶Ç¶¿Å¹�́ ¹ÀÃµÄ�ÈºÅ¹�
²�ÄÅ¶Áʉ³ÊʉÄÅ¶Á�¸Æºµ¶� ÅÀ� º¿´ÀÃÁÀÃ²Å¶�²ÆÃ²½� Ä¼º½½Ä� ÅÃ²º¿º¿¸ʁ� Äº¿¸º¿¸ʁ�²¿µ�ÇÀº´¶ʉ½¶²µº¿¸�
Ã¶´À¸¿ºÅºÀ¿ʇ��¶�ÀȮ¶ÃÄ�ȱÇ¶�½¶ÄÄÀ¿Ä�Å¹²Å�´²¿�³¶�Å²Æ¸¹Å�ÀÇ¶Ã�ÅÈÀ�µ²ÊÄʇ��¹¶�ȱÃÄÅ�·À´ÆÄ¶Ä�
À¿� ³Æº½µº¿¸� ²ÆÃ²½� Ã¶´À¸¿ºÅºÀ¿� À·� ·Æ½½Êʉµº¾º¿ºÄ¹¶µ� Ä¶Ç¶¿Å¹� ´¹ÀÃµÄ� ²¿µ�¾²»ÀÃʉ¾º¿ÀÃ�
Ä¶Ç¶¿Å¹�´¹ÀÃµÄʇ��¹¶�Ä¶´À¿µ�Å¶²´¹¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�Äº¿¸�·Æ½½Êʉµº¾º¿ºÄ¹¶µ�Ä¶Ç¶¿Å¹�´¹ÀÃµÄ�
²¿µ�Å¹¶ºÃ�º¿Ç¶ÃÄºÀ¿Ä�º¿�²�Æ¿ºȱ¶µ�È²Ê�Å¹²Å�ÁÃº¾¶Ä�Å¹¶ºÃ�¶²ÃÄ�ÅÀ�Ã¶´À¸¿ºË¶�¶¿¹²Ã¾À¿º´�
¶ÂÆºÇ²½¶¿´¶ʁ� ²¿� ¶ÄÄ¶¿Åº²½� ÅÀÀ½� ·ÀÃ� ²¿²½ÊËº¿¸� ¶¿¹²Ã¾À¿º´� Ã¶º¿Å¶ÃÁÃ¶Å²ÅºÀ¿Äʇ� �¶ÄÄÀ¿�
Å¹Ã¶¶�½²ÊÄ�ÀÆÅ�Å¹Ã¶¶�È²ÊÄ�º¿�È¹º´¹�·Æ½½Êʉµº¾º¿ºÄ¹¶µ�Ä¶Ç¶¿Å¹�´¹ÀÃµÄ�´²¿�½¶²µ�ÅÀ�¾²»ÀÃʉ
¾º¿ÀÃ� Ä¶Ç¶¿Å¹� ´¹ÀÃµÄʁ� ²¿µ� Å¹¶� ÇÀº´¶ʉ½¶²µº¿¸� Á²ÅÅ¶Ã¿Ä� ²ÄÄÀ´º²Å¶µ�ÈºÅ¹� ¶²´¹ʁ�È¹º´¹�
ÄÅÆµ¶¿ÅÄ�²³ÄÀÃ³�³Ê�Äº¿¸º¿¸�²¿µ�ÆÄº¿¸�¹²¿µ�̧ ¶ÄÅÆÃ¶Ä�Å¹²Å�¾º¾º´�ÇÀº´¶ʉ½¶²µº¿¸�¾ÀÅºÀ¿Äʇ�
�¶ÄÄÀ¿�·ÀÆÃ�ÁÃº¾¶Ä�ÄÅÆµ¶¿ÅÄʓ�¶²ÃÄ�·ÀÃ�²ÆÃ²½½Ê�Ã¶´À¸¿ºËº¿¸�Å¹¶�Ç²ÃºÀÆÄ�º¿Ç¶ÃÄºÀ¿Ä�À·�Å¹¶�
¾²»ÀÃʉ¾º¿ÀÃ�Ä¶Ç¶¿Å¹�´¹ÀÃµ�²¿µ�Å¹¶�²´´À¾Á²¿Êº¿¸�ÇÀº´¶ʉ½¶²µº¿¸�Á²ÅÅ¶Ã¿Ä�ÄÅ¶¾¾º¿¸�
·ÃÀ¾� Å¹¶� ·Æ½½Êʉµº¾º¿ºÄ¹¶µ� Ä¶Ç¶¿Å¹� ´¹ÀÃµʇ� �¹¶� ²¿²½ÊÅº´²½� Á²ÊÀȮ� ´À¾¶Ä� º¿� Å¹¶� ȱ·Å¹�
½¶ÄÄÀ¿ʁ�È¹¶¿�ÄÅÆµ¶¿ÅÄ�²¿²½ÊË¶�ÅÈÀ�´¹ÃÀ¾²Åº´�¶É´¶ÃÁÅÄʇ��¹ºÄ�´À¾ÁÃ¶¹¶¿ÄºÇ¶�Á½²¿�Èº½½�
²ÁÁ¶²½� ÅÀ� º¿ÄÅÃÆ´ÅÀÃÄ� ½ÀÀ¼º¿¸� ·ÀÃ� ²¿� º¿Å¶¸Ã²Å¶µ� Å¶²´¹º¿¸�¾Àµ¶½� ·ÆÄº¿¸� ²ÆÃ²½� Ä¼º½½Ä�
ÅÃ²º¿º¿¸�²¿µ�Äº¿¸º¿¸�º¿�Å¹¶�¾ÆÄº´�Å¹¶ÀÃÊ�´½²ÄÄÃÀÀ¾ʇ�




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ196

PART IV: AURAL SKILLS

JENNIFER BEAVERS

�¹¶� Æ¿ºÅ� À¿� ²ÆÃ²½� Ä¼º½½Äʁ� �²ÃÅ� ��ʁ� ÀÁ¶¿Ä� ÈºÅ¹� ÅÈÀ� Ä´¶¿¶ʉÄ¶ÅÅº¿¸� ´¹²ÁÅ¶ÃÄ� Å¹²Åʁ�
Å²¼¶¿�ÅÀ¸¶Å¹¶Ãʁ�²µµÃ¶ÄÄ�º¾ÁÀÃÅ²¿Å�´À¿´¶Ã¿Ä�²¿µ�ÅÃ¶¿µÄ�º¿�²ÆÃ²½�Ä¼º½½Ä�Á¶µ²¸À¸Êʇ�
²ÃÊ�
�²ÃÁº¿Ä¼º�²µµÃ¶ÄÄ¶Ä�À¿¶�À·�Å¹¶�¾ÀÄÅ�·Æ¿µ²¾¶¿Å²½�²¿µ�´À¿Å¶ÄÅ¶µ�ÅÀÁº´Ä�º¿�²ÆÃ²½�Ä¼º½½Ä�
Á¶µ²¸À¸Êʃ�Å¹¶�ÆÄ¶�À·�ÄÀ½¾ºË²ÅºÀ¿�ÄÊÄÅ¶¾Äʇ��ºÄ�³½¶¿µ�À·�´À¸¿ºÅºÇ¶�Ã¶Ä¶²Ã´¹�²¿µ�½¶ÄÄÀ¿�
Á½²¿�´À¿Äºµ¶Ã²ÅºÀ¿Ä�Èº½½�Ã¶ÄÀ¿²Å¶�ÈºÅ¹�¾²¿Ê�²ÆÃ²½�Ä¼º½½Ä�Å¶²´¹¶ÃÄ�²Ä�Å¹¶Ê�¾ÀÇ¶�·ÃÀ¾�
µº²ÅÀ¿º´�ÅÀ�́ ¹ÃÀ¾²Åº´�¾ÆÄº´ʁ�²Ã¾º¿¸�Å¹¶¾�ÈºÅ¹�¶Çºµ¶¿´¶�Å¹²Å�³Æº½µÄ�́ À¾ÁÃ¶¹¶¿ÄºÇ¶�²ÆÃ²½�
Ä¼º½½Ä�º¿�Å¹¶�µ¶Ç¶½ÀÁº¿¸�¾ÆÄº´º²¿ʇ�
ÆÄÅº¿��²Ãº¿¶Ã�²¿µ��¶Å¶Ã��´¹Æ³¶ÃÅ�Ä¹²Ã¶�³¶ÄÅ�ÁÃ²´Åº´¶Ä�
ÈºÅ¹�²�ÁÃº¾²ÃÊ�²º¾�ÅÀ�ÁÃ¶Ä¶ÃÇ¶�¿²ÅÆÃ²½�¾ÆÄº´ʉ¾²¼º¿¸�²³º½ºÅº¶Äʁ�È¹º´¹�ºÄ�Ã¶ȷ¶´Å¶µ�º¿�
Å¹¶ºÃ�Å¶²´¹º¿¸�Á¹º½ÀÄÀÁ¹Ê�²¿µ�²´ÅºÇºÅº¶Äʇ��¹¶�½²ÄÅ�·ÀÆÃ�´¹²ÁÅ¶ÃÄ�ÁÃÀÇºµ¶�½¶ÄÄÀ¿�Á½²¿Ä�·ÀÃ�
º¾ÁÀÃÅ²¿Å�Ä¼º½½�µ¶Ç¶½ÀÁ¾¶¿Å�ÈºÅ¹º¿�Å¹¶�²ÆÃ²½�Ä¼º½½Ä�́ ÆÃÃº´Æ½Æ¾�ÄÆ´¹�²Ä�ÅÀ¿º´�Á¶Ã´¶ÁÅºÀ¿ʁ�
¶ÃÃÀÃ�µ¶Å¶´ÅºÀ¿ʁ�ÄÊ¾Á¹À¿º´�¹¶²Ãº¿¸ʁ�²¿µ�²ÆÃ²½�²¿²½ÊÄºÄ�À·�²ÅÀ¿²½�¾ÆÄº´ʇ�

�²ÃÁº¿Ä¼ºʓÄ� ʖ�¶·¶¿µº¿¸� Å¹¶� �ÅÃ²È��²¿ʃ��ÀµÆ½²ÅºÀ¿ʁ� �À½¾ºË²ÅºÀ¿ʁ� ²¿µ��¹²Å� ÅÀ�
�À�ÈºÅ¹� ²� �Ã²º¿ʗ� ʯ�¹²ÁÅ¶Ã� ЀЄʰ� ´À¿·ÃÀ¿ÅÄ� Å¹¶�¾¶ÃºÅÄ� ²¿µ� ´¹²½½¶¿¸¶Ä� À·� ÄÀ½¾ºË²ÅºÀ¿�
º¿�Äº¿¸º¿¸ʁ� Ã¶²µº¿¸ʁ�²¿µ�¹¶²Ãº¿¸�¾ÆÄº´ʁ�ÈºÅ¹�²� ·À´ÆÄ�À¿�¾ÀµÆ½²ÅºÀ¿ʇ��¶�ÁÃÀÇºµ¶Ä�²�
Ä¿²ÁÄ¹ÀÅ�À·�½ºÅ¶Ã²ÅÆÃ¶�Å¹²Å�ÄÆ¾¾²ÃºË¶Ä�³¶¿¶ȱÅÄ�À·�·Æ¿´ÅºÀ¿²½�ÄÀ½¾ºË²ÅºÀ¿�ÄÊÄÅ¶¾Ä�º¿�
ÅÀ¿²½�¾ÆÄº´ʁ�È¹º´¹�²Ã¶�ÄÀ¾¶Åº¾¶Ä�Ã¶»¶´Å¶µ�²Ä�º¿·¶ÃºÀÃ�ÅÀÀ½Ä�·ÀÃ�¾ÀµÆ½²ÅºÀ¿ʇ��¶�¶ÂÆ²Å¶Ä�
Å¹ºÄ�Ã¶»¶´ÅºÀ¿�ÅÀ�Å¹¶ÀÃºÄÅÄ�³Æº½µº¿¸�²�ȱ¸ÆÃ²ÅºÇ¶�ÄÀ½¾ºË²ÅºÀ¿�ÄÅÃ²È�¾²¿�À¿½Ê�ÅÀ�¼¿À´¼�ºÅ�
µÀÈ¿�È¹¶¿�ºÅ�´À¾¶Ä�ÅÀ�ºÅÄ�µºȲ´Æ½ÅÊ�²¿µ�¶Ȳ´º¶¿´Ê�µÆÃº¿¸�¾ÀµÆ½²ÅºÀ¿Äʇ��¹¶�Ã¶ÄÅ�À·�¹ºÄ�
´¹²ÁÅ¶Ã�ÁÃÀÇºµ¶Ä�´À¿Å¶ÉÅÆ²½ʁ�ÁÃ²´Åº´²½ʁ�²¿µ�´À¸¿ºÅºÇ¶�ÄÆÁÁÀÃÅ�Å¹²Å�¶ÄÄ¶¿Åº²½½Ê�Ã¶³Æº½µÄ�
²¿µ�µ¶·¶¿µÄ�Å¹¶�´¹²¾ÁºÀ¿�ÄÅÃ²È�¾²¿ʁ�Ã¶Á½¶Å¶�ÈºÅ¹�Ã¶·¶Ã¶¿´¶Ä�ÅÀ�Å¹¶��´²Ã¶´ÃÀÈ�·ÃÀ¾�
The Wizard of Ozʇ

�½Åº¾²Å¶½Êʁ��²ÃÁº¿Ä¼º�²ÄÄ¶ÃÅÄ�Å¹²Å�Å¹¶�·²´Å�Å¹²Å�ºÅ� ºÄ�´¹²½½¶¿¸º¿¸�ÅÀ�Äº¿¸�ÀÃ�¹¶²Ã�
²�¾ÀµÆ½²Åº¿¸�¾¶½ÀµÊ�ÆÄº¿¸�ÄÀ½¾ºË²ÅºÀ¿�µÀ¶Ä�¿ÀÅ�¾¶²¿�Å¹²Å�È¶�Ä¹ÀÆ½µ�ÄÅÀÁ�Å¶²´¹º¿¸�
ºÅʇ��¿ÄÅ¶²µʁ�¹¶�º¿ÄºÄÅÄ�Å¹²Å�ʖÈ¶�¹²Ç¶�²¿�À³½º¸²ÅºÀ¿�ÅÀ�ÅÃ²º¿�ÀÆÃ�ÄÅÆµ¶¿ÅÄʗ�²Ä�ÅÀ�¹ÀÈ�ÅÀ�
¿²Çº¸²Å¶�ÅÃº´¼Ê�¾ÆÄº´�²¿µ�¶¿´ÀÆÃ²¸¶�ÀÆÃ�ÄÅÆµ¶¿ÅÄ�ÅÀ�ʖÆÄ¶�Å¹¶ºÃ�³Ã²º¿Äʗ�²Ä�È¶½½�²Ä�Å¹¶ºÃ�
ÇÀº´¶Äʇ

�ÆÄº´²½�ȷÆ¶¿´Ê�ºÄ�Å¹¶�·À´ÆÄ�À·��²Ãº¿¶Ã�²¿µ��´¹Æ³¶ÃÅʓÄ�ʖ�Á¶²¼º¿¸��ÆÄº´ʗ�ʯ�¹²ÁÅ¶Ã�
ЀЅʰʇ��¹ºÄ�´¹²ÁÅ¶Ã�ºÄ�³¶¿¶ȱ´º²½�·ÀÃ�Å¹ÀÄ¶�´À¿Äºµ¶Ãº¿¸�¹ÀÈ�²¿µ�È¹²Å�ÅÀ�ÁÃºÀÃºÅºË¶�È¹¶¿�
µ¶Ç¶½ÀÁº¿¸� ²� ´À¾ÁÃ¶¹¶¿ÄºÇ¶� ¾ÆÄº´� ¶µÆ´²ÅºÀ¿ʇ� �¹¶Ê� ÁÃºÀÃºÅºË¶� Å¹¶� µ¶Ç¶½ÀÁ¾¶¿Å� À·�
¾ÆÄº´²½�́ À¿´¶ÁÅÄ�²¿µ�Ä¼º½½Ä�Å¹²Å�ÄÆÁÁÀÃÅ�·Æ¿µ²¾¶¿Å²½�¾ÆÄº´º²¿Ä¹ºÁ�ÈºÅ¹�ÅÈÀ�¶ÄÄ¶¿Åº²½�
Å¹¶¾¶Äʃ�ȱÃÄÅʁ�Å¹²Å�²ÆÃ²½�Ä¼º½½Ä�´½²ÄÄ¶Ä�²Ã¶�º¾ÁÀÃÅ²¿Åʁ�ÄÅ²¿µʉ²½À¿¶�´½²ÄÄ¶Ä�Å¹²Å�Ä¹ÀÆ½µ�
¿ÀÅ�³¶�´À¿´¶ºÇ¶µ�²Ä�¾¶Ã¶�ÄÆÁÁÀÃÅ�ÅÀ�¾ÆÄº´�Å¹¶ÀÃÊ�´½²ÄÄ¶Äʁ�²¿µ�Ä¶´À¿µʁ�Å¹²Å�¾ÆÄº´²½�



Forrest, Beavers, Clifton, Sears, and Stutes – Review of Routledge Companion 197

²¿µ�ÄÀ´º²½�´À¿Å¶ÉÅÄ�Ä¶ÃÇ¶�²�´¶¿ÅÃ²½�ÃÀ½¶�º¿�Å¹¶ºÃ�Á¶µ²¸À¸º´²½�µ¶´ºÄºÀ¿Äʇ��¹¶ºÃ�²ÁÁÃÀ²´¹�
¶´¹À¶Ä�È¹²Å�¾ÀÄÅ�²ÆÃ²½�Ä¼º½½Ä�º¿ÄÅÃÆ´ÅÀÃÄ�¹²Ç¶�½º¼¶½Ê�À³Ä¶ÃÇ¶µʃ�Å¹²Å�Å¹¶Ã¶�ºÄ�¿À�Äº¿¸½¶�
È²Ê� º¿�È¹º´¹� ÄÅÆµ¶¿ÅÄ� ½¶²Ã¿� ÅÀ� Äº¿¸ʤ¹¶²Ã�¾ÆÄº´ʁ� ²¿µ� Å¹¶Ã¶·ÀÃ¶� Å¹¶Ã¶� ºÄ� ¿À� Äº¿¸½¶�
²ÁÁÃÀ²´¹�ÅÀ�Å¶²´¹º¿¸�²ÆÃ²½�Ä¼º½½Äʇ��¹¶Ê�À³Ä¶ÃÇ¶�Å¹²Å�ÄÅÆµ¶¿ÅÄ�ÆÄÆ²½½Ê�ȱ¿µ�Å¹¶ºÃ�ÀÈ¿�
È²Ê�ÅÀ�¹¶²Ã�ÀÃ�Äº¿¸�²¿�º¿Å¶ÃÇ²½�ÀÃ�·¶¶½�²�³¶²Å�Å¹ÃÀÆ¸¹�·Ã¶ÂÆ¶¿Åʁ�º¿·ÀÃ¾¶µ�ÁÃ²´Åº´¶ʇ��Ä�
ÄÆ´¹ʁ� Å¹¶�²ÆÅ¹ÀÃÄ�ÄÆ¸¸¶ÄÅ� Ã¶ÄºÄÅº¿¸� Å¹¶�ÆÃ¸¶� ÅÀ� Å¶½½� ÄÅÆµ¶¿ÅÄ�ÄÁ¶´ºȱ´�È²ÊÄ� ÅÀ�¹¶²Ãʤ
Äº¿¸ʤ·¶¶½ʇ� �¹¶Ê� º¿ÄÅ¶²µ� ¶¿´ÀÆÃ²¸¶� ʖÀÁ¶¿ʉ¶¿µ¶µ� º¿ÄÅÃÆ´ÅºÀ¿Äʁʗ�È¹º´¹�²½½ÀÈ� ÄÅÆµ¶¿ÅÄ�
ÅÀ�¾²¼¶�¾ºÄÅ²¼¶Äʂ�²Ä�Å¹¶Ê�¶ÉÁ½²º¿ʁ�Å¹ºÄ�ÄÀÃÅ�À·�·²º½º¿¸�¹¶½ÁÄ�ÄÅÆµ¶¿ÅÄ�¶ÉÁ¶Ãº¶¿´¶�¾ÀÃ¶�
º¾¾¶µº²Å¶�²¿µ�º¿·ÀÃ¾²ÅºÇ¶�·¶¶µ³²´¼ʁ�Ã²Å¹¶Ã�Å¹²¿�²¿�º¿ÄÅÃÆ´ÅÀÃʉ¸Æºµ¶µ�ÄÅ¶Áʉ³ÊʉÄÅ¶Á�
ÁÃÀ´¶ÄÄ�Å¹²Å�´²¿�º¾Á¶µ¶�ÁÃÀ¸Ã¶ÄÄʇ�

�º¾ÀÅ¹Ê� �¹¶¿¶ÅÅ¶ʓÄ� ʖ	º¿µº¿¸� �ÀÆÃ� �²Ê� �À¾¶ʃ� �¶Å¹ÀµÄ� ·ÀÃ� 	º¿µº¿¸� �À¿º´ʗ�
ʯ�¹²ÁÅ¶Ã� ЀІʰ� ÁÃÀÇºµ¶Ä� ¶É¶Ã´ºÄ¶Ä� Å¹²Å� ¹¶½Á� ÄÅÆµ¶¿ÅÄ� µ¶Ç¶½ÀÁ� Å¹¶� ²³º½ºÅÊ� ÅÀ� ºµ¶¿Åº·Ê�
ÅÀ¿º´ʇ��Æº½µº¿¸�À¿��²ÃÁº¿Ä¼ºʓÄ�²´¼¿ÀÈ½¶µ¸¶¾¶¿Å�Å¹²Å�ÅÀ¿º´�Á¶Ã´¶ÁÅºÀ¿�ºÄ�²¿�¶ÄÄ¶¿Åº²½�
Ä¼º½½�·ÀÃ�²½½�¾ÆÄº´º²¿Äʁ�Å¹ÀÆ¸¹�À·Å¶¿�½²´¼º¿¸�²¿µ�Ã²Ã¶½Ê�²ÄÄ¶ÄÄ¶µʁ��¹¶¿¶ÅÅ¶�ÁÃÀÇºµ¶Ä�Å¹¶�
²ÆÃ²½�Ä¼º½½Ä�Å¶²´¹¶Ã�ÈºÅ¹�º¿ʉ´½²ÄÄ�²´ÅºÇºÅº¶Ä�²¿µ�²ÄÄ¶ÄÄ¾¶¿Å�ÄÆ¸¸¶ÄÅºÀ¿Äʇ��¶�·À´ÆÄ¶Ä�À¿�
ÅÈÀ�¾¶Å¹ÀµÄ�¹¶�·ÀÆ¿µ�¾ÀÄÅ�¶Ȯ¶´ÅºÇ¶ʃ��¶Å¹Àµ�Ͽ�ÆÅº½ºË¶Ä�²�ÄÅÆµ¶¿ÅʓÄ�º¿ÄÅº¿´ÅºÇ¶�ÅÀ¿º´ʉ
ȱ¿µº¿¸�²³º½ºÅº¶Äʁ�²¿µ��¶Å¹Àµ�Ѐʁ�·²¾º½º²ÃºË¶Ä�ÄÅÆµ¶¿ÅÄ�ÈºÅ¹�Ä´²½¶�ÄÅÃÆ´ÅÆÃ¶Äʇ��¶Å¹Àµ�Ͽ�
´À¾¶Ä�·ÃÀ¾��²ÃÁº¿Ä¼ºʓÄ�Å¶´¹¿ºÂÆ¶�À·�Äº¿¸º¿¸�µÀÈ¿�Å¹¶�Ä´²½¶�·ÃÀ¾�Å¹¶�¹º¸¹¶ÄÅ�¿ÀÅ¶�À·�
²�Ã¶¹¶²ÃÄ¶µ�¾¶½ÀµÊʁ�¶¿µº¿¸�À¿�ÅÀ¿º´ʇ��¹¶¿¶ÅÅ¶�Ã²ÅºÀ¿²½ºË¶Ä�Å¹²Å�Å¹ºÄ�Å¶´¹¿ºÂÆ¶�ºÄ�¿ÀÅ�
¶Ȯ¶´ÅºÇ¶�Æ¿Åº½�ÄÅÆµ¶¿ÅÄ�¶ÄÅ²³½ºÄ¹�ÄÅ¶ÁÈºÄ¶�Á²ÅÅ¶Ã¿Äʂ�Å¹¶Ã¶·ÀÃ¶�ºÅ�ºÄ�º¿Å¶¸Ã²½�ÅÀ�º¿´½Æµ¶�
²´ÅºÇºÅº¶Ä�ÄÆ´¹�²Ä�¹²Çº¿¸�Å¹¶�ÄÅÆµ¶¿ÅÄ�Á½²Ê�º¿ÄÅÃÆ¾¶¿ÅÄ�ÅÀ�·²¾º½º²ÃºË¶�Å¹¶¾Ä¶½Ç¶Ä�ÈºÅ¹�
Å¹¶�Á²ÅÅ¶Ã¿Äʇ��¿´¶�Å¹ºÄ�Ä¼º½½�¹²Ä�³¶¶¿�Ã¶º¿·ÀÃ´¶µʁ��¶Å¹Àµ�Ͽ�ºÄ�²´¹º¶Ç²³½¶ʇ��Ä�ÄÆ´¹ʁ�¹¶�
·Ã¶ÂÆ¶¿Å½Ê�Á²ºÃÄ�Å¹¶Ä¶�¾¶Å¹ÀµÄʇ��·�¿ÀÅ¶�ºÄ�Å¹¶�¶¾Á¹²ÄºÄ��¹¶¿¶ÅÅ¶�¸ºÇ¶Ä�ÅÀ�²ÄÄ¶ÄÄ¾¶¿Åʃ�
ʖ�� ¹²Ç¶� ·ÀÆ¿µ� ºÅ� ÆÄ¶·Æ½� ÅÀ� Å¶ÄÅ� ÅÀ¿º´� Á¶Ã´¶ÁÅºÀ¿� º¿� ºÄÀ½²ÅºÀ¿� º¿� ÀÃµ¶Ã� ÅÀ� µºÄÅº¿¸ÆºÄ¹�
È¶²¼¿¶ÄÄ¶Ä�º¿�Å¹ºÄ�²Ã¶²�·ÃÀ¾�ÀÅ¹¶Ã�ÁÃÀ³½¶¾Äʁ�ÄÆ´¹�²Ä�µºȲ´Æ½ÅÊ�ÈºÅ¹�¾ÆÄº´²½�¾¶¾ÀÃÊ�
ÀÃ�º¿²³º½ºÅÊ�ÅÀ�·À½½ÀÈ�´À¿ÅÀÆÃʗ�ʯЀϾЀʰʇ��Ê�Å¶ÄÅº¿¸�Å¹ºÄ�Ä¼º½½ʁ�¹¶�º¾Á²ÃÅÄ�ºÅÄ�º¾ÁÀÃÅ²¿´¶�
ÅÀ�Å¹¶�ÄÅÆµ¶¿ÅÄʁ�ÄÀ�Å¹¶Ê�²Ã¶�¾ÀÃ¶�½º¼¶½Ê�ÅÀ�µ¶ÇÀÅ¶�Å¹¶�¿¶´¶ÄÄ²ÃÊ�Åº¾¶�ÅÀ�µ¶Ç¶½ÀÁº¿¸�
Å¹ºÄ�²³º½ºÅÊʇ��¶�ÀȮ¶ÃÄ�ÄÆ¸¸¶ÄÅºÀ¿Ä�·ÀÃ�Å¶ÄÅº¿¸ʁ�²½½ÀÈº¿¸�¾Æ½ÅºÁ½¶�Åº¾¶Ä�Å¹ÃÀÆ¸¹ÀÆÅ�Å¹¶�
Ä¶¾¶ÄÅ¶Ã�·ÀÃ�ÄÅÆµ¶¿ÅÄ�ÅÀ�Ã¶Å¶ÄÅ�Æ¿Åº½�ÁÃÀȱ´º¶¿Åʁ�Å¹¶Ã¶³Ê�º¿ÄÅº½½º¿¸�²�¸ÃÀÈÅ¹�¾º¿µÄ¶Å�
Å¹²Å�ÁÃºÀÃºÅºË¶Ä�º¾ÁÃÀÇ¶¾¶¿Å�Ã²Å¹¶Ã�Å¹²¿�¾²ÄÅ¶ÃÊʇ

�½¶É²¿µÃ¶²�
À¿¼¶ÃʓÄ�ʖ�ÃÃÀÃ��¶Å¶´ÅºÀ¿�º¿��ÆÃ²½��¼º½½Ä��½²ÄÄ¶Äʗ�ʯ�¹²ÁÅ¶Ã�ЀЇʰ�ÀȮ¶ÃÄ�
Å¹Ã¶¶� ϿϾʉ¾º¿ÆÅ¶� ½¶ÄÄÀ¿Ä� Å¹²Å� ¶¾Á¹²ÄºË¶� Å¹¶� µ¶Ç¶½ÀÁ¾¶¿Å� À·� ²Æµº²ÅºÀ¿� º¿� ·À½¼� ²¿µ�
ÄÊ¾Á¹À¿º´� ¶É´¶ÃÁÅÄʇ� �¹¶� ÆÄ¶Ä� ³ÀÅ¹� ²� ´ÀÃÃ¶´Å� Ä´ÀÃ¶� Å¹²Å� ºÄ� ¹¶²Ãµ�ÈºÅ¹� ¶ÃÃÀÃÄʁ� ²¿µ�
²¿� º¿´ÀÃÃ¶´Å� Ä´ÀÃ¶� ÈºÅ¹� ²¿� ²´´ÆÃ²Å¶� Á¶Ã·ÀÃ¾²¿´¶ʇЂ� �Ä� Ä¹¶� ÄÅ²Å¶Äʁ� ʖ¶ÃÃÀÃ� µ¶Å¶´ÅºÀ¿�

Ђ� ��Å�Ä¹ÀÆ½µ�³¶�¿ÀÅ¶µ�Å¹²Å�Å¹¶�ȱÃÄÅ�¶É²¾Á½¶�º¿�Å¹¶�ÁÃº¿Å¶µ�³ÀÀ¼�ºÄ�º¿´ÀÃÃ¶´Åʁ�È¹º´¹�¾º¸¹Å�´À¿·ÆÄ¶�Å¹¶�
Ã¶²µ¶Ãʂ�¹ÀÈ¶Ç¶Ãʁ�Å¹¶�´ÀÃÃ¶´Å�¶É²¾Á½¶�´²¿�³¶�Çº¶È¶µ�º¿�Å¹¶��ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Äʇ
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ÄÊ¿Å¹¶ÄºË¶Ä�ÄÀÆ¿µ�²¿µ�¿ÀÅ²ÅºÀ¿�²¿µ�ÀȮ¶ÃÄ�²�µ¶¶Á¶Ã�Æ¿µ¶ÃÄÅ²¿µº¿¸�À·�Å¹¶�Ã¶½²ÅºÀ¿Ä¹ºÁ�
³¶ÅÈ¶¶¿�Å¹¶�ÅÈÀʁʗ�È¹º´¹�ÁÀÄºÅºÇ¶½Ê�º¾Á²´ÅÄ�²�ÄÅÆµ¶¿ÅʓÄ�²³º½ºÅÊ�ÅÀ�ȱ¿µ�́ À¾¾À¿�¾ºÄÅ²¼¶Ä�
À·�Å¹¶ºÃ�ÀÈ¿�Äº¸¹ÅʉÄº¿¸º¿¸�²¿µ�µº´Å²ÅºÀ¿�²´ÅºÇºÅº¶Ä�ʯЀϾЇʰʇ�

�²¿º¶½��ʇ� �Å¶Ç¶¿ÄʓÄ� ʖ�¿��¶²Ã´¹�À·��ºµµ¶¿��Ã¶²ÄÆÃ¶Äʃ��¿��É¶Ã´ºÄ¶� º¿� �Ê¾Á¹À¿º´�
�¶²Ãº¿¸ʗ�ʯ�¹²ÁÅ¶Ã�ЁϾʰ�ÁÃ¶Ä¶¿ÅÄ�²¿�²´ÅºÇ¶ʉ½ºÄÅ¶¿º¿¸�½¶ÄÄÀ¿�¸¶²Ã¶µ�ÅÀÈ²ÃµÄ�Á¶Ã´¶ºÇº¿¸�
¹²Ã¾À¿º´�µ¶Äº¸¿Ä�À·�¶¿ÅºÃ¶�¾ÀÇ¶¾¶¿ÅÄʇ��¿Å¶¿µ¶µ�·ÀÃ�Ä¶´À¿µʉÊ¶²Ã�²ÆÃ²½�Ä¼º½½Ä�´½²ÄÄ¶Äʁ�
Å¹ºÄ� ½¶ÄÄÀ¿� ÆÄ¶Ä� ¸Æºµ¶� ÅÀ¿¶Ä� ʯ
�ʰ�Do, Ti,� ÀÃ� Re� ÅÀ� Äº¾Á½º·Ê� ¹²Ã¾À¿º´� ½ºÄÅ¶¿º¿¸� º¿�
µº²ÅÀ¿º´� ´À¿Å¶ÉÅÄʁ� ²¿µ� ºÄ� ¶ÉÁ²¿µ¶µ� ÅÀ� ²ÃÁ¶¸¸º²Åº¿¸� Ä¶´À¿µ²ÃÊʁ� ´¹ÃÀ¾²Åº´ʁ� ²¿µ�
¾ÀµÆ½²Åº¿¸�¹²Ã¾À¿º¶Äʇ��Å¶Ç¶¿Ä�ÁÃÀÇºµ¶Ä�²�½ºÄÅ�À·�³¶¸º¿¿¶Ãʁ�¾Àµ¶Ã²Å¶½Ê�µºȲ´Æ½Åʁ�²¿µ�
µºȲ´Æ½Å�Áº¶´¶Ä� ÅÀ�´À¿Äºµ¶Ã�ÈºÅ¹º¿�´½²ÄÄº´²½�²¿µ�ÁÀÁ�¾ÆÄº´�¸¶¿Ã¶Äʇ��½ÄÀ� º¿´½Æµ¶µ� º¿�
�ÆÁÁ½¶¾¶¿Å²½��²Å¶Ãº²½Ä�²Ã¶�Ä¼¶Å´¹¶Ä�À·�¾ÀÅºÇ¶Ä�²¿µ�½º¿¶²Ã�Ã¶µÆ´ÅºÀ¿Äʁ�²�´ÆÄÅÀ¾ºË¶µ�
�º¾¶À�½º¿¼�Å¹²Å�·¶²ÅÆÃ¶Ä�²�Ã¶´ÀÃµº¿¸�²¿µ�½²Ã¸¶�Åº¾¶ÄÅ²¾Áʁ�²¿µ�²�Å¶¾Á½²Å¶�·ÀÃ�Ä¼¶Å´¹º¿¸�

��¾ÀµÆ½²ÅºÀ¿Äʇ

�²Çºµ� 
¶²ÃÊʓÄ� ½¶ÄÄÀ¿ʁ� ʖ�¿� �ÆÃ²½� �¼º½½Ä� �¿ÅÃÀµÆ´ÅºÀ¿� ÅÀ� �È¶½Ç¶ʉ�À¿¶� �ÆÄº´ʃ�
�²½½²Áº´´À½²ʓÄ� ʒ�¶ÄÁÃÀʁ� �ÆÅÅÀ� �ºÁÀÃÅºʓʗ� ʯ�¹²ÁÅ¶Ã� ЁϿʰʁ� ´Æ½¾º¿²Å¶Ä� Å¹ºÄ� Æ¿ºÅʇ� 
¶²ÃÊʓÄ�
½¶ÄÄÀ¿�¸Æºµ¶Ä� ÅÃ²µºÅºÀ¿²½� ½ºÄÅ¶¿º¿¸�²¿µ�µº´Å²ÅºÀ¿�¶É¶Ã´ºÄ¶Ä� ÅÀÈ²ÃµÄ�µ¶¶Á¶Ã� ½¶Ç¶½Ä�À·�
¾¶²¿º¿¸ʇ��¶�ÁÃÀÁÀÄ¶Ä�²�ÅÃºÁ²ÃÅºÅ¶�Á½²¿ʃ�ȱÃÄÅʁ�²ÆÃ²½½Ê�µ¶Å¶Ã¾º¿¶�Å¹¶�Áº¶´¶ʓÄ�ÃÀÈʁ�Å¹¶¿�
µ¶Å¶Ã¾º¿¶�º¿Å¶Ã¶ÄÅº¿¸�²ÅÅÃº³ÆÅ¶Ä�À·�Å¹¶�ÃÀÈʁ�²¿µ�ȱ¿²½½Ê�¶ÉÁ½ÀÃ¶�¹ÀÈ�Å¹¶�ÃÀÈ�ºÄ�ÆÅº½ºË¶µ�
ÈºÅ¹º¿�Å¹¶�´À¾ÁÀÄºÅºÀ¿ʇ��¿�Å¹¶�½²ÄÅ�ÄÅ²¸¶ʁ�º¿Å¶ÃÁÃ¶ÅºÇ¶�Ä¼º½½Ä�²Ã¶�µ¶Ç¶½ÀÁ¶µ�²Ä�ÄÅÆµ¶¿ÅÄ�
¾²Á�Å¹¶Ä¶�µºÄ´ÀÇ¶Ãº¶Ä�²½À¿¸Äºµ¶�ÁÀ¶ÅÃÊʁ�ÀÃ´¹¶ÄÅÃ²ÅºÀ¿ʁ�²¿µ�Á¶Ã·ÀÃ¾²¿´¶ʇ�
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PART V: POST-TONAL THEORY

JENNIFER BEAVERS

�¹¶�Ä¶Ç¶¿�´¹²ÁÅ¶ÃÄ�À·��²ÃÅ��ʁ��ÀÄÅʉ�À¿²½��¹¶ÀÃÊʁ�º¿´½Æµ¶�À¿¶�ÁÀÄºÅºÀ¿�Á²Á¶Ã�²¿µ�
ÄºÉ�½¶ÄÄÀ¿�Á½²¿Äʇ��º´¹²¶½��Æ´¹½¶Ã�ÀÁ¶¿Ä�Å¹ºÄ�Æ¿ºÅ�ÈºÅ¹�²�¾¶²¿º¿¸·Æ½�µº²½À¸Æ¶�À¿�¹ÀÈ�
²¿µ�È¹²Å� ºÄ� ÅÊÁº´²½½Ê� Å²Æ¸¹Å� º¿�²�ЀϾÅ¹ʉ´¶¿ÅÆÃÊʉ²¿µʉ³¶ÊÀ¿µ� Å¹¶ÀÃÊ� ´½²ÄÄÃÀÀ¾ʇ��ºÅ¹�
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ÅÀ�¾ÀÃ¶�²µÇ²¿´¶µ�ÀÁ¶Ã²ÅºÀ¿Ä�º¿ÇÀ½Çº¿¸�́ À¾³º¿²ÅÀÃº²½�ÁÃÀÁ¶ÃÅº¶Ä�²¿µ�Ä¶Ãº²½ºÄ¾�À·�¿À¿ʉ
ÁºÅ´¹� Á²Ã²¾¶Å¶ÃÄʇ��ÀÅ²³½¶� ´¹²Ã²´Å¶ÃºÄÅº´Ä� º¿�
¶Ã¹²ÃµʓÄ� Ä¶Ãº²½ºÄ¾� Å¹²Å� ´²¿� ·²´º½ºÅ²Å¶�
º¿Å¶Ã¶ÄÅº¿¸�µºÄ´ÀÇ¶Ãº¶Ä�·ÀÃ�Å¹¶�ÄÅÆµ¶¿ÅÄ�º¿´½Æµ¶�
¶Ã¹²ÃµʓÄ�Å¶¿µ¶¿´Ê�ÅÀ�·À½½ÀÈ�¶²´¹�ÃÀÈ�
³Ê�ºÅÄ�́ À¾Á½¶¾¶¿Åʁ�²¿µ�²�Ä¶Ãº²½ºË¶µ�²ÁÁÃÀ²´¹�ÅÀ�µÆÃ²ÅºÀ¿²½�ÃÀÈ�·ÀÃ¾Äʁ�¶Çºµ¶¿Å�º¿�ÁºÅ´¹�
²¿µ�³¶²Å�¸ÃÀÆÁº¿¸Ä�ÈºÅ¹º¿�¶²´¹�¾¶²ÄÆÃ¶ʇ��¹º½¶�ÄÀ¾¶�À·�Å¹¶Ä¶�µºÄ´ÀÇ¶Ãº¶Ä�²Ã¶�¾²Å¹ʉ
¹¶²ÇÊʁ��²¿¿�´À¿ÅÃÀ½Ä�Å¹¶�²¾ÀÆ¿Å�À·�º¿·ÀÃ¾²ÅºÀ¿�ÄÀ�²Ä�¿ÀÅ�ÅÀ�ÀÇ¶ÃÈ¹¶½¾�Å¹¶�½¶ÄÄÀ¿ʇ�

�¿�Å¹¶�ȱ¿²½�´¹²ÁÅ¶Ã�À·�Å¹¶�ÁÀÄÅʉÅÀ¿²½�Æ¿ºÅʁ��²Å²½º¶��º½½º²¾ÄʓÄ�ʖ�²ÁÁº¿¸��Ê¾¾¶ÅÃÊ�
²¿µ� 	ÀÃ¾� º¿� 
¶ÀÃ¸¶� �ÃÆ¾³ʓÄ� ʒ�� �ÃÀÁ¹¶´Ê� À·� �ÀÄÅÃ²µ²¾ÆÄʓʗ� ʯ�¹²ÁÅ¶Ã� ЁІʰ� ÀȮ¶ÃÄ� ²�
Å¶²´¹º¿¸�²ÁÁÃÀ²´¹�ÅÀ�¸Ã²Á¹º´�²¿²½ÊÄºÄʃ�²�Ã²Å¹¶Ã�¶½ÆÄºÇ¶ʁ�Ê¶Å�º¾ÁÀÃÅ²¿Å�²¿µ�Ã¶È²Ãµº¿¸�
ÅÀÁº´� ÅÀ� Å¶²´¹ʇ� �¶Ã� ½¶ÄÄÀ¿ʁ� ¸¶²Ã¶µ� ÅÀÈ²Ãµ� ÆÁÁ¶Ã� Æ¿µ¶Ã¸Ã²µÆ²Å¶� ÀÃ� º¿ÅÃÀµÆ´ÅÀÃÊ�
¸Ã²µÆ²Å¶� ´ÀÆÃÄ¶Äʁ� ÀȮ¶ÃÄ� ²� ³Ãº¶·� ³²´¼¸ÃÀÆ¿µ� À¿� �ÃÆ¾³ʁ� ²� ÁÃ¶Á²Ã²ÅÀÃÊ� ¹À¾¶ÈÀÃ¼�
²ÄÄº¸¿¾¶¿Åʁ�²¿µ�µ¶Å²º½¶µ�µºÄ´ÆÄÄºÀ¿�À·�¹ÀÈ�·ÀÃ¾ʁ�ÁºÅ´¹ʁ�¶ÉÅÃ²ʉ¾ÆÄº´²½�²ÄÄÀ´º²ÅºÀ¿Äʁ�
²¿µ�¶ÉÅ¶¿µ¶µ�Á¶Ã·ÀÃ¾²¿´¶�Å¶´¹¿ºÂÆ¶Ä�́ Ã¶²Å¶�¾¶²¿º¿¸�ÈºÅ¹º¿�Å¹¶�ÈÀÃ¼ʇ��Äº¿¸��ÃÆ¾³ʓÄ�
ʖ���ÃÀÁ¹¶´Ê�À·��ÀÄÅÃ²µ²¾ÆÄʗ�·ÃÀ¾�Makrokosmos��ÀÀ¼���ʁ�Ä¹¶�µ¶Å²º½Ä�²�ÅÈÀʉÁÃÀ¿¸¶µ�
²ÁÁÃÀ²´¹�º¿�È¹º´¹�¾ÆÄº´²½�Á²Ã²¾¶Å¶ÃÄ�²Ã¶�ÄÅÆµº¶µ�º¿µ¶Á¶¿µ¶¿Å½Ê�³¶·ÀÃ¶�ÅÃ²¿Ä·¶ÃÃº¿¸�
Å¹²Å�¼¿ÀÈ½¶µ¸¶� ÅÀ� ½²Ã¸¶ʉÄ´²½¶� ÄÊ¾¾¶ÅÃº´²½�µ¶Äº¸¿� ·¶²ÅÆÃ¶Äʇ��¶Ã� ½¶ÄÄÀ¿�²µµÃ¶ÄÄ¶Ä�²�
µ¶¶Á¶Ã�´À¿¿¶´ÅºÀ¿�Å¹²Å�ʖ´²ÃÃº¶Ä�º¿Å¶ÃÅ¶ÉÅÆ²½�²¿µ�¶ÉÅÃ²ʉ¾ÆÄº´²½�²ÄÄÀ´º²ÅºÀ¿Äʁ�Ã¶ÂÆºÃº¿¸�
²¶ÄÅ¹¶Åº´�º¿Å¶ÃÁÃ¶Å²ÅºÀ¿�·ÃÀ¾�ÄÅÆµ¶¿ÅÄʗ�ʯЀЄϿʰʇ��¹ÃÀÆ¸¹ÀÆÅʁ�Ä¹¶�ÄÅÃ¶ÄÄ¶Ä�Å¹¶�º¾ÁÀÃÅ²¿´¶�
À·�µºÄ´ÀÇ¶ÃÊʃ�ÄÅÆµ¶¿ÅÄ�¾²Á�µºÇ¶Ã¸¶¿Å�¶½¶¾¶¿ÅÄ�²½À¿¸Äºµ¶�²�ÇºÄÆ²½�¾ºÃÃÀÃʉº¾²¸¶�Ä´ÀÃ¶�
ÅÀ�Æ¿´ÀÇ¶Ã�¾ÆÄº´²½�´À¿¿¶´ÅºÀ¿Ä�²¿µ�´À¿Ç¶¿ÅºÀ¿²½�·ÀÃ¾²½�µ¶Äº¸¿ʇ�




ŲŸŵűŤů�Ųũ��ŸŶŬŦ��ūŨŲŵż��ŨŧŤŪŲŪż��À½Æ¾¶�ЁЃ�ʯЀϾЀϿʰ202

PART VI: FORM

DAVID R.W. SEARS

�¿� ¾²¿Ê� È²ÊÄʁ� Å¹¶� Å¶¿� ´¹²ÁÅ¶ÃÄ� ·ÀÆ¿µ� º¿� Å¹ºÄ� Ä¶´ÅºÀ¿� Ã¶ȷ¶´Å� Å¹¶� µºÇ¶ÃÄºÅÊ� À·�
²¿²½ÊÅº´²½� ²¿µ� Å¹¶ÀÃ¶Åº´²½� Á¶ÃÄÁ¶´ÅºÇ¶Ä� ¶¿´ÀÆ¿Å¶Ã¶µ� º¿� Å¹¶� ʖ¿¶È� Formenlehreʗ�
ÅÃ²µºÅºÀ¿�ÀÇ¶Ã�Å¹¶�½²ÄÅ�·¶È�µ¶´²µ¶Ä�ʯ�²ÃÄÅÀ¿�ЀϾϾϿʰʇ��ÆÅ�È¹¶Ã¶²Ä�ÀÅ¹¶Ã�Ã¶´¶¿Å�¶µºÅ¶µ�
ÇÀ½Æ¾¶Ä�¶½¶´Å¶µ�ÅÀ�Æ¿º·Ê�Å¹¶�Ä¶½¶´Å¶µ�´À¿ÅÃº³ÆÅºÀ¿Ä�²ÃÀÆ¿µ�²�Á²ÃÅº´Æ½²Ã�Å¹¶ÀÃÊ�À·�·ÀÃ¾�
ʯ¶ʇ¸ʇʁ��²¿µ¶��ÀÀÃÅ¶½¶ʁ��¶µ¿¶²Æ½Åʉ�¶Ä½²ÆÃº¶ÃÄʁ�²¿µ��²ÃÅº¿�ЀϾϿЃʰʁ�²¿µʤÀÃ�²�Á²ÃÅº´Æ½²Ã�
Ã¶Á¶ÃÅÀÃÊ�ʯ¶ʇ¸ʇʁ��¶ÆÈºÃÅ¹�²¿µ��¶Ã¸ì�ЀϾϿЃʰʁ�Å¹¶�½¶ÄÄÀ¿�Á½²¿Ä�Ä¶½¶´Å¶µ�·ÀÃ�Å¹ºÄ�ÇÀ½Æ¾¶�
²ÁÁ½Ê�Ä¶Ç¶Ã²½�Å¹¶ÀÃº¶Ä�À·�·ÀÃ¾�ÅÀ�²�µºÇ¶ÃÄ¶�³ÀµÊ�À·�¾ÆÄº´�ʯÅ¹ÀÆ¸¹�Ã¶´¶¿Å�Å¶ÉÅ³ÀÀ¼Ä�³Ê�
�²Á½º¿�ʳϿЇЇІʂ�ЀϾϿЁʴ�²¿µ��²ºÅË�ʳЀϾϿЄʴ�·¶²ÅÆÃ¶�¹¶²Çº½Êʰʇ��Ä�²�´À¿Ä¶ÂÆ¶¿´¶ʁ�Ã¶²µ¶ÃÄ�Èº½½�
¶¿´ÀÆ¿Å¶Ã�²�ÁÃÀ·ÆÄºÀ¿�À·�Å²ÉÀ¿À¾º´�Å¶Ã¾Ä�¶¾Á¹²ÄºËº¿¸�µºȮ¶Ã¶¿Å�²ÄÁ¶´ÅÄ�À·�¾ÆÄº´²½�
ÀÃ¸²¿ºË²ÅºÀ¿� ʯ¶ʇ¸ʇʁ� Å¹¶¾²Åº´� ´À¿ÅÃ²ÄÅʁ� ÅÀ¿²½� ÀÁÁÀÄºÅºÀ¿ʁ� Å¶¾ÁÀÃ²½� ·Æ¿´ÅºÀ¿ʁ� ¶Å´ʇʰʁ� ²Ä�
È¶½½� ²Ä� ²� Ã²¿¸¶� À·� Á¶µ²¸À¸º´²½� ²ÁÁÃÀ²´¹¶Ä� Å¹²Å� ÁÃÀ´¶¶µ� ¶ºÅ¹¶Ã� ·ÃÀ¾� Å¹¶�Á²ÃÅº´Æ½²Ã�
ʯ²¿²½ÊÄºÄʰ�ÅÀ�Å¹¶�¸¶¿¶Ã²½�ʯÅ¹¶ÀÃÊʰʁ�ÀÃ�Çº´¶�Ç¶ÃÄ²ʇ�

�¶Ç¶ÃÅ¹¶½¶ÄÄʁ�²½½�À·�Å¹¶�´¹²ÁÅ¶ÃÄ�º¿�Å¹ºÄ�Ä¶´ÅºÀ¿�ÀȮ¶Ã�Á½²¿Ä�²¿µ�ÄÅÃ²Å¶¸º¶Ä�´²Å¶Ã¶µ�
ÅÀ� Æ¿µ¶Ã¸Ã²µÆ²Å¶� ÄÅÆµ¶¿ÅÄ� º¿� ²Å� ½¶²ÄÅ� Å¹¶� Ä¶´À¿µ� Ê¶²Ã� À·� Æ¿ºÇ¶ÃÄºÅÊ� ÄÅÆµÊʇ� �¹²Å� ºÄʁ�
²½½� ²ÄÄÆ¾¶� ÁÃ¶ÇºÀÆÄ� ¶ÉÁ¶Ãº¶¿´¶� ÈºÅ¹� ÄÆ´¹� ¿ÀÅºÀ¿Ä� ²Ä� ¹º¶Ã²Ã´¹Ê� ʯ¶ʇ¸ʇʁ� Ä¶¸¾¶¿Åº¿¸�
Å¹¶�¾ÆÄº´²½� ÄÆÃ·²´¶� º¿ÅÀ� ºµ¶²Äʁ� Á¹Ã²Ä¶Äʁ� Å¹¶¾¶Äʁ� ²¿µ� ÄÀ�À¿ʰʁ� ´²µ¶¿´¶ʁ� µº²ÅÀ¿º´� ²¿µ�
´¹ÃÀ¾²Åº´� ¹²Ã¾À¿Êʁ� ²¿µ� ÅÀ¿²½� ÀÃ¸²¿ºË²ÅºÀ¿ʃ� º¿� Ä¹ÀÃÅʁ� ¶Ç¶ÃÊÅ¹º¿¸� º¿ÅÃÀµÆ´¶µ� º¿�
Å¹¶� ȱÃÄÅ� ÅÈÀ� Ê¶²ÃÄ� À·� Å¹¶� Æ¿µ¶Ã¸Ã²µÆ²Å¶� Å¹¶ÀÃÊ� ´ÆÃÃº´Æ½Æ¾ʇ� �¹²Å� ºÄ� ¾ÀÃ¶ʁ� Äº¿´¶�
Æ¿µ¶Ã¸Ã²µÆ²Å¶�´ÀÆÃÄ¶Ä�µ¶ÇÀÅ¶µ�ÅÀ�ʖ·ÀÃ¾�²¿µ�²¿²½ÊÄºÄʗ�À·Å¶¿�ÁÃÀ´¶¶µ�·ÃÀ¾�Ä¾²½½ʉ�ÅÀ�
½²Ã¸¶ʉÄ´²½¶�ÄÅÃÆ´ÅÆÃ¶Äʁ��²¿�²¿µ¶½�ÀÃ¸²¿ºË¶Ä�Å¹¶�´¹²ÁÅ¶ÃÄ�ÅÀ�·À½½ÀÈ�ÄÆºÅʇ��¹ÆÄʁ�Ã¶²µ¶ÃÄ�
Á½²¿¿º¿¸�ÅÀ�Å¶²´¹�²�´ÀÆÃÄ¶�À¿�·ÀÃ¾�ÆÄº¿¸�²�ÄÁ¶´ºȱ´�Å¶ÉÅ³ÀÀ¼�´ÀÆ½µ�¶²Äº½Ê�º¿´½Æµ¶�²Å�
½¶²ÄÅ�²�·¶È�À·�Å¹¶�½¶ÄÄÀ¿Ä�·ÀÆ¿µ�¹¶Ã¶ʇ��

�º¿¶��¶¿¶¸¹²¿ʓÄ�´À¿ÅÃº³ÆÅºÀ¿ʁ�ʖ�Ãº¿´ºÁ½¶Ä�À·�	ÀÃ¾ʗ�ʯ�¹²ÁÅ¶Ã�ЁЇʰʁ�´À¿´¶ÁÅÆ²½ºË¶Ä�
·ÀÃ¾²½� ÀÃ¸²¿ºË²ÅºÀ¿� ²Ä� ²¿� Æ¿·À½µº¿¸ʁ� ¶¾¶Ã¸¶¿Å� ÁÃÀ´¶ÄÄʇ� �Ä� ÄÆ´¹ʁ� �¶¿¶¸¹²¿ʓÄ�
Á¶µ²¸À¸º´²½�²ÁÁÃÀ²´¹�·²ÇÀÃÄ�º¾¾¶µº²Å¶�²ÁÁÃ¶¹¶¿ÄºÀ¿�ÀÇ¶Ã�ÄÊ¿ÀÁÅº´�´À¾ÁÃ¶¹¶¿ÄºÀ¿ʁ�
²Å�½¶²ÄÅ�º¿�Å¹¶�º¿ºÅº²½�ÄÅ²¸¶Ä�À·�²�´½²ÄÄÃÀÀ¾�µºÄ´ÆÄÄºÀ¿ʇ��¹¶�´½²ÄÄÃÀÀ¾�ºÄ�Å¹ÆÄ�²�¼º¿µ�À·�
½²³ÀÃ²ÅÀÃÊ�·ÀÃ�Å¹¶�µºÄ´ÀÇ¶ÃÊ�À·�·ÀÃ¾²½�ÄÅÃÆ´ÅÆÃ¶Ä�ÆÄº¿¸�´½ÀÄ¶ʉÃ¶²µº¿¸�¾¶Å¹ÀµÀ½À¸º¶Ä�
Å¹²Å�ÁÃÀ´¶¶µ�½²Ã¸¶½Ê�·ÃÀ¾�Å¹¶�³ÀÅÅÀ¾�ÆÁʇ��¿�ÄÀ�µÀº¿¸ʁ��¶¿¶¸¹²¿�¹ÀÁ¶Ä�ÅÀ�ʖ¾ÀÇ¶�³¶ÊÀ¿µ�
Å¹¶�Å²ÉÀ¿À¾º´ʗ�³Ê�Ã¶¸²Ãµº¿¸�Å¹¶�ºµ¶¿Åºȱ´²ÅºÀ¿�À·�·ÀÃ¾²½�ÅÊÁ¶Ä�º¿�²�̧ ºÇ¶¿�́ À¾ÁÀÄºÅºÀ¿ʨ
·ÃÀ¾�¾ÀÅºÇ¶Ä�²¿µ�ºµ¶²Äʁ�ÅÀ�Á¹Ã²Ä¶Äʁ�Å¹¶¾¶Äʁ�²¿µ�³¶ÊÀ¿µʨ¿ÀÅ�²Ä�²¿�¶¿µ�º¿�ºÅÄ¶½·ʁ�³ÆÅ�
²Ä� ²� ¾¶²¿Ä� ÅÀ� Æ¿µ¶ÃÄÅ²¿µº¿¸� Å¹¶� ÁÃº¿´ºÁ½¶Ä� Å¹²Å� Ä¹²Á¶� ²¿µ� ¶¿¸¶¿µ¶Ã� Å¹¶Ä¶� ÅÊÁ¶Ä�
ʯЀЅЁʰʇ��À�µÀÆ³Å�Å¹¶Ä¶�Ä¶¿Åº¾¶¿ÅÄ�ÈÀÆ½µ�ÄºÅ�È¶½½�ÈºÅ¹�³ºÀ½À¸ºÄÅ��Å¶Á¹¶¿�
²Ê�
ÀÆ½µʓÄ�
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´À¿´¶ÁÅºÀ¿�À·�Å²ÉÀ¿À¾Êʁ�¿ÀÅ�²Ä�²�ʖ¸½ÀÃºȱ¶µ�·ÀÃ¾�À·�ȱ½º¿¸ʁʗ�³ÆÅ�²Ä�²�ʖ·Æ¿µ²¾¶¿Å²½�²¿µ�
µÊ¿²¾º´�Ä´º¶¿´¶ʁ�µ¶µº´²Å¶µ�ÅÀ�¶ÉÁ½ÀÃº¿¸�Å¹¶�´²ÆÄ¶Ä�À·�Ã¶½²ÅºÀ¿Ä¹ºÁÄ�²¿µ�Äº¾º½²ÃºÅº¶Äʗ�
²¾À¿¸�ºÅÄ�´À¿ÄÅºÅÆ¶¿Å�¾¶¾³¶ÃÄ�ʯϿЇІЇʁ�ЇІʰʇ�

�À�¾Àµ¶½�Å¹ºÄ�²ÁÁÃÀ²´¹ʁ��¶¿¶¸¹²¿�ÀȮ¶ÃÄ�²�́ À¾Á²Ã²ÅºÇ¶�́ ½ÀÄ¶�Ã¶²µº¿¸�À·�Å¹¶�ÀÁ¶¿º¿¸�
Å¹¶¾¶Ä�·ÃÀ¾�Å¹¶�ȱÃÄÅ�ÅÈÀ�¾ÀÇ¶¾¶¿ÅÄ�º¿��¶¶Å¹ÀÇ¶¿ʓÄ�ÀÁʇ�Ѐʁ�¿Àʇ�Ͽʇ���¶²µ¶ÃÄ�·²¾º½º²Ã�
ÈºÅ¹�Å¹¶�Formenlehre�ÅÃ²µºÅºÀ¿�Èº½½�¼¿ÀÈ�Å¹¶Ä¶�¶É´¶ÃÁÅÄ�È¶½½ʁ�³ÆÅ��¶¿¶¸¹²¿ʓÄ�µ¶Å²º½¶µ�
²¿²½ÊÅº´²½�µºÄ´ÆÄÄºÀ¿�Ã¶¾º¿µÄ�¶Ç¶¿�Å¹¶�¾ÀÄÅ�Ä¶²ÄÀ¿¶µ�²¿²½ÊÄÅÄ�ÅÀ�ÁÃÀ´¶¶µ�º¿µÆ´ÅºÇ¶½Êʁ�
²½½ÀÈº¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�µºÄ´ÀÇ¶Ã�Å¹¶�Ä¶¿Å¶¿´¶�²¿µ�Á¶ÃºÀµ�Å¹¶¾¶�ÅÊÁ¶Ä�Å¹ÃÀÆ¸¹�Å¹¶�½¶¿Ä�
À·�Å¹¶Ä¶�¶É´¶ÃÁÅÄʇ��¶²µ¶ÃÄ�Å¶²´¹º¿¸�Å¹¶Ä¶�¾²Å¶Ãº²½Ä�·ÀÃ�Å¹¶�ȱÃÄÅ�Åº¾¶�ÈÀÆ½µ�µÀ�È¶½½�ÅÀ�
¾Àµ¶½��¶¿¶¸¹²¿ʓÄ�²ÁÁÃÀ²´¹ʁ�È¹º´¹�ȱÃÄÅ�́ À¿Äºµ¶ÃÄ�Å¹¶�̧ ÃÀÆÁº¿¸�ÄÅÃÆ´ÅÆÃ¶�ÄÆÃÃÀÆ¿µº¿¸�
¶²´¹�Å¹¶¾¶ʓÄ�¶¿µʁ�Å¹¶¿�²ÅÅ¶¿µÄ�ÅÀ�Å¹¶�ÀÁ¶¿º¿¸�ºµ¶²�²¿µ�ºÅÄ�ÁÀÅ¶¿Åº²½�Ã¶Á¶ÅºÅºÀ¿�º¿�¶²´¹�
Å¹¶¾¶ʓÄ� ÀÁ¶¿º¿¸� Á¹Ã²Ä¶ʁ� ²¿µ�ȱ¿²½½Ê� ¶ÉÁ½ÀÃ¶Ä� Å¹¶� ¶Ȯ¶´ÅÄ� À·� Å¹¶� ÀÁ¶¿º¿¸� Á¹Ã²Ä¶� À¿�
Å¹¶�´¹²Ã²´Å¶Ã�²¿µ� ·Æ¿´ÅºÀ¿�À·� Å¹¶�¾²Å¶Ãº²½� Å¹²Å� ·À½½ÀÈÄʇ��¹ÆÄʁ�³Ê� ·²ÇÀÃº¿¸�²¿²½ÊÄºÄ�
ÀÇ¶Ã� Å¹¶ÀÃÊʁ��¶¿¶¸¹²¿�Ã¶¾º¿µÄ� Ã¶²µ¶ÃÄ� Å¹²Å� ´½ÀÄ¶� Ã¶²µº¿¸Ä�À·�²�¸ºÇ¶¿�´À¾ÁÀÄºÅºÀ¿�
¶¿¸¶¿µ¶Ã�Å¹¶�Å²ÉÀ¿À¾º¶Ä�À·�·ÀÃ¾�À·Å¶¿�¶¿´ÀÆ¿Å¶Ã¶µ�º¿�Æ¿µ¶Ã¸Ã²µÆ²Å¶�Å¶ÉÅ³ÀÀ¼Äʁ�²¿µ�
¿ÀÅ�Å¹¶�ÀÅ¹¶Ã�È²Ê�²ÃÀÆ¿µʇ

�²¿�²¿µ¶½�·À½½ÀÈÄ��¶¿¶¸¹²¿ʓÄ�¶ÄÄ²Ê�ÈºÅ¹�½¶ÄÄÀ¿�Á½²¿Ä�µ¶µº´²Å¶µ�ÅÀ�Ä¾²½½ʉÄ´²½¶�
·ÀÃ¾Ä�²Å� Å¹¶� ½¶Ç¶½�À·� Å¹¶�Á¹Ã²Ä¶�²¿µ� Å¹¶¾¶� ʯ¶ʇ¸ʇʁ� Ä¶¿Å¶¿´¶Äʁ�Á¶ÃºÀµÄʁ�²¿µ�¹Ê³ÃºµÄʰʁ�
²¿µ�½²Ã¸¶ʉÄ´²½¶�·ÀÃ¾Ä�Å¹²Å�´ÀÆ½µ�ÁÀÅ¶¿Åº²½½Ê�Ã¶ÁÃ¶Ä¶¿Å�Å¹¶�´À¾Á½¶Å¶�¾ÀÇ¶¾¶¿Å�ʯ¶ʇ¸ʇʁ�
³º¿²ÃÊʁ�ÄÀ¿²Å²ʁ�´À¿´¶ÃÅÀʰʇ�
ºÇ¶¿�Å¹¶�ÄÀÆÃ´¶�¾²Å¶Ãº²½�º¿��¶¿¶¸¹²¿ʓÄ�¶ÄÄ²Êʁ�¹ÀÈ¶Ç¶Ãʁ���
Èº½½�ÄÅ²ÃÅ�ÈºÅ¹��¿µÃ¶È��´¹²ÃÅ¾²¿¿ʓÄ�ʖ	ÃÀ¾��¹¶ÀÃÊ�ÅÀ��Ã²´Åº´¶ʃ��ÀÈ�ÅÀ��À¾ÁÀÄ¶�²�
�¶¿Å¶¿´¶ʗ�ʯ�¹²ÁÅ¶Ã�ЂЀʰʁ�È¹º´¹�²½ÄÀ�Ã¶·¶Ã¶¿´¶Ä�Å¹¶�Ä¶¿Å¶¿´¶�·ÃÀ¾�Å¹¶�ȱÃÄÅ�¾ÀÇ¶¾¶¿Å�
À·��¶¶Å¹ÀÇ¶¿ʓÄ�ÀÁʇ�Ѐʁ�¿Àʇ�Ͽʇ��¿��´¹²ÃÅ¾²¿¿ʓÄ�½¶ÄÄÀ¿ʁ�ÄÅÆµ¶¿ÅÄ�µºÄ´ÀÇ¶Ã�Å¹¶�ÁÃº¿´ºÁ½¶Ä�
Æ¿µ¶Ã½Êº¿¸� Å¹¶� ´À¿ÄÅºÅÆ¶¿ÅÄ� À·� Å¹¶� Ä¶¿Å¶¿´¶� Å¹¶¾¶� ÅÊÁ¶� ³Ê� ´À¾Á½¶Åº¿¸� ²� ¾Àµ¶½�
´À¾ÁÀÄºÅºÀ¿�³²Ä¶µ�À¿�²�¸ºÇ¶¿�ÅÈÀʉ¾¶²ÄÆÃ¶�³²Äº´�ºµ¶²ʇ��¿�Å¹ºÄ�È²Êʁ��´¹²ÃÅ¾²¿¿�¹ÀÁ¶Ä�
ÅÀ�½¶Ç¶Ã²¸¶�Å¹¶�¾ÆÄº´²½�º¿ÅÆºÅºÀ¿Ä�À·�Å¹¶�ÄÅÆµ¶¿ÅÄʁ�¾²¿Ê�À·�È¹À¾�ÁÃÀµÆ´¶�Ã¶²ÄÀ¿²³½Ê�
ÄÅÊ½ºÄÅº´� ´À¿Åº¿Æ²ÅºÀ¿Ä� ¸ºÇ¶¿� ²� ³²Äº´� ¼¿ÀÈ½¶µ¸¶� À·� µº²ÅÀ¿º´� ¹²Ã¾À¿Ê� ²¿µ� Å¹¶� ·ÀÃ¾�
ºÅÄ¶½·�ʯЀЇϾʰʇ��À�Å¹²Å�¶¿µʁ��´¹²ÃÅ¾²¿¿�µºÇºµ¶Ä�Å¹¶�½¶ÄÄÀ¿�º¿ÅÀ�ÅÈÀ�Á²ÃÅÄʇ��¹¶�ȱÃÄÅ�Á²ÃÅ�
Ã¶Çº¶ÈÄ�ÁÃÀ½À¿¸²ÅºÀ¿²½�²¿µ�´²µ¶¿Åº²½�ÁÃÀ¸Ã¶ÄÄºÀ¿Ä�²¿µ�¶É²¾º¿¶Ä�ÅÈÀ�¶É²¾Á½¶Ä�À·�Å¹¶�
Ä¶¿Å¶¿´¶� Å¹¶¾¶� ÅÊÁ¶ʃ� Å¹¶�ȱÃÄÅ� ·ÃÀ¾��¶¶Å¹ÀÇ¶¿ʓÄ� ÀÁʇ� Ѐʁ� ¿Àʇ� Ͽʁ� ²¿µ� Å¹¶� Ä¶´À¿µ� ·ÃÀ¾�
�ÀË²ÃÅʓÄ��ʇ�ЃЂЃʇ��¹¶�Ä¶´À¿µ�Á²ÃÅ�Å²Ä¼Ä�ÄÅÆµ¶¿ÅÄ�ÈºÅ¹�´À¾ÁÀÄº¿¸�²�Ä¶¿Å¶¿´¶ʁ�¸ºÇ¶¿�²�
Äº¾Á½¶�³²Äº´�ºµ¶²�Å¹²Å�º¿ÇºÅ¶Ä�²�ÄÅ²Å¶¾¶¿ÅʉÃ¶ÄÁÀ¿Ä¶�Ã¶Á¶ÅºÅºÀ¿�ÈºÅ¹º¿�Å¹¶�º¿ºÅº²½�·ÀÆÃʉ
¾¶²ÄÆÃ¶�Á¹Ã²Ä¶ʇ�

�Æ´¹� ½º¼¶� �¶¿¶¸¹²¿� ²¿µ� �´¹²ÃÅ¾²¿¿ʁ� �Ãº´� �À¸Ã¶·¶ʓÄ� ʖ�¶´À¾ÁÀÄº¿¸� �¹Ã²Ä¶�
�ÅÃÆ´ÅÆÃ¶ʗ�ʯ�¹²ÁÅ¶Ã�ЂϾʰ�¶¿´ÀÆÃ²¸¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�µºÄ´ÀÇ¶Ã�Å¹¶�ÀÃ¸²¿ºË²ÅºÀ¿²½�ÁÃº¿´ºÁ½¶Ä�
Æ¿µ¶Ã½Êº¿¸� Å¹¶Ä¶� ·ÀÃ¾Ä� ·ÀÃ� Å¹¶¾Ä¶½Ç¶Äʇ� �À� Å¹²Å� ¶¿µʁ� ÄÅÆµ¶¿ÅÄ� ´À¾Á½¶Å¶� ²¿� º¿ʉ´½²ÄÄ�
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Ã¶´À¾ÁÀÄºÅºÀ¿�À·�Å¹¶�Å¹¶¾¶�·ÃÀ¾��Ã²¹¾ÄʓÄ�ÀÁʇ�ЃЄ³ʁ�³ÆÅ�º¿�Å¹ºÄ�´²Ä¶�Å¹¶�ÄÅÆµ¶¿ÅÄ�¾ÆÄÅ�
Ã¶´À¾ÁÀÄ¶� Å¹¶�Á¶ÃºÀµ�Æ¿µ¶Ã½Êº¿¸� Å¹¶� Å¹¶¾¶�²Ä�²� Ä¶¿Å¶¿´¶ʇ��À¸Ã¶·¶� Å¹ÆÄ�¹ÀÁ¶Ä� Å¹²Å�
Å¹¶� ²´Å� À·� Ã¶´À¾ÁÀÄºÅºÀ¿� Èº½½� ¶¿´ÀÆÃ²¸¶� ÄÅÆµ¶¿ÅÄ� ÅÀ� Ã¶´À¸¿ºË¶� Å¹¶� Äº¾º½²ÃºÅº¶Ä� ²¿µ�
µºȮ¶Ã¶¿´¶Ä�³¶ÅÈ¶¶¿�Å¹¶Ä¶�ÅÈÀ�·ÀÃ¾Ä�¾ÀÃ¶�Ã¶²µº½Ê�Å¹²¿�Å¹¶Ê�¾º¸¹Å�Å¹ÃÀÆ¸¹�²¿²½ÊÄºÄ�
²½À¿¶�ʯЀЅЇʰʇ��´´ÀÃµº¿¸½Êʁ�Å¹ºÄ�½¶ÄÄÀ¿�ÈÀÆ½µ�¿¶¶µ�ÅÀ�·À½½ÀÈ�²¿�º¿ÅÃÀµÆ´ÅºÀ¿�ÅÀ�³ÀÅ¹�Å¹¶¾¶�
ÅÊÁ¶Ä�º¿�ÁÃ¶ÇºÀÆÄ�´½²ÄÄ�Ä¶ÄÄºÀ¿Äʁ�Á¶Ã¹²ÁÄ�µ¶Äº¸¿¶µ�²ÃÀÆ¿µ�Å¹¶�¶ÄÄ²ÊÄ�»ÆÄÅ�¾¶¿ÅºÀ¿¶µʇ�

�À¸Ã¶·¶ʓÄ�½¶ÄÄÀ¿�³¶¸º¿Ä�³Ê�²Ä¼º¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�²¿²½ÊË¶�Å¹¶�Å¶¿ʉ¾¶²ÄÆÃ¶�Á¶ÃºÀµ�·ÃÀ¾�
�Ã²¹¾ÄʓÄ�ÀÁʇ�ЃЄ³ʇ��À¸Ã¶·¶�ÁÃº¾¶Ä�Å¹¶�Ã¶´À¾ÁÀÄºÅºÀ¿�Å²Ä¼�³Ê�²Ä¼º¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�Ã¶µÆ´¶�
Å¹¶�Å¹¶¾¶�ÅÀ�¶º¸¹Å�¾¶²ÄÆÃ¶Äʁ�ºµ¶¿Åº·Ê�Å¹¶�ÅÀ¿º´�ÁÃÀ½À¿¸²ÅºÀ¿�ÈºÅ¹º¿�Å¹¶�Å¹¶¾¶ʓÄ�º¿ºÅº²½�
³²Äº´�ºµ¶²ʁ�²¿µ�´À¿Äºµ¶Ã�ÁÀÄÄº³º½ºÅº¶Ä�·ÀÃ�·Ã²¸¾¶¿Å²ÅºÀ¿�À·�Å¹¶�º¿ºÅº²½�¾¶½Àµº´ʉ¾ÀÅºÇº´�
¾²Å¶Ãº²½�Å¹²Å�´ÀÆ½µ�²ÁÁ¶²Ã�º¿�Å¹¶�Ã¶´À¾ÁÀÄ¶µ�Ä¶´À¿µ�Á¹Ã²Ä¶ʇ��ÅÆµ¶¿ÅÄ�Å¹¶¿�ÈÀÃ¼�º¿�
Ä¾²½½�¸ÃÀÆÁÄ�ÅÀ�Ã¶´À¾ÁÀÄ¶�Å¹¶�Å¹¶¾¶ʇ

�¹¶�¿¶ÉÅ�Å¹Ã¶¶�½¶ÄÄÀ¿�Á½²¿Ä�Å²Ä¼�ÄÅÆµ¶¿ÅÄ�ÈºÅ¹�´½²ÄÄº·Êº¿¸�Á¶ÃºÀµÄʁ�Ä¶¿Å¶¿´¶Äʁ�²¿µ�
ÀÅ¹¶Ã� ÄÆ´¹� ·ÀÃ¾Äʁ� ¶ºÅ¹¶Ã� º¿�¸¶¿Ã¶Ä�²¿µ� ÄÅÊ½¶�Á¶ÃºÀµÄ�³¶ÊÀ¿µ� Å¹¶��ÆÃÀÁ¶²¿�¾ÆÄº´²½�
ÅÃ²µºÅºÀ¿Ä� À·� Å¹¶� ´À¾¾À¿ʉÁÃ²´Åº´¶� Á¶ÃºÀµʁ� ÀÃ� º¿� Å¹¶� ¾ÆÄº´� À·� Æ¿µ¶ÃÃ¶ÁÃ¶Ä¶¿Å¶µ�
´À¾ÁÀÄ¶ÃÄʇ� �¿µÃ¶È� �²¸Å� ²¿µ� �ÀÆ¸½²Ä� �À¿½¶ÊʓÄ� ½¶ÄÄÀ¿� Á½²¿� º¿� ʖ�¶²´¹º¿¸� �ÆÄº´²½�
�ÅÃÆ´ÅÆÃ¶� �¹ÃÀÆ¸¹� �ºÄ¿¶Ê� �À¿¸Äʗ� ʯ�¹²ÁÅ¶Ã� ЂϿʰ� ¶ÉÁ²¿µÄ� Å¹¶� ´²¿À¿� ³Ê� ¶É²¾º¿º¿¸�
Ä¶¿Å¶¿´¶�²¿µ�Á¶ÃºÀµ�Å¹¶¾¶�ÅÊÁ¶Ä�º¿�¾ÆÄº´�Å¹²Å�ÄÅÆµ¶¿ÅÄ�ʖ²Ã¶�¾ÀÃ¶�½º¼¶½Ê�ÅÀ�¹²Ç¶�¹¶²Ãµ�
µÆÃº¿¸�Å¹¶ºÃ�´¹º½µ¹ÀÀµʗ�ʯЀІЂʰʇ��Äº¿¸�Å¹¶�Å²ÉÀ¿À¾Ê�·ÀÆ¿µ�º¿��²ºÅËʓÄ�Å¶ÉÅ³ÀÀ¼�ʯЀϾϿЄʰʁ�
�²¸Å�²¿µ��À¿½¶Ê�º¿´½Æµ¶�²� ½ºÄÅ�À·��ºÄ¿¶Ê�ÄÀ¿¸Ä�Å¹²Å�·¶²ÅÆÃ¶�Ä¶¿Å¶¿´¶Ä�ÀÃ�Á¶ÃºÀµÄ�À·�
Ç²ÃºÀÆÄ�ÅÊÁ¶Äʁ�²¿µ�Å¹¶¿�ÀȮ¶Ã�½¶ÄÄÀ¿�Á½²¿Ä�´²Å¶Ã¶µ�ÅÀ�µºÄÅº¿´Å�´½²ÄÄ�ÄºË¶Äʁ�·ÃÀ¾�Ä¾²½½�
Ä¶¾º¿²ÃÄ�ÅÀ�½²Ã¸¶�½¶´ÅÆÃ¶�·ÀÃ¾²ÅÄʇ�


²³Ãº¶½��²Çº²�²¿µ�
²³Ãº¶½�	¶ÃÃ²À��ÀÃ¶ºÃ²ʓÄ�½¶ÄÄÀ¿�Á½²¿�º¿�ʖ�¿´ÀÃÁÀÃ²Åº¿¸��²Åº¿ʉ
�¾¶Ãº´²¿��ÀÁÆ½²Ã��ÆÄº´�º¿�Å¹¶��ÅÆµÊ�À·��ÆÄº´²½�	ÀÃ¾ʗ�ʯ�¹²ÁÅ¶Ã�ЂЁʰ�Äº¾º½²Ã½Ê�¶ÉÁ²¿µÄ�
Å¹¶� ´²¿À¿� ³Ê� º¿´½Æµº¿¸� ¸¶¿Ã¶Ä� ·ÃÀ¾� �²Åº¿ʉ�¾¶Ãº´²¿� ÁÀÁÆ½²Ã�¾ÆÄº´� ÅÃ²µºÅºÀ¿Ä� Å¹²Å�
·¶²ÅÆÃ¶�Äº¾º½²Ã�ʯº·�¿ÀÅ�ºµ¶¿Åº´²½ʰ�Å¹¶¾²Åº´�ÄÅÃÆ´ÅÆÃ¶Ä�ÅÀ�Å¹ÀÄ¶�·ÀÆ¿µ�º¿�Å¹¶�¹º¸¹�́ ½²ÄÄº´²½�
ÄÅÊ½¶ʇ� �¿� µÀº¿¸� ÄÀʁ� �²Çº²� ²¿µ��ÀÃ¶ºÃ²� ¹ÀÁ¶� Å¹²Å� ÄÅÆµ¶¿ÅÄ� Èº½½� ´À¿·ÃÀ¿Å� Å¹¶ºÃ� ÀÈ¿�
²ÄÄÆ¾ÁÅºÀ¿Ä�²³ÀÆÅ�Å¹¶�Á²Ã²¾¶Å¶ÃÄ�Å¹²Å�³¶²Ã�·ÀÃ¾�º¿�À¿¶�ÅÃ²µºÅºÀ¿�Ã¶½²ÅºÇ¶�ÅÀ�ÀÅ¹¶ÃÄʇ�
�¿�Å¹¶�´²Ä¶�À·��²Åº¿ʉ�¾¶Ãº´²¿�ÁÀÁÆ½²Ã�¾ÆÄº´ʁ�·ÀÃ�¶É²¾Á½¶ʁ�Å¹¶�²ÆÅ¹ÀÃÄ�µ¶¾À¿ÄÅÃ²Å¶�
Å¹²Å��²Á½º¿ʓÄ�Å¹¶ÀÃÊ�À·�·ÀÃ¾²½�·Æ¿´ÅºÀ¿Ä�Ã¶·¶Ã¶¿´¶Ä�¹Ê³Ãºµ�Å¹¶¾¶�ÅÊÁ¶Ä�Å¹²Å�²Ã¶�Ã²Ã¶�
º¿�Å¹¶�´½²ÄÄº´²½�ÄÅÊ½¶�³ÆÅ�¿À¿¶Å¹¶½¶ÄÄ�´À¾¾À¿�º¿�Å¹¶��Ã²Ëº½º²¿�´¹ÀÃÀ�²¿µ��Ã¸¶¿Åº¿º²¿�
Ë²¾³²�¸¶¿Ã¶Ä�ʯϿЇЇІʰʇ��¹¶�ÄÆÁÁ½¶¾¶¿Å²ÃÊ�¾²Å¶Ãº²½Ä�º¿´½Æµ¶�²¿¿ÀÅ²Å¶µ�ÅÃ²¿Ä´ÃºÁÅºÀ¿Ä�
²¿µ�Á¹Ã²Ä¶�µº²¸Ã²¾Ä�À·�Ä¶¿Å¶¿´¶Äʁ�Á¶ÃºÀµÄʁ�²¿µ�·ÀÃ¾ʉ·Æ¿´ÅºÀ¿²½�¹Ê³ÃºµÄʁ�²½À¿¸�ÈºÅ¹�
²¿�º¿ʉ´½²ÄÄ�¹²¿µÀÆÅ�²¿µ�½º¿¼Ä�ÅÀ�Ã¶´ÀÃµº¿¸Äʇ��¹¶�²ÆÅ¹ÀÃÄ�´½ÀÄ¶�³Ê�²Ã¸Æº¿¸�Å¹²Å�¿À¿¶�
À·�Å¹¶�Å¹¶ÀÃº¶Ä�À·�·ÀÃ¾�²ÄÄÀ´º²Å¶µ�ÈºÅ¹�Å¹¶�¿¶È�Formenlehre�ÅÃ²µºÅºÀ¿�Ä¶ÃÇ¶�²Ä�´²¿À¿ʉ
º¿Ç²Ãº²¿Å�ÅÀÀ½Ä�·ÀÃ�Å¹¶�ÄÅÆµÊ�À·�¾ÆÄº´²½�ÀÃ¸²¿ºË²ÅºÀ¿�º¿�ÅÀÅÀʇ�����
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�À� ´½ÀÄ¶� Å¹¶� ÅÃºÀ� À·� ½¶ÄÄÀ¿� Á½²¿Ä� ¶É²¾º¿º¿¸� ¿À¿ÅÃ²µºÅºÀ¿²½� ¾ÆÄº´²½� ´ÀÃÁÀÃ²ʁ�
�º´ÅÀÃº²��²½²È¶ÊʓÄ�ʖ�º¿²ÃÊ�	ÀÃ¾�Å¹ÃÀÆ¸¹�Å¹¶��ÆÄº´�À·��¿µ¶ÃÃ¶ÁÃ¶Ä¶¿Å¶µ��À¾ÁÀÄ¶ÃÄʗ�
ʯ�¹²ÁÅ¶Ã�ЂЂʰ�¶ÉÁ²¿µÄ�Å¹¶�ÁÆÃÇº¶È�·ÃÀ¾�Å¹¶�½¶Ç¶½�À·�ºµ¶²Äʁ�Á¹Ã²Ä¶Äʁ�²¿µ�Å¹¶¾¶Ä�ÅÀ�Å¹²Å�
À·�ÁÀÅ¶¿Åº²½�·Æ½½ʉ¾ÀÇ¶¾¶¿Å�·ÀÃ¾²½�ÅÊÁ¶Äʁ�º¿�Å¹ºÄ�́ ²Ä¶�³º¿²ÃÊ�·ÀÃ¾ʁ�È¹º´¹�Ã¶ÁÃ¶Ä¶¿ÅÄ�ʖ²�
½²Ã¸¶Ã�¾²¿º·¶ÄÅ²ÅºÀ¿�À·�Á¶ÃºÀµº´�ÄÅÃÆ´ÅÆÃ¶ʗ�ʯЁϾϿʰʇ��À�µÀ�ÄÀʁ��²½²È¶Ê�µ¶Äº¸¿Ä�²�½¶ÄÄÀ¿�
Á½²¿�²ÃÀÆ¿µ� Å¹¶�¾ÆÄº´� À·��¾¶Ãº´²¿� ´À¾ÁÀÄ¶Ã��²½¶Ãº¶��²Á¶ÃÄʁ� ²¿��·Ãº´²¿ʉ�¾¶Ãº´²¿�
ÈÀ¾²¿�È¹À�È²Ä� Å¹¶� ȱÃÄÅ� ³½º¿µ� ÄÅÆµ¶¿Å� ÅÀ� ÄÅÆµÊ� ²Å� 
Æº½½º²Ãµʁ� ²¿µ� 	Ã¶¿´¹� �²ÃÀÂÆ¶�
´À¾ÁÀÄ¶Ã��½ºÄ²³¶Å¹� 
²´ÂÆ¶Å�µ¶� ½²�
Æ¶ÃÃ¶� ʯЁϾϿʰʇ��·Å¶Ã� Ã¶Çº¶Èº¿¸� Å¹¶� ´¹²Ã²´Å¶ÃºÄÅº´Ä�
À·�³º¿²ÃÊ� ·ÀÃ¾�µ¶Ä´Ãº³¶µ� º¿��²ºÅËʓÄ� Å¶ÉÅ³ÀÀ¼� ʯЀϾϿЄʰʁ��²½²È¶Ê� ÄºÅÆ²Å¶Ä� Å¹¶� Ä¶½¶´Å¶µ�
´À¾ÁÀÄºÅºÀ¿Ä�º¿�Å¹¶ºÃ�´Æ½ÅÆÃ²½�²¿µ�¹ºÄÅÀÃº´²½�´À¿Å¶ÉÅÄ�²¿µ�Å¹¶¿�ÁÃÀ´¶¶µÄ�ÈºÅ¹�²�´½ÀÄ¶�
Ã¶²µº¿¸�À·�¶²´¹ʇ��¶²µ¶ÃÄ�Æ¿·²¾º½º²Ã�ÈºÅ¹�Å¹¶�Á¶µ²¸À¸Ê�ÄÆÃÃÀÆ¿µº¿¸�³º¿²ÃÊ�·ÀÃ¾�Ä¹ÀÆ½µ�
Ã¶Çº¶È� Å¹¶� Å¶Ã¾Ä� º¿� 	º¸ÆÃ¶� ЂЂʇϿ� ²¿µ� Å¹¶� ÄÆ¸¸¶ÄÅ¶µ� Ã¶²µº¿¸Ä� º¿� Å¹¶� �ÆÁÁ½¶¾¶¿Å²ÃÊ�
�²Å¶Ãº²½Äʇ�

	À½½ÀÈº¿¸� �²½²È¶ÊʓÄ� ¶ÄÄ²Êʁ� �¿µÃ¶²Ä� �¶ÅËʓÄ� ½¶ÄÄÀ¿� Á½²¿� º¿� ʖ�� 	ÀÃ¾ʉ·Æ¿´ÅºÀ¿²½�
�ÁÁÃÀ²´¹�ÅÀ��º¿²ÃÊ�	ÀÃ¾��¿²½ÊÄºÄʗ�ʯ�¹²ÁÅ¶Ã�ЂЃʰ�ÀȮ¶ÃÄ�²�¿¶È�Å¹¶ÀÃÊ�À·�³º¿²ÃÊ�·ÀÃ¾�
ÆÄº¿¸�²�·ÀÃ¾ʉ·Æ¿´ÅºÀ¿²½�²ÁÁÃÀ²´¹�¾ÀÅºÇ²Å¶µ�³Ê��¶¿¶Ä��²ÃÅ¹²ʓÄ�́ À¿´¶ÁÅ�À·�Å¹¶�ÂÆ²ÅÃ²º¿�
ʯЁϾЃʰʇ� 	ÀÃ��¶ÅËʁ� ³º¿²ÃÊ� ·ÀÃ¾� ¶ÉÁÃ¶ÄÄ¶Ä� ·ÀÆÃ� µºÄÅº¿´Å� ·Æ¿´ÅºÀ¿Ä� ʯÀÃ� sectorsʰ�ÈºÅ¹º¿�
Å¹¶� ÅÈÀʉÁ²ÃÅ� ·ÀÃ¾ʃ� initiation� ²¿µ�continuation� º¿� Å¹¶�ȱÃÄÅ�Á²ÃÅʁ�²¿µ�digression� ²¿µ�
conclusion�º¿�Å¹¶�Ä¶´À¿µ�Á²ÃÅʇ��¿�¾²¿Ê�Ã¶ÄÁ¶´ÅÄʁ�Å¹ºÄ�¾Àµ¶½�´À¿·ÀÃ¾Ä�ÅÀ�Å¹ÀÄ¶�·ÀÆ¿µ�
º¿� ÀÅ¹¶Ã� ·ÀÃ¾ʉ·Æ¿´ÅºÀ¿²½� Å¹¶ÀÃº¶Ä� ʯ¶ʇ¸ʇʁ� �²Á½º¿� ϿЇЇІʰʁ� ³ÆÅ��¶ÅËʓÄ� µº¸Ã¶ÄÄºÀ¿� Ä¶´ÅÀÃʁ�
³ÀÃÃÀÈ¶µ�·ÃÀ¾�
Ã¶¶¿�ʯϿЇЅЇʰʁ�¶¾Á¹²ÄºË¶Ä�Å¹¶�·Æ¿´ÅºÀ¿²½�µºÄÅº¿´ÅºÀ¿�³¶ÅÈ¶¶¿�Å¹¶�Ä¶´À¿µ�
²¿µ�Å¹ºÃµ�Ä¶´ÅÀÃÄʁ�²¿µ�º¿�ÄÀ�µÀº¿¸ʁ�ÁÃ¶Á²Ã¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�µºÄÅº¿¸ÆºÄ¹�Å¹¶�´À¿Åº¿Æ²ÅºÀ¿�
¾²Å¶Ãº²½�·ÀÆ¿µ�º¿�Å¹¶�¶ÉÁÀÄºÅºÀ¿�·ÃÀ¾�Å¹²Å�À·�Å¹¶�µ¶Ç¶½ÀÁ¾¶¿Å�Ä¶´ÅºÀ¿�º¿�ÄÀ¿²Å²ʉ·ÀÃ¾�
¾ÀÇ¶¾¶¿ÅÄ� ʯЁϾЇʰʇ� �¶ÅËʓÄ� ½¶ÄÄÀ¿� Á½²¿� Å¹¶¿� ¸Æºµ¶Ä� Ã¶²µ¶ÃÄ� Å¹ÃÀÆ¸¹� ²¿� ²¿²½ÊÄºÄ� À·�
Å¹Ã¶¶�´À¾ÁÀÄºÅºÀ¿Ä�ÆÄº¿¸�Å¹¶�·ÀÆÃʉ·Æ¿´ÅºÀ¿�¾Àµ¶½ʇ��¹¶�ÄÆÁÁ½¶¾¶¿Å²ÃÊ�¾²Å¶Ãº²½Ä�²½ÄÀ�
º¿´½Æµ¶�ÀÇ¶Ã�²�µÀË¶¿�²¿¿ÀÅ²Å¶µ�¶É²¾Á½¶Ä�ÄÁ²¿¿º¿¸�Å¹¶�Á¶ÃºÀµ�À·�´À¾¾À¿�ÁÃ²´Åº´¶ʇ�

�¶ÉÅʁ� �½ºË²³¶Å¹� �¶ÄÅ� �²ÃÇº¿ʓÄ� ʖ�ÉÁ½ÀÃº¿¸� �¶Ã¿²ÃÊ� 	ÀÃ¾� Å¹ÃÀÆ¸¹� Å¹¶� �¶¿Ä� À·�
�¿²½ÊÄºÄʉ�¶Ã·ÀÃ¾²¿´¶� º¿� ²� �ÀË²ÃÅ� �Ãº²ʗ� ʯ�¹²ÁÅ¶Ã� ЂЄʰ� ¶É²¾º¿¶Ä� Å¹¶� Å¶Ã¿²ÃÊ� ·ÀÃ¾�
Æ¿µ¶Ã½Êº¿¸�ʖ�Àºʁ�´¹¶�Ä²Á¶Å¶ʗ�·ÃÀ¾�The Marriage of Figaroʁ�Á²Êº¿¸�Á²ÃÅº´Æ½²Ã�²ÅÅ¶¿ÅºÀ¿�
ÅÀ�Å¹¶�È²ÊÄ�º¿�È¹º´¹�²¿²½ÊÅº´²½�º¿Å¶ÃÁÃ¶Å²ÅºÀ¿Ä�́ ²¿�º¿·ÀÃ¾�Á¶Ã·ÀÃ¾²¿´¶�µ¶´ºÄºÀ¿Ä�ʯЁϿϿʰʇ�
�À�Å¹²Å�¶¿µʁ��²ÃÇº¿�ÄÆ¸¸¶ÄÅÄ�²�Ä¶¾º¿²Ã�·ÀÃ¾²Å�Å¹²Å�º¿´½Æµ¶Ä�²¿�º¿ʉ´½²ÄÄ�Á¶Ã·ÀÃ¾²¿´¶�
³Ê�ÄÅÆµ¶¿Å�Á¶¶ÃÄʁ�ÈºÅ¹�́ À²´¹º¿¸�³²Ä¶µ�À¿�²¿²½ÊÅº´²½�À³Ä¶ÃÇ²ÅºÀ¿Ä�ÁÃÀÇºµ¶µ�µÆÃº¿¸�́ ½²ÄÄ�
µºÄ´ÆÄÄºÀ¿ʇ��²ÃÇº¿�Á½²ÊÄ�²�Çºµ¶À�Ã¶´ÀÃµº¿¸�³¶·ÀÃ¶�²Ä¼º¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�́ À¾Á½¶Å¶�²�Á¹Ã²Ä¶�
µº²¸Ã²¾�À·� Å¹¶� ²Ãº²ʓÄ� ·ÀÃ¾ʇ��²ÃÇº¿ʓÄ�¿ÀÅ¶Ä� º¿´½Æµ¶�µ¶Å²º½¶µ� ²¿²½ÊÅº´²½� À³Ä¶ÃÇ²ÅºÀ¿Ä�
²³ÀÆÅ� ¶²´¹� Ä¶´ÅºÀ¿ʁ� ²½À¿¸�ÈºÅ¹� Á¹Ã²Ä¶� µº²¸Ã²¾Ä� Å¹²Å� Ã¶²µ¶ÃÄ� ´²¿� ¶¾Á½ÀÊ� º¿� ´½²ÄÄʇ�
�²ÃÇº¿ʓÄ� ²ÅÅ¶¿ÅºÀ¿� ÅÀ� Ç²ÃºÀÆÄ� Ã¶²½ºË²ÅºÀ¿Ä� À·� Å¹¶� ¸ÃÀÆÁº¿¸� ÄÅÃÆ´ÅÆÃ¶� ²´ÃÀÄÄ� Ä¶Ç¶Ã²½�
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Á¶Ã·ÀÃ¾²¿´¶Ä�²½ÄÀ�¶¿´ÀÆÃ²¸¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�Á½²´¶�²¿²½ÊÄºÄ�²¿µ�Á¶Ã·ÀÃ¾²¿´¶�À¿�¶ÂÆ²½�
·ÀÀÅº¿¸�³Ê�µ¶¾À¿ÄÅÃ²Åº¿¸�¹ÀÈ�Å¹¶�½²ÅÅ¶Ã�´²¿�²½ÄÀ�º¾Á²´Å�Å¹¶�·ÀÃ¾¶Ã�ʯ�¶ÄÅ¶Ã�ϿЇЇЃʰʇ

�¿�¾²¿Ê�È²ÊÄʁ��¹À¾²Ä��¹º½µÄʓÄ�ʖ�À¿²Å²ʉ�½½¶¸ÃÀ�	ÀÃ¾ʃ��¿µ¶ÃÄÅ²¿µº¿¸�Å¹¶��Ã²¾²ʗ�
ʯ�¹²ÁÅ¶Ã�ЂЅʰ�Ã¶ÇºÇ¶Ä��¶À¿²Ãµ��²Å¿¶ÃʓÄ�́ ¹²Ã²´Å¶ÃºË²ÅºÀ¿�À·�ÄÀ¿²Å²�·ÀÃ¾�²Ä�²�ÅÀ¿²½�́ À¿ȷº´Å�
Ã¶ÄÆ½Åº¿¸�·ÃÀ¾�Å¹¶�µÃ²¾²Åº´�ÀÁÁÀÄºÅºÀ¿�À·�¼¶ÊÄ�ʯϿЇЂЇʁ�ϿЄЃʰʇ��¹º½µÄ�³¶¸º¿Ä�Å¹¶�½¶ÄÄÀ¿�³Ê�
µÃ²Èº¿¸�²¿�²¿²½À¸Ê�³¶ÅÈ¶¶¿�Å¹¶�Å¹Ã¶¶�Ä¶´ÅºÀ¿Ä�À·�²�¿²ÃÃ²ÅºÇ¶�²Ã´�ʯ¶ÉÁÀÄºÅºÀ¿ʁ�´À¿ȷº´Åʁ�
²¿µ�Ã¶ÄÀ½ÆÅºÀ¿ʰʁ�²¿µ�Å¹ÀÄ¶�À·�²�ÄÀ¿²Å²ʉ·ÀÃ¾�¾ÀÇ¶¾¶¿Å�ʯ¶ÉÁÀÄºÅºÀ¿ʁ�µ¶Ç¶½ÀÁ¾¶¿Åʁ�²¿µ�
Ã¶´²ÁºÅÆ½²ÅºÀ¿ʰʇ�	ÃÀ¾�Å¹ºÄ�ÁÀº¿Å�À·�Çº¶Èʁ�Å¹¶�ÁÃº¾²ÃÊ�²¿µ�Ä¶´À¿µ²ÃÊ�¼¶ÊÄ�·ÀÆ¿µ�º¿�Å¹¶�
¶ÉÁÀÄºÅºÀ¿�Ä¶ÃÇ¶�²Ä� Å¹¶�ÁÃÀÅ²¸À¿ºÄÅ�²¿µ�²¿Å²¸À¿ºÄÅ�À·�²� ÅÀ¿²½�µÃ²¾²ʇ��¹¶�ʖÇº´ÅÀÃÊʗ�
À·� Å¹¶� Ä¶´À¿µ²ÃÊ� ¼¶Ê� ²Ã¶²� ²Å� Å¹¶� ¶¿µ� À·� Å¹¶� ¶ÉÁÀÄºÅºÀ¿� Å¹¶¿� ¾ÀÅºÇ²Å¶Ä� Å¹¶� ÅÀ¿²½�
º¿ÄÅ²³º½ºÅÊ�À·�Å¹¶�µ¶Ç¶½ÀÁ¾¶¿Å�²¿µ�Å¹¶�Ã¶´²ÁºÅÆ½²ÅºÀ¿�À·�¾²Å¶Ãº²½�º¿�Å¹¶�¾ÀÇ¶¾¶¿ÅʓÄ�
ȱ¿²½�Ä¶´ÅºÀ¿ʁ�È¹º´¹�ʖÃ¶ÁÃ¶Ä¶¿ÅÄ�Å¹¶�ÁÃÀÅ²¸À¿ºÄÅʓÄ�ÅÃºÆ¾Á¹�ÀÇ¶Ã�Å¹¶�²¿Å²¸À¿ºÄÅʗ�ʯЁЀϿʰʇ�
�·Å¶Ã�µº²¸Ã²¾¾º¿¸�Å¹¶�¾²º¿�Ä¶´ÅºÀ¿Ä�À·�ÄÀ¿²Å²�·ÀÃ¾�²¿µ�ºµ¶¿Åº·Êº¿¸�Å¹¶ºÃ�¿²ÃÃ²ÅºÇ¶�
·Æ¿´ÅºÀ¿Äʁ��¹º½µÄ�Å¹¶¿�½¶²µÄ�Å¹¶�´½²ÄÄ�Å¹ÃÀÆ¸¹�´½ÀÄ¶�Ã¶²µº¿¸Ä�À·�ÅÈÀ�ÀÅ¹¶Ã�¾ÀÇ¶¾¶¿ÅÄʇ�

	º¿²½½Êʁ��²ÅÃº´¼�
À¹¿ÄÀ¿ʓÄ�½¶ÄÄÀ¿�Á½²¿�º¿�ʖ�À¿´¶ÃÅÀ�	ÀÃ¾ʃ��Ã²¿Ä·ÀÃ¾º¿¸�²��À¿²Å²�
º¿ÅÀ�²��À¿´¶ÃÅÀʗ�ʯ�¹²ÁÅ¶Ã�ЂІʰ�́ ½ÀÄ¶Ä�Å¹¶�Ä¶´ÅºÀ¿�³Ê�º¿ÅÃÀµÆ´º¿¸�ÄÅÆµ¶¿ÅÄ�ÅÀ�Å¹¶�́ À¿´¶ÃÅÀ�
·ÀÃ¾� º¿� ²� ´½²ÄÄº´²½� ´À¿´¶ÃÅÀʓÄ� ȱÃÄÅ� ¾ÀÇ¶¾¶¿Åʇ� �´´ÀÃµº¿¸� ÅÀ� 
À¹¿ÄÀ¿ʁ� Å¹ºÄ� ½¶ÄÄÀ¿�
Ä¹ÀÆ½µ�·À½½ÀÈ�º¿ÅÃÀµÆ´ÅºÀ¿Ä�ÅÀ�ÄÀ¿²Å²�²¿µ�´À¿´¶ÃÅÀ�·ÀÃ¾�º¿�²�´ÀÆÃÄ¶�º¿ÇÀ½Çº¿¸�½²Ã¸¶�
·ÀÃ¾Äʁ�²¿µ�ÄÀ�Ä¶ÃÇ¶Ä�²Ä�²¿�ʖ¶Ȯ¶´ÅºÇ¶�Ã¶º¿·ÀÃ´¶¾¶¿Å�²´ÅºÇºÅÊʗ�ʯЁЀЂʰʇ��ÅÆµ¶¿ÅÄ�³¶¸º¿�
³Ê�²¿²½ÊËº¿¸�Å¹¶�ȱÃÄÅ�ÄÀ¿²Å²ʉ·ÀÃ¾�¾ÀÇ¶¾¶¿Å�·ÃÀ¾�
ʇ��ʇ��²´¹ʓÄ�ÀÁʇ�Ѓʁ�¿Àʇ�Ѐʁ�È¹º´¹�È²Ä�
½²Å¶Ã�Ã¶´À¾ÁÀÄ¶µ�º¿�´À¿´¶ÃÅÀ�·ÀÃ¾�³Ê��ÀË²ÃÅ�º¿����ϿϾЅʁ�¿Àʇ�Ͽʇ�
À¹¿ÄÀ¿�Å¹¶¿�Å²Ä¼Ä�Å¹¶�
ÄÅÆµ¶¿ÅÄ�ÈºÅ¹�Ã¶º¾²¸º¿º¿¸�Å¹¶�¾ÀÇ¶¾¶¿Å�º¿�´À¿´¶ÃÅÀ�·ÀÃ¾�³¶·ÀÃ¶�ÁÃ¶Ä¶¿Åº¿¸��ÀË²ÃÅʓÄ�
ÄÀ½ÆÅºÀ¿ʇ��²Å¹¶Ã�Å¹²¿�º¿´½Æµ¶�Å¹¶�Ä´ÀÃ¶�ÅÀ�Å¹¶��ÀË²ÃÅ�¶É²¾Á½¶�º¿�Å¹¶��ÆÁÁ½¶¾¶¿Å²ÃÊ�
�²Å¶Ãº²½Äʁ�
À¹¿ÄÀ¿�º¿ÄÅ¶²µ�ÀȮ¶ÃÄ�²¿�º¿Å¶Ã²´ÅºÇ¶�Á¹Ã²Ä¶�µº²¸Ã²¾�À·�Å¹¶�²¿²½ÊÄºÄ�ÆÄº¿¸�
�²Ãº²ÅºÀ¿Ä��ÆµºÀ��º¾¶½º¿¶Ãʁ�²�·Ã¶¶ʁ�ÀÁ¶¿ʉÄÀÆÃ´¶�ÄÀ·ÅÈ²Ã¶�²ÁÁ½º´²ÅºÀ¿�Å¹²Å�²½½ÀÈÄ�ÆÄ¶ÃÄ�
ÅÀ�́ Ã¶²Å¶�²¿µ�²½º¸¿�²�·ÀÃ¾²½�µº²¸Ã²¾�ÅÀ�²�Ä¶½¶´Å¶µ�²ÆµºÀ�Ã¶´ÀÃµº¿¸�ʯ�ÀÃ¸²ÄÀ¿ʁ��²½½ºµ²Êʁ�
ȹ��À½Ç²Ãµ�ЀϾϿЅʰʇ�
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PART VII: POPULAR MUSIC

�������ʇ�ʇ������

�ÀÁÆ½²Ã�¾ÆÄº´� ²ÁÁ¶²ÃÄ�ÈºÅ¹� º¿´Ã¶²Äº¿¸� ·Ã¶ÂÆ¶¿´Ê� º¿� Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶� Å¹¶ÀÃÊ�
´ÆÃÃº´Æ½Æ¾ʁ� Å¹ÀÆ¸¹�À·Å¶¿�³Ê�Ä¶ÃÇº¿¸�²�¾Àµ¶½�À·� º¿ÄÅÃÆ´ÅºÀ¿� Å¹²Å�ÁÃºÇº½¶¸¶Ä�¾¶½ÀµÊʁ�
¹²Ã¾À¿Ê� ²¿µ� ÇÀº´¶� ½¶²µº¿¸ʁ� ²¿µ� ·ÀÃ¾ʃ� ·¶²ÅÆÃ¶Ä� ¾ÀÃ¶� Ã¶²µº½Ê� ²ÄÄÀ´º²Å¶µ� ÈºÅ¹� Å¹¶�
´À¾¾À¿ʉÁÃ²´Åº´¶�Á¶ÃºÀµʇ��Ê�´À¾Á²ÃºÄÀ¿ʁ� ·¶²ÅÆÃ¶Ä�²ÄÄÀ´º²Å¶µ�ÈºÅ¹� Å¹¶�´À¾ÁÀÄºÅºÀ¿ʁ�
Ã¶´ÀÃµº¿¸ʁ� ²¿µ� Ã¶´¶ÁÅºÀ¿� À·� ÁÀÁÆ½²Ã�¾ÆÄº´ʨº¿´½Æµº¿¸� Ã¹ÊÅ¹¾ʁ� Å¶ÉÅÆÃ¶ʁ� Åº¾³Ã¶ʁ� ²¿µ�
ÄÅ¶Ã¶À� ÁÀÄºÅºÀ¿ʁ� ²¾À¿¸� ÀÅ¹¶ÃÄʨÃ¶´¶ºÇ¶� Ã¶½²ÅºÇ¶½Ê� ½ºÅÅ½¶� ²ÅÅ¶¿ÅºÀ¿ʇ� �¹ÆÄʁ� �²¿�²¿µ¶½�
º¿´½Æµ¶Ä�·ÀÆÃ�´¹²ÁÅ¶ÃÄ�º¿�Å¹ºÄ�Ä¶´ÅºÀ¿�Å¹²Å�¶ºÅ¹¶Ã�ÁÃÀÁÀÄ¶�²�·Æ¿µ²¾¶¿Å²½�Ã¶ÇºÄºÀ¿�À·�
Å¹¶�ȱÃÄÅ�ÅÈÀ�Ê¶²ÃÄ�À·�º¿ÄÅÃÆ´ÅºÀ¿�ʯÄ¶¶�²½ÄÀ��¹²ÁÅ¶Ã�ЄЀ�º¿�Å¹ºÄ�ÇÀ½Æ¾¶ʰʁ�ÀÃ�º¿Å¶¸Ã²Å¶�
ÁÀÁÆ½²Ã�¾ÆÄº´�º¿ÅÀ�Å¹¶�ÅÃ²µºÅºÀ¿²½�Å¹¶ÀÃÊ�´ÆÃÃº´Æ½Æ¾ʇ��µ¾ºÅÅ¶µ½Êʁ�Å¹ºÄ�Ä¶´ÅºÀ¿�ºÄ�¾Æ´¹�
Ä¹ÀÃÅ¶Ã� Å¹²¿�Å¹¶�ÀÅ¹¶Ã�Ä¶´ÅºÀ¿Ä� º¿� Å¹ºÄ�ÇÀ½Æ¾¶ʁ�³ÆÅ�´ÃÀÄÄʉÃ¶·¶Ã¶¿´º¿¸�Ã¶Ç¶²½Ä�²� ·¶È�
ÀÅ¹¶Ã�´¹²ÁÅ¶ÃÄ�Å¹²Å�Ã¶²µ¶ÃÄ�¾º¸¹Å�´À¿Äºµ¶Ã�ʯÄ¶¶��¹²ÁÅ¶ÃÄ�Їʁ�ЀЀʁ�ЂϿʁ�²¿µ�ЂЁʰʇ�


À¹¿� �ÀÇ²´¹ʓÄ� ¶ÄÄ²Êʁ� ʖ�ÀÁÆ½²Ã� �ÆÄº´� º¿� Å¹¶� �¹¶ÀÃÊ� �½²ÄÄÃÀÀ¾ʗ� ʯ�¹²ÁÅ¶Ã� ЂЇʰʁ�
´À¿Äºµ¶ÃÄ�È¹¶Å¹¶Ãʁ�²¿µ�ÅÀ�È¹²Å�µ¶¸Ã¶¶ʁ�È¶�¾º¸¹Å�Ã¶ÇºÄ¶�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�́ ÆÃÃº´Æ½Æ¾�
ÅÀ� º¿´½Æµ¶� ÁÀÁÆ½²Ã� ¾ÆÄº´ʇ� �À� Å¹²Å� ¶¿µʁ� �ÀÇ²´¹� ÀȮ¶ÃÄ� ÅÈÀ� ²ÁÁÃÀ²´¹¶Äʃ� Å¹¶� ʖ¾º½µ�
Ã¶ÇºÄºÀ¿ʁʗ�È¹º´¹�³ÃÀ²µ¶¿Ä�Å¹¶�ÅÃ²µºÅºÀ¿²½�¾Àµ¶½�À·�º¿ÄÅÃÆ´ÅºÀ¿�³ÆÅ�Ã¶¾²º¿Ä�´À¾¾ºÅÅ¶µ�
ÅÀ� ʖ¾ÆÄº´²½� Ç²½Æ¶Ä� ²¿µ�ÁÃºÀÃºÅº¶Ä� Ä¹²Á¶µ�³Ê� ¶º¸¹Å¶¶¿Å¹� ²¿µ�¿º¿¶Å¶¶¿Å¹ʉ´¶¿ÅÆÃÊ� ²ÃÅ�
¾ÆÄº´ʗʂ�²¿µ�Å¹¶�ʖ·Æ¿µ²¾¶¿Å²½�Ã¶ÇºÄºÀ¿ʁʗ�È¹º´¹�ʖÃ¶Å¹º¿¼Ä�Å¹¶�¾Àµ¶½�·ÃÀ¾�Å¹¶�¸ÃÀÆ¿µ�
ÆÁʗ� ʯЁЁϿʦЁЀʰʇ� �½Å¹ÀÆ¸¹� ¶ºÅ¹¶Ã� ²ÁÁÃÀ²´¹� ÃºÄ¼Ä� ÁÃºÇº½¶¸º¿¸� ³Ã¶²µÅ¹� ÀÇ¶Ã� µ¶ÁÅ¹� ʯ²Ä�
�ÀÇ²´¹� Ã¶²µº½Ê� ²µ¾ºÅÄʰʁ� Ã¶Å²º¿º¿¸� Å¹¶� ÅÃ²µºÅºÀ¿²½�¾Àµ¶½� À·� º¿ÄÅÃÆ´ÅºÀ¿� ´À¿Åº¿Æ¶Ä� ÅÀ�
ÁÃºÇº½¶¸¶�À¿¶�Ã¶Á¶ÃÅÀÃÊ�²Å�Å¹¶�¶ÉÁ¶¿Ä¶�À·�ÀÅ¹¶ÃÄ�º¿�Å¹¶�ȱÃÄÅ�Ê¶²ÃÄ�À·�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�
´ÆÃÃº´Æ½Æ¾ʁ�È¹¶¿�ÄÅÆµ¶¿ÅÄ�Ä¹ÀÆ½µ�³¶�ʖ¾ÆÄº´º²¿Ä�ȱÃÄÅ�²¿µ�ÄÁ¶´º²½ºÄÅÄ�Ä¶´À¿µʗ�ʯЁЁІʰʇ�
�¹ÆÄʁ� �ÀÇ²´¹� Ã¶´À¾¾¶¿µÄ� ²� ·Æ¿µ²¾¶¿Å²½� Ã¶ÇºÄºÀ¿� ÆÄº¿¸� ²¿� º¿Å¶¸Ã²Å¶µ� ´ÆÃÃº´Æ½Æ¾�
Å¹²Å�ÈÀÆ½µ�Ã¶ÇºÄ¶�Å¹¶�Æ¿µ¶Ã¸Ã²µÆ²Å¶�¾ÆÄº´�¾²»ÀÃ�ÅÀ�º¿´½Æµ¶�²�Èºµ¶�Ã²¿¸¶�À·�¾ÆÄº´²½�
ÄÅÊ½¶Äʇ��Àº¿¸�ÄÀ�ÈÀÆ½µ�ÁÃ¶ÄÆ¾²³½Ê�¶¿´ÀÆÃ²¸¶�º¿ÄÅÃÆ´ÅÀÃÄ�ÅÀ�²µÀÁÅ�º¿´Ã¶²Äº¿¸½Ê�ÄÅÊ½¶ʉ
º¿Ç²Ãº²¿Å�¾¶Å¹ÀµÄ�·ÀÃ� Å¹¶�ÄÅÆµÊ�À·�ÁºÅ´¹�ÄÅÃÆ´ÅÆÃ¶ʁ�Ã¹ÊÅ¹¾ʁ�Åº¾³Ã¶ʁ�²¿µ�Å¶ÉÅÆÃ¶ʁ�²Å�
½¶²ÄÅ�º¿�Å¹¶�ȱÃÄÅ�Ê¶²ÃʯÄʰ�À·�Æ¿µ¶Ã¸Ã²µÆ²Å¶�º¿ÄÅÃÆ´ÅºÀ¿ʇ

	À½½ÀÈº¿¸� �ÀÇ²´¹ʓÄ� ¶ÄÄ²Ê� ²Ã¶� Å¹Ã¶¶� ½¶ÄÄÀ¿� Á½²¿Ä� µ¶ÇÀÅ¶µ� ÅÀ� Å¹¶� ²¿²½ÊÄºÄ� À·�
ÁÀÁÆ½²Ã�¾ÆÄº´ʁ� ²½½� À·� È¹º´¹� ²ÅÅ¶¿µ� ²½¾ÀÄÅ� ¶¿ÅºÃ¶½Ê� ÅÀ� ¹²Ã¾À¿Ê� ²¿µ� ÇÀº´¶� ½¶²µº¿¸ʁ�
Á¶Ã¹²ÁÄ�º¿�¹ÀÁ¶Ä�Å¹²Å�Ã¶²µ¶ÃÄ�´ÀÆ½µ�º¿´½Æµ¶�Å¹¶Ä¶�½¶ÄÄÀ¿Ä�ÈºÅ¹º¿�²�¾ÀÃ¶�ÅÃ²µºÅºÀ¿²½�
Æ¿µ¶Ã¸Ã²µÆ²Å¶�´ÆÃÃº´Æ½Æ¾ʇ��²½Å¶Ã��Ç¶Ã¶ÅÅʓÄ� ½¶ÄÄÀ¿�À¿�ʖ�¹¶��¶²Å½¶Äʓ� ʖ�²Ê��ÃºÁÁ¶Ãʗʃ�
���ÀÃÅÆÃ¶µ��ÅÃ¶Å´¹º¿¸�À·�Å¹¶��È¶½Ç¶ʉ�²Ã��½Æ¶Äʗ�ʯ�¹²ÁÅ¶Ã�ЃϾʰ�³¶¸º¿Ä�³Ê�ÀÆÅ½º¿º¿¸�Å¹¶�
³²Äº´�¾Àµ¶½�À·�Å¹¶�ÅÈ¶½Ç¶ʉ³²Ã�³½Æ¶Ä�·ÀÃ¾ʁ�Å¹¶¿�ÁÃ¶Ä¶¿ÅÄ�´À¿Ç¶¿ÅºÀ¿²½�¶É²¾Á½¶Ä�À·�Å¹¶�
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·ÀÃ¾�º¿�Å¹¶��¶½Å²�³½Æ¶Ä�²¿µ��ÃºÅºÄ¹�ÃÀ´¼�¸¶¿Ã¶Äʁ�²¾À¿¸�ÀÅ¹¶ÃÄʇ��¹¶��ÆÁÁ½¶¾¶¿Å²ÃÊ�
�²Å¶Ãº²½Ä� ²½ÄÀ� º¿´½Æµ¶� ½º¿¼Ä� ÅÀ� Ä¶Ç¶Ã²½� ÀÅ¹¶Ã� ¶É²¾Á½¶Äʁ� Ä¹ÀÆ½µ� Ã¶²µ¶ÃÄ� ÁÃ¶·¶Ã� ÅÀ�
µ¶ÇÀÅ¶�²¿�¶¿ÅºÃ¶�Ä¶ÄÄºÀ¿� ÅÀ� Å¹¶� ÅÈ¶½Ç¶ʉ³²Ã�³½Æ¶Äʇ��¶ÉÅʁ��Ç¶Ã¶ÅÅ� Å²Ä¼Ä�ÄÅÆµ¶¿ÅÄ�ÈºÅ¹�
´À¾Á½¶Åº¿¸�²�µº²¸Ã²¾�À·� Å¹¶�¶ÉÁ²¿µ¶µ� ÅÈ¶½Ç¶ʉ³²Ã�³½Æ¶Ä� ·ÀÃ¾�Æ¿µ¶Ã½Êº¿¸� Å¹¶�Ç¶ÃÄ¶�
À·�ʖ�²Ê��ÃºÁÁ¶Ãʇʗ��¹ÃÀÆ¸¹ÀÆÅʁ��Ç¶Ã¶ÅÅ�º¿ÇºÅ¶Ä�ÄÅÆµ¶¿ÅÄ�ÅÀ�Ã¶ÇºÄ¶�²¿µ�Ã¶º¿Å¶ÃÁÃ¶Å�Å¹¶�
µº²¸Ã²¾�²Ä�Å¹¶�¾ÆÄº´�Æ¿·À½µÄ�³¶·ÀÃ¶�²¿²½ÊËº¿¸�Å¹¶�ÄÀ¿¸ʓÄ�Ã¶¾²º¿º¿¸�Ä¶´ÅºÀ¿Äʇ


ÀÄ¹Æ²��½³Ã¶´¹ÅʓÄ�½¶ÄÄÀ¿ʁ�ʖ�²¼º¿¸��ÀÃÃÀÈ¶µ��¹ÀÃµÄ�ʒ�ÀÁʓʃ��¶²´¹º¿¸��Àµ²½��ºÉÅÆÃ¶�
Å¹ÃÀÆ¸¹��ÀÁÆ½²Ã��ÆÄº´ʗ�ʯ�¹²ÁÅ¶Ã�ЃϿʰʁ� Å²Ä¼Ä�ÄÅÆµ¶¿ÅÄ�ÈºÅ¹�²ÁÁ½Êº¿¸�Å¹¶�ʖÅ¹¶ÀÃ¶Åº´²½�
¾²´¹º¿¶ÃÊʗ�µ¶Äº¸¿¶µ�·ÀÃ�´À¾¾À¿ʉÁÃ²´Åº´¶�ÁºÅ´¹�ÄÅÃÆ´ÅÆÃ¶Ä�ÅÀ�¾ÀÃ¶�·²¾º½º²Ã�¾ÆÄº´²½�
ÄÅÊ½¶Ä�ʯЁЂЃʰʇ��À�Å¹²Å�¶¿µʁ��½³Ã¶´¹Å�ȱÃÄÅ�ÁÃÀÇºµ¶Ä�²¿�²¿¿ÀÅ²Å¶µ�½ºÄÅ�À·�ÄÀ¿¸Ä�ÈºÅ¹�¾Àµ²½�
¾ºÉÅÆÃ¶ʁ�²¿µ�Å¹¶¿�ÁÃ¶Ä¶¿ÅÄ�²�½¶ÄÄÀ¿�Á½²¿�Å¹²Å�¿²Çº¸²Å¶Ä�ÄÅÆµ¶¿ÅÄ�Å¹ÃÀÆ¸¹�Å¹¶�½ºÄÅ�º¿�²�
ÁÃ¶Ä´Ãº³¶µ�ÀÃµ¶Ãʁ�·ÃÀ¾�Å¹¶�´½¶²Ã¶ÄÅ�ÅÀ�Å¹¶�¾ÀÄÅ�´À¾Á½¶É�¶É²¾Á½¶Äʇ��¹¶�½¶ÄÄÀ¿�ºÄ�²½ÄÀ�
¿¶²Ã½Ê�¶¿ÅºÃ¶½Ê�²ÆÃ²½ʃ�	ÀÃ�¶²´¹�ÄÀ¿¸ʁ�ÄÅÆµ¶¿ÅÄ�½ºÄÅ¶¿�ÅÀ�Å¹¶�¶É´¶ÃÁÅʁ�ºµ¶¿Åº·Ê�Å¹¶�¾Àµ²½�
¹²Ã¾À¿Êʁ�È¹º´¹�À·Å¶¿�·¶²ÅÆÃ¶Ä��Є�º¿�²�¾²»ÀÃʉ¾Àµ¶�ÁÃÀ¸Ã¶ÄÄºÀ¿�ʯ¶ʇ¸ʇʁ�ºÇʁ�ººİЅʁ�¶Å´ʇʰʁ�²¿µ�
¿ÀÅ¶� Å¹¶�Ã¶ÄÀ½ÆÅºÀ¿�À·� Å¹¶�´¹ÃÀ¾²Åº´� Å¶¿µ¶¿´Ê� ÅÀ¿¶Ä� º¿� Å¹¶�¿¶ÉÅ�¹²Ã¾À¿Êʇ��½³Ã¶´¹Å�
´À¿´½Æµ¶Ä�³Ê�·²´º½ºÅ²Åº¿¸�²�µºÄ´ÆÄÄºÀ¿�À·�Å¹¶�ÄÅÊ½ºÄÅº´�µºȮ¶Ã¶¿´¶Ä�³¶ÅÈ¶¶¿�³ÀÃÃÀÈ¶µ�
´¹ÀÃµÄ� º¿� Å¹¶� ´À¾¾À¿ʉÁÃ²´Åº´¶�²¿µ�ÁÀÁÆ½²Ã�¾ÆÄº´� ÅÃ²µºÅºÀ¿Äʇ� �¿µ¶¶µʁ� ²½Å¹ÀÆ¸¹� Å¹¶�
¾²»ÀÃʉ¾º¿ÀÃ�ÄÊÄÅ¶¾�´½¶²Ã½Ê�´À½ÀÃÄ��½³Ã¶´¹ÅʓÄ�ºµ¶¿Åºȱ´²ÅºÀ¿�À·�³ÀÃÃÀÈ¶µ�´¹ÀÃµÄʁ�Å¹¶�
¸Ã¶²Å¶Ã�Ç²Ãº¶ÅÊ�À·�µº²ÅÀ¿º´�ÄÊÄÅ¶¾Ä�º¿�ÁÀÁÆ½²Ã�¾ÆÄº´�¾ÆÄÅ�́ À¾Á½º´²Å¶�Å¹¶�ºµ¶¿Åºȱ´²ÅºÀ¿�
À·�ÄÆ´¹�ÄÅÃÆ´ÅÆÃ¶Äʁ�Á²ÃÅº´Æ½²Ã½Ê�·ÀÃ�ÁÃÀ¸Ã¶ÄÄºÀ¿Ä�·¶²ÅÆÃº¿¸�ȷ²ÅʉÄºµ¶�ÅÃº²µÄ�ʯ�º²¾À¿Å¶�
ЀϾϿϾʂ��Ç¶Ã¶ÅÅ�ЀϾϾϿʰʇ

	º¿²½½Êʁ� ½º¼¶��½³Ã¶´¹Åʁ��º´ÅÀÃº²��²½²È¶Ê�ÀȮ¶ÃÄ�²� ½¶ÄÄÀ¿�º¿�ʖ�¹ÃÀ¾²Åº´��¶µº²¿ÅÄ�
º¿� �ÀÁÆ½²Ã��ÆÄº´ʗ� ʯ�¹²ÁÅ¶Ã� ЃЀʰ� Å¹²Å� ȱÃÄÅ� µ¶ȱ¿¶Ä� ´¹ÃÀ¾²Åº´ʉ¾¶µº²¿Å� Ã¶½²ÅºÀ¿Ä¹ºÁÄ�
³¶ÅÈ¶¶¿� ´¹ÀÃµÄ� ²¿µ� ¼¶ÊÄ� Ã¶½²ÅºÇ¶� ÅÀ� Å¹¶� ¾²»ÀÃʉ¾º¿ÀÃ� µº²ÅÀ¿º´� ÄÊÄÅ¶¾ʁ� ²¿µ� Å¹¶¿�
ÁÃ¶Ä¶¿ÅÄ� ´½ÀÄ¶� Ã¶²µº¿¸Ä� À·� Ä¶Ç¶Ã²½� ¶É²¾Á½¶Äʇ� �¹¶� �ÆÁÁ½¶¾¶¿Å²ÃÊ��²Å¶Ãº²½Ä� º¿´½Æµ¶�
²� ¸Æºµ¶�ÈºÅ¹�²¿¿ÀÅ²Å¶µ� ¶É²¾Á½¶Ä� ²¿µ�²¿�²ÄÄº¸¿¾¶¿Åʇ��²½²È¶ÊʓÄ�µº´Å²ÅºÀ¿� ¶É¶Ã´ºÄ¶�
·ÀÃ� ºµ¶¿Åº·Êº¿¸� ´¹ÃÀ¾²Åº´ʉ¾¶µº²¿Å� ¾ÀµÆ½²ÅºÀ¿Ä� ºÄ� ²� Á²ÃÅº´Æ½²Ã½Ê� ¶Ȯ¶´ÅºÇ¶� È²Ê� À·�
º¿Å¶¸Ã²Åº¿¸� ²ÆÃ²½� Ä¼º½½Ä� º¿� Å¹¶� Å¹¶ÀÃÊ� ´½²ÄÄÃÀÀ¾ʇ� �¶Ç¶ÃÅ¹¶½¶ÄÄʁ� ²Ä� �ÀÇ²´¹� ÁÀº¿ÅÄ�
ÀÆÅʁ� Ã¶²µ¶ÃÄ� ¶½¶´Åº¿¸� ÅÀ� º¿´½Æµ¶� ÁÀÁÆ½²Ã�¾ÆÄº´� ¶É²¾Á½¶Ä� º¿� ²� ´ÀÆÃÄ¶� À¿� ´¹ÃÀ¾²Åº´�
¹²Ã¾À¿Ê�Ä¹ÀÆ½µ�¶¿´ÀÆÃ²¸¶�ÄÅÆµ¶¿ÅÄ�ÅÀ�Ã¶ȷ¶´Å�À¿�Å¹¶�ʖÅ¹¶ÀÃ¶Åº´²½�¾²´¹º¿¶ÃÊʗ�ºÅÄ¶½·ʇ�
�Ä�Å¹¶�Ä¶´À¿µ�¹²Ã¾À¿Ê�º¿��²½²È¶ÊʓÄ�ȱÃÄÅ�¶É²¾Á½¶ʁ�Å¹¶��ʦ����ʦ��ʦ��ÁÃÀ¸Ã¶ÄÄºÀ¿�·ÃÀ¾�
�À¿¿²� �Æ¾¾¶ÃʓÄ� ʖ�� 	¶¶½� �ÀÇ¶ʁʗ� ²� ´¹ÃÀ¾²Åº´� ʯÃ²Å¹¶Ã� Å¹²¿� µº²ÅÀ¿º´ʰ� ¾¶µº²¿Åʎ� �¹ºÄ�
º¿Å¶ÃÁÃ¶Å²ÅºÀ¿� Ä¶¶¾Ä�Á½²ÆÄº³½¶�ÈºÅ¹º¿� Å¹¶�¾²»ÀÃʉ¾º¿ÀÃ� ÄÊÄÅ¶¾�À·� ´À¾¾À¿ʉÁÃ²´Åº´¶�
ÅÀ¿²½�¹²Ã¾À¿Êʁ�³ÆÅ�½¶ÄÄ�ÄÀ�ÈºÅ¹º¿�Å¹¶�¾º¿ÀÃ�Á¶¿Å²ÅÀ¿º´�ÄÊÄÅ¶¾�´¹²Ã²´Å¶ÃºÄÅº´�À·�ЅϾÄ�
ÃÀ´¼ʇ��¶´ºµº¿¸�³¶ÅÈ¶¶¿�Å¹¶�ÅÈÀ�º¿Å¶ÃÁÃ¶Å²ÅºÀ¿Ä�ºÄ�¿ÀÅ�²�Äº¾Á½¶�¾²ÅÅ¶Ãʁ�³ÆÅ�¶ÄÅ²³½ºÄ¹º¿¸�
²¿�²ÁÁÃÀÁÃº²Å¶�ÄÅÊ½ºÄÅº´�´À¿Å¶ÉÅ�ÈÀÆ½µ�³¶�²�¸ÀÀµ�Á½²´¶�ÅÀ�ÄÅ²ÃÅʇ�
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PART VIII: WHO, WHAT, and HOW WE TEACH

ANN STUTES

�¹¶� ²ÆÅ¹ÀÃÄ� À·� �²ÃÅ� ����� º¿ÇºÅ¶� Ã¶²µ¶ÃÄ� ÅÀ� ÁÀ¿µ¶Ã� ½À¿¸ʉÄÅ²¿µº¿¸� ²ÄÄÆ¾ÁÅºÀ¿Ä�
º¿� ½º¸¹Å� À·� ´À¿Å¶¾ÁÀÃ²ÃÊ�¾ÆÄº´� ÄÅÆµ¶¿ÅÄ� ²¿µ� Å¹¶ºÃ� ´²Ã¶¶Ã� ¶ÉÁ¶´Å²ÅºÀ¿Äʁ� ´ÆÃÃº´Æ½²Ã�
º¾Á½º´²ÅºÀ¿Ä�À·�µºÇ¶ÃÄºÅÊ�²¿µ� º¿´½ÆÄºÇºÅÊʁ�²¿µ� º¿¿ÀÇ²ÅºÇ¶�ÄÅÃ²Å¶¸º¶Ä� ·ÀÃ�µ¶½ºÇ¶ÃÊ�²¿µ�
²ÄÄ¶ÄÄ¾¶¿Åʇ� �¹²Ãº¿¸� ³ÀÅ¹� ȱÃÄÅʉ¹²¿µ� ¶ÉÁ¶Ãº¶¿´¶Ä� ²¿µ� È¶½½ʉµÀ´Æ¾¶¿Å¶µ� Ã¶Ä¶²Ã´¹ʁ�
Å¹¶� ÄºÉÅ¶¶¿� ²ÆÅ¹ÀÃÄ� ÁÃÀÇºµ¶� ²¿� º¿ÄÁºÃº¿¸� ÁÀÅÁÀÆÃÃº� À·� Á¹º½ÀÄÀÁ¹º¶Äʁ� ÄÅÃ²Å¶¸º¶Äʁ� ²¿µ�
´¹²½½¶¿¸¶Äʁ� ÈºÅ¹� Å¹¶� ´À½½¶´ÅºÇ¶� ¸À²½� À·� ¶¿´ÀÆÃ²¸º¿¸� Ã¶²µ¶ÃÄ� ÅÀ� ¶ÉÁ¶Ãº¾¶¿Å� ÈºÅ¹�
º¿¿ÀÇ²ÅºÇ¶� Á¶µ²¸À¸º¶Ä� Ã¶½¶Ç²¿Å� ÅÀ� Å¹¶ºÃ� ÄÁ¶´ºȱ´� ÄÅÆµ¶¿ÅÄ� ²¿µ�ÁÃÀ¸Ã²¾Äʇ� �¹¶� Ä¶Ç¶¿�
´¹²ÁÅ¶ÃÄ�µ¶µº´²Å¶µ�ÅÀ�����È¶�Å¶²´¹�²Ã¶�µºÇºµ¶µ�º¿ÅÀ�ÅÈÀ�´²Å¶¸ÀÃº¶Äʃ�Å¹ÀÄ¶�Ã¶½²Å¶µ�
ÅÀ�ÄÅÆµ¶¿Å�µºÇ¶ÃÄºÅÊʁ�²´´¶ÄÄº³º½ºÅÊʁ�²¿µ�²´´À¾¾Àµ²ÅºÀ¿ʁ�²¿µ�Å¹ÀÄ¶�¶ÉÁ½ÀÃº¿¸�ÄÁ¶´ºȱ´�
ÄÅÆµ¶¿Å� ¸ÃÀÆÁÄʁ� º¿´½Æµº¿¸� ´À¾¾Æ¿ºÅÊ� ´À½½¶¸¶� ¾ÆÄº´º²¿Äʁ� ¾ÆÄº´� º¿µÆÄÅÃÊ� ÄÅÆµ¶¿ÅÄʁ�
²¿µ�Å¹ÀÄ¶�³ÀÅ¹�ÈºÅ¹º¿�²¿µ�³¶ÊÀ¿µ�Å¹¶�²´²µ¶¾Ê�È¹À�¾º¸¹Å�³¶¿¶ȱÅ�·ÃÀ¾�ÁÆ³½º´�¾ÆÄº´�
Å¹¶ÀÃÊ�º¿ºÅº²ÅºÇ¶Äʇ��ºÅ¹º¿�Å¹¶�·ÀÆÃ�´¹²ÁÅ¶ÃÄ�µ¶µº´²Å¶µ�ÅÀ������È¶�Å¶²´¹ʁ�¶²´¹�²ÆÅ¹ÀÃ�
´²½½Ä�·ÀÃ�Ç²ÃÊº¿¸�µ¶¸Ã¶¶Ä�À·�́ ÆÃÃº´Æ½²Ã�Ã¶·ÀÃ¾ʁ�È¹º½¶�Å¹ÀÄ¶�Ä´ÃºÁÅº¿¸�Å¹¶�Ã¶¾²º¿º¿¸�ȱÇ¶�
´¹²ÁÅ¶ÃÄ�Ä¹²Ã¶�·Ã¶Ä¹�ºµ¶²Ä�À¿�����ÅÀ�º¿´Ã¶²Ä¶�ÄÅÆµ¶¿Å�¶¿¸²¸¶¾¶¿Å�ÆÄº¿¸�Å¶´¹¿À½À¸Êʁ�
ÄÅÆµ¶¿Åʉ´¶¿Å¶Ã¶µ�²ÄÄ¶ÄÄ¾¶¿Åʁ�º¾ÁÃÀÇºÄ²ÅºÀ¿ʁ�²¿µ�ÄÅÃ²Å¶¸º¶Ä�·ÀÃ�´Æ½ÅºÇ²Åº¿¸�´ÆÃºÀÄºÅÊʇ�

�¿� ¹¶Ã� ¶ÄÄ²Ê� ʖ�¿ÄÅÃÆ´Åº¿¸� ²� �²¿¸¶� À·� �ÉÁ¶Ãº¶¿´¶Ä� ÈºÅ¹º¿� Å¹¶� �ÆÄº´� �¹¶ÀÃÊ�
�½²ÄÄÃÀÀ¾ʗ� ʯ�¹²ÁÅ¶Ã� ЃЃʰʁ� �ÀÃ²� �ʇ� �²½·Ê� ÀÆÅ½º¿¶Ä� ¹¶Ã� ʖÀ³»¶´ÅºÇ¶ʉ·À´ÆÄ¶µ� ²¿µ� Ä¼º½½ʉ
Ä´²½²³½¶ʗ�¾¶Å¹Àµ�·ÀÃ�¿²Çº¸²Åº¿¸�²�¾ºÉ¶µʉÄ¼º½½�Æ¿µ¶Ã¸Ã²µÆ²Å¶�´½²ÄÄÃÀÀ¾ʇ��¿ÄÅÃÆ´ÅÀÃÄ�
²Å�²½½�½¶Ç¶½Ä�Èº½½�²ÁÁÃ¶´º²Å¶�¹¶Ã�´À¾ÁÃ¶¹¶¿ÄºÇ¶�Ã¶Çº¶È�À·�Ã¶Ä¶²Ã´¹�Á¶ÃÅ²º¿º¿¸�ÅÀ�¾ÆÄº´�
Å¹¶ÀÃÊ�ÄÅÆµ¶¿ÅÄ�µºÄÁ½²Êº¿¸�²�³ÃÀ²µ�Ã²¿¸¶�À·�¶ÉÁ¶Ãº¶¿´¶Äʇ��¿�½º¸¹Å�À·�º¿ÄÅºÅÆÅºÀ¿Ä�È¹À�²Ã¶�
½À¸ºÄÅº´²½½Ê�Æ¿²³½¶�ÅÀ�µºÄ²¸¸Ã¶¸²Å¶�ÄÅÆµ¶¿ÅÄ�º¿ÅÀ�Ä¾²½½¶Ãʁ�¾ÀÃ¶�́ À¹¶ÄºÇ¶�Å¶²´¹º¿¸�Æ¿ºÅÄʁ�
�²½·Ê�²µÇÀ´²Å¶Ä�³Æº½µº¿¸�½¶ÄÄÀ¿Ä�²ÃÀÆ¿µ�²�´½¶²Ã½ÊʉÄÅ²Å¶µ�À³»¶´ÅºÇ¶�È¹º½¶�´Æ½ÅºÇ²Åº¿¸�²�
ȷ¶Éº³½¶�́ ½²ÄÄÃÀÀ¾�¶¿ÇºÃÀ¿¾¶¿Å�º¿�È¹º´¹�Å¹¶�º¿ÄÅÃÆ´ÅÀÃ�́ ²¿�³ÀÅ¹ʁ�ʖÁÆÄ¹�Å¹ÀÄ¶�ÄÅÆµ¶¿ÅÄ�
È¹À�¿¶¶µ�¶ÉÅÃ²�´¹²½½¶¿¸¶�ʇ�ʇ�ʇ�²¿µ�¶²Ä¶�´¹²½½¶¿¸º¿¸�²´ÅºÇºÅº¶Ä�·ÀÃ�Å¹ÀÄ¶�ÄÅÆµ¶¿ÅÄ�È¹À�
Ã¶ÂÆºÃ¶�¾ÀÃ¶�Ã¶º¿·ÀÃ´¶¾¶¿Å�À·�³²Äº´�Ä¼º½½Äʗ�ʯЁЅЅʦЁЅІʰʇ��¹¶�ÁÃ¶Ä¶¿ÅÄ�Å¹Ã¶¶�´ÆÃÃº´Æ½²Ã�
Ä²¾Á½¶ÄʨÃ¹ÊÅ¹¾� µÆ¶ÅÄʁ� Á½²Êʉ²¿µʉÄº¿¸ʁ� ¾¶½Àµº´� º¾ÁÃÀÇºÄ²ÅºÀ¿ʨÀÆÅ½º¿º¿¸� ·ÀÃ� ¶²´¹�
Å¹¶�ÁÆÃÁÀÄ¶ʁ�²¿µ�ÀȮ¶Ãº¿¸�º¿¿ÀÇ²ÅºÇ¶�ÄÅÃ²Å¶¸º¶Ä�·ÀÃ�³ÀÅ¹�Ä¼º½½ʉÄ´²½º¿¸�µÀÈ¿�²¿µ�Ä¼º½½ʉ
Ä´²½º¿¸�ÆÁʇ��¶Ã�¶ÉÁ¶Ãº¶¿´¶Ä�ÄÆ¸¸¶ÄÅ�Å¹²Å�º¿µºÇºµÆ²½�ÄÅÆµ¶¿ÅÄ�ȱ¿µ�ÄÆ´´¶ÄÄ�²Ä�Å¹¶Ê�²Ã¶�
¶¾ÁÀÈ¶Ã¶µ� ÅÀ� ´ÃºÅº´²½½Ê� ¶É²¾º¿¶� Å¹¶ºÃ� º¿ʉ´½²ÄÄ� ²´ÅºÇºÅº¶Ä� ²¿µ� ²Åʉ¹À¾¶� ÁÃ²´Åº´¶� ³Ê�
Å²¼º¿¸�À¿�ʖÅ¹¶�À¿ÆÄ�À·�´¹²½½¶¿¸º¿¸�Å¹¶¾Ä¶½Ç¶Ä�ÅÀ�º¿´Ã¶²Ä¶�¾²ÄÅ¶ÃÊʗ�ʯЁІϾʰʇ

�¹¶�Å¹Ã¶¶�́ ¹²ÁÅ¶ÃÄ�À¿�²´´¶ÄÄ�²¿µ�²´´À¾¾Àµ²ÅºÀ¿�²Ã¶�¶ÄÄ¶¿Åº²½�Ã¶²µº¿¸�·ÀÃ�Å¹ÀÄ¶�º¿�
¹º¸¹¶Ã�¶µÆ´²ÅºÀ¿�È¹À�²Ã¶�Å²Ä¼¶µ�ÈºÅ¹�ÅÃ²´¼º¿¸�²´´¶ÄÄº³º½ºÅÊ�µ²Å²�ÈºÅ¹º¿�Å¹¶ºÃ�ÁÃÀ¸Ã²¾Äʇ�
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¶¿¿º·¶Ã��Ç¶ÃÄÀ¿�ÄÆ¾¾²ÃºË¶Ä�Å¹¶�´¹²½½¶¿¸¶Ä�À·�Å¶²´¹º¿¸�·ÀÃ�º¿´½ÆÄºÀ¿�³Ê�½º¿¼º¿¸�ȱÇ¶�
·²¾º½º²Ã� Ä´¶¿²ÃºÀÄ�ÈºÅ¹� ´À¿Äºµ¶Ã²³½¶� ÄÆÁÁÀÃÅº¿¸� Ã¶Ä¶²Ã´¹� º¿� ʖ�¶Äº¸¿º¿¸� ·ÀÃ� �´´¶ÄÄ�
º¿� Å¹¶��½²ÄÄÃÀÀ¾�²¿µ��¶ÊÀ¿µʗ� ʯ�¹²ÁÅ¶Ã� ЃІʰʇ� �¹¶� ÀÆÅ½º¿¶Ä� ÄÅ¶ÁÄ� ÅÀÈ²Ãµ�µ¶Ç¶½ÀÁº¿¸�
²� ¾ÀÃ¶� ²´´¶ÄÄº³½¶� ´½²ÄÄÃÀÀ¾� ³Ê� ¶¿´ÀÆÃ²¸º¿¸� Ã¶Çº¶È� À·� ÄÅ²Å¶µ� ÄÊ½½²³ÆÄ� ÁÀ½º´º¶Äʁ�
´Æ½ÅºÇ²ÅºÀ¿�À·�¾Àµºȱ¶µ�´½²ÄÄÃÀÀ¾�µÊ¿²¾º´Äʁ�²¿µ�ÀÇ¶Ã²½½�´ÀÆÃÄ¶�µ¶Äº¸¿ʇ��¿�µÀº¿¸�ÄÀʁ�
Ä¹¶�´½²ÄÄºȱ¶Ä� º¿µÆÄÅÃÊʉ²´´¶ÁÅ¶µ�¸Æºµ¶½º¿¶Ä� ·ÀÃ�Universal Design for Learning� ʯ���ʰ�
Å¹²Å�ʖº¿´½Æµ¶�²¿Åº´ºÁ²Åº¿¸�Å¹¶�¿¶¶µÄ�À·�²�µºÇ¶ÃÄ¶�´À¹ÀÃÅ�ÈºÅ¹º¿�Å¹¶�´ÀÆÃÄ¶�µ¶Äº¸¿ʁ�²¿µ�
´Ã¶²Åº¿¸�ÄÊÄÅ¶¾Ä�·ÀÃ�ȷ¶Éº³½¶�¶É¶´ÆÅºÀ¿�²¿µ�²µ»ÆÄÅ¾¶¿Å�²Ä�Å¹¶�´ÀÆÃÄ¶�Æ¿·À½µÄʗ�ʯЁЇЇʰʇ�
�Ç¶ÃÄÀ¿ʓÄ�¸À²½ʁ�Á²ÃÅº´Æ½²Ã½Ê�²Ä�Ã¶½²Å¶µ�ÅÀ�²´´À¾¾Àµ²ÅºÀ¿Äʁ�´À¾¾Æ¿º´²ÅºÀ¿ʁ�¾²Å¶Ãº²½Ä�
²¿µ�́ À¿Å¶¿Åʁ�²¿µ�ȷ¶Éº³½¶�¶É¶´ÆÅºÀ¿ʁ�ºÄ�·ÀÃ�·²´Æ½ÅÊ�ÅÀ�ÁÃÀ²´ÅºÇ¶½Ê�È¶½´À¾¶�ÄÅÆµ¶¿ÅÄ�º¿ÅÀ�
È¶½½ʉµ¶Äº¸¿¶µ�¾ÆÄº´� Å¹¶ÀÃÊ�´½²ÄÄ¶Ä�³Ê�¾º¿º¾ºËº¿¸�ÄÅÆµ¶¿Å�ÇÆ½¿¶Ã²³º½ºÅÊʁ� º¾ÁÃÀÇº¿¸�
´À¾¾Æ¿º´²ÅºÀ¿ʁ�²¿µ�Ã¶µÆ´º¿¸�Å¹¶�µ¶¸Ã¶¶�ÅÀ�È¹º´¹�ÄÅÆµ¶¿ÅÄ�Ã¶ÂÆºÃ¶�²´´À¾¾Àµ²ÅºÀ¿Äʇ

�¿� ʖ�ÆÄº´��¿²½ÊÄºÄ� ²¿µ��´´¶ÄÄº³º½ºÅÊ� º¿� Å¹¶��ÆÄº´��¹¶ÀÃÊ��½²ÄÄÃÀÀ¾ʗ� ʯ�¹²ÁÅ¶Ã�
ЃЇʰʁ��¹¶ÃÄÅ¶¿�
À¹¿ÄÀ¿�µ¶Ç¶½ÀÁÄ�²�´À¿Çº¿´º¿¸�²Ã¸Æ¾¶¿Å�·ÀÃ�ʖ¶ÉÁ²¿µº¿¸�Å¹¶�Ä¶¿ÄÀÃºÆ¾�
À·� Æ¿µ¶ÃÄÅ²¿µº¿¸ʗ� ÈºÅ¹� ²� ʖÇ²Ãº¶ÅÊ� À·� ¾Àµ²½ºÅº¶Ä� À·� Æ¿µ¶ÃÄÅ²¿µº¿¸� Å¹²Å� ²µµÃ¶ÄÄ�
½¶²Ã¿¶Ã� Ç²Ãº²³º½ºÅÊʗ� ʯЂϾЅʦЂϾІʰʇ� �º¼¶� �Ç¶ÃÄÀ¿ʁ� 
À¹¿ÄÀ¿� ³ÀÃÃÀÈÄ� ÁÃº¿´ºÁ½¶Ä� ·ÃÀ¾�
���ʁ�Á²ÃÅº´Æ½²Ã½Ê� Å¹ÀÄ¶� Å¹²Å� ʖ´²½½� ·ÀÃ� ¶¾Á½ÀÊº¿¸�¾Æ½ÅºÁ½¶�¾¶²¿Ä�À·� Ã¶ÁÃ¶Ä¶¿Å²ÅºÀ¿ʁ�
¶ÉÁÃ¶ÄÄºÀ¿ʁ�²¿µ�¶¿¸²¸¶¾¶¿Å�º¿�ÀÃµ¶Ã�ÅÀ�¶¿Ãº´¹�½¶²Ã¿º¿¸�·ÀÃ�²½½�ÄÅÆµ¶¿ÅÄʗ�ʯЂϾЅʰʇ��¹¶�
ÄÆ¸¸¶ÄÅÄ� Å¹²Å� ²¿� ÀÇ¶Ãµ¶Á¶¿µ¶¿´¶� À¿�¿ÀÅ²ÅºÀ¿ʨÄ´ÀÃ¶� Ã¶²µº¿¸ʁ� ¸Ã²Á¹º¿¸ʁ� µº²¸Ã²¾Äʨ
Ã¶ÄÆ½ÅÄ�º¿�²�³º²Ä�Å¹²Å�·²ÇÀÃÄ�Å¹¶�ÇºÄÆ²½�½¶²Ã¿¶Ãʇ��ºÅ¹�º¿´ÀÃÁÀÃ²ÅºÀ¿�À·�²ÆÃ²½�½ºÄÅ¶¿º¿¸�
Ä¼º½½Äʁ�º¾ÁÃÀÇºÄ²ÅºÀ¿ʁ�²¿µ�´À½½²³ÀÃ²ÅºÇ¶�Á¶Ã·ÀÃ¾²¿´¶�º¿ÅÀ�´À¾ÁÃ¶¹¶¿ÄºÇ¶�½¶ÄÄÀ¿�Á½²¿Äʁ�
º¿ÄÅÃÆ´ÅÀÃÄ�Èº½½�¸Æºµ¶�¾ÀÃ¶�ÄÅÆµ¶¿ÅÄ�³¶ÊÀ¿µ�¾¶Ã¶�Ã¶´À¸¿ºÅºÀ¿�À·�ÁÃ¶Ä´ÃºÁÅºÇ¶�¿ÀÃ¾Ä�
º¿ÅÀ�ʖʳÃº´¹¶Ãʴ�´À¿´¶ÁÅÆ²½ºË²ÅºÀ¿Ä�À·�¹ÀÈ�¾ÆÄº´�ÈÀÃ¼Äʗ�ʯЂϿЀʰʇ���¿ÄÅÃÆ´ÅÀÃÄ�Á½²¿¿º¿¸�ÅÀ�
¶ÉÁ¶Ãº¾¶¿Å�ÈºÅ¹�����Èº½½�ȱ¿µ�²�Å¹ÀÃÀÆ¸¹�¾Àµ¶½�·ÀÃ�²�Æ¿ºÅ�À¿�·Æ¸Æ¶ʁ�ÈºÅ¹�´ÆÃÃº´Æ½²Ã�
º¾Á½º´²ÅºÀ¿Ä�·ÀÃ�ÀÅ¹¶Ã�´À¿Å¶¿Å�²Ã¶²Äʇ�

�À¿´½Æµº¿¸� Å¹ºÄ� ÅÃºÀ� À·� ´¹²ÁÅ¶ÃÄ� ºÄ� �¹²Ã½¶¿¶� �À¾²¿ÀʓÄ� ´²Ä¶� ÄÅÆµÊ� º¿�
ʖ�´´À¾¾Àµ²Åº¿¸� �ÊÄ½¶Éº²� º¿� �ÆÃ²½� �¼º½½Äʗ� ʯ�¹²ÁÅ¶Ã� ЄϾʰʇ� �¹ºÄ� ¹¶²ÃÅ·¶½Å� ²´´ÀÆ¿Å� À·�
²´´À¾¾Àµ²Åº¿¸�²�µÊÄ½¶Éº´�ÄÅÆµ¶¿Å�º¿�²¿�²ÆÃ²½�Ä¼º½½Ä�´ÀÆÃÄ¶�Èº½½�Ã¶ÄÀ¿²Å¶�ÈºÅ¹�¾²¿Êʇ�
�À¾²¿À�ÄÆ¸¸¶ÄÅÄ�Å¹²Å�·À´ÆÄ¶µ�²¿µ�¶²Ã½Ê�µº²½À¸Æ¶�³¶ÅÈ¶¶¿�Å¹¶�º¿ÄÅÃÆ´ÅÀÃ�²¿µ�ÄÅÆµ¶¿Å�
ºÄ�¶ÄÄ¶¿Åº²½ʁ�²¿µ�·ÆÃÅ¹¶Ã�ÄÆ³¾ºÅÄ�Å¹²Åʁ�²Ä�ÄÅÆµ¶¿ÅÄ�Å¹¶¾Ä¶½Ç¶Ä�¶¾³Ã²´¶�²¿�ÀÁ¶¿¿¶ÄÄ�ÅÀ�
´À¿Ç¶ÃÄ²ÅºÀ¿ʁ�Å¹¶Ê�À·Å¶¿�²Ã¶�²³½¶�ÅÀ�¾²¼¶�ÄÆ¸¸¶ÄÅºÀ¿Ä�²¿µʤÀÃ�¹¶½Á�µ¶Ç¶½ÀÁ�Å¹¶ºÃ�ÀÈ¿�
²´´À¾¾Àµ²ÅºÀ¿Äʇ��¹¶�½ºÄÅ�À·�´À¿Ç¶ÃÄ²ÅºÀ¿�ÁÀº¿ÅÄ�À¿�Á²¸¶�ЂϿІ�ÁÃÀÇºµ¶Ä�²� ½²Æ¿´¹Á²µ�
·ÀÃ�º¿ÄÅÃÆ´ÅÀÃÄ�²º¾º¿¸�ÅÀ�¶ÉÁ²¿µ�Å¹¶ºÃ�Æ¿µ¶ÃÄÅ²¿µº¿¸�À·�µÊÄ½¶Éº²�²¿µ�ÀÅ¹¶Ã�Ä¶¿ÄÀÃÊ�
ÁÃÀ´¶ÄÄº¿¸�µºÄÀÃµ¶ÃÄʇ

�¿�ʖ�¹²½½¶¿¸¶Ä�²¿µ��ÁÁÀÃÅÆ¿ºÅº¶Ä�À·��¶²´¹º¿¸��ÆÄº´��¹¶ÀÃÊ�²Å��À¾¾Æ¿ºÅÊ��À½½¶¸¶Ä�
ʯ²¿µ��½Ä¶È¹¶Ã¶ʰʗ� ʯ�¹²ÁÅ¶Ã�ЃЁʰʁ��²Å¹²¿��²¼¶Ã�ÄÆ¾¾²ÃºË¶Ä� Å¹¶�Ã¶²½ºÅº¶Ä�À·� Å¶²´¹º¿¸�
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¾ÆÄº´�Å¹¶ÀÃÊ�º¿�²�´À¾¾Æ¿ºÅÊ�´À½½¶¸¶ʁ�º¿´½Æµº¿¸�Å¹¶�À·Å¶¿ʉµ¶ȱ´º¶¿Å�¶ÉÁ¶Ãº¶¿´¶�½¶Ç¶½Ä�
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