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TOWARDS A PEDAGOGY OF
GESTURAL RHYTHM

ROGER GRAYBILL

Letusimagine the following scenarioina freshman sightsinging class:
the instructor asks a student to intone a rhythm written on the blackboard
and the student responds by speaking the rhythm on “tah” with met-
ronomically correct placement of attack points, but with virtually no
dynamic inflection. The teacher then responds, “Good, the rhythm is
correct. Now tryitagain, this time with expression; makeit musical!” There
are twounspoken assumptionsin this scenario that merit critical considera-
tion. First, the student’s performance is clearly based on the idea that the
secret to performing a rhythm correctly is paying close attention to the
attack points and durations of the individual notes within a strictly metro-
nomic framework. Second, in requesting the student to inject musicality
into the passage, the teacher implies that rhythm in itself is neutral in some
sense and only gainsits vitality through the addition of something external
(e.g., “musicality,” or “expression”).

While this concept of rhythm as a neutral series of attack points and
durations may be appropriate in certain contexts, it does not accord very
well with our experience of rhythm in its fullest sense. When we respond
to rhythm as listeners or feel a rhythm as performers, we experience
something vital and dynamic—a flow of energy through time, one might
say. This flow is not uniform and undifferentiated, but is rather character-
ized by a dynamic interplay of ebb and flow, of intensification and relaxa-
tion.! Since this kind of rhythm is often associated with physical movement,
I will call it gestural rhythm; I will designate the more limited concept of our
opening scenario as attack-point rhythm.

Attack-point rhythm is essentially a succession of durations either
abstracted from, or implying the presence of discrete elements (most typi-
cally pitches, butalso chords, phrase units, etc.). For instance, the rhythm of
the opening to Mozart’s Jupiter Symphony (Figure 1a) refers to the abstract
temporal relationships between the individual pitches of the melody.
Similarly, the harmonic rhythm of the opening to Beethoven’s Op. 2, no. 1
(Figure 1b) measures the temporal distance between the initiation points of
successive harmonies. Gestural rhythm, on the other hand, is broader in
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scope than attack-point rhythm, and includes the latter within its domain.
Itis concerned not merely with themeasurement of discrete musical elements,
but also with the continuous dynamic flow through these elements. The
quality of this flow depends on a whole series of factors not normally
regarded as directly relevant to the pedagogy of rhythm. For instance, two
differentmelodic contours can projectdifferent gestural rhythmseven with
anidentical durational series; similarly, two different phrasing schemes for
a given melody can create two different gestural rhythms. Inother words,
the study of gestural rhythm ultimately involves not just durations but all
musical dimensions, including pitch, dynamics, articulation, etc.

Figure 1.
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I believe it is possible and desirable to teach a gestural concept of
rhythm in the undergraduate sightsinging class. This paper will outline
such a program, whose primary objective will be to train the student to
interpret any written rhythm or melody as a rhythmically vital entity. The
approach reflects the influence of two specialties not normally brought
together. First, it draws its theoretical underpinnings from recent work in
rhythmic theory, particularly on concepts of meter, grouping, and phe-
nomenalaccent. A second and equallyimportantinfluenceisa pedagogical
system commonly referred to as eurhythmics, developed in the early part of
thecentury by the Swiss music educator Emile Jaques-Dalcroze (1865-1950).
Jaques-Dalcroze saw the human body as an indispensable tool for instruc-
tion in rhythm, and this study will follow his lead by utilizing physical
gesture to heighten the student’s sensitivity to gestural rhythm.?

At present no sightsinging or rhythm textbook clearly reflects the
principles put forward here. This is not to say that all texts are completely
indifferent to dynamic rhythmic principles; not infrequently one reads
exhortations about the importance of phrasing and musicality—issues that
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certainly are closely associated with a dynamic concept of rhythm. And the
melodies in most sightsinging texts include diacritical marks to help stu-
dents achieve that desired end. A student, however, may carefully follow
the performance markings in a score and still fail to convey the shape of a
phrase in a rhythmically vital way; the musical impulse must arise from
within the studentand not from the diacritical marks themselves. A guiding
principle will be that the student can be trained to see and perform the
gestural shape of a written durational series or melody without the aid of
performance markings.

I do not claim originality in positing this objective, nor is the idea
particularly new: the pedagogical writings of Lussy (1874), Matthay (1913),
and Jaques-Dalcroze (1906-17) reflect the same attitude, as do more recent
sources such as Thurmond (1982) and Barra (1983). I personally have been
particularly inspired in this respect by Robert Abramson, a leadingauthor-
ity on Jaques-Dalcroze and the pedagogy of eurhythmics.®* This pedagogi-
cal stance, however, cannot be discerned in present-day sightsinging texts,
at least in any systematic form. I might add that some texts do place
considerable emphasis on physical activities, and to that extent share
features with theapproach offered here. The types of gestures used in those
texts, however, differ considerably from mine, as do the underlying peda-
gogical objectives.!

Any pedagogical approach must be supported by a solid and broad
theoretical foundation as with Roman-numeral analysis; a necessary pre-
requisite for its present-day use in theory instruction was the work of
theorists like Rameau, Weber, and others. Now, rhythm is a notoriously
difficultand elusive topic for theoretical inquiry, especially if we attempt to
account for its dynamic quality, a consideration that tends to attract difficult
philosophical issues like musical motion and continuity. It is possible,
nevertheless, to broadly discuss a theoretical basis for a gestural approach
to rhythm without confronting and resolving all the thorny issues (espe-
cially philosophical ones). As noted above, several concepts examined and
developed in recent theoretical literature, most notably grouping, phe-
nomenal accent, and meter, will provide adequate tools for building sucha
foundation. After this theoretical background, the remainder of the study
will introduce the pedagogical approach itself. Inaddition to outlining an
overall program for the freshman year, I will discuss some specificactivities
and exercises.
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A THEORETICAL FOUNDATION

The forthcoming discussion will assume a monophonic context. Such
alimitation s, of course, theoretically advantageous, butit is also appropri-
ate for our immediate purpose, since most of the musical materials in a
sightsinging class are single-line melodies or exercises. Tobe sure, textures
of more than one partare often included (particularly duets), but the issues
that arise in single-line textures also operate in multi-voice textures.

Gesture and grouping

As noted earlier, a dynamic concept of musical rhythm is fundamen-
tally gestural. One of the most characteristic features of a physical gesture
isits continuity; theimage, therefore, fits well with viewing musical rhythm
as a flow of energy. At the same time, however, the term gesture implies
more tangibility than “flow of energy”; the former needs to be articulated
to be recognized, while the latter suggests something more fluid. What,
then, isa musical gesture? We will defineitas any meaningful musical unit
conceived as having continuity and dynamic shape. This definition, for the
most part, accords with musicians’ parlance: a phrase or subphrase, for
instance, is commonly referred to as a gesture if the speaker intends to
emphasize its dynamic quality.

The idea of gesture has much in common with the notion of group, a
concept that figures prominently in the pioneering rhythmic textby Cooper
and Meyer (1960), and has been explored more recently by Lerdahl and
Jackendoff (1983) and Benjamin (1984). Grouping is essentially the segmen-
tation of a musical surface. Lerdahl and Jackendoff expressitin psychologi-
cal terms: “The process of grouping is common to many areas of human
cognition. If confronted with a series of elements or a sequence of events,
a person spontaneously segments or ‘chunks’ the elements or events into
groups of some kind”(13). Lerdahl and Jackendoff provide criteria for
determining appropriate segmentations, invoking factors such as dura-
tional pattern, pitch contour, dynamics, and articulation. There is consid-
erable overlap between grouping analysis and traditional formal analysis;
for instance, both would view a phrase as a significant entity. Grouping
analysis, however, also recognizes very brief musical units (asshortasa few
notes, or in rare cases, even one note) that would not be included in a
traditional phrase analysis.

Theboundaries of any particular gesture of two or more notes will also
necessarily mark the boundaries of a group. Group and gesture, however,
should not be regarded as equivalent. A group is essentially a neutral
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musical segment; in undertaking a grouping analysis, one necessarily
focuses analytical attention on the boundaries of the group rather than its
internal continuity or dynamic shape.® A gesture, however, is more defined
than justa delimited musical segment; it has by definition adynamic shape
of more intrinsic interest than the gestural boundaries per se. Our concept
of gesture differs from group in another important respect. If a gesture may
be “any meaningful musical unit” as stated in our definition, the term
applies tosingle pitchesjustas naturally as to a group; in contrast, grouping
analysis by its very nature considers single pitches to be significant only
under extraordinary circumstances (Lerdahl and Jackendoff, 43). The
possibility of describing individual pitches as gestural is corroborated by
musical experience. For instance, often a vocal or instrumental instructor
will ask a student to performa particular tone with more “life” or “energy.”
A tone of any duration, nomatter how small, may be technically considered
as gestural; the shorter the pitch, however, the more negligible its gestural
effect.

Dynamic Shape

Since dynamic shape is one of thedefining characteristics of a gesture,
we must yet elucidate its nature. Musicians typically associate the idea of
shape with pitch contour, a connection that arises quite naturally from our
tendency to conceive pitch material in spatial terms; indeed, our notational
system reflects this by indicating pitch level within a spatial frame—the
staff. While pitch contour certainly has an impact on dynamic shape,
however, the two concepts should not be confused; the latter is fundamen-
tally an intensity profile, a notion that accords well with rhythm as a
dynamic ebb and flow. Defined thus broadly, a dynamic shape can arise
from any musical element (or combination of elements) that is able to
produce varying degrees of intensity, such as dynamics (i.e., loud, soft);
timbre; articulation; pitch contour; or durational pattern. The first three of
these elements may operate for both single-note and multi-note gestures,*
while the last two (durational pattern and pitch contour) by definition are
associated only with multi-note gestures.

It may not be immediately obvious how durational pattern and pitch
contour can produce an intensity profile and thus affect the dynamic shape
of gesture. Let us consider duration first. Earlier we saw that a durational
pattern like Figure 1a or 1b is abstracted from a series of discrete elements
and thereforedepictsattack-pointrhythmrather than gestural rhythm. But
adurational series need not beinterpreted only abstractly; we may view the
series itself as having gestural implications. For instance, the pattern in
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Figure 2 features durational differentiation, which in turn creates group-
ings (shown with brackets) according to a very important and well-estab-
lished principle: a relatively long note in immediate context will tend tobe
the last of a group.” This grouping, moreover, is normally projected by the
performer through a differentiation in energy flow. Thus the quarter note,
which initiates the gesture, will seem to move towards the attack of the half
note with momentum and intensification; the half note itself will undergo
a gradual relaxation towards its end, allowing a gathering of energy for the
opening surge of the next gesture.® In short, the effect of durational pattern
on dynamic shape is somewhat indirect: grouping arises from durational
differentiation,and these groupsin turnare typically expressed in perform-
ance through an ebb and flow of gestural energy.

Figure 2.
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Pitch contour contributes two factors to dynamic shape: a) the direc-
tion of the line (i.e., up, down) and b) the interval between notes or group
of notes (for instance, a five-note arpeggiation spanning a tenth from
beginning to end). First, upward and downward motions are experienced
differently. For instance, we tend to associate an ascending motion withan
increase of energy or intensity and a descending motion with a decrease—
an association that undoubtedly arises mainly from the experience of
singing. In other words, tonal space is not a neutral vacuum but rather a
dynamic field in which a motion up is qualitatively different from a motion
down. (It is true that this difference cannot always be characterized as
intensification and relaxation, but that does not really invalidate our quali-
tative conception. Later we will reconsider this objection.)

With regard to distance, if one conceives of tonal space as suggested
above, an upward interval would typically be felt as an intensification of
energy proportional to its size. For instance, ascending 5ths seem intui-
tively more intense than seconds—again, probably because we must ex-
pend more energy in singing such intervals. Similarly, an arpeggiated
gesture conveys a greater surge of energy than a stepwise ascent. A similar
setof observations would apply todescending intervals, if wesubstitute the
concept of relaxation for intensification.
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Dynamic shape, then, is created by different musical variables in
interaction. It is, moreover, inherently rhythmic, since any factor that
contributes toa gesture’s dynamicshape exertsits influence within the flow
of time. Thus the melodic contours in Figures 3a and 3b progress towards
and from the point of greatest intensity at different speeds. In this respect,
the two passages have different rhythms, despite using the same duration
series. Figures 4a and 4b demonstrate the same principles with dynamics.
For clarity, both Figures 3 and 4 contain only one variable; in real musical
contexts, the rhythm of a gestural shape will typically result from the
complex interaction of various factors. While these factors may reinforce
each other, they often do not. In such cases the rhythm of the shape as a
whole could be analyzed as a composite of the various components.

Figure 3.
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Given theinherentrhythmof any musical dimension, itis striking that
we tend to ascribe rhythmic significance to certain dimensions more than
others. Thus it is commonly asserted that a succession of pitches (or series
of phrases or harmonies) projects a certain rhythm; we rarely refer, how-
ever, to the rhythm of a crescendo or of a timbral change. This situation
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seems to arise from the attack-point concept of rhythm described earlier:
neither a crescendo nora gradual timbral change can be easily described by
the attack-point model, since they both are continuous and therefore resist
any kind of segmentation. Our natural gravitation towards quantifiable
precision can in turn give rise to an unfortunate discrepancy between our
experience of rhythm as a dynamic and fluid force, and our conceptualization
of rhythm as something that can be described with exact numbers. For
whatever reason, thelatteris typicallyemphasized in our theoryinstruction
at the expense of the former, but that need notbe the case. The pedagogical
approach proposed in this study assumes that all musical dimensions
contribute to rhythm, whether measurable or not, and also assumes that a
sensitivity to these various dimensions can be taught.

Gestural focal points

Thedynamicshape of any gestureleads toand / or comes from a primary
point of accent.” Accent here corresponds closely to Lerdahl and Jackendoff’s
phenomenal accent, which they define as “any event at the musical surface
that gives emphasis or stress to the moment in musical flow” (17). Such
accents may include “attack points of pitch-events, local stresses such as
sforzandi, sudden changes in dynamics of timbre, long notes, leaps to
relatively high or low notes, harmonic changes, and so forth” (17). By
definition, then, a phenomenal accent is always produced by an audible
event in the music; in this respect it differs from metrical accent (to be
discussed later).

Earlier we noted that continuity is one of the characteristic attributes
of gesture. What function does the primary accent of the gesture play
relative to this continuity? Recently several theorists have argued that an
accent should be conceived as a durationless momentin time, an attitude I
share.” Since an accent has no duration, it cannot contribute to the
continuity of the gesture; it is to be understood ratheras a point of focus that
helps to shape that continuity; or looking from the opposite direction, one
mightsay itis created by the particular dynamic profile of the gestural unit.
In any case, a point of accent is inconceivable without a contextual contin-
uum; the two concepts go hand in hand.

The accentual focus of a gestural group may occur on any note within
that gesture, whether at the beginning, middle, or end. (Strictly speaking,
theaccent would fall at the attack point of that note, but from a pedagogical
perspective the distinction between that attack point and the note itself
becomes significant only if the note is relatively long.) Figure 5 demon-
strates several possibilities. The placement of the accent strongly affects
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gestural quality; the arrows in Figure 5 indicate how the gestural flow is
shaped by the accent. In Figure 5a the gesture seems to move from an
accentual focal point, while the gesture in 5b moves towards it; in 5c, the
gesture flows both towards and from the accent. At this point, the reader
may be reminded of Cooper and Meyer’s grouping categories (p. 6), which
are either beginning accented (trochee, dactyl), end-accented (iamb, ana-
pest), or middle-accented (amphibrach). But the overt continuity of the
gestural shapes in Figure 5 recalls even more vividly Wallace Berry’s
impulses, described in his Structural Functions in Music (1976). Hisinitiative
impulse is the moment of accent, towards which or from which the other
impulses move. A reactive impulse will “carry forward . . . accent-
delineated thrust (motion, energy), in a sense absorbing the force of the
initiative impulse, reacting to its accentual ‘energy’ and predominance”
(327). He also describes an anticipative impulse, which “direct[s] energy
toward an initiative.” Berry’s use of motion and energy reflects a dynamic
and gestural conception of rhythm, akin to the approach taken here."

Figure 5.

In attempting to determine the accentual focal point of single-pitch
gestures, we encounter a conceptual difficulty. In one sense, this accentual
moment necessarily occursatthe pointof attack, since thereisnoarticulated
event during the sounding of the pitch that could qualify as accentual. Itis
also true, however, that the dynamic profile of a pitch will often have a
moment of greatest intensity during its tenure, even if that moment is
difficult to fix precisely. While not technically in accordance with our
definition of accent, such a point may well be the true analogue to the
accentual focal point of a gestural group. The conceptual difficulty lies in
determining the relative weight of an initiative accent against a moment of
accentor climax withinagesture. Both typesof emphasis are very strong but
in fundamentally different ways. Fortunately, we do not need to resolve
thisissue; pedagogically, we would only need todemonstrate thata single-
pitch gesture does indeed have both a point of attack as well as a gestural
shape after that moment of attack.
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Gestural hierarchy

Thus far we have treated gestures as if they were uncomplicated and
indivisible. Inreality, they very frequently approach or recede from their
primary accent by subgestures that constellate about secondary accent
points, as shown in Figure 6. In this example slurs indicate the gestural
units, with the lower-level gestures appearing at the bottom; the primary
accentual point within each unit is also shown. Typically the very lowest
gestural level will be those individual pitches of relatively long duration;
this level is also present in Figure 6, though it is not represented by any
special symbol. (The accentmarkson thelongerdurations donot represent
gestural levels per se, but rather focal points within the larger slurred
gesture.) When several levels of gestures coexist, a gestural hierarchy
results.

Virtually any passage of music will contain gestural shapes at several
levels. A convincing performance of such a passage entails the careful
balancing of the various levels, so each unit, along with its focal accentual
point, receives its proper emphasis within the overall hierarchy. In per-
forming Figure 6, for instance, the singer should be careful not to inflect the
individual pitches so much that they undermine the unity of the gestural
shapesatthenextlevel (shownasthelowestlevel in the example); similarly,
if the singer makes too much of these gestural groups at the lower levels—
say, through excessiveseparation between them, oran overemphasis on the
subsidiary accents—the higher-level gestures will lack cohesion and direc-
tion. On the other hand, no inflection would be just as unsatisfactory,
resulting in a lifeless and uninteresting line. A satisfying gestural whole,
then, is created by striking an appropriate balance between the hierarchical
levels.*

Figure 6.

Wecan seeadangerinschematically depicting a gestural hierarchy as
inFigure6. Atalllevels, theslursindicate discrete groups, each onedistinct.
Wehave justasserted, however, that the lower-level gestures should not be

10
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delineated too strongly, since that would hinder a projection of the larger
gestures. The low-level slurs by themselves cannot visually convey this
idea; indeed, insofar as they indicate distinct and discrete gestures, they
seem to give the opposite impression. In other words, our hierarchical
arrangement of slurs only crudely conveys the rhythmically subtle effect of
atruegestural hierarchy. Suchastructureisbest thoughtof assingleenergy
flow, in which the intensity level tends to ebb—sometimes dramatically,
sometimes not—at the transitions between lower-level gestures. (As sug-
gested earlier, any such subsiding of energy also allows a gathering of
potential energy for an upcoming surge.) It should also be noted that many
musical structures are less clear than Figure 6. Even at a single level, the
connection between gestures can be so smooth we are more aware of a
ripple in the musical flow than of the grouping per se. In addition, the
gestural grouping at lower levels is often ambiguous.” Here a schematic
depiction of gestural subgroups with slurs would almost be more mislead-
ing that revealing. In short, gestural rhythmisessentially fluid—especially
important to remember for pedagogy.

Gesture and meter

The preceding discussion has focused on gesture as a purely phe-
nomenal entity (i.e., as being composed purely of tangible musical elements).
The character of a gesture, however, does not derive merely from phenome-
nal elements. Our experience of a gesture is affected to a large extent by its
specific position within a meter. We therefore need to consider briefly the
concept of meter so we can evaluate its effect on gestural shape.

Much recent theoretical literature on rhythm has focused on meter.
While the various sources are not in complete agreement about the attrib-
utes of meter or even its definition, general tendencies are easily dis-
cernable. The concept of beat is an absolute prerequisite for meter; most
theoristsalsoagree that meter can ariseonly whenatleast twolevels of beats
coexist—the primary beat level itself and a higher level that organizes the
primary level (see Yeston 1976, 65-67). The resulting organization on the
primary level isexperienced asa regular series of strong beatsin alternation
with one or two weak beats.”” Additional beat levels typically coexist with
the two levels already mentioned, resulting in a metrical hierarchy.

Lerdahl and Jackendoff describe how meter arises from phenomenal
accentual patterns:

1
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Phenomenal accentfunctionsasa perceptual input to
metrical accent—that is, the moments of musical stress in
the raw signal serve as “cues” from which the listener
attempts to extrapolate a regular pattern of metrical accent
. ... Metrical accent, then, is a mental construct, inferred
frombutnotidentical to the patterns of accentuationat the
musical surface. (17-18)

Meter can therefore be deduced even from an irregular pattern of
phenomenal accents. Just enough information must be provided for the
listener to construct a metrical hierarchy whose regularly recurring accen-
tual scheme tends to perpetuate itself even though phenomenal accents
may occasionally fail to reinforce it. To a certain extent, the phenomenal
accents may even contradict the meter without disturbing it. (If such
contradiction becomes strong enough, however, the listener may lose the
meter or even experience a switch toa new one.) So while meter is initially
established through phenomenal accentual patterns, its continuation is not
dependent on constant reinforcement by those accents. The world of
gestureis very different from meter in this sense, being entirely dependent
on phenomenal sounds for its existence. Gestures can only be generated by
tangible musical material: the listener does not experience any that are not
directly supported by the information actually heard. The very tangibility
of phenomenal accents and of the gestural shapes for which they serve as
focal points gives both a certain degree of independence from meter. That
is, justas meter is free from a complete dependence on phenomenal factors,
so the phenomenal gestural world is free from the need to constantly
reinforce that metrical structure.

Figure 7 shows how a series of beats at a specific metrical level (here,
quarter notes) may or may notbe reinforced by phenomenal accents. In this
example, the scheme is created purely by melodic contour, since no other
type of differentiation appears (e.g., dynamics, duration, articulation). In
Figure 7a, each quarter note beat is reinforced by accents in the melodic
contour. Figure 7b begins similarly, but the switch to stepwise motion
halfway through results in a smooth motion through beat four; thus that
beat is not reinforced by a phenomenal accent. Finally, in Figure 7c, the
contour not only fails to reinforce the fourth beat, but also creates an accent
on a lower metrical level (i.e., on the eighth note after beat four).

12
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Figure7.
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Inall three passages, the phenomenal accents initiate low-level gestu-
ral units, indicated with brackets. Forinstance,in Figure 7b the three accents
initiate three gestures, the third equal in length to the first and second
combined; the longer third gesture, of course, directly relates to the lack of
an accent on the fourth beat. Now how do listeners experience this third
gesture? Despite the lack of accent on beat four, they certainly feel a fourth
beat at that point; the meter continues undisturbed. One might therefore
conclude that the absence of a phenomenal accent at this point has no
appreciable effect on the listener, other than providing a slight sense of
surprise that the previous sequential pattern has been broken. But such is
not the case. At the fourth beat, listeners do not passively mark time; they
experience an expansion begun at beat three and continuing through the
fourth beat towards its goal. Since this third gesture is the first one to
suppress a potential phenomenal accent (potentiality being determined on
the basis of preceding events in that measure), it feels relatively expansive.
Stated differently, the expansion derives from its relative length, which is
double the first two. It should also be noted that performance affects how
the listener experiences this expansiveness.

A potential phenomenal accent s also thwarted in Figure 7c, in which
a descending three-note gesture beginning on beat three passes through
beat four; here, however, a new gesture begins on the eighth note on the
“and” of four. In sum, Figure 7b and 7c illustrate an important principle:
any time a point of metrical emphasis is not reinforced by a phenomenal
accent (except in the case of a rest), we may assume that that moment is
subsumed within the continuity of a gesture that moves through it. Figure

13
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8 illustrates the same principle.” Whereas the downbeats of mm. 1and 3 are
reinforced by agogic accents, the downbeat of m. 5 fails to stand out as a
phenomenal accent, due to the rising stepwise motion through that point.
A performer, then, would move through this D-flat as part of an extended
anacrusis pointing towards the final note E-flat, whichis the accentual focal
point. To accent the D-flat would detract from that anacrusis and from the
whole expansion.

Figure 8.

Figures 7 and 8 have illustrated the interaction of meter and gestural
groups (of two or more notes). The relationship between meter and single-
note gestures can be described similarly. Let us consider the simple
duration series quarter-quarter-half within a four-four meter, as shown in
Figure9. This rhythm exhibits a tension between meter and gesturelike the
passage in Figure 7b. In that example, the melodic contour created accents
on beat one, two, and three, but not four. The durational pattern in Figure
9 creates exactly the same phenomenal accentual scheme by attack points.
(The scheme in Figure 7b, however, is at a higher gestural level, since two
or more individual pitches are contained within each gesture.) In both
cases, a potential phenomenal accent on the fourth beat is suppressed,
resulting in a gestural unit that lasts for two beats. The half note of Figure
9, then, does notinclude two parts (i.e., two beats), but rather is a single unit
with a gestural envelope independent of the underlying beat pattern. The
performer may choose to intensify at the midpoint of the note and thus
reinforce the underlying beat, butany otherenvelope isalso possible. Inany
case, this half note will normally feel relatively expansive like in Figure 7b.
As a rule, any duration longer than the prevailing beat value will have at
least some gestural significance. And if the tempo is slow enough, single-
pitch gestural units will also be noticeable at the level of the beat, or lower.

14
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Figure9.
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We see, then, that gestural shapes, whether consisting of one or many
notes, are to a certain degree free from the constraints of metrical structure.
(Iinclude the qualification “toa certain degree” since somereinforcement of
the meter is necessary if that meteris to stay ineffect.) Atthe same time,any
shape exhibiting such freedom has a special affect arising precisely from its
relationship to the reigning meter. Thus meter and gesture coexist semi-
autonomously. This hassignificantramifications for thesightsinging class,
and indeed, for performance ingeneral. One of the goals of teaching rhythm
as gesture is to outgrow an overly metrical approach to rhythm—in short,
to sensitize them to gestural shapes.

Another crucial aspect of the interaction between gesture and meter is
that gestural groups are not necessarily congruent with metrical units
(Lerdahl and Jackendoff, 29-30). We saw a clear example of this in Figure
2, where the quarter-to-half grouping spans the barline. Such across-the-
barline (or across-the-beat) groupings are very common. Our notational
system, however, which is visually biased toward metrical units (through
barlines, beaming, etc.), is not designed to highlight such groupings;
indeed, the notation is distracting. Not surprisingly, students often fail to
see gestural groupings noncongruent with metrical units. For this reason,
such groupings should receive special pedagogical emphasis.

In exploring the theoretical underpinnings for a pedagogy of gestural
rhythm, the first portion of this study has focused on two essential theoreti-
cal concepts. First, the teaching of gestural rhythm considers gestural
grouping. Second, a gestural approach distinguishes between phenomenal
accent and metrical accent—a distinction many students do not under-
stand, at least conceptually—and more broadly would show how the
phenomenal shape of a phrase interacts with the metrical hierarchy. Nei-
ther of these topics is normally taughtat the undergraduatelevel, atleastin
a systematic way. A pedagogy of gestural rhythm would thus remedy a
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serious gap in the student’s theoretical education. This, of course, leaves
aside the most obvious advantage of such an approach, namely its imme-
diate relevance to practical musicianship: training ingestural rhythmisalso
training in basic principles of musicality and thus directly relates to the
performance studio.

PEDAGOGICAL APPLICATIONS

Overview

Earlier I said a pedagogy of gestural rhythm would train the student
“tointerpret any given rhythm or melody as arhythmically vital entity.” A
more precise formulation is now possible: the objective is to train students
torecognize gestural shapes in notated musicand to perform them appropri-
ately. However, while this new emphasis on gesture establishes a more
focused pedagogical method, one must be careful not to claim more
theoretical rigor than it deserves. While a musical gesture may be defined
with clear boundaries, in reality gestural groups often flow smoothly from
one to another. Even when there is a relatively clear demarcation between
two adjacent groups at the same gestural level, their mutual inclusion
within the continuity of a higher-level gesture will tend to weaken thatline.
The fluidity of gestural rhythm is therefore difficult to pin down—perhaps
more an inherent limitation in the act of conceptualization itself than any
shortcoming in our particular theoretical apparatus.

In any case, while this theoretical limitation may be troublesome, it is
not a serious barrier for this pedagogical approach. Our present aimis to
provide principles for discerning and performing gestural tendencies in a
score. There is no need to teach a fool-proof analytical system for assigning
function to every single note according to some grouping theory. Such a
fussy approach would be counterproductive for fluid situations.

While gestural fluidity may be difficult to define, its character can be
directly experienced through physical gesture. The link between physical
motion and musical motion is acknowledged almost universally among
professional musiciansand laymen alike. Indeed, the reason we are able to
respond to musical rhythm at all is that we are gestural beings ourselves:
every motion we make, either voluntarily or involuntarily, is a gesture of
some type. It seems only appropriate, then, that a systematic approach to
musical gesturein the classroomshould harness the body asa learning tool.
My pedagogical emphasis on physical activity, as well as many of the
specific exercises, reflect the strong influence of Dalcrozian eurhythmics.”
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The Dalcroze approach is probably most widely associated with
children; it has also proven, however, to be transferable to the college level.
Though eurhythmicsiis typically taughtas a separate course, one can easily
incorporate eurhythmic principles within a larger pedagogical context. In
doing so, one must take classroom size into account: whereas a typical
eurhythmics classrequiresalarge spaceforitsactivities (walking, skipping,
swinging, etc.), a typical sightsinging class is normally conducted within a
relatively small space. I will keep this limitation in mind while suggesting
physical activities for classroom use.

Before looking at the pedagogical approach in depth, we must yet
address a potential problem regarding its broad organization. Since virtu-
ally every musical dimension (contour, dynamics, timbre) contributes to
gestural rhythm, how are we to organize the materials within a course of
study? In particular, is it possible to start with purely durational exercises
(i.e., without pitches, dynamics, etc.) suchas those normally encountered in
traditional rhythmic training? I believe the answer is yes, since any
rhythmic pattern containing durational differences and /orrests willimply
groupings as well as a differentiated gestural contour (see Figure 2 and the
accompanying discussion); thus durational exercises provide an excellent
introduction to gestural rhythm.

Pitch can then be introduced as a complicating factor to reinforce,
undermine, or clarify the gestural shapes implied by the durational series
itself. Performance markings that specify dynamic level, phrasing, and
articulation also affect gestural shape, and they too are brought in later.
Normally these other domains (particularly pitch) are considered outside
the realm of rhythmic study, an attitude that naturally follows from an
attack-point understanding of rhythm. Since rhythm as gesture, however,
embraces the whole fabric of a musical passage, a pedagogy of gestural
rhythm necessarily must include pitch, dynamics, and articulation; to not
do so is to miss the whole thrust of the approach. In short, whereas the
traditional sightsinging course normally views “rhythm” (i.e., attack-point
rhythm) as a separable component, our approach takes roughly the oppo-
site view: sightsinging is the culmination of work in gestural rhythm.

The first stage of rhythmic training: simple meter

Atthe start students should do some work in simple meter. Conduct-
ing is an ideal exercise at this preparatory stage, for it shows metrical
structure ina gestural way. Specifically,a conducting pattern (two, three, or
four beats) reveals an individual character or function for each beat.
Abramson describes these different beat qualities:
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Jaques-Dalcroze’s theory of rhythmic beat qualities goes
on to classify beats as the crusic beat, seen as a release of
energy; the metacrusic beat, seen as a gentle carryover or
a dying away; and the anacrusic beat, seen as a prepara-

tion of energy for release.(41)

For instance, in three-four meter the three beats would correspond to
crusis-metacrusis-anacrusis; in four-four, both the second and third beats
are metacrusic.” A conducting pattern vividly conveys these different beat
qualities. The arm shows the anacrusis with an upward thrust. Since this
motion traces a trajectory against gravity, it represents a building-up of
potential energy that awaits release. Such release is provided by the
subsequent dropping of the arm for the crusis, which should feel like an
inevitable consequence of theanacrusic preparation. Since thefalling of the
arm is assisted by gravity, we associate the bottom of that fall—i.e., the
ictus—with a feeling of weight. The following metacrusic beat(s) feel
relatively neutral in comparison to the anacrusis and crusis, though the
outward thrustof beat threein four-four (or beat twoin three-four) feelslike
a preparation for the lift of the forthcoming anacrusis. In this respect, the
metacrusis is not merely a dying away as suggested in the above quote but
alsoa gatheringof energy. (Indeed,Thaveheard Abramson refer to the third
beat of four-four time as a “growing metacrusis.”)

If students have trouble experiencing the different beat qualities
through conducting, they may find it helpful to step the meter with
alternating feet; in three-four meter, the pattern would be left-right-left-
right-left-right, with every downbeat stepped in front of the other two
beats.? The step on beat three should lift with anacrusic energy so that the
downbeat lands with weight; beat two then will be lighter and relatively
neutral. (The knees should be slightly flexed throughout.) Again, the
weightof the downbeat islargely a natural consequence of the anacrusiclift
immediately preceding it, rather than a simple assertion of weight.

At this point we must confront an apparent discrepancy between the
idea of downbeat weight and the concept of metrical downbeat in present-
day rhythmic theory. While the latter views a downbeat as a durationless
moment, the experience of weight would seem to require a time span,
however brief. These concepts, however, are not incompatible. While itis
true the body experiences weightin steppinga downbeat, the footstep itself
actually occurs within a single moment (of contact with the floor), which
would correspond to the durationlessdownbeat. Thebody does not merely
expressadownward trajectory of weightimmediately after the step on beat

18



GESTURAL RHYTHM

one; it is also on the way to the second step and to that extent expresses a
forward trajectory (in time) towards beat two.

After the basic conducting and stepping patterns, students should
learn to conductdifferentkinds of musical character (e.g., staccato, marcato,
intense legato, a more floating legato, etc.) in response to music played for
them. Since musical character resides precisely in the continuum between
beats, this exercise attunes the students to that temporal continuum. More
broadly, it enables them to explore the expressive possibilities of physical
gesture. They should also know how to show various dynamic levels;
fortissimo requires them to be gesturally expansive, while the smaller
gestures for piano demand an inner intensity if the beat pattern isnot to lose
its clarity.

After an introduction to meter, work in gestural grouping can begin.
Many of the following ideas and exercises are drawn directly from a pilot
textI have written for the freshman theory course at the University of Texas
at Austin.2 This text contains material for thirteen units, each focusing on
either a particular durational unit or a rhythmic topic (e.g., syncopation).
These thirteen units cover a program for only the freshman year; a full-
fledged program would ideally take two full years.

Each unit subdivides into three parts. (The term unit refers to an ideal
level that now is only incompletely realized in the pilot text itself.) The first
part introduces very short formulaic patterns that utilize the duration(s) or
rhythmic concept featured in that unit; the students are taught to interpret
these patternsas gestural groupings. During thistime physical gesturesare
introduced to help the students experience the gestural shapes of the
various patterns. The second portion of each unit contains longer dura-
tional exercises, which place the formulaic patterns within alarger context.
Finally, the students work with actual melodies to investigate the effect of
pitchstructure,dynamicmarkings, and articulationon gestural shape. This
three-fold division will provide the organization for the remainder of the
study.
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Formulaic durational patterns

Figure 10 provides an overview of the thirteen units. The left column
shows the durational values introduced in each unit. All values in this
figure assume either the quarter-note (simple meter) or the dotted-quarter
(compound meter) beat; the text itself utilizes three different beat values in
each unit—eighth, quarter, and half in simple meter, and dotted eighth,
dotted quarter, and dotted half incompound. The middle columndisplays
sample durational patterns from each unit. All of these patternsare notated
within the confines of some metrical unit, either the measure (units 1-5, 12-
13) or the beats (units 6-11), reflecting the metrical bias of our notational
system. (Several sightsinging texts focus on durational cells of this type—
e.g., Henry and Mobberly 1986; Kazez 1989.)

But since metrical units are not necessarily congruent with gestural
groups, the information in that middle column is not adequate for our
gestural approach. I have therefore included a third column, in which the
patterns of the middle column are interpreted as gestural groupings. The
notated rhythms in that right-hand column reflect an underlying assump-
tion that the gestural shape of any durational pattern emerges most natu-
rally through successive repetitions of that pattern. Figure 10 does not
exhaustively depict all the patterns from the thirteen units in the text; for
instance, a complete list would include patterns in three-four meter for unit
1, patterns in two-four and four-four for unit 2, and so on.

A close look at unit 1 will provide an introduction to the pedagogical
role and performance mode assumed by the formulaic patterns. Three
patterns are shown in the middle column of Figure 10, each consisting of
three quarter notesand one variously placed quarterrest. This simple shift,
however, creates a distinctly different gestural shape for each pattern, as
shown in the right column.? The boundaries of each group are clearly
delineated by the rests; the first grouping occurs within the measure, while
the other two cross the barline. This distinction between groupings con-
tained within asingle metrical unit (i.e.,ameasure, oratalowerlevel,a beat
span®) and those that begin in one metrical unit but end in another, is a
critical one in virtually every unit. The specific position of a group relative
to the downbeat directly affects its dynamic shape; this shape is shown by
the arrows, which indicate motion to and/or from a point of emphasis.

A single arrow may or may not correspond to a single gestural group
depending on where the phenomenal focal point falls within the gesture. If
the point of emphasis is either a gestural goal (forward-pointing arrow) or
a starting point (backward-pointing arrow), a group is indeed defined by
the length of that single arrow (Figure 11a and 11b; the brackets indicate
groups). If a gestural focal point, however, has arrows pointing to it from
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both directions (corresponding to Cooper and Meyer’s amphibrach group-
ing), the group corresponds to the composite span of both arrows (Figure
11c). Thebracket notationin Figure 11 actually hasanadvantage over arrow
notation insofar as it designates the different kinds of groupings with a
single symbol, butl feel thisadvantageis outweighed by the resulting visual
clutter. For this reason I use only arrows in Figure 10 and other examples.

Figure 11

a.

2 tIJ.IJ:I

These arrows are not analytical symbols so much as indications for
performance. To aid interpretation, I provide the students with specific
guidelines for vocal inflection. First,a motion towards a phenomenal accent
should be intoned with a rise of pitch and dynamic intensification, while
motion from an accent should be inflected with a descent of pitch and
dynamic de-intensification. Second, the inflectional contour should com-
municate gestural continuity, so themoment of accentseemstoarriveat the
crest of a tonally-inflected wave. The instructor must strongly discourage
punching outaccentsasisolated points of emphasis. Third, at thebeginning
stages students should use an essentially legato articulation to convey
gestural continuity. Otherwise they tend to lapse into an attack-point
mode. The combination of legatoand pitch inflection may initially sound
odd (its effect is not unlike Sprechstimme) but eventually becomes familiar.

As the students become more adept at expressing rhythmic flow, they
should also incorporate other types of character, such as light staccato or
marcato, or some combination of articulations. In so doing, however, they
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must still inflect the rhythm tonally and dynamically. Finally, the conso-
nant “d” isideal for the intonation of the rhythms. Itsattack is clear and yet
flexible, ranging from explosive (marcato) to very gentle (legato). For
legato, “d” is preferable to “1” since the latter has a less clearly defined
moment of attack.

In the three patterns of unit 1, the moment of phenomenal stress
represented by the tip of the arrow coincides with a point of metrical accent.
Indeed, a quick glance at the various units in Figure 10 reveals that arrows
most often point either to a downbeat (when the durational pattern is a
measure in length), or to a beat itself (when the pattern is only a beat span
in length). In light of my earlier claim that a gestural shape is semi-
independentof the metrichierarchy, this strong congruence of phenomenal
and metrical accent requires some explanation.

Why should the studentautomatically inflecta pointof metrical accent
withemphasis if a phenomenal shape is presumably not constrained by the
metrical hierarchy? This objection may be answered in two ways. First,
there is clearly nothing inherently illogical about placing a phenomenal
accent on a downbeat or some other point of secondary metrical stress;
indeed, such congruence is necessary to a certain extent if a meter is to be
established in thefirst place. In fact, thatis precisely the reason forrelatively
rigid inflectional schemes in Figure 10: they are largely necessary for the
projection of meter in these patterns due to the lack of melodic contour,
dynamic markings, and other accentual criteria. Without the vocal inflec-
tion, the placement of the downbeat would more often than not be impos-
sible todetermine. Second, while ourinflectional guidelines emphasize the
metrical downbeat, they do allow a certain degree of gestural freedom
within the measure so that points of secondary metrical accentdonotalways
receive phenomenal stress. For instance, in the first rhythm of unit 1 the
third quarter note receives the least emphasis even though it falls on the
relatively accented third beat.

We shall see that the possibility of gestural freedom within the bar is
explored further in the extended durational exercises from the second part
of each unit. Later when pitch is introduced, the student is shown how a
phenomenal design may create gestural continuity through the downbeat
itself. In sum, I believe the concept of gestural autonomy from the meter
should be introduced very carefully—at first only within the measure and
later athigherlevels. Too much gestural freedom at the outset may prevent
a firm metric sense from ever developing.
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The groupings in the first unit are especially clear since they are
demarcated by rests. The second unit introduces durational differentia-
tion—a second important basis for delineating groupings. A technically
rigorous explanation of how grouping arises from durational differentia-
tion is overly complicated for pedagogical purposes (Lerdahl and Jackend-
off,44-45), but fortunately one can convey anadequate idea of this grouping
principle in everyday language. To put it most simply: a relatively long
duration will tend to sound like the goal of a group. Since durational
differences abound in the world of real music, this particular principle is
extremely powerful. We encounter it repeatedly from the second unit on.

Again, the resulting groups fall into two basic categories—some
contained within a metric unitand others spanning twosuch units. Inunits
2,4, and 5, grouping occurs within or across the boundaries of a measure;
in units 6ff, we encounter a similar distinction at a lower metrical level, the
beat span, with some groupings contained within a beat span and others
overlapping two spans. The grouping in unit5 moves gesturally through
a moment of metric stress; specifically, an anacrusic eighth-note pattern
beginsbetween the second and third beatand passes through the third beat
withoutany emphasisillustrating again the ability of a gesture toescape the
metrical constraints.

Figure 10does not necessarily show every gestural possibility for each
durational pattern. For instance, the pattern in unit 5 could be performed
with a slight stress on the eighth note on the third beat; I believe, however,
that this is a less natural option since it interrupts the smooth flow implied
in the succession of eighth notes. Eachof thereadingsin thediagram, infact,
reflects my normative interpretation for that particular durational series
within that particular meter. Certain patterns are more ambiguous than
others; for instance, the third pattern of unit 2 could also be grouped within
themeasure, while suchanoption for the firstrhythmin that unitwould feel
unnatural. Inambiguous cases, the instructor may wish to teach more than
one normative grouping. Later the addition of complicating factors suchas
pitch contour, articulations, and dynamics may radically alter any of these
normative readings.

Some of the groupings in the right column of Figure 10 are shown in
two levels (e.g., see unit 2, second rhythm, and unit 4, second rhythm). In
each of these cases a forward-pointing arrow at a lower level contradicts a
backward-pointing arrow ata higher level. The contradiction, however, is
only apparent; the backward-pointing arrow does not signify that every
succeeding pitch in the measure is increasingly recessive (as in the first
rhythm of unit 1, for instance) but rather that the smaller gesture as a unit is
recessive.
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Special mention must yet be made of the third unit, in which half,
dotted half, and whole notes are introduced. Here the primary focus is not
ongrouping, butsingle-note gestures. Theselonger valuesare traditionally
taught froma purely metrical perspective (a half note has twobeats, adotted
half, three beats, etc.) and are also normally considered the simplest to
perform. When conceived as single gestural units, however, longer dura-
tionsrequirean expansivefeeling thatcanbe elusive for some students. The
difference between the metrical and gestural conception has considerable
bearing on performance; a longer duration sounds very different wheniitis
counted than when it is truly felt as a dynamic shape. Since students often
have trouble with this gestural aspect of longer durations, I save those
durations for the third unit. They could, however, conceivably appear
earlier.

Quick reaction exercises

The student should be able to perform the gestural shapes in the right
column of Figure 10 without hesitation. One means for attaining this level
of mastery is the quick reaction exercise, a standard Dalcrozian activity.® In
its simplest form, the exercise begins with the intoning of a particular
rhythmic pattern by the student, who, upon a verbal or visual signal from
the instructor, switches to another pattern that has been agreed upon in
advance. This new pattern, in turn, is repeated continuously until another
cue signals a return to the original one—and so on, back and forth between
the patterns. I prefer to give the cue a beat or two ahead so students can
prepare for the switch; in any case, the reaction time should be brief.

This is not merely an exercise in attack-point rhythm; the students
must inflect the gestural quality as well. The goal, moreover, is to change
immediately and convincingly from one gestural shape to another without
the slightest fuzziness or imprecision. When the patterns are new, this
switch will invariably sound shaky for a brief time until the new pattern
settles in—a sure sign that more practice is necessary. The instructor may
also introduce pitch by having the student sing a continuous scale up and
down, changing direction at the octave without stopping. Another option
isa melodicsequence, as shownin Figure 12. A changein rhythmic pattern
in this case produces an apparently new sequential melodic unit since one
pattern groups within the measure while the other crosses the barline.
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Figure 12

—

Physical gesture

All of the gestural shapes in the right column of Figure 10 can be
expressed by some kind of physical gesture. The students should learn
these gestures as the patterns are first introduced and in particular should
use them while intoning the quick reaction exercises. There are three basic
categories of physical gesture. The first gives to each note of the pattern its
ownindividual subgesture, while ultimately subsuming these subgestures
within a larger gestural progression. Clapping might be considered an
example, atleastinsofarasitexpresses aseries of individual notes. Buthow
can a series of claps form a larger single gesture? The secret here is to clap
different notes in different ways to reveal something about their relative
gestural functions. Consider, for instance, a quarter-eighth-quarter-eighth
patternin three-eight meter. A student would typically clap with the same
amount of force on all the attacks, with the rebound off the clap returning
to approximately the same hand position (say, with the hands six inches
apart); clapping of this type does not differentiate between the twonotes in
any way, but simply expresses them as a series of attack points.

But what if we notice the greater duration of the long note and attempt
to show it physically? The only way to express this duration is through the
rebound itself, that is, by pulling the hands apart more gradually through
space to reflect the full duration of the note.? If the duration of the eighth
note is also reflected in its rebound, a gestural difference emerges between
thelongand short note: the formerrequires more space for therebound. The
short clap, moreover, now seems to lead to the long clap, so the clapping
sequence as a whole clearly expresses the grouping across the barline. To
convey gestural flow, the hands should always be in motion, however
slight, since theloss of motion is metaphorically equivalent toa musical rest.

Another activity from the first gestural category (especially for the
relatively slow rhythms of units 1-5) is the stepping of a rhythm with
alternate feet. I prefer that the student step forward on a downbeat (unless
arestappears at that point) and step the other notes of the measure in place
directly under the torso; rests should not be stepped, but may be indicated

29



JOURNAL OF MUSIC THEORY PEDAGOGY

with a snap of the fingers. For instance, the first rhythm of unit 1 would be
stepped left-right-left-(snap)-right-left-right-(snap), etc.; thesecond rhythm
would be performed left-right-(snap)-left—right-left-(snap)-right, etc. (Since
there are only three steps per measure, successive downbeats are stepped
by alternating feet.)

In stepping a durational pattern, the student must be sure to express
the overall dynamic shape of the pattern. For instance, in the first pattern
of unit 1 the downbeat should receive the most weight, and the second and
third notes should be successively lighter; in the second pattern, the quarter
on the fourthbeat should liftin preparation for the weight of the downbeat.
Restsalsorequirecareful attention. Letusimagine stepping the firstrhythm
of unit 1: we step on beat one, two, and three, and then rest on beat four
before stepping on beat one again. Does this mean that the feet are
completely motionless through beat four to the following downbeat? The
answer is no, since the foot about to step the downbeat must lift at some
point before that downbeat. Moreover, the quality of the downbeat is
influenced by the timing and character of the lift. For instance, if it occurs
involuntarily at the last moment, the downbeat itself will tend to be weak
and ill-defined. For this particular pattern, then, I ask students to con-
sciously lift the foot withintention on the fourth beat. In doing so, they will
discover the following downbeat gains additional emphasis and weight.?
Additional lift on the rest can be provided by an upward thrust of the arms
as the fingers snap. If executed correctly, this upward gesture will actually
help lift the entire body.

The stepping of a rhythm also dramatizes the effect of durational
differentiation on grouping. In unit 2, for instance, the eighth notes create
a momentum that virtually demands a longer duration as a gestural goal.
As an experiment, I once asked my students to step a quarter-quarter-two
eighths pattern (in three-four meter) for four measures, and then tostop. As
I expected, the momentum of the eighth notes caused most of them to step
involuntarily into the downbeat of the fifth measure.

The second category conveys the gestural shape of the group as a
whole withoutshowing theindividual notes with subgestures. Forinstance,
patterns in triple meter may be shown with a large circular motion of the
arm, with a new circle beginning at the start of every new measure.? (The
knees should be slightly flexed throughout so the entire body can give and
take with the motion of thearm.) If the pattern creates no strong grouping,
asina succession of equal note values, the arm shows this non-grouping by
moving through the circle with constant speed (Figure 13a). But when
grouping arises through durational difference, one should let the arm
change speed within each circular motion. In Figure 13b, the circular
motion would begin slowly but then fall with momentum through the last
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part of the measure, leading without a break to the start of a new circle;
Figure 13c would be moved similarly but with an even more pronounced
differentiation of speed due to the greater forward momentum of the
anacrusis. The sensation of falling can be elusive at first; they must simply
let ithappen. Butin mastering it, they learn something fundamental about
musical rhythm—i.e., thatit caninvolve a building of energy and intensity
or arelaxing and letting go.

Figure 13.
a

2 dJI LI
N T /

one circular motion
with steady velocity

TRIEIRE
N T 4

one circular motion,
starting slowly but
falling with momentum
at the end

2 1|4 1) N
N T /

same as (b), but with
greater differentiation
in the pacing

The dotted rhythm of Figure 14 is more ambiguous in its grouping
than either Figures 13b or 13c and could be gestured in two ways. Because
the dotted quarter is the longest note suggests it will be a gestural goal
resulting in a circular across-the-beat grouping (Figure 14a). Performers,
however, alsooften inflect the quarter note as the end of agroupand initiate
the next group with the dotted quarter (Figure 14b). The latter possibility
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arises because the quarter note itself is the goal of a mini-gesture from the
preceding eighth note. I find it more satisfying to teach a noncircular
gesture for this rhythm (reflecting the latter interpretation) since that helps
to distinguish the pattern from Figure 13c. For example, the student could
conduct a pendulum-like arc, moving the hand and arm up to the left, then
back down and up to the right, and so on, with each arc representing one
statement of the pattern. Unlike a circular motion, this gesture comes toa
momentary stop, specifically at the highest point of the arc just before the
change of direction. The gesture thus parallels the lack of strong momen-
tum from one measure to the next.*

Figure 14
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We have observed that the patterns of unit 1 in Figure 10 could be
shown withnote-by-notegestures. Our second gestural category, however,
may also be useful for these rhythms. For instance, the second grouping
pattern in that unit could be shown as follows (beginning on beat four):
starting with one arm slightly extended forward, pull back the hand and
forearm to show the quarter-note anacrusis, then thrust forward for the
downbeatand gradually relax the motion of the hand and arm toreflect the
abatement of energy after the accent. Or, for the first pattern of that unit,
simply thrust forward the hand on the downbeat (after a preparatory
gesture) with a progressive relaxation as the gesture reaches its end. In
neither pattern should one show an impulse for each note after the down-
beat. Rather, the relaxation of energy should seem continuous.

Unit 3 introduces a special subcategory of the second gestural type.
Here the gestural entity is not a group of notes but rather a single note of
relatively long duration—specifically, any valuelonger than abeat, such as
ahalf note, dotted half, and whole notein four-four meter. For these values
I borrow the Dalcrozian technique of clapping the attack and then slowly
pull the hands apart to show the full duration (also see the above discussion
of clapping under the first gestural category). When pulling the hands
apart, the student should imagine pulling againstaresistant substance such
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as honey or water. Such an image helps involvement with the duration to
the end and shows the gestural expansiveness of the note with intensity. In
the quick reaction exercise for this unit, the student repeatedly intones and
claps one durational value (say the quarter), then upon a signal switches to
anothervalue. A sudden switch fromquarters toalonger note value vividly
demonstrates the expansive energy of the latter.

The third type of physical gesture shows not the gestural shape itself
but rather a specific level of the metrical hierarchy, for instance the beat or
some subdivision of the beat. Against this recurrent motion, the actual
rhythm is spoken or moved by another part of the body. One might show
a metrical level through tapping, clapping, or conducting; if there is room,
students may also walk the pulse, a favorite activity of eurhythmics instruc-
tors. This category can be particularly useful during the performance of
quick rhythms. For instance, while speaking the sixteenth-note rhythms of
units 6-8, the student could tap the subdivisions in the palm of the hand; or,
while intoning a durational patternin compound meter, the student might
sway from side to side with bent knees to show the dotted-quarter pulse.

Durational exercises

The second portion of each unit contains longer durational exercises,
which combine in various ways the formulaic patterns learned up to that
point. In performing these exercises, the student should employ the same
basic principles of vocal inflection introduced earlier for the short patterns.
In addition, I ask the student always to conduct a few measures before
actually beginning the exercise to establish a strong pulse; in determining
the pulse speed, the student should scan the melody for the fastest note
values asrecommended in many other sightsinging texts. Asarule,I prefer
the conducting to stop as soon as the rhythm starts, since it can be difficult
to inflect a gestural shape convincingly while keeping time with the
conducting pattern. I do let the student resort to conducting or tapping,
however, for an attack-point to be described later.

Figure 15 illustrates a few of the performance issues likely to arise in
a durational exercise. The second gestural group combines patterns from
two different units, with the note on the downbeat of measure 2 acting as a
pivot: the anacrusis to the downbeat is a pattern from unit5 and the motion
away fromitis from unit2. When confronted withnew combinations, some
students lapse into crude inflections, punching out the downbeat while
intoning the surrounding pitches in alow monotone. Butaccording to our
guidelines, these six notes should be projected like a single wave with a
continuous ascent towards the eighth on the downbeat followed by a
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gradual descent; if performed in this way, the eighth notesbefore thebarline
will smoothly flow into the eighths of the next measure.

A second interesting feature of Figure 15 is the relatively long anacru-
sisbeginning on the second beatof measure 3. While this particular gesture
has not appeared earlier as a formulaic pattern, the students easily under-
stand it to be an extended version of the shorter eighth-eighth-quarter
anacrusic pattern (Figure 10, first pattern in unit 2). They will find,
moreover, that the momentum created by the four eighth notes naturally
passes through the third beat without giving it phenomenal emphasis
despite its relative metrical weight (i.e., relative to the neighboring eighth-
note subbeats). One encounters this kind of gestural autonomy within the
measure rather frequently in the durational exercises. The relatively long
anacrusic pattern of measures 3-4 also highlights the importance of seeing
a gesture in its entirety ahead of time; a failure to do so makes it impossible
to pace the inflectional contour in an appropriate and convincing way.
(Indeed, this is true for any gesture, regardless of its size.) A well-known
cardinal rule of sight reading is to “keep looking ahead”; one advantage of
a gesturalapproach toa rhythmis thatit trains just that. Theteacher,infact,
candirectly monitor whether the studentis doing so simply by listening for
the inflectional contour.

Figure 15.

200 2RO

- —— — I~

Thedurational exercises frequently projecta gestural hierarchy. Letus
consider the simple durational succession in Figure 16a. The arrows
indicate groupings by durational differentiation; note, however, that this
grouping analysisis notentirely satisfactory sinceit suggests the successive
gesturesare equal in weight,aninterpretation that seems more appropriate
for two-four meter. To clarify the meter, then, we need to add a higher
gestural level (Figure 16b) that subsumes the three-note groups within a
single overriding motion towards the downbeat. (We will discuss Figure
16¢ shortly.) From unit 2 on, nearly all the exercises project gestural
hierarchies; a fairly complex example from unit 6 appears in Figure 17.
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Figure 17.
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The arrow notation in the preceding examples is a valuable pedagogi-
cal tool for taking in the gestural shape of a line at a glance. I believe,
however, the arrows should be dropped as soon as possible after the first
few exercises within each unit, since they really are just visual reminders (or
extensions) of gestural principles already learned in working with the
formulaic patterns. From these principles, the students should be able to
inflect a durational pattern with no visual cues; an appropriate gestural
impulseisimplied by the durations themselvesand by their position within
the meter.

The absence of arrow notation will frequently leave room for gestural
ambiguity at higher levels. For instance, the pattern of Figure 16a actually
could support several higher-level interpretations. We have only shown
one of the possibilities in Figure 16b; we could just as easily have chosen the
interpretation in Figure 16c, and a third option would be to perform so
neither interpretation clearly emerges. (These three possibilities, of course,
represent a convenient simplification of musical reality; due to the fluid
quality of gestural rhythm, a wide range of subtle interpretations are
possible within the extremes shown in Figures 16b and 16¢.)

The versions in Figures 16b and 16¢ both show the same lower-level
impulses; it is only at the next higher gestural level that the grouping
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ambiguity arises. In general, I do not view higher-level ambiguity as
problematic, nor do I believe the instructor should draw much attention to
it. If arrows are not specifically provided, the students should be free to
inflect that level as they feel inclined, provided they strictly follow two
guidelines: first, they must clearly express the lower-level gestures, and
second, they must give the proper emphasis to the downbeat of the
measure. (In following the latter guideline, they will automatically project
some kind of gestural hierarchy, even though it may be ambiguous.)

Figure 18 introduces a new interpretive marking, the dotted arrow,
whichindicates passing througha downbeat withoutemphasis. Up tonow,
a stress on the downbeat has been the norm, both in the short patterns and
in the longer exercises; thus the dotted arrow notation signifies greater
gestural autonomy from the meter. Ultimately the purpose of this notation
is to prepare the students for the melodies of the third part of each unit,
where specific factors such as pitch contour, articulation, or dynamics may
provide a concrete basis for avoiding a stress on the downbeat.

Figure 18.
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Thus far I have implied that the primary difficulty in performing a
durational exercise is knowing how toexpress its gestural shape. But what
if the student is simply unable to get the rhythm right in the first place?
When this happens, I believe itisbest to focuson very brief subpatterns and
then to build the rhythm up gradually from these short segments. Such a
tacticisalso consistent withouroverall pedagogical approach;indeed, very
often one of these subpatterns will be equivalent to a durational formulae
thestudenthasalready studied. Thestudentshould repeat the troublesome
pattern with inflection over a regular pulse until it is solidly learned. That
pattern could then be combined with a short pattern immediately adjacent,
and so on, until the original rhythmic line is reconstructed.

While I believe that working with patterns is the best way to address
arhythmic problem, the approach could be supplemented with a focus on
the note-by-note attack series of the exercise as a whole. Here the issue of
inflection will necessarily recede temporarily into the background. It is
therefore helpful todefine an attack-point performance, clearly distinguish-
able from gestural inflections. When performing only attack points, the
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student need not inflect the durations vocally. In fact, I prefer a pure
monotone to maintain a clear distinction between this type of performance
and the gestural mode. The exercise should be performed with a hard
consonant so the point of attack is easily heard (“tuh” is best). Most
important, some metric level should be conducted or tapped during the
exercise to aid the timing; this beat or sub-beat level must be maintained in
strict metronomic time. As a variation the student could intone the
durations while tapping two different metric levels simultaneously—for
instance, quarter notes with one hand onthe thighand eighth notes with the
other hand on the chest. After mastering the timing, the student will
normally be asked to return to a gestural mode of performance.

Besides its utility, the attack-point mode can be used to tighten up a
sluggish rhythm—a common problem with relatively long values (espe-
cially units 1 to 3). It can also aid in learning a few of the difficult patterns
at the beginnings of the units. For instance, some students have difficulty
with the first pattern of unit 10, placing the sixteenth note just a bit too late.
By tapping sixteenth subdivisions, the student can bring the rhythm into
focus and thereby convey more successfully its peculiar lilting character.

Thus far our discussion has limited physical gesture to tapping and
conducting, both from our third metrical category of gesture. One might
surmise that our first two categories, which are overtly gestural rather than
metrical, would also be helpful in refining the dynamic shape of these
rhythmic lines. Indeed, it is not uncommon for Dalcrozian instructors to
have their students move an entire rhythmic or melodic phrase. Since the
lack of space, however, in the typical sightsinging classroom can make this
kind of activity difficult, I tend to use the first two gestural categories only
with the formulaic patterns at the beginning of each unit. The gestural
principles learned at that stage are easily transferable to the exercises, even
if the physical gestures themselves are not carried over.

Melodic contour and gestural shape

Rhythmic training will be of little valueif it is not successfully applied
to the singing of actual melodies. The pedagogical task here is not simply
to graft a melodic line onto some abstract durational sequence; such an
approach mistakenly presupposes that pitch and rhythm are completely
separable categories. Rather, we will view pitch as a factor that contributes
to gestural shape, by strengthening, qualifying, or even undermining a
dynamic shape implied in the durational series alone.
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The interaction of pitch and duration is enormously complicated and
merits fuller treatment than is possible here. Such an expanded treatment
would need to address at least two different angles. First, we would have
to consider how melodic contour itself contributes to the formation of
gestural shapes. Second, we would need to consider how fonal relationships
(expressed in scale-degree functions) influence or are influenced by gestu-
ral shape. Melodic contour has a direct effect on the profile of a gesture
through leaps or change of direction (causing an accent) or through step-
wise motion (creating continuity). The effect of tonal relationships on
gestural shape, however, is much less clear. While scale-degree function is
an important contributor to the feel of a gesture, such a succession is not
phenomenal in the same sense as the other factors discussed in this study.
Thus a scale-degree succession cannot in itself create a phenomenal ac-
cent—neither can a harmonic progression, at least under normal circum-
stances.® Since we have been emphasizing the phenomenal aspects of
musical gesture, a consideration of tonal function lies beyond our inquiry.
The remainder of the study will therefore focus on melodic contour and its
effect on the phenomenal shape of a gesture.®

Our earlier guidelines for vocal inflection have provided an intuitive
basis for understanding the gestural function of melodic contour. That is,
by inflecting the gestural shape of a durational pattern with a tonal con-
tour—motion towardsa phenomenal accent through arise in pitch, motion
away with a descent—the students havein effectbeen intoning melodies of
indeterminate pitch. While the introduction of written melodies with
discrete (and specified) pitches obviously introduces new difficulties, the
studenthasat least been prepared for theidea that melodic contour directly
affects gestural shape.

Since a melodic contour of even moderate length can take a virtually
infinite number of shapes, one clearly cannot systematically introduce
every possible inflectional nuance. It is possible, however, to teach a few
principles that reveal in a broad way the gestural impact of contour.
Remember that contour generates a dynamic shape in two fundamental
ways. The first is melodic direction, whereby we experience an upward
motion qualitatively different from a downward motion. ' In one of his
pedagogical texts, Jaques-Dalcroze presents a simple exercise that effec-
tively sensitizes the student to this difference and the gestural implications
thereof: the student sings an ascending major scale with a gradual cres-
cendo, and then sings a descending scale with a diminuendo (Jaques-
Dalcroze 1906-17, 22). Jaques-Dalcroze conceives this natural connection
between contour and intensity level asa “rule of nuance” for performance;
that is, the student should normally crescendo for any ascending line, or
decrescendo for any descending line.
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One might counter that this rule is too crude since it cannot possibly
apply to every musical situation*; I do not see this, however, asa problem-
atic issue for two reasons. First, I believe the guideline really does reflecta
natural tendency in some respect; adherence to it will normally resultinan
intuitively appropriate inflection for any contour even if it is not the only
conceivableone. Second, the exercise ultimately hasa broader purpose than
being a directive for performance: above all, it is a vehicle to learn to
experience tonal space, notas aneutral vacuum, butasadynamicfield. The
qualitative difference between up and down within that field is typically
characterized asintensification and relaxation, buteven in cases where that
characterization seems inappropriate—say when a bass line intensifies
while descending—the effect of the particular inflection is largely depend-
ent on its relative position in tonal space. For instance, that bass line may
seem to convey a sense of increasing weight precisely because of its low
placement relative to the whole texture. Or, a rising line may in certain
circumstances convey an ethereal lightness, a characteristic appropriate to
a spatially high position. Pedagogically, our objective is not so much to
teach iron-clad rules of nuance (e.g., “rising lines must always crescendo”),
as to foster a heightened awareness of tonal space per se. For that reason,
the above inflectional guideline may be somewhat loosened after the very
early stages of study.

A change of direction creates a point of emphasis in the line, while
motion in the same direction promotes continuity, assuming that no other
factor intrudes. The accentual effect arising from a contour change is built
into the line and requires no additional emphasis. It will, however, be
automatically projected subtly wheneverthe “ruleof nuance” isadhered to,
since the change of direction will also change the intensity contour.

The second factor contributing to melodic profile is the correlation
between the size of an interval and the intensification (or relaxation)
required to traverse thatdistance. The instructor should provide exercises
that focus on the dynamic differences between intervals both in direction
and magnitude. The one shown in Figure 19 is simple but effective: each
successive ascending interval is performed with a wider range of intensity.
One may also sing a descending version of Figure 19 by inverting both
contour and dynamics. In this exercise the interval is experienced not so
much as a juxtaposition of two discrete pitches as a single shift of energy.*
The crescendo markingsin Figure 19 indicate the energy shift begins on the
lower note and culminates on the high note thus binding the two pitches
withinasingle processof intensification. Tobe sure, onecould withhold the
forte until reaching the high note; but one could just as easily intensify only
on the lower note and then land lightly on the higher with an actual
diminuendo. (When executed well, the latter effect can be stunning.) In
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other words, if an interval represents a single dynamic shift, the performer
may place that shift anywhere during its execution. Pedagogically, how-
ever, I believe the gradual intensity contour suggested by the crescendo
marks is the most effective way to convey the dynamic quality of intervals.

Figure 19.

] 1
€ v & 3 s r-: 1 - o
P P P= P P PP =

Anactivity that helps to integrate this principle of intervallic differen-
tiation with Dalcroze’s rule of nuance is the contour exercise, in which a
short melodic contour is repeated sequentially: for instance, the melodic
pattern 1-3-6-5-4-3 would be successively transposed up by step to 2-4-7-6-
5-4;3-5-8-7-6-5; etc. The student should experiment with various contours
and note their different gestural effects; other possibilities would be 1-3-5-
3-1;1-5-6-5-4-3;1-2-3-4-5-3; and soon. To help focus on the effect of melodic
contour on dynamic shape without the intrusion of other complicating
factors, the exercise should be sung with even durational values at a
moderately fast tempo.

In real musical contexts, a melodic leap sometimes articulates the
beginning of a new group—one may be as aware of the articulation in the
line as of the dynamic quality of the leap itself. Grouping arising from
contour may reinforce a durational grouping; but contour may also create
a grouping where the durational series alone fails to do so (Figure 20).
Figure 21 illustrates how contour can also influence grouping at higher
levels by clarifying (Figures 21a, 21b) or reaffirming (Figure 21c) an ambi-
guity in the higher-level grouping of a duration series.

Figure 20.
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Figure 21.
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(ambiguous higher level grouping)

Byemphasizing theinherent dynamicfeaturesin melodic contour, the
instructor can also prepare an understanding of the interaction between
pitchand meter. For instance, the student will learn thata melodic contour
does not necessarily reinforce a metric accent (Figure 22). Many students
approach passages like this with a serious misconception: having been
taught the third beatis stronger than the second or fourth, they have a vague
notion (and sometimesa firm conviction) that they should slightly stress the
third note simply by virtue of its metric position. Neither the durational
pattern, however, nor the melodic contour suggests the third note should
receive emphasis. A more natural performance would let the gesture grow
from the opening note to the downbeat of the second measure, so it moves
smoothly through the third note. Another illustration of meter/pitch
interaction is seen in Figure 23a, which utilizes a durational pattern from
unit five; here the melodic contour again moves through a point of metrical
accent (i.e., the third beat), thus reinforcing the interpretation shown in
Figure 1. In Figure 23b, however, the same durational pattern is contoured
to reinforce that third beat with a phenomenal accent.

Figure 22.
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Figure 23.

In the durational exercises, we introduced dotted arrows to indicate
motion throughadownbeat. A melodiccontour will often suggesta similar
interpretation, as illustrated in Figure 24a* Here the eighth notes in
measures 4-5 and 5-6 move through the downbeats with stepwise motion
(like in Figure 9). Figure 24a, however, does allow more interpretative
latitude. In thelatter, a strong phenomenal accent on the D-flat of measure
5 would have seriously weakened the power of the long anacrusis towards
the downbeat of measure 7, which provides the clear focal point of the
gesture. In contrast, one could perform the slurred gestural units in Figure
24a with strong accents on the downbeats without harming their integrity.
The question is where to place the primary accentual point: should itfallon
the first eighth of the gesture, asimplied by the melodic design (Figure 24b),
or should one impose a stress on the third eighth to reinforce the meter
(Figure 24¢)? Either interpretation is appropriate.
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Asnoted earlier, a prerequisite for performing a gesture convincingly
isrecognizing its wholenessin advance; only by doing so can the performer
give each note its appropriate weight within the complete gesture. A
melody that illustrates this principle well is the D major “March” from
Clavierbiichlein for Anna Magdelena Bach (Figure 25). The passagedivides
into three subgestures, of which the third is as long as the other two
combined. Each gesture has a motion both towards and from an accentual
point of focus; the anacrusic motion in the third gesture, however, is a full
measure longer than in the first or second. (In the third gesture, the change
of direction at the climax A is not of sufficient accentual strength to
challenge the primacy of F-sharp at the opening of measure4.) Therefore,
before beginning the third gesture, the performer needs to mentally shift
gears, as it were, so not all of the anacrusic energy is spent on the first two
notes; this shiftcan happen only if the performer has seen (and understood)
the entire gesture ahead of time.

The second and third gesturesbegin with exactly the same two pitches
in the same metrical position, yet the gestural meaning of the second dyad
is very different from the firstbecause of the larger context. This second B-
C-sharp should therefore sound different from the first B-C-sharp, an effect
that mightbeachieved through any combination of factors, such asdynam-
ics, articulation, and temporal placement. Thislast factor brings tomindan
observation by Cooper and Meyer: that grouping can affect rhythmic
timing (18-19). In the Bach “March,” the third gesture will probably begin
just a bit later than would be metronomically correct since the following
string of eighth notes moves towards the goal pitch with increasing momen-
tum. Ironically, the performer cannot project this subtle shift of timing ina
convincing way by consciously thinking about the timing; the secret is to
release the flow of energy immediately before beginning the new gesture.
This momentary sense of relaxation, which allows the performer to gather
the energy for that forthcoming gesture, cannot be forced; one must simply
letithappen. This reminds us that gestural rhythm consists of the dynamic
interplay between intensification and relaxation.

Figure 25.
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As in the durational exercises, the student should be able to inflect
melodies gesturally without any performance indications; thus, a sizable
number of the melodies sung by the student should omitsuch markings. In
training the student to see the durations and pitches of a tune as inherently
dynamic, our pedagogical approachacknowledgesasimplereality: novital
performance can ever arise merely froma slavish adherence to performance
indications. The student must see gestures (to borrow an expression of
Robert Abramson) in the written score without any other visual crutch. To
be sure, any two students may produce somewhat different renditions of a
given tune if articulation, dynamics, etc., are not provided in the score; but
they should share a core of gestural vitality.

At the same time, though, it would obviously be wrong to claim that
performance markings are unimportant since they enable the composer to
specify a particular character, articulation, dynamic scheme, etc. from
among a myriad of possible (and equally musical) possibilities. Sometimes
these markings will contradict natural gestural tendencies—for instance, a
diminuendo accompanying an ascending line, or a slur that contradicts a
normal grouping. Insinging from a marked score, the student should pay
special attention to how the performance indications reinforce, contradict,
or clarify the natural tendencies of the line when considered without such
markings. I believe thatinanideal sightsinging text, roughly half the single-
line melodies should omit performance markings and half should include
them.”

In sum, this pedagogical approach trains the student to look for the
gestural structure of a notated durational series or melody and toconvey an
understanding of that structure through performance. In doing so, the
student begins to learn a very important skill, namely how to integrate the
processes of thinking and feeling. Very often students conceive of the two
as incompatible. One rather common manifestation of this attitude is the
performer who resists analyzing a favorite piece for fear of losing an
intuitive connection with it. In reality, thinking and feeling are mutually
supportive. The expression “seeing gestures” (referred to above) expresses
perfectly this intimate relationship between the two: recognizing a gesture
inthescoreisa cognitiveact,yetthat veryactisalsoa directlink to the world
of feeling. That is, in a gesture we see not a mere segment of music buta
group of notes imbued with a dynamic life, and we can do so precisely
because we are feeling, gestural beings. A primary advantage of a gestural
approach torhythm, then, is that it taps into the powerful resources of the
human body—the very source of our rhythmic impulses.
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NOTES

Grosvenor Cooper’s definition of rhythm (1969, 729) similarly emphasizes
both its dynamic quality and the differentiation in its flow: “In its primary sense,
[rhythm is] the whole feeling of movement in music, with a strong implication of
both regularity and differentiation. Thus, breathing (inhalation vs. exhalation),
pulse (systole vs. diastole), and tides (ebb vs. flow) all are example of rhythm.”

?For an introduction to the ideas of Jaques-Dalcroze, see Abramson 1986 (27-
69). Jaques-Dalcroze also wrote a series of essays on his approach, which appear
together in Rhythm, Music, and Education (1921).

3 had contact with Robert Abramson at a Dalcroze workshop held at the
Manhattan School of Music in the summer of 1987. The broad pedagogical
objectives of this study, as well as some of its specific pedagogical techniques, have
been very much inspired by that workshop. I would also like to thank Prof.
Abramson forintroducing me to the writings of Lussy, and in particular for making
accessible to me his translations of important pedagogical writings by Jaques-
Dalcroze.

‘Special note should be taken of a sightsinging text by Porterfield and Steven-
son (1986), which reflects a strong Dalcrozian influence, particularly in its use of
physical gesture. Theauthors, however, donotemphasize gestural grouping, which
will be critically important in the approach discussed in this study.

5Two of Lerdahl and Jackendoff’s grouping preference rules (GPR 2, GPR 3,
pp- 45-46) explicitly focus on the determination of group boundaries.

¢As a contributor to shape in groups of more than one note, articulation falls
intoa special subcategory:itaffects only theattacks of successive notes, while timbre
and dynamics are continuously operative through the entire gesture.

7For a more rigorous formulation of this grouping principle, see Lerdahl and
Jackendoff’s Grouping Preference Rule 2 (45). Cooper and Meyer also describe a
similar basis for grouping (13).

8Pierce (1977) uses the term juncture to refer to the moment between gestures.
She characterizes juncture as “poignant . .. with the potential for activity” (23), and
draws parallels between its manifestation in music and in the world of physical
gesture.
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The concept of musical space is discussed in Zuckerkandl 1956 (262-362),
Budd 1983, Scruton 1983 (77-100), and Clifton 1983 (137-204). The notion of tonal
spaceasa “dynamic field” is directly borrowed from Zuckerkandl; however, while
Zuckerkandl conceives of this dynamic field as deriving only from tonal relation-
ships (i.e., scale- degree functions), | am proposing that the relative positions of
events (i.e., “higher,” “lower”) within tonal spacealso have dynamic implications.

°This assertion is very much influenced by Cooper and Meyer 1960.

See Lester (1986, 15) and Benjamin (1984, 379). For a dissenting view, see
Kramer (1988, 89).

Berry views these impulses as metrical functions, anattitude reflected in the
term “initiative” for the gestural focal point (i.e., that point by definition “initiates”
a metrical unit.) I prefer to think of the impulses as essentially gestural, interacting
with and yet distinguishable from the world of meter (about which more later.)

BExample 6 is an excerpt from a melody in Berkowitz, Fontrier, and Kraft
(1986, 37 [#224)). In their original version, the only diacritical marks area pianoand
a single slur over the entire four-measure phrase.

“This hierarchical aspect of the gestural world closely parallels grouping
structure; see Lerdahl and Jackendoff (13-14).

Pjerce (1977) discusses musical performance along very similar lines. In
reference toChopin’s Cminor Prelude, she observes that “the performer of this piece
needs to be a juggler, allowing the shorter phrases to emerge and at the same time
containing them within thebinding, theligature, of thelonger notated groups.” (27)

éCooper and Meyer address the possibility of grouping ambiguity in a
passage by providing two apparently conflicting readings (12-13). They normally
regard one of the grouping schemes as primary, and the other as secondary
(reflecting a latent rhythmic organization).

YHowever, the fact that we experience alternating strong and weak beats does
not necessarily mean thata theoretical model of meter should include suchaalterna-
tion (see Graybill 1989). The issue has considerable bearing on our presentinvesti-
gation of meter and gesture, and in particular, their interaction.

®This tune is from Berkowitz (26 [#165]).
] have been strongly influenced by several specialists in Dalcroze eurhyth-

mics. As suggested earlier, this study is particularly inspired by the work of Robert
Abramson; | also have benefited greatly from working with Lisa Parker and Ann



GESTURAL RHYTHM

Farber of the Longy School of Music in Cambridge, Mass., Ruth Alperson of the
Manhattan School of Music, and Herbert Henke of the Oberlin Conservatory. Their
influence is reflected not only in the general spirit of this approach, but alsoin some
of its specificexercises. Finally, myinitial contact with eurhythmics wasasastudent
at the Oberlin Conservatory of Music, where I had the good fortune to study with
the late Inda Howland, who was one of Jaques-Dalcroze’s students in Geneva.

¥0Observe that this Dalcrozian view attributes gestural shape to meter itself,an
attitude that may seem to beat odds with my earlier claim that meter and the world
of gestureare semi-independentof each other. One way of reconciling theapparent
contradiction is to view a particular meter as havinganormativedynamic shape that
may be reinforced or contradicted phenomenally inan infinite number of ways; the
standard conducting pattern for that meter would presumably be an expression of
that normative shape.

] would like to thank Lisa Parker for this idea.

2The course consists of five class hours per week, three of which are lecture,
and two of whichareinlab formatinsightsinging/ear training; the pilot text is used
within the lab portion. I would like to thank the following teaching assistants for
their ideas and input, which I have found to be extremely helpful: David Burdick,
Lee Gannon, Mary Hester, Paul Murphy, Craig Nazor, Roger O’Neel, and Michelle
Pippert.

BThe idea of shifting a rest from one position to another to reveal differences
in grouping was suggested to me by Robert Abramson. I havealsoavoided placing
the quarter rest on the downbeat since it is a special case; see n 28.

A “beat span” is bounded by two adjacent beats, which in themselves are
durationless.

BJaques-Dalcroze 1921 (65-66) provides a description of this type of exercise.

%The quarter noteat the beginning of m. 3is notincluded within a group, thus
violating Lerdahl and Jackendoff’'s GPR 1 (“strongly avoid groups containing a
single event”); one might therefore want to analyze the E as belonging within the
following group. Even in such a reading, however, the three notes immediately
following the E would form a strongly defined subgroup.

7 Abramson (38) explains the process of clapping in four stages: preparation,

attack, prolongation (i.e., “pulling the hands apart to feel and measure kinestheti-
cally the full length of the beat”), and return to preparation.
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%] am indebted to Robert Abramson for this idea. He also argues that if a
quarter restis followed by three quarter notes in a four-four measure, the anacrusic
power of therest creates the strongestaccent on the first of those quarter notes. (This
obviously flies in the face of the idea that the third beat should always receive a
phenomenal accent relative to beat two.)

®Abramson (42) notes that compound meter, with its triple subdivisions,
requires curved or circular motions; herel extend theidea tometersin which the beat
pattern itself is triple.

¥] received theidea for this gesture from Rebecca Burkhart, a graduate student
at the University of Texas.

3] would like to thank Lee Gannon for this idea.

*There is at present no clear consensus on the relationship between tonal
functionand metricalaccent. Caplin 1983 summarizes various viewpointsand also
provides a historical perspective on the problem.

¥t should be emphasized that his exclusion of tonal relationships from our
discussion does not mean that they are any less important in a gestural approach.
For instance, the notion of dynamic scale-degree function occupies a prominent
position in the Dalcrozian view of musical structure. See Abramson (51-61).

#Dalcroze himself recognizes that the rule can not always beapplied, and he
discusses situations in which it may be overruled.

3This explanation is very much influenced by Zuckerkandl 1956 (89-95).

%The melody is from Berkowitz (#106, p. 18); | have omitted the diacritical
marks that appear in the original.

¥As noted at the outset, such an ideal text does not exist at present. In our
freshman courseat the University of Texas, weare using Berkowitz/Fontrier/Kraft
as our primary text; however,  supplementit with unmarked melodies that closely
follow the ordering of material in the pilot text.
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SUGGESTIONS FOR TEACHING A COURSE
IN MUSIC LISTENING

or in visual or literary arts or a combination, for that matter. . .

ROBERT TROTTER

Ways of re-thinking instruction of either general-campus students or
music majors with regards to:

A FRAMEWORK FOR PLANNING INSTRUCTION

Defining and organizing 1) aims; 2) resources needed to achieve them;
3) related activities both in and out of class sessions; and 4) ways to evaluate
students and the course.

Comment: Even though such a framework may perilously resemble a
method with recipe-like lesson plans, I have wanted to keep it abstract
enough to stay safe from that threat. It might help clarify attitudes and
behaviors, and lead to a heightened sense of being prepared. At its best it
might lead to imaginative instructional modes to supplement lecturing
with intermittent musical examples, and otherwise help to monitor and
refine instruction.

A TAXONOMY OF INSTRUCTION

Offer information; use it to develop knowledge; then use knowledge
todevelop intellectual skills; use those skills to generate four progressively
higher states-of-being: 1) acquaintance with a source of beauty; 2) under-
standing it through acquaintance; 3) valuing it through understanding;and
4) as capstone, readiness to use all these states—acquaintance, understand-
ing, valuing—as vehicles for mutually confirming I-thou dialogue with
others.

Comment: Within the areas of information and knowledge, there is a
vital zone where right/wrong applies. Pay close attention to that zone,
while keeping it subordinate to higher zones. Information and knowledge
are inert until they become intellectual abilities. And despite the tendency
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of behaviorally oriented scholars to deny inner states of being, we ignore
themat our peril. “What can my studentsdo?” is a far more useful question
than “what do my students know?” My habit is to include sotto voce an
additional clause: “what can my studentsdo ... . and feel good doing when
nobody’s looking.” I want thus to keep myself honest in reference to their
motivation. Will they geta thrill outof distinguishing by ear oreye between
Ockeghem and Obrecht, or is my conviction about the urgency of that
activity an unexamined by-product of my own candidacy for an advanced

degree?

THE IMPLICATIONS OF PLURALISMTODAY

We live in a world of staggering pluralism: many aims, topics, re-
sources, teaching approaches seem potentially useful for different kinds of
students. By refusing to back away from the complexity of that pluralism
you will be pressed to find deep values. Since you can only hope to reach
partial closure on any topic, seek a middle ground between being too brief
and lingering too long. To pay enough attention to important matters, be
ready to ignore or merely to touch on others, consciously shifting between
extensiveand intensive focus. Aboveall, do not evade the question of pace
by engaging in a superficial chronological rat-race through one repertory.

Comment: Unlike European higher educational institutions with
programs in music, in most comparable American institutions we not only
seek to serve, under one roof, future professional composers, performers,
scholars, and teachers; we also concern ourselves with democratic medioc-
rity as well as the choicest talent. And with all these commitments tugging
at us, we then hope to do justice both to a venerable heritage and to an
exciting new world that includes unparalleled availability of information.

SEATING ARRANGEMENTS

I include this item to call attention to the effect of all “para-lingual”
aspectsof communication: gestures, voice quality and intonation, clothing,
furniture, among others. Although I can understand how someone might
resentand reject suggestions for conscious refining of thoseaspects, it needs
to be, above all, a conscious decision to do so! Classroom space, especially
the seating, becomes a metaphor for cultural values and for professional/
personal relationships derived from them. Fixed straight rows, withyouin
front, become a metaphor for your being both adversary and a fountain of
wisdom. They also encourage the feeling of anonymity among students
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and their passive alienation from each other—each sees mainly backs of
heads! If the seats are movable, re-arrange them to suit various aims; if not,
look for alternatives within that limitation. For example, make small
discussion groups with two people seated side by side turning around to
face others seated behind them.

Comment: Some teachers and students seem to view any shift away
from the traditional mode of unidirectional, authoritarian teaching as
threatening, intrusive, and an abdication of responsibility. I recommend
the shift toward a more hybrid image of teacher-student relationships—
teacher as teacher, teacher as student, and both teacher and student as co-
students of matters larger than either of them. I want to exemplify the
virtuesof thathybrid image, yet—rather than be prescriptive—merely urge
you to consider making a consciouschoice, rather than acceptingapriori the
more traditional role.

SUPPLEMENTING TRADITIONAL WRITTEN ACTIVITIES

Include a mixture of “kineticactivity” (responding with either sounds
or body movements or both while listening to music), “iconic activity”
(making graphicanalogues somehow resembling shapesin the music), and
“symbolic activity” (using spoken and written language and, if relevant to
your aims, staff notation. Have studentssing/hum central melodies during
class time; have them move their bodies in harmony with both the time-
patterning and the emotionsawakened in themby themusic. Forsome, this
will be impossible, even offensively intrusive. Acknowledge the difficulty
explicitly. Be ready toengagein thebehaviors yourselfif you're willingand
able to “quasi-perform.” Ask them to image movement with their eyes
closed as if they were “dreaming the music,” focussing their aural aware-
ness fora while by giving up visual territory. Let me simplistically call such
activities “right-hemisphere” and urge that you let them happen free of
evaluating the students’ involvement. Simply encourage them explicitly to
get in touch with the potentially life-enhancing effects of participating.

Comment: Because education tends sometimes to be excessively
abstract, focussing on verbal-cognitive and arithmetical abilities, many
teachers have been displaced fromabalance of “mind-body.” You cangive
high priority in your instructional aims and behaviors to helping students
keep that balance. They will refine it by attention to the territory where
intense feelings—including powerful kinesthetic responses—and imagina-
tive, rigorous reflection mutually nourish each other. Thus, besides want-
ing toexemplify the usefulness of suchinterplay,inmy instructionIinclude
kineticactivity, related precepts,and discussion of that mind-body balance.
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By “kinetic” I mean actual movement, and by “kinesthetic” I mean the
imagery of movement, whether or not made manifest. While guiding such
activities, body languageis important. Forexample, wheneverIfaceaclass,
move and ask them to imitate me, I close my eyes to minimize their self-
consciousness and demonstrate my freedom from evaluating them on the
spot. Those who will take part, will; those who won’t, won’t. Bless and
release. ...

SUPPLEMENTING TRADITIONAL TESTS

When you want to measure student’s abilities, two unconventional
kinds of tests are useful in addition to conventional ones: “anonymous
tests” let you assess how the class as a whole is progressing, in the light of
your evaluative process and timing. Such tests minimize fear and let each
student measure personal progress. “Non-quantified tests” can measure
activitiesbeyond quantification (e.g., analytical critical statements compar-
ing two performances of the same piece). Such statements can be honestly
judged only by their cogency and evidence of genuine engagement. Unlike
anonymous tests, students write their nameson non-quantified testsbefore
giving them to me. Inotatein my records either the mere fact that a student
took part in the test, or at most evaluate them intuitively by separating the
mean from the extremes—plus, check, or minus—and let the students know
that such a mark can help push a borderline final grade up or down. With
both these kinds of unconventional tests, I always allow time to give my
answers and encourage related discussion. I've often been impressed by
students’ intense involvement throughout a session when I give an anony-
mous or non-quantified test.

“HISTORY” VS. “MERE CHRONICLE”

Darelconfess that “history” in the title of a course bothers me? Itseems
often to mean mere chronicle—a whirlwind tour in which nobody lives
more than two pages. When planning instruction with a historical compo-
nent, consider history asa verb, as “historying,” as paying attention both to
diachronic relationships (environments prior to and succeeding that of the
topicunder consideration), and to synchronicrelationships (the contempo-
raneous environment). Let the topic be the comparison of two successive
major styles, and the comparison of both with recent styles. Doing so will
awaken historical appetite, related abilities and fruitful attitudes in your
students far better than the chronological survey grouted into place. Even
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if it doesn’t eliminate instructional difficulty, at least it substitutes one that
is more rewarding. Chronological succession can become merely an
important topic, rather than the backbone of the course.

FLEXIBILITY IN CHOOSING REPERTORIES

When someone desires to experiencea particular kind of musicand to
be a “qualified listener” in regard to it, view that desire as an inner—often
unconscious or at least pre-rational—urgency to explore a part of the Self
resonating to those sounds. Remember to consider Selfhood as a paradoxi-
cal blend of uniqueness and pan-human nature. If you want rapport with
students, acknowledge: a) that a piece—whatever the repertory—may not
speak to thatinner urgency in a particular student; and b) that if your aims
as a teacher are partly independent of the question of repertory, it’s useful
toremain free of the trap of debating theissue. Find pieces fromarepertory,
in good spirit, that evoke positive responses in you and some of your
students. If you don't, that may be the end of everything but resentment,
fear, and frustration between you and them.

Many gifted young adults resonate instantly to certain pieces from the
classical repertory. Among those pieces are some of the most sublime—
music I personally had to wait for when I was a young adult, until I was
older (more experienced? more open?). Other students seem to find pieces
from that repertory useless, even offensive.

Accept that life-enhancing values in the classical repertory become
more vivid when presented in a broader context of global music—one
reason why it is irresponsible to presume that the classical repertory is the
most or only important one and therefore to pay attention only to it.

Pan-human urgencies can strike anywhere: the Himalayan peaks of
classical masterpieces from Gregorian Chant through Stravinsky wipe out
neither the foothills of vernacular music—from Annie Laurie to today’s Top
Forty, from the Bauls of Bengal to the Ba-Benzélé pygmies—nor the active
volcanoes of Carter and Boulez. It is tempting to want only to introduce
students to those peaks from the classical repertory. But by incorporating
study of those masterpieces into a broader context you can lead them
towards inner awareness of their uniqueness and pan-humanity, and to
encourage them to let such awareness influence their behavior and atti-
tudes.

Comment: Leonard Meyer's phrase “qualified listener” refers to
someone who has “internalized the probabilities” of a style, thus becoming
ready to predict what is likely to happen in music that embodies the style.
Such predicting can intensify responses, both when music magnificently

55



JOURNAL OF MUSIC THEORY PEDAGOGY

fulfills the prediction and when it delights with unexpectedly right devia-
tions. Although a naive listener can respond to the numinous even in
unfamiliar music, internalizing those probabilities enables remembering
and anticipating, discriminating and valuing. Surprisingly enough, onecan
become a qualified listener, or better, an artistic listener, without formal
instruction!

MAKING ROOM FOR OTHER REPERTORIES

It is possible to miniaturize without trivializing our rich heritage of
classical music, that luxurious peninsula in the world of music. If,asThope,
you want to include a modicum of study of one or more other repertories—
post-1950 radically innovative music, popular music, jazz, world folk
music, and Asian concert music—consider the following ways to begin
finding space in the schedule for such study:

a.Makealistof genresin classical music that you believe will offer the
most value for long-range growth in your students—for example, the
sonata cycle (solosonatas, through nonets, to symphonies); fugue; concerto;
“descriptive” or “program music”;solo songs for recitals, for the theater, for
worship; choral songs for worship, for concerts, for the theater; musical
theater, including but not limited to opera. (In this particular item, to
enhance continuity, I have placed all comments at the end.)

Comment: Nomenclature for repertories, genres, and periodsis noto-
riously ambiguous. By “classical” music, in this present context, I mean the
repertory conventionally considered in coursesin the history of music, from
Gregorian ChanttoIgor Stravinsky, thatis, toabout 1950. The term “concert
music” appeals to some. I object strongly to the well-entrenched term “art
music,” withitsdamaging connotations of innate superiority both to “folk”
musicand “popular” musicas wellas to Asianand African “concert” music.
Ifyoubelieveitisindeed superior, then let debate on the matter become part
of your instruction, partly to demonstrate that such a belief is merely your
choice. By “genre,” I mean the name for groups of pieces having sufficient
family resemblance, either in form or technique or both, and in function, for
us to identify the group witha common name. Idonotinclude period style
as an essential feature of a genre: for example, “concerto” is a genre;
“baroque concerto” is a sub-division of the genre.

b. Choose pairs of pieces from each genre you study: one piece from the
twentieth century and one from an earlier century. Be sure ultimately to
include all the periods in your choices. Let your instruction emphasize
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relations between: a) the two pieces of each pair; and b) each piece and its
cultural context.

Comment: A textbook by Cannon, Johnson, and Waite, The Art of
Music, offers wonderful information. It was written for a Yale undergradu-
ate introductory course in music and is now regrettably out of print. The
authorsdevelop each period, first of all, around its prevailing philosophical
view of reality and of what it is to be human, then describe the role music
has in such a context, and finally present a detailed stylistic analysis of no
more than two pieces. Such historical information focuses on deeper
matters than the usual mere political and economic factors, becoming more
attractive for students who want to apply historical perspective to enhance
the quality of their lives.

c. Require students to develop close acquaintance with a designated
group of pieces from the list. Remind them that they can only develop close
acquaintance by repeated listening with focussed attention—"what’s that,
teacher?”. Encourage them to be open to qualities of feeling and empathic
time-patterning. Devise ways to test for that close acquaintance. Insucha
clarified, broadened context a more demanding variant of “drop-the-
needle” may even be useful; a sampleitem: “Does the following recorded
excerpt from the Eroica Symphony, first movement, come from near the
beginning, middle, or end?”

Comment: If, as I hope, the value of close acquaintance in itself has
high priority in your aims, then be prepared to sacrifice some breadth of
coverage and depth of detail elsewhere. (Throw away the image of “If it's
Tuesday, it must be Wagner.”) If there are two pieces from each genre you
study, one from the twentieth and one from another century, perhaps pay
attention in class sessions to only one and assign the other for close
acquaintance; or pay attention to both in class and ignore another topic.
During instructional listening, consider the following: a) delay identifica-
tion of any kind at least until after the first hearing, seeking a tabula rasa—
as neutral a cultural filter as possible; b) announce the clock-time of the
experience—distinguishing that kind of time from psychologically-socio-
logically relative musical time; c) present some personally refined variant
of: “if you feel comfortable doing so, close your eyes to give up visual
territory and focus your aural awareness”—if you ask this, never monitor
it!; and d) insist on silence; their environment has probably conditioned
them to feel free to make random noise. They are often unaware of it.

d. Asanintermittent topicof the course, likea leitmotif, include a chart

laid out for the main periods of the history of music, covering vital aspects
of both sonic and environmental features of each period. During class
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sessions, have the students gradually fill in the chart as you present
information and lead discussion about it.

Comment: Chronology thusbecomes merely animportanttopicrather
than the basis of the course, opening up room for more important matters.
You can count on surprisingly improved results if, rather than always the
exact year of a historically significant item, you require them to remember
the following or some personally acceptable variant: which century until
the 15th, which half century from the 16th through 18th, which quarter
century through 1950, and which decade from 1950 until the present.

e. From your list of classical genres, require students to choose addi-
tional pieces to become closely acquainted with, and to begin understand-
ing their sonic and environmental elements. Make sure they make their
own choices.

f. Let such a curricular plan, as personally refined, open up room both
for attention to one or more other repertories and for studying selected
pieces intensively.

REVISED USAGE OF TRADITIONAL TERMS

a. A definition of music:

Let “sound” be a neutral term, leading to the psychologically and
sociologically influenced terms “noise” and “music.” Noise is undesired
sound. Music is desired sound. This revised definition of music, substitut-
ing for an inherited absolute, revealed definition, ignores questions of
value, of what makes good/bad music. It can help sidestep useless debate
withstudents: “Mozart/Heavy-metalrockis/isn’teven music.” Itcanlead
also to heightened awareness of the role of an artistic listener as “vicarious
co-constructor.” I take seriously such a dictumas the Balinese “We haveno
art; we do everything the best we can” and its Cage-ian heritage. Outside
our EuroAmerican-Greco-Roman-Judeo-Christian view therearealternate
views of reality which don’t distinguish between sacred and secular,
serious and playful, work and play, so does the Balinese-Cage language
offer an intriguing approach to life: all words can be poetry; all sound can be
music; all movement can be dance.

b. A definition of musical elements:

Distinguish between “sonic” and “environmental” elements. Sonic
elements are: duration, pitch, timbre, and volume, each existing in psycho-
sociologically influenced musical time. Such terms as rhythm, melody,
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harmony, form, often called elements, refer to complexes of sonic elements.
Environmental elements are: where, when, and why the musical sounds,
the musical events occur, and who isinvolved in them. True connoisseurs
of a style pay attention to both kinds of elements.

A DEFINITION OFMUSICAL ANALYSIS AND EVALUATION

Reflecting on one’s responses to music means analyzing and evaluat-
ing them. Analyzing means: discovering and documenting relations be-
tween sonic and environmental elements as sources for (a) emotive re-
sponses, (b) time-patterning responses, and (c) clues to cultural meaning.
Evaluating means: negatively or positively valuing both an experienceand
itsagent, in the light of personal and shared preferences. Such preferences
are at work whether or not they lead eventually to systematic, refined
norms. Some people evaluate judgmentally—"X is good, Y is bad”; “X is
better/ worse than Y”—while other evaluate preferentially—"Ilike/dislike
X”; “I prefer X toY.” Evaluationsstem, consciously or not, from hypotheses
about the nature of reality, specifically about human nature and the role of
the arts.

A DEFINITION OFMUSICAL FORM

Whenlistening to music one is experiencing its process, its movement
and growth; afterwards, when reflecting on the experience, one is contem-
plating, in memory, the shape of the music. Instructionally, this two-fold
distinction between experiencing movement/growth/process and, when
the musicis finished, configuring the shape of thatexperience, is more useful
than the single inherited term, “form.” For example, such a designator as
“ABA” speaks only torecollected shape as defined by presentation, digres-
sion, and recurrence. When used alone, ABA and its variants are inade-
quate for instruction. The difference between listening and reflecting is
analogous to the difference between standing in a river and viewing the
river from a hilltop. Find ways to help students refine both kinds of
experience.

A DEFINITION OF MUSIC-HISTORICAL PROCESS

Consider our EuroAmerican musical heritage as a series of stylistic
cycles, each having three phases: primitive, classic,and luxuriant-decadent.
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Each primitive phase overlaps with its luxuriant-decadent predecessor.
Cycles cluster with their neighbors to make a “macro-cycle.” Macro-cycles
cluster with their neighbors to make a “mega-cycle.” For example, Medie-
val through late baroque is a macro-cycle; Viennese classic through about
1950, is another; and all the way from Medieval through about 1950 is a
mega-cycle. Weareina “mega-overlap” unprecedentedly long inregard to
music and even longer in regard to general culture.

A DEFINITION OF INSTRUMENTAL FAMILIES

The following global names are derived from the sound-generating
mode of instruments. They are applicable anywhere in world music,
offering ways to remember and anticipate, and minimizing fear of the
unnamed:

CHORDOPHONE: stretched strings with a resonator, either plucked,
struck, or bowed.

MEMBRANOPHONE: stretched membrane with a resonater.

AEROPHONE: a vibrating column of air.

IDIOPHONE: a vibrating unstretched substance.

ELECTROPHONE: vibrating electrical waves.

Comment: Recognizing and identifying instruments become more
useful when one then attends to their effect on time-patterning and emotive
responses, and how they become metaphors for cultural meaning.

A DEFINITION OF MELODIC TYPES

Some melodies evoke a kinesthetic image in me. The image can have
strong gesticqualities, either witha sense of locomotion—forexample, such
dancelike motion as soaring, whirling, stomping, leaping—or without that
sense—forexample, facial and arm/hand motionassociated with pleading,
threatening, blessing, imploring. I call such melodies “gestic” because of
the nature of my imagery of dancelike or strongly emotional gestures.

Other melodies evoke an image of singing in me. Such singing can
include a sense of body motion, as in dancelike tunes, or evoke absolute,
weightless quietude, as in Gregorian chant, Renaissance masses and mo-
tets, and certain Adagio movementsin Haydn, Mozart, Beethoven and the
best of their inheritors. When the lyric image has strong symmetries with
considerable melodic rhyme, I call such melodies “tunes.” When theimage
has complex interplay of long and short parts, and many different dura-
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tions, asin certain slow movements by Bach, I refer to them as “continuous-
flow” melodies.

Comment: I ask myself: “how would my body move to this music if I
were free of self-consciousness and physical limitations?” “How would
such movement reflect and awaken emotion?” “How would such an
emotion reflect personal and communal values?” Formulating these ques-
tionshasbeen helpful inbroadening and intensifying my response tomusic
of Webern, Boulez, Varése, and Messiaen, amongothers, and to that of Asia
and Africa. When I listen to music in an unfamiliar style, in- stead of my
earlier tendency to rebel and deny—"There’s no melody; there’s no
rhythm!”—I now consciously seek kinesthetic resonance and often experi-
enceit. (NoguaranteeI'll likeit!) Thisdifferentapproach hasintensified my
critical discrimination: my body, trustworthy in this matter, says “Yes!” or
“No!” to music, either in itself or in a particular performance or both. Most
important, attending to those three questions offers me a sense that I'm
closely in touch with the reason-for-being of aesthetic experience, influenc-
ing both my personal life and my instructional attitudes and behaviors.

A DEFINITION OF MUSICAL RHYTHM

Musical rhythm isa human response to sound-as-music. Since every-
thing in the universe has rhythm, the frequently heard term “no rhythm”
has nomeaning. “Freerhythm” speaks toaresponse to complex durations,
typically having fractional proportions; “pulsed rhythm” speaks to a re-
sponse to durations having simpler, typically integral proportions but
without short-range cyclic grouping by accent; “metric rhythm” speaks to
a response to pulsed durations that also have short-range grouping by
accent. Metric notation is not synonymous with a metric response in a
qualified/artistic listener, since metric notation can also account for free
rhythms. Proportionate durations, whether notated or heard, free, pulsed,
or metric, are not yet “rhythm.” Only when a listener responds by experi-
encing the pattern produced by durations is rhythm born. Short-range
rhythms group into mid-range and ultimately long-range rhythms.

A DEFINITION OF MUSICAL PACE
Once we experience a musical gesture, its duration can serve for
comparison with that of succeeding gestures. When those gestures em-

body, withina continuing single tempo, durationslonger or shorter than the
original, the pace of themusic haschanged. Although changes of paceoccur
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with beautiful effect in music before Haydn, they first appeared systemati-
cally in the service of dramatic aims in Viennese High Classic music, both
instrumentaland vocal. Frequentchange of pace continues until about 1950
as one of many links with that earlier style.

Comment: Itisinregard tomusical pace thatIrecall Leibnitz’s “Music
is a secret exercise in arithmetic of the soul, unaware of its own act of
counting.” That frame helps me pay attention to the extraordinary vivid
experience of, forinstance, “riding eight-ness.” My conscious involvement
in such an image helps prolong the moment of contemplation and “fa-
mishes my appetite” for re-hearing the music. Therefore, I make sure to
include, for my students, related experiences along with the concept.

A DEFINITION OF MUSICAL LISTENING

There are four intermingled aspects: while listening, a) a pre-rational
response to qualities of movement and sound in the music; b) a blending of
the pre-rational response with conscious but pre-verbal tracking of the
time-patterning responses, paying attention to the qualities and durations
of imagined movement in the body in response to the music; ¢) paying
attention to the emotional, the spiritual energy such imaged movement
both awakens and reflects; and afterwards, d) reflection on relations be-
tween themusical response and a value system, withitsresulting way of life
among members of a cultural group, based on their psychologically-
sociologically relativedefinition of the nature of reality. Such reflection can
lead toinsightsintoone’s own Selfhood, and tointegration of those insights
in support of mutually confirming I-Thou dialogue.

I offer these suggestions hopefully. Whether they are directly useful
or not pales in significance for me beside the possibility that they might
serve as raw material for reflection and even debate. Sir Francis Bacon hit
the mark in the early seventeenth century—I paraphrase—"Read not to
accept or refute, but to weigh and consider.”
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IDENTIFYING SUCCESSFUL
DICTATION STRATEGIES

GARY POTTER

As a teacher of musical skills at various levels, I rely heavily on
dictation to evaluate students’ ability to correlate musical sound with its
notation. I often find myself passing on hoary advice about how to take
dictation efficiently. “Listen first and memorize before your write.” “Get
the rhythm down so you'll have something to hang pitches on.” “Concen-
trate on structural pitchesand fillin therest later.” Buteven asIrecite these
platitudes, I see some students doing quite well following none of my
suggestions and, when pressed, admit that I sometime ignore my own
advice when taking dictation. WhileI present these as suggestionsand not
dogma, I stress that individuals will eventually find techniques that work
for themselves, and that many students do look to me for 2 method,
particularly in the early stages of study. I question whether my advice is
producing successful dictation-takers in the most efficient way.

Idecided to conduct observations of skilled musicians taking dictation
to try to determine which strategies were most effective. Most of the
research experiments in this area have been narrowly focused to yield
reliable and replicable data. I might have set up an experiment in which,
say, a 3-note melody was provided for subjects who would then be asked to
write down the fourth note heard and how they determined it. ButIhadin
mind something broader and moreimmediately applicable to my teaching.
Drawingonanethnographicresearch paradigmspecifically thatisdetailed
in Naturalistic Inquiry by Lincoln and Guba,' I set in motion a research
experiment to learn more about effective dictation strategies.

THE EXPERIMENT

AnlIndiana University research grant paid five graduate theory majors
toobserve 25 paid subjects taking dictation. Early on we decided tolimit the
study to melodic dictation and to choose subjects who were as good at
dictation as we could find, avoiding those, however, with absolute pitch.?
The subject listened to tapes of typical “dictation class” melodies (4 to 8
measures long, performed on piano, with key and meter established for all
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butone melody), and they responded innotation as they would in class. We
observed what took place, changing the experiment somewhat when our
discussions suggested we could learn more by adding a melody and
reordering the three original ones. The four melodies are presented here as
Figure 1.

Figure 1. Four dictation melodies.

a. “Added” melody. Barlinesand bracketed portionsgiven. Key and meter
established first.
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b. Barlines and bracketed portions given. Key and meter established first.
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c. Barlines and bracketed portions given. Key and meter established first.
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d. Clef signand firstnote only given. (Nokey or meter signature or barlines
given.) First note only established.
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We collected data in three forms:

1. Colored-pen dictation. The subjects used different-colored pens
for each successive hearing of each melody. Their notations thus document
their progress toward correct notation.

2. Tapesofthe experiments. Theexperiments were doneone-on-one:
subject and researcher. Each subject was encouraged by the researcher to
sing, tap, whistle, and comment on the process as it took place. A tape
recorder ran throughout the experiment.

3. Researchers’ observations. The researchers kept notes of their
observations as the subjects worked, interacted with the subjects, and
attempted to elicit comments about strategies used to solve particular
dictation problems as they arose. Clearly, the researchers were not dispas-
sionate data-collectors. Rather, they involved themselves in the situation,
asked probing questions, trusted their intuitions, and drew conclusions
based more on their musical sensitivity than on hard numerical facts.

Some aspects of the experiment did not go as we had expected:

1. Finding people without absolute pitch who also admitted to being
“good atdictation” turned out to be harder than anticipated. The subjects’
abilities ended up ranging from fairly good to excellent. A few subjects
turned out to have atleast some degree of absolute pitch, although they did
not so classify themselves.
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2. Dictation, while it may be the best tool we have for evaluating ear
training progress, isa unique skill, one that someexcellent musiciansdonot
maintain without frequent specific dictation practice. More than half of the
subjects of this study apologized for “being rusty” at dictation. I had
expected that professional musicians and musicstudents, involved daily in
active music performance and listening, would continue to improve at
dictation after finishing formal skills training. I was wrong. I’have come to
the unsettling realization that, for some fine performers and teachers
(including theory teachers!), dictation ability seems to havelittle relation to
their successful musical lives.

3. It was difficult to get many of the subjects to talk as they worked or
even tosing or tap aloud. Some had learned to internalize melodies so well
that it bothered them to sing. Others were so conditioned from ear training
courses to working in silence that they could not do otherwise. Of the three
observation methods, the tapes of the experiments proved the least infor-
mative.

4. The colored-pen aspect of the experiment worked well, although

some subjects accustomed to writing in pencil and erasing felt uncomfort-
able using pens.

CONCLUSIONS

Conclusions drawn from such a limited study must be tentative, and
generalizing about themisrisky. Having studied, however, the 25 hours of
tapes, the colored-pen dictations, and the researchers’ insightful observa-
tions, I have come to conclusions that, while not astounding, will certainly
inform my teaching. Following are some of these conclusions and their
implications for my future teaching.

1. Rhythm. Rhythmic understanding is absolutely imperative in
dictation. This is nothing new, but I was struck by the extent to which
subjects comfortable withrhythmicnotation, thoseable to place noteseasily
in a metric framework, succeed in comparison with those who identify
pitches quite easily but do not always know where to put them. One
subject’s comment sums up the opinions of many: “I don’t like to write
things down unless I know where they go.”

Methods for “getting the rhythm” differed. Some tapped or con-
ducted. Some made “metric frameworks” (slashes or dots above the staff).
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Some notated the entire rhythm first on or above the staff before dealing
with pitch at all (not the most successful method). Some moved the pen
across theblank measuresin time with themusic, jotting occasional noteheads
or rests in their proper spots.

In my own teaching I plan to increase emphasis on rhythm, and stress
conducting while listening, although the experiment indicated that con-
ducting must become second-nature to be valuable; for one subject, it was
an end in itself that actually hindered the dictation process. I will use a
metric framework, at least for beginning skills students, and insist on the
“moving pencil” atall levels. Subjects who stopped to work out a problem
spot did less well than those who usually kept the pen moving in time,
working on several portions of the melody simultaneously.

2. Scale degree and interval recognition. The four melodies used in
the experiment were all tonal; some chromaticism was included and one
melody briefly threatened to spin off into atonality. Clearly, subjects who
thoughtin terms of scale degrees (whether numbers or movable-do solfege
orscaledegree namessuchas “supertonic” of “submediant”) succeeded far
better than those whose main strategy was interval recognition. Several of
the most successful subjects held tonicand dominant pitchesin their heads
as “drones” throughout the repeated hearings and even during the time
between them, as their comments and/or singing made clear. Many,
however, also used intervals to check or validate a scale-degree decision,
particularly at melodic leaps and in the one atonal section. Not all could
switch easily from tonal to intervallic thinking; the best were fluent with
both approaches.

In my teaching I will continue to push scale-degree recognition at
everyopportunity, but will notignoreinterval work as well. The following,
from one of the best subjects working on measure 1 of melody ¢, is typical
of the most successful dictation-takers:

Researcher: Right! Soyou tonicized thatE-flatforasecond . ..yeah?

Subject: No, no, no, no! Ididn’t know what this note was when it
jumped down to it, and I stopped the note and thought. .. I heard it going
to 5 so I knew it was . . . so I knew where this was just from the pitch itself
in the key rather than hearing it as a fifth down from B-flat.

3. Harmonicfunction. Fewersubjectsreacted toimplied harmoniesin
the melodies than I had expected. Graduate theory students were more
likely than others to recognize the arpeggiated French augmented sixth in
measure 3 of melody c, for example. But even some of these theory majors
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became aware of harmonic implications only after solving the dictation by
other means.

In my classes I will, however, continue to encourage considering
harmonic function in melodic dictation; at the least it reinforces work in
harmonic dictation and other aspects of the theory program.

4. Patterns. The best dictation subjects had extensive musical back-
grounds. Some had theory training at an early age, and most had lots of
performing experience, sometimes on several instruments. They capital-
ized on their familiarity with the melodic conventions of Western music.
The following quotations express what for many subjects went unsaid:

Now I'm creating a completion here, leading from here to
here, inmy head . . . expecting that’s what it’s going to do

These are such cliches. You know it’s just like, how many
timesyou gotmelodieslike this. Youhearit, you justknow
what itis. You barely have to think about it.

[Working on melody d] . . . if that isn’t Schoenberg [sings
opening of Fourth String Quartet] it's awfully close!

How canlapply thisinsightin my teaching? Ican not alter the musical
past of my 18-year-old freshmen. Butat least I can be aware that what are
cliches for me may not be cliches for many of my students. I should,
therefore, introduce them to common musical patterns of pitch, rhythm,
and harmony, presenting them as conventions. I can point out similarities
with music previously studied. I can push students to verbalize about their
musical expectations by stopping the musicat odd spotsand asking “What
comes next?” In the study of harmonic progressions in particular, I can
focus on probabilities: “Given this bass line, which chords can fit, whichare
likely or just possible, and which are impossible in the style?”

5. Memory. While the ability to memorize a melody quickly is a
tremendous asset in dictation, those subjects who “listened first to make a
mental tape tobe played back at will” did far less well than those whobegan
writing during the first hearing. Inmy teaching, I plan to drill onextending
memory, but I will not insist on the pencils-down first hearing of longer
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melodies. Instead, I will urge students to write something, preferably very
lightly. Asone subject putit, “...if I write thatdown, evenif I'm not sure,
it’s something I can go on from later. .. "

6. Holistic approach. Finally, the experiments show that the best
dictation-takers have a whole box of tools to work with, tools that work
synergistically toward the same end. One of the best subjects mentioned
scale degrees (both numbers and solfege syllables), intervals, implied
harmonies, leading tones, expected resolution, and parallel phrase struc-
ture all during the solution of one four-measure melody. This subjectisa
doctoral theory student and, whileI can scarcely expect such sophistication
from freshmen, I can constantly demonstrate in skills courses that written
theoryisnotthe universeapartitseemstostudents who getseparate grades
fromdifferentinstructors. Dictationshouldbe aholistic procedurein which
hearing and understanding come together.
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NOTES

'Yvonna S. Lincolnand Egon G. Guba, Naturalistic Inquiry (Beverly Hills: Sage
Publications, 1985). Lincolnand Guba methodically present this research paradigm
asanattractivealternative to rationalisticinquiry. They carefully detail the steps to
include in a naturalistic research project to insure its “trustworthiness.” They
replace rationalistic criteria of validity, reliability, and objectivity with credibility,
transferability, dependability, and confirmability; a long list of experimental tech-
niques is given to establish trustworthiness.

My experience is far from a model of naturalistic inquiry. It borrows many of
the specific techniques, and I believe that it maintains the spirit of that paradigm.
The following is taken from my written presentation to the five researchers as I
introduced the idea of the dictation experiment to them.

The implications of a naturalist set of beliefs for research are
outlined in pages 39 through 44 (of Naturalistic Inquiry). Several
points are summarized here; in parentheses are potential ramifi-
cations of these points for the current dictation project.

1. Naturalistic research is done in its natural setting. (Melodic
dictation-taking is a rather artificial process in the first place. At
least subjects can be allowed to respond in musical notation
rather thanata computer terminal. And they canhear relatively
long spans of melody instead of the 2- to 4-pitch fragments often
studied by conventional methods.)

2. Data gathering and interpreting are done better by humans
than by machines. (We will gather data with our individual
biases, strengths, and shortcomings influencing what we regard
asimportant.)

3. Intuitive knowledge is valued at least as highly as knowledge
expressible in language or numbers. (We will not merely record
databutwill pursue hunchesand encourage responses which we
feel to be important or useful.)

4. Qualitative methods are at least as valuable as quantitative.
(Relatively little of our data will be numerical.)

5. Sampling is not random but purposeful. (We will choose

subjects carefully. Wedo not wish tostudy theaverage musician
but rather the expert—but without perfect pitch, I believe.)
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6. Data-analysis is inductive rather than deductive, retaining the
rich multiplicity of the data, exposing mutually-influencing fac-
tors. (We will not try to boil experience down to a few dictation-
taking “rules.”)

7. Theoryarises from thedataitself; theresearchis notconducted
to prove or disprovea hypothesis. (How do experts take melodic
dictation? We will observe and find out.)

8. Even the design of the research project itself emerges from the
data and changes as it goes forward. (We do, however, have
budget and time constraints; within these there is considerable
flexibility.)

9. Human subjects have a voice in interpreting data about
themselves. (We will constantly be urging them to confirm or
disconfirm what we think they are doing.)

10. The research findings are often presented in a lengthy,
inclusive “case study” format rather than in a summary which
“averages away” some of the interesting aspects of the data. (I
will prepare the case study with input from all involved.)

11. Generalization is avoided.
12. Applications to other settings are necessarily tentative.

13. Boundaries of the inquiry emerge as research progresses.
Width of focus isindeterminate. (We willcontinue until timeand
money runout.)

The 25 subjects included a professional symphony oboist and teacher, two
Indiana University faculty members (a performer and a conductor), ten doctoral
students (of whom five were theory majors), five masters students, six undergradu-
ates at or near the end of the ear training course sequence, and one freshman with
an exceptionally full and varied musical history. Musical backgrounds were quite
diverse, ranging from the freshman with years of formal music schooling to a
professional performer/teacher with vast performance experience but virtually no
formal theory training. Instrumentalists, vocalists, composers, and conductors
were included. Previous skills training included a variety of systems and tech-
niques.
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CRITICAL THINKING FOR COMPOSERS

PAUL PACCIONE

Compositional training gives students experience in making choices,
evaluating significance, sifting out the unnecessary, and developing a
convincing musical point of view. Critical thinking is a vital part of this
process. Itis also important not to deny the fundamental mystery of this
experience—of the reciprocal relationship between the composer and the
work, through which the “right process” for expression of an original idea
is found. Composition teachers should foster in their students trust in
intuition, cultivation of a broad aesthetic and intellectual background, the
development of craft, and an expanded critical view. For students to think
critically they mustcome to terms with conflictinideasand with ambiguity.
A student who does not think critically never has to deal with ambiguity
and accepts dogma withoutquestion. Critical thinkingleads toexperiment
and questioning—and it is not comfortable.

Through the critical apparatus the right musical context for theexpres-
sion of an original idea is found. How does a composer create a context in
which certain events can take place? Why does something “work” in one
contextand notin another? What is unnecessary, superfluous, or vitalina
piece? The answers to these questions, subjective as they may be, should
always be based on well-formed and well-considered practice, entirely
distinct from formulas. The answers may well be different for each piece.
Something of the individual, however, will remain constant—personal
essence will survive. This personal essenceisoften found in similarities that
remain when a composer consciously strives for differences—for example,
the presence of “cross-cutting” in the music of Igor Stravinsky.

In practical terms, both the study of musical analysis and the study of
basic compositional exercises are vital: analysis because it enables the
student composer to consider larger issues and musical concepts in the
context of a completed work; exercises because they focus attention on the
micro-level.

By observing the musical relationships between individual parts and
the whole, and by observing relationshipsamong completed compositions,
students have the chance to critically view not only their work but them-
selves.
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Composition provides the student with the basic tools for bringing
critical attention to musical and intellectual questions. The relationship
between composition and critical thinking lies in developing the ability to
analyze, criticize,and advocate ideas. Integration of the critical processand
the creative process involves consideration of these questions:

1. What is a working definition of critical thinking?

2. What are common obstacles to critical thinking and what are the
qualities needed to think critically?

3. What is the relationship between the critical and the creative
process?

4. What roles do musical analysis, compositional techniques, and
aesthetic choice play in this relationship?

5. What do the foregoing contribute to the genesis and character of a
work?

In my experience teaching composition toboth composers and instru-
mentalists I find myself continually faced with these questions. Thisarticle
is based on practical experience, research in critical thinking, and relevant
writings of other composers. The article concludes with a discussion of
methods I have found effective in encouraging a critical perspective in my
students.

Critical thinking is the process of rationally deciding what to do or
believe through analysis, synthesis, and evaluation. Critical thinking for
composers leads to self-examination and ultimately self-definition. In his
essay “The Teacher’s Task” Pierre Boulez offers this definition of teaching;:
“Teaching means both disciplineand also communication. In fact, teaching
is the communication, by means of discipline, of some practical knowl-
edge.”! Boulez’s definition of two aspects of teaching parallels two impor-
tant concepts of critical thinking. Discipline implies “technical reason”;
communication implies “emancipatory or dialectical reason.” These con-
cepts are identified by Richard Paul, Director of the Center for Critical
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Thinking and Moral Critique, in “Critical Thinking: Fundamental to
Education for a Free Society.”?

Both “technical reason” and “emancipatory/dialectical reason” play
an important role in the compositional process. A common obstacle to
critical thinking for composers is viewing these two lines of reason as
mutually exclusive. Technical reasondivorced fromemancipatory/dialec-
tical reason can lead to impoverishment of musical ideas. In composition,
findinga musical solution to technical problems requires theability tomove
back and forth between these two lines of reasoning.

The synthesis of these two critical views in composition is expressed
in Stravinsky’s Poetics of Music, where he states: “My freedom thus consists
in moving about within the narrow frame I have assigned myself for each
of my undertakings. . .. I experience a sort of terror when, at the moment
of setting to work and finding myself before the infinitude of possibilities
that present themselves, I have the feeling that everything is permissible.”?
Stravinsky is clearly speaking of the need for self-imposed boundaries
determined through the critical process, as a stimulus to original thought.

Composition requires coming to terms with limitless possibilities,
with one’s imagination, and with ambiguity. Each compositional question
generatesitsownsphereof reasoningand decision-making. Compositional
ideas themselves are complex, often shadowy, phenomena that may dis-
closeonly a part of their potential atany given time. A composer constantly
weighs the effectiveness of various solutions tocompositional problems. In
the present day composers have no set of generally established principles
or procedures within which to work, and they have derived an array of
individual solutions to this problem.

Even if we did not lack for a common practice, however, the creative
processstill cannot be reduced toan operational procedure. Inthis sense the
problems encountered in composition are very much like real-life prob-
lems—hardly ever susceptible to neat solutions. Ithas often been observed
that a human need to make order out of personal and social disorder and
confusion compels us to make art. Itis through the critical apparatus that
the composer can begin to come to terms with his situation and his choices.
Technical reasonand emancipatory reason cannotbe separated. Emancipa-
tory reasoning is dialectical —through it the composer’s ideas are weighed,
assessed, scrutinized, and ultimately rejected or accepted. Only through
theapplication of a self-formed and self-reasoned technique can the musical
idea be articulated with conviction. What the composer has to say and the
method he chooses become one. Technical reason taken in the wrong sense
is a discrete, specialized skill, extrinsic to the character of the composer or
the work itself. Technique is not something to be applied impersonally.
Technical precision is not exclusionary; if it is, it is not technique.
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A composer does not simply adopt a technique or a style for a
particular work. It is in the critical selection of the right technique for the
expression of a musical idea that technique becomes intrinsic to the charac-
ter of thecomposerand the work. Itis this netting of elements thatgenerates
the style of a composer’s work—his own personal musical essence.

I recently heard the late composer Morton Feldman remark that a
common shortcoming of young student composers is that they are not
“close to their work.” Stated another way, for these students, the process
of composition is treated as a vocational skill, a set of impersonally applied
technical procedures that give nothing in terms of self-discovery back to the
composer. Thereciprocal relationship between the composer and the work
is the vital aspect of communication to which Boulez alludes and which is
a partof every composer'sreal education. The experience of learning about
oneself through one’s music is in many ways the ideal critical model. Not
every academicdiscipline provides students with such directopportunities
to express and evaluate their own ideas, but this is the very essence of
training in composition. The clearest challenge to the teacher of composi-
tion is to foster this critical approach.

One of the most discussed works in education today is the Taxonomy
of Educational Objectives developed by Benjamin Bloom and a committee of
college and university examiners from 1949-1954 and published in two
handbooks: Cognitive Domain and Affective Domain. The authors note that
the categories of the Taxonomy can be “used as a framework for viewing the
educational process and analyzing its workings.”® Richard Paul’s critique
of the Taxonomy, an article entitled, “Bloom’s Taxonomy and Critical
Thinking Instruction,” leads Benjamin Bloom to add that, “we intend the
Taxonomy as a method of clarifying educational objectives, educational
experiences, learning processesand evaluation questions. Wedonotintend
to provide a constraint on educational philosophy, thinking methods or
curriculum development.”¢ Taken in this sense, the Taxonomy can be useful
in helping tooutline an approach to teaching critical thinking. And indeed
the Taxonomy'’s identified higher level thinking skills of analysis, synthesis,
and evaluation are essential to critical thinking. The danger is that the
Taxonomy’s compartment-like approach to thinking skills may be taken to
imply a “one-way hierarchy.”” The different categories of the Taxonomy
(knowledge, comprehension, application, analysis, synthesis, and evalu-
ation) should notbe thought of as water-tight compartments. Richard Paul
has observed that the Taxonomy should not be interpreted as a one-way
hierarchy in at least one significant sense: “For critical thinker, the achieve-
ment of any knowledge always presupposes at least minimal comprehen-
sion, application, analysis, synthesis, and evaluation.” He brings attention
to Paul Kneedler’s observation that “knowledge is not rote memorization;
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itis dialectical learning—requiring a mind that is slow rather than quick to
believe—which waits for, expects, and weighs evidence before moving to
belief.””

The categories of the Taxonomy can be usefully applied in the teaching
of composition if one recognizes the interrelationship of the Taxonomy’s
organization of cognitive processes. Especially for the composer the con-
cept of knowledge is inextricably linked to both comprehensionand appli-
cation. For a composer to achieve command of or knowledge of a musical
vocabulary, more is required than the simple acquisition of a precise
inventory of musical elements or facts. The composer must also have a
comprehensive knowledge of the principles and methods by which the
musical facts are organized. Finally, a musical vocabulary and its laws of
internal organization can best be assimilated through application. This
often takes the form of compositional exercises. All these stages are
necessary for a composer to achieve command of a musical vocabulary.

From this a composer may derive inspiration to express hisideas in a
more fully realized context.

Analysis, synthesis, and evaluation form the dialectic of composition.
They could be stated as the critical-creative-reflective process. Analysis
provides a bird’s-eye view of compositional procedure within the context
of a completed work. Examining how another composer formulates ideas
can often generate insight into the future potential of one’s own composi-
tional ideas and procedures. Analysis is concept-generating; synthesis is
concept-using. Synthesis emphasizes the production of a unique commu-
nication. A composer’s methods of communication require continual
evaluation both during and after the composition of a work. Time taken to
stand back and observe a work’s wholeness against both a changing
personal and global background reveals the uniqueness of the work and the
personal musical essences of the composer.

This type of self-criticism and reflection promotes renewal of one’s self
and one’sideas. Composition teachersand students alike must realize that
on theone hand they are dealing with a technical language and on the other
they are in a domain where there is nothing certain and multiple stand-
points are possible. There are no universally applicable procedures.
Composition involves a constant search for and weighing of alternatives.

Returning to Boulez, he states: “What really arouses my skepticism is
the placid kind of teacher who believes that he can spend a quiet life
teaching a number of recipes for composition and soon finds himself
surrounded by a host of followers. The teacher’s highest task, asI seeit,does
not radiate confidence and conviction. Any gratitude a pupil may in later
life feel towards a teacher is for having increased his own inclination to
skepticism and his dissatisfaction with himself; and by this I do not mean
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sentimental questionings and vague dissatisfaction, but radical question-
ing and permanent dissatisfaction. This questioning and dissatisfaction
will undermine all hitherto accepted principles and will leave plenty of
room for novel constructions.”™

Approximately half of my composition students are theory /composi-
tion majors; the remaining half are instrumentalists with little composi-
tional background. I would like todiscuss some of the methods T have found
effective in encouraging a critical perspective in my beginning students.

EXERCISE 1: TAPE COMPOSITION

STEP 1: Using a portable cassette tape recorder compose a two-five
minute tape composition. Use any single sound or combination of sounds
as your sound source.

STEP 2: Make a score of your composition.

In this exercise the student composer originates a musical structure
that he notates. This exercise is not concerned with the technical aspects of
tape composition (for example, splicing, mixing, looping). Technical pro-
cedures are virtually unavailable to the composer. What isimportant is the
choice of the material and the arrangement of the material. Electronic or
tape techniques cannot be employed as a means of “spicing up” material. It
is emphasized to the student that this composition is a piece of music and
must be treated as such.

Problems the student composer encounters are some of the most basic
compositional questions a composer continually faces. Since the range of
possible sounds are infinite, there is a need to impose limits. The student
composer must ask: How do I choose my materials? Should I use just one
sound as my source and explore all the different possibilities of that single
source (for example, water), or do I choose many different sounds? What
types of sounds work together in creating a musical context? Sounds
readily recognized are usually the least interesting since the ability to
identify the sound detracts from its musical potential. Also, instrumental
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sounds usually prove to be a poor choice—sounding out of place in this
context.

Then the student composer must ask: How dol organize my material?
How can I make connections between the sounds? Do [ begin with a plan
or do I determine events as I go along?

Rhythmic flow isanimportantelement: How dol determine thelength
of each sound? Is there something about the nature of the material that will
determine the right length for the piece? What should the overall form of
the piece be? Do I start out with a predetermined plan? This exercise is
useful in making the student question his usual assumptions about form. It
teaches that form is generated from the nature of the materials and is not
something abstractly imposed on the materials (for example, the inappro-
priateness of ABA form for this exercise becomes readily apparent).

What notational system is the most appropriate for my composition?
How much should or can the notation tell about the music?

The tape composition gives the student the opportunity to address
fundamental compositional questions withoutan extensive technical back-
ground.

EXERCISE II: BARTOK MIKROKOSMOS

The music composed in this exercise is stylistically modeled after
Bartok’s Mikrokosmos, whose structural simplicity, unity of construction,
rhythmic variety, and use of modal and chromatic scales present a clear
model to the student composer. It is, however, more than just a stylistic
exercise.

STEP 1: Choose a scale or two different scales as your source material.
Compose a piece for piano approximately 16 measures. If you choose to
work with a single scale, this scale can also be composed of a combination
of two different scales (for example, major-minor or lydian-mixolydian).
For the first eight measures confine one of the scales to the left hand, the
other to the right. Half-way through the piece, have these scales change
places. If you are working with a single scale, treat the respective halves of
the scale in this manner.
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This part of the exercise is most often approached intuitively by the
student. Thebeginningstudentoften says: “Icomposed therighthand first,
then the left.”

STEP 2: Analyze the piece, along with one or two from the Bartok
Mikrokosmos.

Often on completing the piece the student is unaware of how the piece
was put together.

STEP 3: Compose another short piece consciously using elements
discovered about the first piece (for example, motives, use of register,
dynamic structure, phrase structure, texture, intervallic cells). Provide an
analysis of your new piece.

This piece is in essence a recomposition of the first piece.

STEP 4: Write another short piece, asin #1 and #3, but this piece must
be significantly different from the previous two in terms of character,
melodic style, texture, or some other important aspect. Supply analysis.

STEP 5: Make a list of the differences between each piece. Finally and
more importantly, make a list of the similarities that emerge.

This exercise focuses on both the critical study of a masterwork and the
critical study of one’s own work as a means of encouraging the growth of
both musical technique and musical imagination. The similarities found
between the two pieces in the final stage of the exercise reveal to students
clues to their own “voice.”



CRITICAL THINKING

EXERCISE III: MOTIVIC CELL

STEP 1: Choose six pitches at random.

STEP 2: Consider these pitches as source material. Analyze the
interval content of this collection of pitches.

STEP 3: What are the implications of this cell, in terms of generating
new material?

STEP 4: Through the use of various serial procedures (for example,
permutation or rotation) this cell can be explored. Analyze the results of
these procedures.

STEP 5: Write a number of different phrases (for one, two, and three
instruments) that will explore through rhythmic, registral, and melodic
articulation the various characteristics of your material.

STEP 6: Repeat the whole process, only now begin with a motive you
have consciously created.

STEP 7: Compare your results.

This exercise takes a critical approach to the question: Is there a
difference between material that is chosen at random and that which is
consciously created?
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EXERCISE IV: MUSICAL FORM

STEP 1: Using phrases composed in EXERCISE III, STEP 5, overlap,
juxtapose, intersect, and recombine the various phrases to form a number
of different larger structures.

STEP 2: Consider transitions between the various events.

In this exercise, form is viewed as the structuring of local events that
in essence determine the content of the piece. EXERCISES III and IV
combined show the student how larger structures are generated from
germinal material.

EXERCISE V: TEXT COMPOSITION

STEP 1: Choose a text for musical setting. Analyze the text for its
meaning and musical sensibility. Are these related in any way?

STEP 2: Read the text into a cassette tape recorder the way you feel it
should be read.

STEP 3: Make a contour growth of your reading on graph paper
(horizontal plane = duration; vertical plane = pitch).

STEP 4: Transcribe this graph to note values.

This exercise focuses on the relationship of a text to a musical setting
and the relationship between contour, pitch, and rhythm.
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EXERCISE VI: MUSICAL TEXTURE

STEP 1: Choose an instrumental sonority that interests you.

STEP 2: Using graph paper as in EXERCISE V (horizontal plane =
duration; vertical plane = pitch) draw a series of different musical textures
or events confining one to each page.

STEP 3: Combine the different textures to form larger structures. The
pages can be turned any way, even upside down, to generate new textures
as well.

STEP 4: Transcribe to specific pitch and rhythmic values.

In this exercise the student begins with an instrumental texture and
then transcribes that sonority to pitch and rhythmic values. It shows the
student the relationship between pitch, rhythm, and musical texture.

The foregoing exercises are meant as a point of departure—a spring-
board for stimulating the student composer’simagination. Thelong-range
goal is for students to create their own starting points and generate their
own compositional questions.
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A Suggested Sequence for Teaching
Musical Elements Based on the Philosophy of
Zoltan Kodaly for a College Music Theory Course

Micheal Houlahan

Philip Tacka

This is a plea for a broader and more imaginative
approach toaural work and tostresswhathasso oftenbeen
said but not always borne out in practice, that aural expe-
rience is the essence of music and without it all musical
skills and joys are impossible.!

Zoltan Kodily (1882-1967) is well known as a Hungarian composer
buthis achievementsas a musicologist, teacher, and philosopher have only
recently received recognition and attention throughout the educational
world. His work in these areas led him to formulate ideas about education
that today have become known as the Kodély concept of music education.
This approach has resulted in vastimprovements in how music is taughtin
Hungarian schools. The philosophiesand techniques developed by Kodély
and his colleagues and successors, have been widely adopted throughout
Europe and North America.

Zoltan Kodaly was a music psychologist and a very
good one. He was one of those rare persons who is able to
combine superior musicianship with wisdominaquest for
a better understanding of the pedagogical processes in
music.?

Despite Kodaly’s acceptance into the mainstream of American music
education, his method’s application to higher levels of musicianship train-
ing has not been fully realized. The concept had been mistakenly under-
stood as suitable for developing musical literacy only with elementary
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children; the authentic American adaptations have, therefore, for the most
part, been limited to the elementary music curriculum.?

This paper presents a possible methodology for teaching musical
elements, sight-singing, and theoretical concepts encountered in the first
and second semester of a college-level music theory curriculum, based on
the Kodély philosophy and current research in teaching sightsinging and
ear-training skills. Part I (in this issue of the Journal) focuses on the Kodaly
philosophy and general principles of the methodology; PartII (to follow in
the Fall 1990issue of this Journal) will providea more detailed presentation,
with specific examples, of the sequential order. Selected musical materials
have been analyzed for their pedagogical contentand in turn have dictated
the presentation and development of musical elements and skills.

THE KODALY CONCEPT

A deeper musical culture developed only in those
places where singing was the basis. Aninstrumentisonly
for the privileged few. The human voice is the most
accessible to everybody, and can be the soil for general
music culture.*

Thereis no good musician whodoes nothear whathe
sees and does not see what he hears.’

Kodily was convinced that singing is the most direct means to a
musical educationasit provides forrapid internalization and is a participa-
tory approach to learning with the human voice as the major vehicle.
Singing depends on theacoustically correct natural intervalsand noton the
tempered system.S

If we ourselves sing often, this provides a deep expe-
rience of happiness in music. Through our musical activi-
ties, welearn to know the pulsation, rhythm, and shape of
melody.”

Peter Bart6k gives credence to a vocal approach by discussing his
father’s approach to teaching:
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His teaching programme did not follow an accepted
piano school technique. At first I was to sing only.®

Since the human voice is the most intimate of all instruments and the
inner ear is more easily developed through this personal medium, singing
is the most logical starting point for a musical education.’

The development of inner hearing is the final aim of
all musical professional study.® Our every musical mani-
festation must be led by an inner conception, hearing and
imagination, and this is trained by singing: Free singing
without any instrument is the true and profound school of
musical abilities."

Kodaly insisted that education should developan individual’s ability
to read and write musical notation, that is, to become musically literate.
Kodily maintained that folk songs should form the foundation for the
development of musical literacy.

The single tunesaresomany examplesof high artistic
perfection. In their small way they are as perfect as the
grandest masterpieces of musical art.”?

Listenattentively toall folk songs. These are mines of
the most beautiful melodies and will teach you the charac-
teristics of the different nations.”

Kodaily believed that the folk song and suitably composed songs
should form an integral part of the music curriculum. He valued folk songs
for their simplicity, beauty, and heritage but emphatically stressed the
importance of using only authentic folk songs, linking them to the finest art
songs. The folk song is the most perfect relationship between music and
language to be found." These melodies and texts are the mature, rarified art
of centuries of development; they are the inheritance of a people. He
maintained that in music, as in language and literature, a country must
begin with the “musical mother tongue” of that particular nation (folk songs
of each country) and through it, expand to reach an understanding of the
music literature of the world. He regarded the folk song as a rich heritage
in which everyone has a share.
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The music culture of a country is not created by
individual musicians, butby the whole population. Every-
body has a share, even to the smallest. It is vain for
individuals to work if they are not accompanied by the
echo of millions. The compositions of every country, if
original, are based on the songs of its own people. That is
why their folk songs must be constantly sung, observed
and studied.”

David Klocko suggests that folk songs should form part of a college
music curriculum as they show how music developed in western tradi-
tion.'"

Kodily did criticize musical materials of no artistic merit that were
composed for a specific pedagogical purpose.

Our purpose cannot be to plunge the schools sud-
denly to the opposite extreme by using one-sided folk
material; indeed we have to become familiar with as large
a slice of the world as possible, but we must rid ourselves
of (the) shoddy little songs invading the school.”

Through their tradition of oral transmission, folk songs havelong been
considered ideal for developing ear training and musical memory. The
Kodily approach to sight singing and ear training uses patterns and
sequences of notes based on folk songs. The similarity of patterns in
successive songs makes them easy tolearn, memorize, and retain; therefore,
this renders them well-suited to fostering musical literacy.

Heaven forbid that we should sing our folk songs
only for this purpose and in a graded order calculated for
the development of literacy. But the standard of musical
literacy in schools is not so advanced that we can afford to
treat it in a cavalier manner—and other countries have
been helped by folk music in this context . . . "

As the student’s skills develop, the folk songs of other cultures are
gradually introduced along with art music of the great composers. The
connection between folk tradition and art music is evident in the music of
each historical era. In this way, a logical sequence is developed that uses
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only the best material and simultaneously meets the developmental needs
of the student. Kodaly believed thatall students should become musically
literate—that is, they should be able to read and write music as easily as
reading and writing their own language. Only in this way will students
achieve true confidence and security in approaching musical materials.

Kodaly inspired many accomplished musicians and teachers to work
with folk materials and to analyze them from a musical point of view.
Together they determined melodic intervals, rhythms, meters, and forms
that were most common in Hungarian music. After careful analysis, a
pedagogical sequence was established that introduced the most common
musical elements first. This approach differed from the older subject-logic
approach to music learning in which the material was taught logically in
terms of content, but did not take into account how students learn.

TEACHING TECHNIQUES

AsKoddly ideas were developed, Hungarian teachers gradually began
adapting certain teaching techniques thathave sometimes been mistakenly
thought to be in the “Kodély Method,” but which are only aids to help the
teacher toreveal the essence and styleof the chosen materialsto the students
while simultaneously developing musical skills. These techniquesinclude:
a) the moveable “do” system of solmization; b) hand signs to indicate the
melodic notes of the scale; c) rhythmic syllables; and d) musical shorthand
derived from solfa and rhythmic syllables.

These devices were adapted by Kodaly colleagues and were found
useful in teaching music. The moveable “do” or tonic-solfa system can be
traced to the eleventh century when Guido d’Arezzo used it for musical
instruction. Relative solmization links sounds to tonal images in one’s
hearing and may be transferred to any tonal system: major, minor, modal,
or pentatonic. Singing with solfége syllables and then moving to singing
with letter names is an integral part of this solmization system.” The
following is a descriptions of the solfége syllables and letter names:
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Solfége syllables

do is the major tonic and la is the minor tonic

raised scale steps di rn * fi si L ™

natural steps do re mi fa so la H
lowered steps * ra ma * * lo ta
*=not used

The upper octave is indicated by a superscript prime placed on the
syllable, e.g., d’

The lower octave is indicated by a subscript prime on the syllable, e.g., s,

Letter Names

The German system of letter names is used:
sharps ais bis cis dis eis fis gis
natural a b c d e f g

flats ass bes ces des ees fes ges

The hand signs used torepresent the notes of the scale weredeveloped
by the Englishman, John Curwen, in 1862. Hand signscan help in orienting
students to intervallic relationships through added visual and physical
reinforcement.
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Hand Signs
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The musical shorthand or stick notation was developed in Hungary
and is simply arapid way of writing music without the use of the staff. The
most frequently used rhythm name system with the corresponding stick
notation is shown in the chart below.

Rhythmic element Rhythm neme Stick notation

) ’ |
n n
) -
irrr wosn T
I7 won [T
m ti-ri- d ﬁ-l
I w1
gl wun L
M wwu DD
LD ot D
> - g
ipp wow 1]
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Rhythmic names for compound meter

m ti-ti-tl m
J J’ ta-ti | h
dArd dm-ri-t h8D

The hand signs used torepresent the notes of the scale weredeveloped
by Sarah Glover and John Curwen in 1862. To fix syllables in one’s mind,
hand signs are employed.

Kodély decided in favor of therelativesol-fasyllables
ata very early date. Besides many other didactic consid-
erations the most important factor in this decision was the
one that the pupils would gain command over their voices
through systematic solfége instruction. The goal of this
instruction is that the aural and visual picture of music
should makeanindivisible unit. Therelative sol-famethod
clarifies the relationship of tones between one another, the
tonal relations being easily recognized and understood
especially if strengthened by the use of hand signs.®

Hand signs offer a visual and physical motion that develop the ability
of inner hearing. “Similar to ‘silent reading’ in written language, mental
imagery plays an increasingly important role in the establishment of
musical literacy skills, such as ‘inner hearing’ or ‘hearing with the eyes’
develops.”* These teaching techniques in combination with the folk song
and art music in a student-centered curriculum makes the Kodaly concept
of music education unique and serves as Koddly’s great contribution to
educational philosophy.
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THE METHODOLOGY

Phase 1: Preparation

The preparation phase of learning is divided into three stages:

Stage 1: Physical
Stage 2: Aural/Oral
Stage 3: Visual

Research done by Davidson and Scripp suggests that without the
intensive and comprehensive training that leads to the operationalization
and internalization of musical knowledge through the various modalities—
sensory-motor, verbal,and symbolic—this transformation to musicallearn-
ing into aural and notational literacy will not take place.?

The goal of the preparation phrase is to prepare students to hear and
sing patterns in context, while the teacher develops vocal production and
musicianship skills. For each new musical element, the teacher presents a
core of song materials by rote to the students in a stylistically correct
manner. These materials will form the foundation for sightsinging and ear
training. The correlation between the effects of rote teaching on score
reading and performance skills is noted in Sperti’s study.?

The teacher may ask questions relating to the song to focus the
students’ attention on the text, on specific musical elements, or to analyze
thesong. In this way, the students strengthen their listening and analytical
skills as well as their ability to memorize; both aural and analytical training
are inextricably intertwined aspects of music theory. Questions that help
students to focus their attention must be specific. The teacher should try to
sing the song between each question. In this way, the students are able to
listen to the song several times before they sing and therefore have a better
idea of melodic contours and rhythmic complexities. (The development of
listening skills is of paramount importance as reading skills are dependent
on the students aural perception.) It is necessary for the teacher to sing
selected phrases of a song thatare then repeated by the students. This helps
to focus the students’ attention on a difficult interval or rhythmic pattern.
Critical rhythmic and melodic discrimination skills are continually devel-
oped and practiced through singing. A study by Pederson and Pederson
investigated the relationship between pitch discrimination and vocal pitch
production with sixth grade students. Their results indicated that there is
a strong relationship between pitch discrimination and singing.
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Stage 1: Physical Preparation

InStage One, physical motionsappropriate to the textand meter of the
songs should be used to help students feel the new element unconsciously.
Through physical motions, students are being prepared to hear and sing
patterns correctly in context while the teacher is also able to develop vocal
production and musicianship. The following are physical activities for
preparing rhythm and melodic activities.

Suggested physical rhythm preparation activities:

1. The students clap the rhythm of a song.

2. Thestudents clap the rhythm while moving their hand to show the
melodic contour of the song.

3. The new rhythmic pattern should be practiced in conjunction with
the basic beat. The class may be divided into two groups. One group
performs the rhythm pattern and the other performs the beat. This activity
may be practiced in different combinations: teacher/ class; class/teacher;
divided class; and two individuals. Finally, one student may walk to the
beat while clapping the rhythm.

4. The students conduct while singing the song.

Suggested physical melodic preparation activities:

1. Thestudents show the direction of the melodicline of the song with
arm motions. These motions must be natural and appropriate to the text
and tempo of the song.

2. The students clap the rhythm of a song while showing the contour
of the melodic line.
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Stage 2: Aural/Oral

Within the contextof the Kodaly concept the aural sound must precede
the visual representation of a musical sound. Gordon states that:

To read and write music meaningfully, one must be
able to hear music seen in notational form before it is
performed, and to hear what one is composing. The
mechanical ability to name and define individual notes or
other music symbols does not, of itself, provide the readi-
ness for music literacy. One does not read music names or
definitions, but, on the contrary one hear groups of notes
(patterns) as one reads. Only when one can audiate tonal
and rhythm notation can the names and definitions of
music symbols becomes musically relevant.®

In Stage 1, the students are physically introduced to the new musical
element. Thisis a preparation for Stage 2 where the students must be able
to aurally identify and describe the new melodic or rhythmic element.

Petzold’s study concludes that aural perception precedes visual per-
ception and that one must be able to hear music to develop skills in music
reading. Hewsons suggests that aural experience, prior to encountering
notation, facilitates the development of sightsinging skills.” The following
are activities for Stage 2.

Suggested aural/oral rhythm preparation activities:

1. Theteacherclapsarhythmic patternora phrase froma well-known
song and the students clap it back. This technique is call echo clapping.

2. The students identify which beat or beats contains the new rhyth-
mic element.

Suggested aural/oral melodic preparation activities:

1. The students echo-sing melodic patterns sung or played by the
teacher.
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2. The students show the melodic line of known and unknown
phrases with arm motions.

Stage 3: Visual

This is the visual representation of the physical and aural stages of
Preparation. Through carefully guided aural analysis, the students notate
what they are hearing. A graph or visual representation can be made of the
music; in this sense, music is transformed into a two-way medium: an aural
art form that can be made visual. This visual representation may be made
from the contour of the melodic line, the form of a composition, and the
number of sounds on each beat. Brofsky and Bamberger have made
extensive use of visual representations using graphs for students with no
formal training in music.® This technique is also used by Cogan and Escot
in a much more concise and detailed manner. “We find graphs useful as a
beginning tool, as an aid in perceiving broad outlines of spatial motion and
distribution.”? The following are activities for Stage 3:

Suggested visual rhythm preparation activities:

1. Write the text of a song to show the number of sounds or syllables
that occur on each beat.

2. Show the number of sounds within a beat by naming the known
rhythmic elements.

3. Write the solfége syllables within each beat to show the number of
sounds within the beat.

Suggested visual melodic preparation activities:

1. Write the words of a musical phrase spatially.
2. Write the rhythm of the song spatially.

3. Use melodic steps or spatial solfége syllables with a question mark
to indicate the placement of new melodic elements.
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Phase 2: Presentation

Stage1; Attachinga rhythmicormelodicname to the new elemment *

The teacher reviews the physical, aural, and visual preparation steps
and then makes the new musical element conscious to the students by
giving the solfége name and hand sign or rhythmic name for the new
element. The students should listen and identify the new element within
the context of patterns and complete songs using known and unknown
materials. Students apply and reinforce all the physical, aural, and visual
skillsdeveloped in Phase One and begin todiscriminate using rhythmicand
melodicsyllables. The visual representation becomes much more complete.
Therefore the students are demonstrating and developing more sophisti-
cated listening skills.

Stage 2;: Transferring the syllables to the staff

The teacher transfers the rhythmic or melodic syllable to staff notation
giving only the placement of the melodic syllable on the staff. When
transferring the melodic syllable to the staff, the teacher explains the rule of
placement to the students. For example, if do is on the second line, miis on
the third line and so is on the fourth line, f2 will be on the third space. In this
way, students are not introduced to theoretical information. The syllables
give meaning to the note. No attempt at theoretical explanations occurs
until students can hear what they see and see what they hear.

This sound into notes and notes into sound transfer-

ence has been aptly described by Benward as developing
the “seeing ear” and the “hearing eye.”*

Phase 3: Practice_and Evaluation

In Practice Activities, the song repertoire and patterns from the Pres-
entation and Practice Phases may still be used to reinforce the new musical
concept or element. Entire songs may be used for reinforcement, but
attention must firstbedirected to the phraseor phrases that contain thenew
element. The musical example should always be analyzed bothaurally and
visually; the ear always leading the eye.
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During this process, new musical elements are introduced and others
are prepared. As the new element is made conscious in the students’
repertoire of songs, old musical elements are “re-presented” within the
contextof each element. Thus, all phases of learning always overlap within
eachlesson and evaluation is an on-going process. The following activities
may be used to practice rhythmic combinations:

1. Speak the rhythm patterns while tapping the beat.
2. Speak the rhythm while conducting.
3. Echo patterns clapped by someone else.

4. Identify themeterand rhythm patterns clapped or sung by another
person.

5. Change the rhythm pattern. One person writes a 16-beat pattern
thenclapsaslightly different pattern. Theother person mustidentify where
the changes occur.

6. Improvise the rhythm patterns. First, selecta meter and length for
the pattern, then decide what rhythmic form (for example, ABA or ABAB)
to use.

7. Writeone of the rhythmic selections from the book. Study the form
to identify repeated patterns. Memorize and write it.

8. Perform a rhythmic canon. Practice the canon in the following
ways:

a. Say the rhythm names while clapping the rhythm.

b. Think the rhythm names and clap the rhythm.

¢. Think and clap the rhythm in canon while another person claps
the second part of the canon.

d. Clap the rhythm in canon with someone else.

e. Performtherhythmiccanonby yourself. Clap one part withone
hand and the other part with the other.
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The following activities may be used to practice melodic combina-
tions:

1. Sing with syllables. Conduct while singing to keep a steady beat.
2. Sing with syllables, using hand signs.
3. Sing with rhythm names, using hand signs.

4. Sing a pattern or show it with hand signs. Ask another person to
sing it back.

5. Memorize an entire exercise and notate it without referring to the
book. Firstanalyze the form by looking for repeated and similar parts. This
will simplify the task.

6. Select a phrase of music from the book. One person plays the

selection, deliberately making a melodic mistake. Another person follows
the score and locates the error.

Lesson Planning

The following lesson outline may be used for each unit. Each new
musical element taught will be reinforced throughout each section of the
lesson plan. This will enable students to reinforce a new concept through
practice exercises, sightsinging, memory work, dictation, and part-singing.

1. Review of selected musical materials from previous lesson. The
classbegins witha warm-up session that may include echo-clapping, hand-
sign singing, simple vocalises, and songs for singing. The teacher should
then review previously learned materials and homework.

2. Preparation and presentation of new musical elements.

3. Introduction of theoretical terms and concepts.

4. Development of musical memory.

5. Sightsinging.
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6. Dictation.
7. Part-Singing.

8. Review of musical materials covered during the class.

The Development of Musical Memory

Musical memory playsanimportantroleinaccuratesingingand in the
ability to recall a pattern for the purposes of dictation. The following
techniques can be helpful.

Memorizing by hand signs

Once the students have experienced singing from the teacher’s hand
signs, thesequence of hand signs begins to evoke thememory of the melodic
patterns.

1. Show typical melodic patterns and ask students to sing patterns
back. Start with short patterns such as s-I-s-m or m-f-m-r-m.

2. When the melodic patterns are mastered, progress to four-bar and
eight-bar melodies.

3. Show a melody in hand signs. Select pentatonic melodies or
rounds. The students sing the melody in canon using solfa or absoluteletter
names and write down the example from memory.

4. The teacher may also give the starting pitch of a key and ask the
students to sing a melody with absolute letter names while using hand

signs.
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Memorizing from staff notation

1. The students look at a score and memorize a short fragment of a
musical example, using hand signs.

2. The teacher sings the unknown part of the example. Students sing
the memorized motifs.

3. Students then write the melody down on staff paper. Ata more
advanced level, students can write the example in another key using a
different clef.

4. Look at an example using familiar elements. Memorize the ex-
ample without singing or playing.

Memorizing by ear

Memorizing by ear ismoredifficult than memorizing from notationas
itinvolves no visual aid. Melodies used for memorizing by ear should be
easier than those used withnotation. Extracts should be played on the piano
oranotherinstrumentand sungafew times. The following procedures may
be used for both rhythmic and melodic memorization.

1. Students identify the meter.

2. Students identify the ending and starting pitches.

3. Students sing the example and conduct.

4. Students sing the example with hand signs.

5. Students sing the example with absolute pitch names and hand
signs.

6. Students sing the example with rhythm names.

7. Students write the exercise or play it back on the piano. Later, the
example may be transposed.

102



SOUND THINKING

The teacher may also play a melody and ask the students tosing itback
in canon at the unison while memorizing the example. Later, canons at
other intervals may be used.

When students have gained experience in unison memory work, they
can begin to memorize two-partextracts. Accompaniments may bedrawn
from a rhythmic pattern, a rhythmic or melodic ostinato, chord roots, a
contrapuntal melodicline, or typical cadential idiomsin modal or harmonic
music. Memory work should also include three- and four-part work.

Procedures for the students to follow:

1. Sing the selected extracts in two parts.
2. Memorize one part silently using solfa.
3. Sing the part out loud while conducting.

4. Practice the other part following steps 1 through 3.

5. Sing both parts in a group and then as solos, using both solfa and
note names.

6. Write down both parts of the extract.

7. Singone part and play the other on the piano, or sing one part and
show the second part with hand signs.

Before each exercise the teacher should practice basic rhythmic and
melodic patterns from the sight-reading exercise with the students while
the students follow the staff notation. Difficultrhythmsshould be practiced
with a suitable rhythmic ostinato or subdivision of the beat. Sing these
preparatory exercises in the same key as the reading example. Exercises
should be sung insolfége, letter names, and neutral syllables. The following
procedure may be used for sight reading new material:
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1. Notice meter and key. Chose an appropriate tempo.
2. Discuss the form of the exercise. Look for repeated patterns.
3. Students should then think through the entire melody.

4. Students may conduct or use hand signs while thinking through
the melody.

5. Students sing the exercise while conducting.

The sightsinging exercise may be memorized and notated. Students
should continually practice reading melodic patterns with or without a
specific rhythm. Teachers should devise a variety of ways to practice a
reading exercise, for example: reading the melody backwards; reading a
unison melody while clapping a rhythmic ostinato; singing a melody in
canon at the fifth with only the first voice given.

Dictation

Dictationis closely linked to thedevelopment of music memory, inner
hearing, and reading and writing skills. It is important to spend time
developing the student’s memory as this skill is essential for dictation.
Initial dictations should be based on patterns that have been memorized by
the students. As the student’s memory develops, the teacher can begin
more formal dictation practice. At first the melody should be sung by the
students before notating it so the teacher may be sure the students are
hearing it accurately. Initial dictation material should be based on Ameri-
can folk music. Later music of other styles can be added. The following
procedures may be used for melodic dictation.

1. The teacher prepares the key of the dictation with hand signs and
staff notation.

2. The teacher show typical melodic patterns extracted from the
melody used for dictation and the students sing in solfa and letter names.
At the beginning stages of formal dictation the teacher may also give the
student a score with the barlines indicated and certain notes or rhythms
filled in to help the students’ memory.
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3. The teacher plays the melody on the piano or on another instru-
ment.

4. The students determine the final note and the beginning note as
wellassomeorall of the following, asappropriate: mode, melodic cadences,
melodic contour, patterns, and meter.

5. Students sing the melody using solfa and absolute letter names.

6. Students sing the melody with rhythm names and hand signs.

7. Students sing the melody from memory.

8. Students write the melody down.

9. Students sing the melody from their score. This melody may be

used to practice otherskillssuch as transposing intoother keys or practicing
intervals in the melody.

In addition to notating the rhythms of melodies accurately, students
should also practice rhythmic dictation separately from melodic dictation.
The following procedures may be used.

1. The teacher plays a melody on the piano while students establish
the meter and the number of bars.

2. The teacher plays and the students conduct.
3. Students conduct and sing using rhythm syllables.
4. Students write the rhythm.

5. The teacher plays once more while the students follow the score.
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Part Singing

“Those who always sing in unison never learn to sing in correct pitch.
Correctunison singing can, paradoxically, belearned only by singing intwo
parts.”®

Singing and playing part music are important aspects in musical
training. This enables the student tolearn to hear several voices simultane-
ously. The following procedures may be used for developing two-part

singing.

1. Sing folk songs or other exercises while clapping the beat or the
rhythm.

2. Sing folk songs dividing the singing by phrasesin call-and-response
style or musical examples using the responsorial principle. This enables
group I to hear what group II sings, and vice versa.

3. Add a rhythmic ostinato to folk songs. This can be done in five
stages.

a. Students sing the melody while teacher claps the rhythm.

b. Students and the teacher exchange parts.

c. Divide the students into two groups; one group sings and
another performs the rhythm.

d. Two students perform the work.

e. One students sings one voice and plays the other voice on the
piano.

4. Students clap a series of rhythmic patterns while singing a known
song.

5. Sing in two parts from hand signs. This helps students see the
intervals spatially.

6. Singsimple pentatonic folk-songs in canon.

7. Singawell-knownsongand at the same time clap various rhythms
the teacher points to. The students may also read a known exercise while
the teacher improvises an extended rhythmic ostinato. The students must
singand listen at the same time, then try torecall the rhythmic pattern. Start
with simple, familiar patterns.
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8. Sing one part and clap the second part simultaneously.
9. Two-partsinging.

a. Ifthe two-partselection is a folk song, teach the song first either
by rote or from the music, then teach the second part.

b. Divide the class into two groups. Group A sings the top line
while group B sings the bottom. Reverse.

c. Group A sings the bottom line and Group B claps the top.
Reverse.

d. Performthe workasagroupand then with soloists. Individuals
may then sing any part while clapping the other or may sing one part and
play the other on the piano.

[Part II of this article will be presented in the Fall 1990 issue.]
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"ONE STEP UP": A LESSON FROM POP MUSIC

JUSTIN LONDON

Every so often the theory teacher is blessed with a good pedagogical
example from popular music. These examples are useful in many ways.
They are usually simple and straightforward, and thus givea good demon-
stration of a particular analytic point. These examples also tend to be
familiar to the student (especially if we are dealing with a theory class not
justfor musicmajors), and assuch they provide ameans of connecting what
is taught in class with the students’ “real-world” musical experiences. The
only problem is that popular music is, by nature, ephemeral. Today’s hot
hit is next year’s golden oldie. So a lesson that is au courant one year (and
perhaps even one semester) may seem out of date the next. Thus itis with
some trepidation thatI present the following discussion of the song “One
Step Up” from Bruce Springsteen’s 1987 album “Tunnel of Love.”!

But I feel it is worthwhile for at least two reasons. One, even though
this material is three years old, I believe there are still a few lessons left in
“One Step Up.” For one thing, many of our students will have a recording
of it in their collections, so it is part of their musical experience and
background. So even if not “on the charts,” itis still familiar material. The
other reason for considering “One Step Up” is that it provides an excellent
example of the ways in which we can use popular song in the theory
classroom. Lessonslearned from Mr. Springsteen’sballad canbeapplied to
other selections from the popular repertoire, both current and future.

“One Step Up” is a melancholy ballad that portrays a character (the
narrator of the text) habitually out of sorts with his lover.? The text depicts
adrifter, sitting in a bar ruminating over his current girl, his relationship to
her, his relationship to women in general, and his own sense of self and
character. The cliché “one step up and two steps back” is used as a refrain
at the end of each verse to underscore the narrator’s romantic aimlessness.
However, in a clever turn of text, in the last verse the man dreams that he
isdancing with hislover, and the cliché becomes a description of their dance
step, one step up and two steps back.

Justas Mr. Springsteen plays upon a linguistic cliché, he also makes a
play on a harmonic convention, namely a standard I*-IV-V cadential pro-
gression. The strophic text is set as a series of repeating verses, and the
music is similarly repetitive. In fact, most of the text is set over an ostinato-
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like chord pattern: IV-I*-ii’-I* (and then back to IV again) in F-major.?> Atthe
end of each verse, where we have the refrain “one step up and two steps
back,” the harmonic rhythm slows somewhat and the chord progression
moves to I* to IV, and at last to V7 (but without a third). Under these
harmonies the electric bass plays a prominent 3-4-5 ascending line, which
adds to the feeling of cadential motion. Instead of resolving to tonic,
however, the dominantharmony fallsback toIV, and then into the ostinato
for the next verse. The chord progression itself may be described as moving
one step up (IV to V) and then two steps back (V to IV to I, etc.). One can
thus show the student how the “aimless ostinato” and the non-resolving
dominant are a harmonic portrayal of the text.

Now it might well be said that popular music has its own set of
harmonic conventions, and that we commit an analytic error in construing
pop harmony in terms of common-practice chord grammar. After all, the
V-IV retrogression is itself a cliché in popular music. Is it really fair to say
that the harmonies move “backward” at the end of each verse, inlight of the
tendency toward V-VImotion in pop music? I think itis. The crucial point
isthat while V-IV motions area harmonicoption in pop chord progressions,
they are not the only option. After all, V-I motion is a cadential archetype
in classical music, but of course not every motion from dominant to tonic
createsa cadence. In “One Step Up” the presence of a progression moving
toward tonic resolution is indicated by other tonal and rhythmic cues. The
electric bass part at the end of each verse plays an ascending 3-4-5 line,
which soundsstrongly like the bass line of a classical cadential progression.
Furthermore, the rhythmic shape also leans toward an authentic cadence:
the harmonic pacing picks up for the motion from I to IV, but then holds on
V. In the case of most retrogressions, the harmonic motion is constant,
usually one chord per bar going up and going down, asina | I | IV I V |
IV | pattern. In “One Step Up” the harmonic pacing at the end of each verse
is unlike the standard retrogression. As a result of these features we may
properly consider the I*-[V-V motion in cadential terms, and thus speak
accurately of a harmonic motion “one step up and two steps back.”

From the analysis of this song class discussion(s) can continue in
several different ways. First, onecan pointouttheambiguity of theopening
IV-I¢ progression. Indeed, if used as an ear-training exercise many of the
students may construe the first two chords as I-V¢. One may also attend to
the sonorities of the opening harmonies: the IV has no third, nor does the V?,
which gives these chordsa hollow sound. Furthermore, thelackofaleading
tone weakens the sense of dominant function, and allows for a smoother
return to the ostinato.

It is interesting to note that the choice of harmonies in this song is
strongly linked to the fact that Mr. Springsteen is a guitarist, and probably
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composed this ballad with guitarin hand. For thissonga capois used, at the
third fret of the guitar.* The guitarist then plays a characteristic fingering
patternassociated with thekey of G (now up three semitones to B-flat)—the
chords “feel” like a progression pattern characteristic of the sub-dominant
key.’

In fact, many of the harmonic particulars of this song are a by-product
of the way a guitarist will finger these chords. Specifically, the highest string
(here sounding G4) is left open and ringing in all of the harmonies.
Likewise, the third or fourth finger of the left hand is planted on F4 (played
on the second string) and it never moves, but serves as a pivot for the other
fingers.® Itis this static F4, which never resolves to a leading tone E4 (as an
unresolved 4-3 suspension in conventional terms), that adds to the tension
and ambiguity of the harmonic setting of this ballad—for the F4 servesas a
tonic pedal, so on the one hand the tonic pitch is palpably present through-
out the song. Yeton the other hand, there is never any definitive resolution
to the tonic, but only an aborted cadential progression. There is a bit of
harmonic irony here, what with an ever-present tonic, and a lack of
dominant resolution, which again is appropriate for the text and its subject.

Once one has discussed the use of harmonic progression (ostinatoand
retrogression) and sonority (lack of third/leading tone) to create an appro-
priate setting for this text, broader musical issues may then be raised. One
can introduce the notion of criticism, in terms of the questions “do these
harmonic features make ‘One Step Up’ a good song?” and “how can
harmonic analysis help our assessment of the musical setting of this
particular text?”” This can lead to a more general discussion of the
relationship between theory, analysis, and criticism. One can also pursue
the notion of convention(s) in popular music, such as the role of the bass
guitar in marking harmonic function, and originality versus formula in
writing both lyrics and music in popular song? But perhaps the most
importantlesson for the teacher of theory s that the settings of popular song
lyrics often contain examples of harmonic, melodic, and rhythmic struc-
tures which play upon the conventionsof musical syntax. Asfits the nature
of their texts (as well as contexts) such settings are usually simple and
straightforward, which make them pedagogically valuable.

One of the most difficult tasks theory teachers face is getting students
to use some of the analytical tools they have acquired through their studies.
Even those students who are quite competent at harmonic analysis and
species counterpoint often fail toapply what we teach to theirownlistening
and performance. The failure of our students to connect theory to their other
musical experiences is perhaps our fault, for often (mea culpa) our lessons
consist of abstract rules for harmonic progressions, of analysis of Bach
Chorales that lie outside most students’ musical life. And of course this is
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doubly true when we are teaching a course for non-majors. We must take
the initiative to show our students how theory plays an important role in
critical listening, and how a knowledge of music theory can enhance their
musical understanding and experience.

NOTES

Tunnel of Love reached the number two spot on Billboard magazine’s album
chart during the week of November 21st, 1987.

*Tunnel of Love is generally regarded as a confessional work that is a response
to Mr. Springsteen’s separation from his wife.

*Unfortunately due to fear of expensive copyright fees I cannot provide the
reader withany written musical examples. Thesong, however, is simple enoughso
that one can easily notate the music by ear. It may, in fact, provide a good example
of “applied ear-training,” and the students themselves may be able to discern the
harmonic progression in class.

“The capo or capostato is a clamp-like device that is used to shorten the string
length of the guitar, and thus allow the player to use first-position fingerings (and
characteristic open-string progressions) in other keys.

*Several guitarists, in fact,  have spoken with who play this song (but notall)
have considered this song to be in B-flat, but with a “funny set of changes.”

“Thus to be perfectly accurate the chord progression is: IV (-3, +6) to I¢(+9, +11)
to ii’; the V chord is a V7 (+11).

’One can point out some problems with this text setting as well. Since there s
little harmonic shape, and it is a strophic text/strophic setting, the only way Mr.
Springsteen can (and does) give the song a sense of rising drama and climax is to
simply get louder (and sing in higher registers) with each verse. This is, of course,
the classic difficulty with a strophic song, and this piece may even be compared to
strophic (and non-strophic) songs from the art-song repertoire.

¥ hadone student ask, after noting the ambiguous use of IV at the beginning
of “One Step Up” to what extent Mr. Springsteen was conscious of his choice of
harmonies. This provocative question sparked a good discussion. Some skeptics
maintained that Mr. Springsteen composed the harmonic setting wholly by instinct
(which does not, however, preclude choice in some sense), while others thought the
V-IV retrogression (i.e., not ever resolving to tonic) was very likely a deliberate
compositional choice on the part of Mr. Springsteen.
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"WHY DOESN'T ANYONE PLAY BARS 1-11
OF TRISTAN IN TEMPO?

IRA BRAUS

Only an ear blessed with the mathematical finesse of a Benoit Mandel-
brot would be able to track Wagner's six-to-the-bar in most recorded
performances of the Tristan Prelude, measures 1-15. Quarters and eighths
are interchangeable, rests arbitrary, and bar lengths variable. In these
performances, thelanguishing pulse here foreshadows, with embarrassing
literalness, Tristan’s at the start of the third act.

Some will argue that these distortions are justified by tradition, by
nineteenth-century Auffiihrungspraxis. But this view is easily countered by
‘Toscanini’s squib that tradition is merely “a collection of bad habits.” (A
more diversified catalogue of bad habits crammed into so few measures is
hard tofind!) Tojustify thesedistortions by invoking Wagner’sschmachtend
is equally unconvincing, since this order of literalness easily degenerates,
pace Wagner, into musical theatrics. I believe there is a deeper cause for the
problem: a cognitive dissonance perpetuated in the collective aural imagi-
nation of the Prelude’s performers. By cognitive dissonance I mean the
conflict that occurs when performers hear (ergo play) non-integrally in two
radically different ways. The cognitive dissonance here arises from a non-
integral cognition of harmonic and contrapuntal temporal articulation.

Those familiar with the Prelude’s exegetical history will have noted a
gradual shift in analytical focus from the late nineteenth century to the
present. To condense a lengthy story, exegesis has evolved from a chordal
conceptionof the pitch structure toa horizontal or intervallicone; Jadassohn
represents the first extreme, Boretz, the second. I am especially drawn to
Milton Babbitt’s analysis, for it brings both extremes into confrontation.
Moreover, his remarks unintentionally (I'm quite sure) provide insightinto
why performers have distorted this music for the last hundred years.
Babbitt says:
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What makes it the Tristan chord? Do you notice any
characteristic about it as a chord worth noticing? . ...
Wagner setsit up so that there’sa unique interval between
any twonotes, so that you have a packet of unique intervals
which he uses to define spaces in the piece. The Tristan
chord is layed out so you have the intervals 6, 10, 3,4, 9, 5.
The layout is crucial to the way this chord is used in the
piece, and, of course, it has the same intervals in all its
repetitions. You can also view it as a fourth with a tritone
a major third away . ... What is this next chord (end of
measure 3)? Well, everybody said, “Anybody can tell what
itis—that’s a good old dominant seventh.” Well, what's
the good old dominant seventh? The good old dominant
seventh isintervallically the same as the first one—it’s the
Tristan chord! So you see, you don’t have to think of this
as being a functional dominant seventh chord unless you
insist that whenever you hear adominant seventh (as you
do in measure 2 of Schoenberg’s Opus 33a), it necessarily
functions as a dominant seventh.!

Taking these remarks a step further, I propose that a cognitive disso-
nance arises when we traverse, in measures 1-3, an apparent continuum
between linear- and root-generated verticals. Performers respond to this
textural progression with two different types of temporal articulation: the
pitches preceding the “good old fashioned dominant seventh” are played
fluidly and ametrically; the “good old fashioned dominant seventh-chord”
is played asa micro structural downbeat. When these conflicting modes of
articulation—horizontaland vertical—arereplicated in the ensuing phrases,
the net result is the metric disorientation felt by players and listeners alike.

Ibelieveitis possible to retrain musicians tohearand play the opening
of the Prelude metrically, so they can convey a real sense of motion by way
of the intervallic transformations alone. This presupposes—to use literary
jargon—"defamiliarization” of the dominant seventh chord, soitsinterval-
lic propertiesaudibly supersede any harmonic-cadential associations. How
can we teach this to musicians?

The procedure is quite simple. The musicians must practice the
opening of the Prelude with the two chords reversed:
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Figure 1
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This “inversion” of the passage will nodoubt shock the performers, but this
is in fact the point of the exercise. The dominant seventh (and its A-sharp
“appoggiatura”) will pass, just as the Tristan chord (and its intervening A)
does. Thus, after the players hear that the “good old-fashioned dominant-
seventh” is itself linearly derived, they will expect (and demand) that the
music continue rather than hover ametrically after each “unresolved domi-
nant.” This suggests, incidentally,a further experiment in musiccognition.
How would an orchestra perform the Preludeif it (and the conductor) were
given barless parts?? At the very least, the task of deciphering the meter and
preserving the ensemble would necessitate fastidious counting!

One can neither argue nor impose taste, so I shall not decree that
performances of the Prelude henceforth be executed metrically. Ido hope,
nonetheless, that some future conductor will at least entertain the possibil-
ity that Wagner’s unique tonal language in Tristan is better projected by
measured performance,and thatthe Prelude “languishes” quite convincingly
in tempo.
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NOTES

Stephen Dembski and Joseph N. Straus, eds. Words about Music. Madison:
University of Wisconsin Press, 1987.

?[deally, the performers would be unfamiliar with the Prelude. This situation
is improbable (except if we are speaking of quite inexperienced players); still, it
would be enlightening to observe the degree to which seasoned players would
change their perception and performance of the music.
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CORRECTIONS

The following correction should be made in the Fall, 1989 issue of
JMTP:

On page 155, what is labeled “Core Curriculum around 1950”
should be “Core Curriculum around 1964.”
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Administrator of the Undergraduate Cognitive Sciences Program. Healso
does freelance coaching and accompanying in the Boston area.

Roger Graybill

Roger Graybillis presently Associate Professor of Musicat the Univer-
sity of Texas at Austin. He received a M.M. in organ performance and a
Ph.D. in music theory, both from Yale University. Dr. Graybill’s research
presently focuses on rhythmic theory and the pedagogy of rhythm. He has
published articlesin Music Theory Spectrum, Journal of Musicological Research,
In Theory Only, and Theoria.
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Micheal Houlahan

Michedl Houlahan holdsa M.M.and a Ph.D.inMusic Theory, from the
Catholic University of America (1989), an honors degree from the Univer-
sity College, Dublin, Ireland (1984), a fellowship from Trinity College and
London College of Music, and adiploma from the Zoltan Kodaly Pedagogi-
cal Institute, Kecskemet, Hungary (1985). He was awarded an Irish Arts
Council Scholarship and a Fulbright Scholarship for graduate studies. He
has taught at the Catholic University of America and Georgetown Univer-
sity in Washington, D. C.

Michedl Houlahan and Philip Tacka, co-authors, are currently in-
volved in writing a music series Sound Thinking, published by Boosey and
Hawkes. The series includes both solfege and methodology textbooks and
workbooks. Currentareas of researchinclude the integration of the Kodaly
concept and Schenkerian Analysis, the development of a sightsinging and
ear training program for teaching twentieth-century music, and the peda-
gogy of theory at the undergraduate and graduate level.

Justin London

Justin London teaches music theory, history, and criticismat Carleton
College. He has presented or published papers on subjects ranging from
phrase structure in 18th-century theory to current models of the musical
hierarchy. He is almost finished with his dissertation: “The Interaction
Between Meter and Phrase Beginnings and Endings in the Mature Instru-
mental Music of Haydn and Mozart.” Mr. London has also been known to
play and sing pop music in his office late at night, when his colleagues
weren’t looking.

122



Paul Paccione

Paul Paccione received his Ph.D. in music composition from the
University of Iowa in 1983. He is currently Associate Professor of Music
Theory and Composition and Director of Graduate Music Studies at West-
ern Illinois University, Macomb, Illinois. Mr. Paccione was awarded the
1988 Outstanding Teacher Award in the College of Fine Arts from Western
Illinois University. His compositions are published by Lingua Press and
American Composers Edition.

Gary Potter

Gary Potter is Associate Professor and Coordinator of Undergradute
Studies in Music Theory at Indiana University School of Music, Blooming-
ton. He holds degrees from Oberlin and Indiana and has taught at several
California colleges and universities including the University of California
atSanta Cruz. Hisresearchinterestsinclude skills pedagogy, jazz analysis,

and jazz pedagogy.

Philip Tacka

Philip Tacka is currently a Visiting Assistant Professor in the Depart-
ment of Fine Arts at Georgetown University, Washington, D. C. He has
earned a D.M.A. from the Catholic University of America and a diploma
from the Kodély Pedagogical Institute, Kecskemet, Hungary. He has also
served on the faculty of Massachusetts Institute of Technology as a Profes-
sorial Lecturerin Musicology and has served independently asa consultant
toeducational offices, school systems, and colleges throughout the country.
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Robert Trotter

Robert Trotter is Professor Emeritus in the School of Music, University
of Oregon where he served as Dean from 1963-75. More recently (1989-90)
he was Interim Vice-Chancellor at the North Carolina School of the Arts. In
addition he is Past President of the College Music Society (1962-64) and has
been Director of the Northwest Regional Institute for Music in Contempo-
rary Education, member of the Policy Committee for the Contemporary
Music Project, and author of Scalelab (fifteen self-testing and tutorial pro-
grams for the Apple Il series relating musical names, notation, and sound;
Temporal Acuity Products, 1989).
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JOHN BUCCHERI

BACKGROUND

Do the fundamentals of music equal the rudiments of notation? Does
learning the history of music consist of accumulating and memorizing the
great names, dates, and themes of Western art music? Does instruction in
basic music theory mean largely instruction in harmony and voice leading?
Arethereless fragmented curricular structuresand methodologies that can
better train and educate our young musicians? Readers will remember that
a generation ago, such questions were being asked by musicians involved
in Comprehensive Musicianship (CM), a way of thinking about music
education thatemanated from the Ford Foundation-funded Contemporary
Music Project.

Northwestern University figured importantly in the initial thrusts of
the CM movement. George Howerton, Dean of the School of Music and a
member of the Project’s Policy Committee, convened a Seminar on Compre-
hensive Musicianship in 1965 that established the CM agenda. A year later,
the Institutes for Music in Contemporary Education (IMCE) were estab-
lished nationally to initiate experimental courses at pre-college, under-
graduate, and higher levels, with an emphasis on the basic training of
undergraduate music majors. Arrand Parsons, then chair of the Theory and
Composition Department, played a significant role in the thinking and
planning for the Northwestern Seminar, and served as director of the IMCE
midwestern region. Composer Alan Stout,' as program head, designed and
taught an experimental class at NU from 1967-1969, assisted at the time by
a candidate for the doctorate in composition, Joseph Schwantner.

These were heady times. Amid the political turbulence of the 60s,
questions were being raised challenging all phases of musical training and
the preparation of teachers at all levels. There were strong convictions
emerging: every musician should experience the perspective that composi-
tion brings to the understanding of music—the elementary school teacher
should share some of the same experiences with the Machaut Mass as the
musicologist training as a Medievalist—the performer needs some of the
same analytical tools as the budding music theorist. All young musicians,
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itwasasserted, mustengage themusicof theday tointegrate contemporary
practice and thought with the past. And finally, the earth as global village
(remember McLuhan?) made imperative the study of “musics” of other
cultures.

The CM idea transformed and energized the outlooks of men and
women at departments and schools of music throughout the country.? At
Northwestern, it prepared the way for major curricular change in the early
70s. Arrand Parsons deserves creditboth for his contributionat the regional
and national level, and for his guidance and inspiration locally, where his
persuasiveness and conviction supported area pre-college programs as
well as the experimental course in the School of Music. At the time,
Northwestern offered a traditional palette of two years of music theory
(writingand analysis), two years of ear training (separate from theory), and
one year of music history taken during the sophomore year. Alan Stout’s
experimental class of 22 students was chosenrandomly from those who had
completed freshman theory and ear training. The class comprised players
in all standard orchestral instruments, piano, organ, and voice. A littleless
than half were musiceducation majors (reflecting the distribution of majors
at NU during this period), with a smattering of history, theory and compo-
sition majors as well.

The class met 9 hours per week and focused on musicliterature viewed
fromboth historical and theoretical perspectives. Students wereimmersed
in questions of performance practice, primary and secondary source mate-
rials, and editions. They undertook small-scale research projects and used
analytical techniquesappropriate to the styleand period of the music. Score
analysis was complemented by aural style analysis. Traditional writing
skills formed the basis for compositions imitating a variety of styles.
Students performed and discussed these compositions in class. The list of
recorded examples used for the Spring term final indicates the breadth of
music literature the students engaged: Bach, Cantata 65, first movement;
Bartok, Cantata Profana, beginning; Beethoven, Piano Sonata No. 29, 4th
movement; Dufay, Missa se la face ay pale, Kyrie; Mahler, Ich bin der Welt ;
Monteverdi, Magnificat & 6; Mozart, Piano Concerto, K.595, third move-
ment; Stravinsky, Symphony in C; Tschaikovsky, Manfred, first movement;
Xenakis, Metastasis.?

Those of us still engaged in teaching within the standard curriculum
could not help but be affected by the new currents of thought. It was not
until 1972, however, with the arrival of Dean Thomas Miller, that the
structure for the present-day Musicianship program was created as part of
a major revision of the School of Music curriculum.
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INITIAL STRUCTURE AND SCOPE OFMUSICIANSHIP

The new curriculum was formally approved and implemented by our
faculty in the spring of 1972. From that time to the present, the School
enrollment has been held at about 500 students—350 undergraduates and
150 graduates. Full time faculty now number 56, with about 40 part-time
faculty (depending on the year), 14 of whomare present or former members
of the Chicago Symphony Orchestra. A full range of graduate degrees are
offered, as well as undergraduate degree programs in performance, music
education, theory and composition, and church music and organ. Music
theory and composition faculty comprise a single department, offering the
Ph.D. in Music Theory and the Doctor of Music in Composition, as well as
the M.M. in Theory, M.M. in Composition, and M.M. in Computer Music.

The new curriculum was divided into two years of Basic Studies and
two years of Specialization. Basic Studies consisted of four concurrent
components: applied instruction, performance (ensemble, aural and key-
board skills), general education, and musicianship. The influence of CMis
evident in the set of recommendations passed on to the faculties in Theory,
Composition, and Music History. As we planned to implement the Musi-
cianship program, we were specifically enjoined to take into account the
following:

1. Primary emphasis should be focused on those processes (e.g.,
analytical, evaluative, conceptual) thatlead toan understanding of
music literature.

2. The works selected to illustrate these processes should represent
music of Western and Non-Western cultures and, collectively,
should be the vehicle through which the student is made aware of
theenvironment in whichmusicwasand iscreated and performed.

3. Performing should be at the core of the Musicianship course, and
the interrelationship of performance with every other musical
aspect should be demonstrated not only by using resources within
the class, but also by exploiting the greater variety of resources
throughout, and even outside the School.

4. The student should be acquainted with basic reference and re-

search tools. . . (fr. “A New Curriculum: The Recommendations,”
School of Music, Northwestern U., 1972)
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~ With these ideas in mind, and after consideration of the resources,
faculty expertise, and the restraints imposed by the time and creditallotted
in theoverall curricular design, we settled upon the following structure for
the two years of Musicianship:

The class will meet for five one-hour sessions each week; 2 hours in
lecture and 3 hours in smaller sections of 15-25 students (over the years, the
number of sections has varied typically from4 to 6; at present there are only
3 sections of sophomore Musicianship). Each term lasts approximately 10
weeks (Northwestern is on a quarter system—three quarters make up the
regular academic year, with the summer session serving as the fourth
quarter). Thus students would receive six quarters of Musicianship study
totaling about 300 contact hours. Given the specialized training of the
faculty, we decided to correlate theoretical and historical perspectives by
having a member of the Music History & Literature Department give the
lecturesand members of the Theory & Composition Departmentberespon-
sible for the smaller sections, rather than rely onindividual faculty members
to integrate these areas, as had been done in the experimental class. The
faculty had decided also to maintain separate Aural Skills and Keyboard
Skills classes (described briefly below) resulting in the following weekly
time commitment for the typical freshman and sophomore:

Musicianship 5hours 2 hours, history lecture
3 hours, theory class
Aural Skills 3hours  1hourlecture
2 hours lab section

Keyboard Skills 2hours  both hours in Piano Lab class

The six quarters of Musicianship cover the traditional periods of
Western music history, with one quarter of study devoted to music of non-
Western cultures, another to music of the 20th century. After some debate,
we agreed on the following sequence:

First Year:
1st quarter: World Music
2nd quarter: Baroque Music
3rd quarter: Classic Music

Second Year:
1st quarter: Romantic Music
2nd quarter: 20th-Century Music
3rd quarter: Medieval and Renaissance Music
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Severalideas formed thebasis for this particular chronology. First, the
introduction to world music was intended to provide the broadest possible
context for the musicstudied in later quarters. Second, the wide divergence
in entering students’ mastery of the notational rudiments of music—key
signatures, scales, intervals, triads and the like—suggested holding off the
study of conventional harmonic and tonal practice until those less experi-
enced had gained some fluency. A rudiments course meeting once a week
during the first quarter was established for that purpose. Third, the desire
tobegin the study of harmony as early as possible after the first quarter and
correlateit withappropriate musicliterature, suggested holding off Medie-
valand Renaissance music(whichat the time, some thought, waseven more
remote from our students’ experience than, say, Indian music) until the
sixth and final quarter, when the enriched background acquired through
the five previous quarters could be brought to bear on the earlier styles.

CONTENTOF MUSICIANSHIP: FIRSTQUARTER

The commitment to begin the Musicianship sequence with an intro-
ductionto World Music presented somesignificantchallenges. Notentirely
by coincidence, we were fortunate to have on our faculty at this time the
ethnomusicologist Klaus Wachsmann, a willing guide and invaluable
resource in planning the two weekly lectures. But for those of us who had
taught freshman theory as a harmony course primarily, the question of
“what to do on Monday” was not easily answered. No one on the theory
faculty had sufficient experience with non-Western music to feel confident
treating it in any authoritative way. It was also clear to us that as our
students were becoming familiar with music based on organizing prin-
ciples other than conventional tonality and meter, we could not convinc-
ingly claim that the truly significant music “fundamentals” were those of
scales, intervals, triads, and time signatures. We learned a great deal in the
firsttwoyearsorsoby attending the lectures ourselves. Butestablishing the
contentof this quarter wasby nomeanseasy, nordiditall get settled at once.

By 1978 it was possible for us to provide the School’s Curriculum
Committee with a progress report on Musicianship including a content for
the first quarter that had stabilized over the preceding three or four years.
Paul Berliner, who had replaced Klaus Wachsmann by this time and was
himself responsible for the Musicianship lectures, began with a review of
major world music systems. To spark thinking, students listened to pieces
grouped by geographical areas. Each area was represented by indigenous
music and by music of a more international stamp that was somehow
associated or derived from it. For instance, folk music of Ghana was
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grouped with Drumming by Steve Reich, Kulu S¢ Mama by John Coltrane,
and music of the Paul Winter Consort. Music of the Peruvian Indians was
juxtaposed with Simon and Garfunkel’s Bridge Over Troubled Waters. Music
from the Morning of the World (Balinese gamelan) was heard with Cage’s
Sonatas and Interludes for Prepared Piano and the introduction to the Turan-
galilaSymphony of Messiaen. Besides Africa, South America, and Indone-
sia, the music of India, the Middle East, Europe, North America, and the
Orient was represented. Units of study on Indian classical music, African
music (with concentration on the mbira music of Zimbabwe), and jazz
followed. Students were encouraged to overcome the tendency to judge
musicsolely by the valuesand expectations derived from theirownculture.
Ethnocentrism was replaced by an appreciation of music for its diverse
religious and social functions (including ways in which music is taughtand
transmitted). Students were introduced to a variety of improvisation
methods, and were expected to become familiar with specific pieces froma
diverserepertoryand toapply descriptive terminology appropriate toeach
piece. Instrument classification projects, assigned listening, and readings
from a number of sources got students using the music library from their
first days at Northwestern.

What could we theory teachers do to provide a compatible content?
Three units of study evolved, based on concepts broad enough to encom-
passa wide variety of musical organizations. Briefly, thefirstunitdealt with
the nature and expressive potentials of sound—the properties and manipu-
lation of pitch, duration,dynamics and timbre. The second unitintroduced
musical rhythm as a temporal hierarchic structure, starting with theidea of
form as rhythm—how “chunks” of time acquire an identity and character,
and how they may be related and articulated as they are assimilated by the
listener. The third unit treated concepts of structural and decorative pitch,
including limited pitch collections, octave equivalence and registral space,
and simpler forms of prolongation. We drew from the entire chronology of
Western music, referring to pieces being studied in the world musiclectures
when the opportunity arose.

Wedecided to be less concerned with the transmission of information
and more concerned with involving students in different sorts of musical
activities. We tried some pedagogical experiments inspired by R. Murray
Schafer’s thinking,* and allowed the ideas of John Cage to bump against
more traditional notions of musical structure and function. Experimental
composition was used extensively to help students explore the expressive
potentials of sounds apart from traditional tonal implications. Many of us
assigned a one-note compositioninitially (a favorite model was the seventh
Etude from Elliott Carter’s Eight Etudes and a Fantasy for Woodwind Quartet).
Trombonists and cellists demonstrated ways in which their instruments

130



MUSICIANSHIP AT NORTHWESTERN

used the harmonic series to produce sound. Singers experimented with
non-pitched vocalizations and created choirs of buzzes, hisses, and clicks.
Any object was viewed as a potential sound source—yes, there were a
number of Rhapsodies for balloon, or water glass, or squeaking chalk. The
compositions /improvisations were performed in classand generated wide
ranging discussions about formal strategies (unity, contrast, variation),
tension/release profiles, pattern and accent, affect, association, and social
context, as well as nuts-and-bolts issues of the manipulation of pitch,
timbre, duration, and dynamics.

The discussions were often quite diffuse, to say the least. But we had
come to a very important conclusion about how we wished to treat our
students, many of whom were already fairly accomplished musicians with
extensive performing experience. We wanted tobuild on those foundations
in some way, and try to minimize the anxiety some students experience
when theybegin theoretical study (the “All of asudden, it seemslikel know
nothing about music” condition). The composing projects and other in-
class listening offered an opportunity to share reactions and demonstrate
the variety of responsesavailable from the same sound stimulus. There was
always a good mix of conventional and radical thinkers in each class. The
teacher, no longer the source for musical truth, had to demonstrate toler-
ance for a wide spectrum of opinion, and be able to pull together, para-
phrase, and sometimes make cogent newly-formed (and consequently not
always well-formed) ideas.

This was teaching “atrisk.” The pedagogical challenge was to provide
a context that allowed students to verbalize their responses, confront new
ideas, refine listening skills, and begin to build a descriptive vocabulary to
communicate what they heard and thought—and at the same time, main-
tain some orderly progression of topics.

Instructors continued the composition projects throughout the quar-
ter, but the focus during the unit of study on rhythm turned to analytical
skills. Initially, studentslistened toa number of examples for their qualities
of “measuredness”—how easy was it to hear consistent regular pulses in
Debussy’s La mer, Ligeti’s Continuum, a minuet by Mozart or a blues by
Oscar Peterson? Excerpts were tested for their rates and ratios of pulsation
using thebasic conducting patterns. Welistened forand sorted out patterns
and accents that contributed to or conflicted with metric structure, defined
as the set of tappable pulses related by simple factors of 2 or 3. Rhythmic
structuresof Indian music (tala), musicof thegamelan, and certain perform-
ance practices on the mbira fit nicely into the conceptual approach being
used in the theory class. Students became familiar with basic notions of
tempo and rubato, syncopation, and pace (defined as degree of activity
within a fixed tempo). The regular metric hierarchy was compared to
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simultaneously occurring but not always coinciding phrase structures.
These ideas were then applied to score analysis. Students were asked to
consider how the variety of pulse rates implicit in the written metric
structure were expressed by the heard musical gesture. The score excerpts
chosen for study ranged from chant to Webern, with a concentration on
aspects of Baroque and Classical rhythm that would confront students in
immediately succeeding quarters.

Preparation for the study of harmony and tonality in the Winter
quarter was an important component of the final unit on structural and
decorative pitch. Although composing projects might now involve motivic
constructions using synthetic, modal, major or minor scales and experi-
ments with chords builtin fourths or majorand minor seconds, efforts were
concentrated more on conventional melodic, harmonic, and tonal struc-
tures. This meant integrating some of the material and drills from the
notational fundamentals class into the Musicianship sections. In addition,
analytical study dealt with ways in which harmonic connections might be
enlivened and individualized in specific contexts. For instance, given the
excerpt from Mozart’s C Minor Fantasy below, students would be expected
to recognize (not necessarily in the order given):

Fig. 1. Mozart: Fantasy In C Minor, K. 475, mm.42-48.
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the scale of A harmonic minor

the 5 to 1 motion in the bass, and with it other strong “tonicizing”
melodic moves, 4-3 and 2-1, across the final bar line in the right hand part
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the E7 prolongation with eventual resolution to A minor
the reiterated neighbor motion in the bass

the arpeggiations in the right hand part (which expand the range to
nearly four octaves by the end of measure 46)

the repositioning of the harmonic third b/d up an octave in measure
46, followed by a passing motion (m.47) to the resolution a/c (m.48).

Also,a moresubjectivecomment or two might be expected concerning
the “dramatization” of the V7-i resolution as a result of Mozart's handling
of pitch space, harmony, and rhythm (hoping they would remember from
the previous unit that the agogic and contour accents in measure 46 cause
syncopations that help sustain the tension of the dominant seventh).

Theapplicability of concepts tomusic studied in succeeding terms was
asignificantdeterminantforinclusionin theinitial quarter of Musicianship.
For the most part, the concepts described above proved to be quite durable
inlater quarters. This spiral approach, using and refining the concepts with
the specific literature of each period, made us aware of perhaps the most
important difference between what we were doing now and what we had
done in the past. While we were still using pieces of music to teach the facts
and principles of music theory, we were, much sooner, able to use music
theory to teach pieces of music. Students were motivated by the realization
that music theory offered them tools (aural and visual, analytical and
conceptual) to learn any piece of music, in much the same way that
fingering, pedalling, and interpretive skills were necessary to learn a
Beethoven piano sonata.

CONTENT: SECOND THROUGH SIXTH QUARTER

The individuals from the Music History & Literature Department
responsible for the history component of the remaining five quarters each
brought unique pedagogical and scholarly talents to bear in contributing to
the content of Musicianship, and the brief description of their efforts here
will not dojustice to their dedication and imagination. In the most general
terms, the goals were toacquaint the student with therepresentative genres
and styles, the critical thoughtand cultural context, and thebasicsources for
independent research for each period.
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Fromthebeginning, studentsdeveloped critical thinking skills through
writing projects that involved familiarity with critical editions of music,
standard reference works, and the literature on performance and interpre-
tation. Some projects required concert attendance and performance cri-
tiques, some asked students to become familiar with and react to the views
of composers or othermusicians of the time, or toexamine differenteditions
of musicand considerinterpretive problemsin pieces they themselves were
preparing to perform. Many of these projects required applying analytical
skills being developed in the theory classes.

Appendix 1 contains sample listings of the weekly lecture topics for
eachquarter. There wereattempts to study the same pieces simultaneously
in both the history and theory sections. However, presentation by obvious
and effective methods of organization (genre, national origin, or composer),
was often incompatible with the sequence of material most desirable in the
theory class. Socorrelation wasachieved largely through the musicitself—
the fewer pieces analyzed in depth in the theory sections were included in
the broader literature survey in the history lectures. The score anthologies
and taped listening assignments thus became primary vehicles for correla-
tion.

The goals for the theory sections were to equip students with the
various analytical (aural and visual) and writing techniques necessary for
understanding specific representative works. A summary description of
the remaining five terms will convey the scope of the theory sections:

Second Quarter, Baroque music. The interpretation of figured bass;
basic principles of voiceleading and chord connection; diatonicand altered
harmony through secondary dominant functions; analysis of contrapuntal
and imitative forms (canon to fugue), binary and ternary forms (dance suite
and da capo aria), and ground bass (variation techniques).

Third Quarter, Classic music. Completion of the harmonic vocabu-
lary through Neapolitan and augmented sixth chords; concentration on
forms (compound forms [Minuet & Trio), sectional variations, sonata,
rondo, concerto); analysis of whole movements from piano works, string
quartets, and symphonies.

Fourth Quarter, Romanticmusic . Chromaticharmony and the expan-
sion of tonality; chords of the 9th, 11th, and 13th; concepts of motivic
generationand permutation;analysis of lieder, character pieces, symphonic
and instrumental chamber music.
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Fifth Quarter, 20th-Century music. Features of the music of Debussy,
Stravinsky, and Bartok; serial techniques of Schoenberg and Webern;
extensions of serialism, (recently, basic set theory operations), indetermi-
nacy, graphic notation, minimalism.

Sixth Quarter, Medieval and Renaissance music. Chant, the mass,
origins of polyphony, forms based on borrowed materials, concepts of
consonance and dissonance, cadence, counterpoint, and the evolution of
harmony.

Composing. Writing “inthestyle” was carried throughall fiveremain-
ing quarters of Musicianship. The time spent preparing students for each
project, the expected level of emulative skill, and the number of pieces
performed in class varied considerably with the theory section instructor.
For the Baroque period, there was a predominance of figured-bass realiza-
tioninkeyboard style. More traditional SATB textures were also studied at
this time. Some brief encounter with imitative writing, in the form of a two-
part contrapuntal exposition, a sequential progression, or a simple canon
was also common. During the Classic period of study, students might
compose short pieces involving variation techniques and period forms
using Alberti bass accompaniments. The elements of text setting were
considered while examining Schubert lieder, and near the end of that
quarter, character pieces using chromatic progressions might be assigned.
Chant was written on a four-line staff using models from the Liber Usualis,
and one student, when required to employ a certain popular 14th-century
technique, handed in a piece entitled “ GotIsorhythm.” The basic forms of
the 12-tone row were used with Schoenberg’s concept of the Grundgestalt to
create solo instrumental pieces. One of the most popular projects involved
groups of 4 or 5 students who created their own “happenings,” using ideas
of conceptart, minimalism, and graphic notations modeled after those seen
in Source’

Aural Skills. Even before the 1972 revision, keyboard and aural skills
were taughtin separate classes, as they are today. There hasbeen no strong
sentiment for combining training in these skills with the study of music
theory or history. The Musicianship classes do incorporate critical or
analytical listening, and singingin classisused asameans of understanding
the literature being discussed or analyzed, while the actual skills of sights-
inging and transcription are developed in the separate Aural Skills class.

The equivalent of six levels (2 years) of aural training are undertaken
by eachstudent. Asaresultof tests given during orientation week, students
may placeahead one or morelevels. Initially, all six levels were offered each
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quarter. Now, a trailer section is offered each quarter after the first: e.g.,
during the Winter quarter, several sections of Levels II (freshmen) and V
(sophomores) are offered, along with single sections of Level I and IV.

The program may be characterized by goals that have been sustained
more or less over the entire span of the Musicianship program: to foster the
student’s ability to transfer aural skills into all areas of musical activity, and
to develop knowledge of a broadly based repertory of specific pieces of
music. One way this hasbeenachieved is by using literature corresponding
to the period being studied in the Musicianship class. For example, a
syllabus from the late seventies indicates that, during study of 20th-century
music in Musicianship, half of the quarter’s work in aural skills was taken
from “La Transfiguration de Notre Seigneur Jésus-Christ” (Section VII) by
Olivier Messiaen, and the Concerto for Orchestra (Movement I) by Béla
Bartok. The classes (1 hour of lecture, and 2 hours of lab each week, with
little variation over the years) also have maintained traditional methods of
singing and dictation to develop musicianship skills. The goals for the most
recent Level Il syllabus indicate the kinds of activitiesand orientation of the
present program: “Familiarity with major styles and genres of the Baroque
period. Ability tosing,accuratelyand musically, diatonic musicincommon
meters, using treble and bass clefs, in one, two, and four parts. Continued
development of musical memory and inner hearing through performance,
transcription, selective listening, and improvisation. Abllll’y to transcribe
rhythmic, pitch, and harmonic aspects of appropriate music of the Baroque
period. Ability to perform simple play-and-sing exercises, using voiceand
keyboard.”

Keyboard Skills. Like Aural Skills, the two years of Keyboard Skills
is divided into six levels of competence. The program is the responsibility
of faculty in the Piano Department, with teaching assistants drawn from the
doctoral program in Piano Performance and Pedagogy. While one of the
avowed objectivesis toreinforce students’ experiencesin Musicianshipand
Aural Skills, the Keyboard Skills curriculum concentrates on the develop-
ment of a practical keyboard facility that includes score reading, transposi-
tion, harmonization, and accompanying, along with drills necessary to
develop technical facility. Hence, the degree of coordination possible is
limited. For instance, Neapolitan and augmented sixth chords are intro-
duced in the third quarter of Musicianship (Classic period), butare notdealt
with in Keyboard Skills until Level 5, when 20th-century music is being
studied in Musicianship. In theinitial planning stages of the curriculum, the
lack of coordination was anticipated, and the virtues of re-engaging mate-
rial studied earlier won out over the perceived disadvantages.
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OTHER FEATURESOFTHEPROGRAM

Texts and Materials. If the Music Library’s book and recording
reserve shelves are taken into account, the list of sources made available to
students is a very long one. The Grout history and the Burkhart score
anthology have been the most consistently chosen required materials over
the years. We have on occasion required students to purchase a theory text
(both “comprehensive” or more strictly “harmonic” in scope); it is, how-
ever, moreaccurate to characterize the theoretical study in Musicianship as
arising directly from scores and recordings. The kinds of information and
exercises found in most harmony texts have been put together by the
instructors and distributed in handout form to students.

The Study of Voice Leading through Writing. With study of twenti-
eth-century and pre-Baroque music comprising twoof the six quarters,and
with integration of material normally taken up in separate courses called
Form & Analysis, itisapparent that the correlated theory /history approach
doesnotallow asmuchtime for the study of voiceleading as the typical two-
year harmony course. This will be perceived asa serious flaw in the design
of the program by those who believe mastery of principles of voice-leading,
through writing, is the significant prerequisite to understanding . . . every-
thing else. This issue can spark hot debate among theory teachers, no less
atNorthwestern thanacross theland. The considerations mentioned below
are not meant to represent unanimity of thought at NU, but rather to
account somehow for the program’s endurance as one of the relatively few
so structured.

First, it is important to point out the aspects of harmony and voice
leading that Musicianship students have been expected to assimilate:

(by the end of the first quarter) the resolutions of dominant seventh
and leading tone sevenths through singing, score analysis, and writing,
presented as the prime generating element for the sensing of tonal motion;

(during the study of Baroque music) the interpretation of figured bass
notasa setof inversion symbols, butasa means of indicating both the goals
and processes of voice leading;

anumber of specific cadential formulas, presented as combinations of
variable linear motions, and built up from dominant resolutions, preceded
by several pre-dominant functions including, eventually, the Neapolitan
and augmented sixth chords;
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the chromatic resolution potentials of (especially unstable) chords,
using common tones and chromatic or diatonic half-step motion to effect
progressions that expand the tonal (modulatory) field.

Second, there has been general agreement that, of all the ways of
knowing music encountered in undergraduate theory, the one students will
eventually use and need the most is analytical skill, defined broadly as the
ability to sort, relate, and evaluate musical structures and processes both
aurally and visually. This conviction has affected our teaching in several
ways—perhaps most importantly by making us feel uncomfortable if we
stray too far for too long from listening to or studying the score of a specific
pieceof music. Also, whenitis necessary toabstractand generalize, we feel
compelled toshow rather quickly how such conceptualization can assist the
intimate and thorough learning of a specific piece.

One of the most vexing problems facing all undergraduate theory
teachersis the rapid atrophy of theoretical skills that is revealed so often in
the testing of entering graduate students. Our attempt to ensure that
students are equipped with skills that will endure through practical appli-
cation outside the theory class is another reason for our focus on analytical
processes and techniques. In recent years, our concern has caused us to
reconsider the amount of time given to all writing activities—composing-
in-the-style as well as harmonization and voice-leading exercises, and to
search for other, perhaps more efficient, means of communicating the
special insights, whichitis assumed, can only come through writing. While
it would be wrong to conclude that writing has been eliminated from the
Musicianship program, there has been a definite shift in focus to analytical
listening and scoreanalysisactivities. Beginningin thefirstquarter, wenow
incorporate drill techniques that focus on analytical score reading skills
(recognition of chord types, fleeting and longer-term tonicizations and the
like). In later quarters we ask students to learn complete pieces of music
analytically—by amassing a wealth of analytical observation as a means of
building up an internal model of the whole. To the extent that we have de-
emphasized writing, we depend on those students who are interested to
take upper division courses in counterpoint and style composition. This
may reflect the emerging conviction that knowledge of a style through
writing and composing is best taken up after students have already learned
a selected repertory of music using a varied, more inclusive set of ap-
proaches.

The Use of Computers in Musicianship. From 1986 to 1989, a grant
from the Fund for the Improvement of Post-Secondary Education gener-
ated thinking about several new approaches to music learning, all of which
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involved computers. The result was the development of new methodolo-
gies in the areas of analytic listening and analytic (score) reading that have
been incorporated in the Musicianship and Aural Skills classes. Students
are currently using the EarWorks program (created by Richard Ashley) to
develop a variety of strategies to comprehend musical structures aurally.
The ScoreScan and Imager programs (designed by John Buccheri and
written by Roland Telfeyan) focus onscoreanalysis techniques for the rapid
recognition of harmonic and tonal operations. These two programs are
currently in use by students in an upper division class, but the techniques
this software supports have been used in the Musicianship classes for the
past three or four years. We expect computers to play an increasingly
meaningful part in the program.

Performance . All students registered in Musicianship meet together
for the history lectures, and the larger space required (typically a small
recital hall) also makes it practical to use the lecture hour for performances.
These may include instrumental chamber works, opera scenes, as well as
solos and duets. In the early days of the program, student performance of
appropriate literature was common even in the smaller theory sections. As
time passed, the proliferation of ensembles and the abundance of recitals
and concerts in the School itself relieved the pressure to arrange in-class
performances. Still, it is usual for two or three to be scheduled during a
given quarter.

Personnel. While supervised teaching assistants have been used
consistently in the Aural and Keyboard Skills programs, full-time faculty
have been heavily involved in Musicianship throughout its existence.
Originally, one faculty member from Theory & Composition was assigned
a Musicianship section for at least one full year. As the department
expanded the number and variety of its upper-division courses, as new
faculty have come on board, and as we have competed successfully for
grants that offer release time, the continuity in staffing has not been
maintained—a situation with both pros and cons. In hiring part-time
faculty to teach grant-released hours, we have been able to offer our best
graduate students additional teaching experience. Torefresh our thinking
or to satisfy an individual’s predilections, one of us may shift out of a
Musicianship sequence to teach an upper division or graduate class, or
jump from teaching first-quarter freshmen (world music) tosecond-quarter
sophomores (20th-c. music). Unfortunately, some of our pupils find it
unsettling to have had three or four different teachers by the end of their
sophomore year. Certainly, one solution is to use supervised teaching
assistants in the Musicianship sections as well. For a research institution,
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the University’s commitmentof faculty toundergraduate teaching isstrong,
and several other elements would have to fall into place before such a
solution was feasible.

Grading. A single grade is given for each term of Musicianship, for
which one unit of credit is granted (4 units are taken each quarter). In the
first years of the program, when enthusiasm was at its peak, both the
midterm and final examinations were designed by the committee of faculty
teaching each Musicianship course. In addition to discussing meatier
musical issues, we spent considerable time at the weekly staff meetings
choosing pieces and formulating the language for the questions. Since the
theory faculty attended most of the history lectures, this was not as daunt-
ing as it may seem. The theory teachers themselves stayed in close touch,
but there was no attempt to enforce the same daily routine in all sections,
and each of us was able to schedule assignments and quizzes independ-
ently. Lest the description of the curriculum here seem too pat and the
decisions concerning content too easily agreed upon, let it be said that
occasionally strong convictions won out over the desire for uniformity and
consistency—actually, tolerance for a variety of perspectives and their
pedagogical ramifications was, and remains, quite high. Consequently
there wasa greatdeal more freedom of choicein theday-to-day content than
can be communicated here in any detail.

Ultimately, the theory teacher contributed the same percentage to the
grade as the history teacher—say 40%—and the midterm and final were
scored by both and counted the remaining 20%. These percentages varied
from quarter to quarter depending on the collective will. In more recent
times, the history and theory teachers have drawn up all their own exams,
and each simply contributes 50% to the grade at the end of the quarter. This
is due in part to the more volatile composition of faculty from quarter to
quarter, and the pressures especially on younger faculty to be concerned
less with teaching and more with research. The more complete separation
of theory from history is viewed by some as slippage from the ideal that
historical and theoretical approaches are indispensable, mutually enhanc-
ingcomponents of the serious study of musicand thus warrant some degree
of synthesis in the curriculum.

THEFUTURE
The confluence of somany young, capable, and talented faculty, anew

School of Music Dean (Bernard Dobroski assumed this position at the start
of the academic year 1990-91), and a renewed collegiality and concern
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among faculty, re-invigorates the spirit for the reexamination of our mis-
sion. As we anticipate change we face a polarity of challenges. On the one
hand, the case for an even more rigorous engagement with conventional
tonal operationsisargued persuasivelyat our theory conferencesand inour
journals (JMTP assuming a leading role here) and a new, enhanced
Graduate Record Examination requires, for the first time, demonstration of
proficiency in traditional written harmonization, counterpoint, and aural
skills.

On the other hand, equally compelling argument for “the need for a
more comprehensive perspective” appears in a recent College Music Soci-
ety-sponsored report.” Among its recommendations: “The curriculum
needs to expand to include 1) musics other than those of the Western
tradition, both folk and art; 2) Western folk musics and the vernacular
tradition; and 3) the experimental directions of the expanding Western art
music repertory.”® The dangers of fostering a monocultural education, the
impactof technology notonly on what we teachbut—before they gettous—
on the attitudes of those we teach, the ramifications of the often heard but
no less disquicting observation that “much of the current population in
America does not spiritually identify with art music of the Western Euro-
pean tradition”>—these are issues that must be addressed in any curricular
restructuring. They also engender some of the same questions raised at the
top of this piece.

The itch to intone adages of change will be resisted; the reader may
conjure up an appropriate cyclic saw. Itis good to ask these questions.
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NOTES

"Professor Stout is among several individuals to whom I owe thanks for their
assistance, including Richard Ashley, Paul Berliner, Marcia Bosits-Norrman, Rich-
ard Green, Dean Justmann, William Porter, and Judith Schwartz. Others who
figured significantly in the development and/or evolution of the Musicianship
curriculum are Lynden DeYoung and Arrand Parsons (both now retired), Sue
DeVale Carter, Donald Fisher, Peter Gena, Gary Greenberg, Carol Moore, David
Noon, Phillip Peter (all nolonger in the NU School of Music), Bill Karlins, Theodore
Karp, Gary Kendall, Don Roberts (Head, Music Library), Stephen Syverud, and
Thomas Willis. Relatively new members of the faculty who have taught Musician-
shipareCandaceBrower, Michael Pisaro, Faun Tannenbaum, Amnon Wolman,and
Jay Alan Yim. Finally, credit is due to several part-time faculty who have assisted
in recent years.

The tenor of the times and the scope of the program can be grasped by
examining two of several documents published about this time: Comprehensive
Musicianship: An Anthology of Evolving Thought (Washington: Contemporary Music
Project, Music Educators National Conference, 1971) and David Willoughby,
Comprehensive Musicianship and the Undergraduate Curriculum (Washington: Con-
temporary Music Project, Music Educators National Conference, 1971). Bothitems
were consulted as sources for this background.

*Willoughby, pp. 64-5.

‘R. Murray Schafer, The Composer in the Classroom (1965), Ear Cleaning (1967),
The New Soundscape (1969), and . . . When Words Sing (1970). Toronto: Clark and
Cruickshank/ Berandol Music Ltd.

SSource: Music of the Avant Garde. Composer/Performer Edition, 2101 22nd
Street, Sacramento, CA.

¢Richard D. Ashley, Redesigning the Content and Sequence of Instruction in Music
Theory. Final Report to the Fund for theImprovement of Post-Secondary Education.
(Evanston: Northwestern University, 1989).

"Music in the Undergraduate Curriculum: A Reassessment. Report of the Study
Group on the Content of the Undergraduate Music Curriculum. CMS Report No.
7 (Boulder, CO. The College Music Society, 1989).

8Music in the Undergraduate Curriculum: A Reassessment , p. 15.

SMusic in the Undergraduate Curriculum: A Reassessment , p. 7.
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Appendix. Listof Topics in Music History Lectures

Eachquarter consists of approximately 10 weeks of two 1-hour lectures, minus
time taken for examinations, review sessions, and the like. Unless otherwise
indicated, after each numbered week the two lecture titles are given, separated by

adot.

Medieval and Renaissance Music

Week:

1 Introduction/Liturgyand Notation ® Gregorian Chant/ Formand Style

2 Chant Theory/Later Developments ® Secular Monophony/ Instru-
ments

3 Early Polyphony/Rhythmic Modes ® Clausula and Early Motet

4 Ars Nova/ Isorhythm ® Guillaume de Machaut

5  TrecentoinItlay ® midterm

6  Transition to the Renaissance ¢ Guillaume Dufay

7  Johannes Ockeghem e Frottola/ Josquin des Prez

8  Josquinand company ® After Josquin/ National Styles

9  Instrumental Music ® The Renaissance Madrigal

10 Reformationand Counter Reformation ® Contemporaries of Palestrina

BaroqueMusic

Week:

1-2  Introduction. Sources and Editions of Baroque Music; Performance
Practice (4 lectures)

3 Late Renaissance/Baroque Instruments (2 lectures)

4 Theater Music. Italy: Early Baroque; Peri, Monteverdi (Orfeo) ® Middle
Baroque; Monteverdi (Poppea), Cavalli, Cesti

5 Italy: Late Baroque; A. Scarlatti, Italian Opera in England, Handel *
France: Lully, Rameau; England: Purcell

6 Chamber/Concert Music. Songs, secular cantatas ¢ Instrumental
ensemble music, early and middle Baroque

7 Instrumental ensemble music, late Baroque ® Solo music for strings

8 Solo music for keyboard ® Church/Religious Music. Catholic: liturgi-
cal music, oratorios, devotional music (2 lectures)

9 Lutheran: Motets, sacred concertos, cantatas, passions; organ music (2
lectures)

10 Anglican: Services, anthems; Handel’s oratorios
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Classic Music

Week:

1

2

9

10

The 18th century: background. Dance ¢
Rhetorical topicsand characteristicstyles

Galantkeyboard sonata: Scarlatti, Galuppi
* Empfindsamkeit:C.P.E. Bach, fantasy
and sonata

Keyboard sonata: Mozart, Haydn. Perform-
ance practice ® Opera buffa: Pergolesi

Opera seria: Graun, Hasse. Vocal perform-
ance ® Opera reform: Gluck

Classic opera: Mozart, Don Giovanni e
midterm

Lives of Haydn, Mozart, Beethoven ® Sacred
music: Pergolesi, Mozart, Haydn

Symphony and overture: Sammartini,
Stamitz ® Symphony: Mozart, K.551,
Haydn, No.101

Concerto:Mozart,K.467 and K.488 e Cham-
bermusic: Mozart, K.388, Haydn, Op.74/
3

Beethoven, String Quartet, Op.18/1 e Pi-
ano Sonatas, Opp.13 and 53

Beethoven, Symphony No.5 ¢ review

RomanticMusic

Week:
1

2.

3
4

Introduction to the 19th century; Beethoven, String quartet, Op.59/1 ¢
Middle period Beethoven, Symphonies No. 6 and No. 7

Late Beethoven, Symphony No. 9, String Quartet, Op.131 « Chamber
music: Brahms, Clarinet Quintet, Op. 115

Lieder: Schubert, selected songs ® Schumann, Dichterliebe, Op. 48

Brahms, Vier ernste Gesiinge, op.121; Wolf, Spanisches Liederbuch (selec-
tions) * Keyboard music, the character piece; Schubert, Moment
Musical, No. 6; Schumann, Carnaval

Chopin, Mazurka, Polonaise, Preludes ® Liszt, Années de pélerinage,
Bk.II, II penseroso

midterm ® Orchestral music; Schumann, Symphony No. 4

Program music, symphonic poem; Berlioz, Symphonie fantastique o
Brahms, Symphony No. 3, Bruckner

ItalianOpera. Rossini, Bellini, Donizetti ® Verdi, cavatina, cabaletta;La
traviata, Act 1, Otello, Act1
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9 German Opera. Weber, Der Freischiitz, Act Il ® Wagner, Tristan und
Isolde, Act ]

10  Wagner, Die Walkire, Act I » Nationalism: Mussorgsky, Songs and
Dances of Death

11 fin de siécle. Strauss; Mahler, Kindertotenlieder

Twentieth-Century Music

Week:

1 Introduction ¢ Impressionism; Debussy, Prélude & I'aprés-midi d’un
faune, La cathédrale engloutie

2 Debussy, Jeux ® Les Six; Ravel, Ma mére I'oye, Milhaud, La création du
monde

3 Neo-classicism; Stravinsky, Le sacre du printemps ® Stravinsky, Sym-
phony of Psalms

4 Gebrauchsmusik; Hindemith, Piano Sonata No. 2, Fuga prima in C
(Ludus Tonalis) * Nationalism; Bart6k, Music for Strings, Percussion,

and Celesta

5 Bart6k, Concerto for Orchestra ® Cowell, Copland, Rodeo, Ives, Three
Places in New England

6 midterm e Expressionism; Schoenberg, Five Pieces for Orchestra,

7 Schoenberg, Klavierstiick, Op. 33a ® Berg, Wozzeck, Act I1, scenes iv
and v, Webern, Pieces for Orchestra, Op. 10

8 Total serialism; Boulez, Babbitt, Messiaen, Quatuor pour la fin du temps
® Post-serialism; Boulez, Le marteau sans maitre

9 Electronic and computer music; Stockhausen, Gesang der Junglinge, *
Electronic and computer music: Davidovsky, Synchronisms No. 1
for Flute

10 Indeterminacy, Chance music, Cage, Penderecki, Threnody ¢ Minimal-
ism, New Performed Music; Crumb, Ancient Voices of Children, Glass,
Floe, from Glassworks

and, the last half of this year’s syllabus:

6 American Pioneers: Varese, Ives, Copland

7 New York—Uptown, Downtown: Carter, Cage, Feldman, Reich, Glass

8 Post-Modernism (?) [sic): Adams, Subotnick, Ruders ® Recent British
Music: Birtwistle, Harvey, Ferneyhough, Knussen

9 Sui Generis—The New Pluralism: Scelsi, Nancarrow, Kim, Donatoni,
Takemitsu, Part, Hassell, Saariaho

10 Electronic Music—a new genre?: Lansky, Machover
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HARMONIC FUNCTION AND THE
MOTION OF THE BASSLINE

REED J. HOYT

It is clear to almost everyone in the undergraduate theory-teaching
enterprise that the emphasis in our analytical courses falls on harmony.
Whether or not the curriculum separates or integrates the three main areas
of aural skills, analysis, and construction, classes tend to focus on the
harmonic detail at the expense of attending to overall structural factors or
of adequately treating contrapuntal structure. Fortunately, with the in-
creased influence of Schenkerian linear techniques, the overemphasis on
harmonic structure is beginning to wane. Unfortunately, critical problems
with the harmonic terminology remain unsolved and are likely toremainin
that state as more and more theorists apply Schenkerian methods to their
teaching, because Schenkerians, by and large, are not interested in these
problems. Thus, on one hand, we have traditionalists clinging to their
hidebound ways and, on the other, Schenkerians who do not consider the
matter sufficiently important to merit attention.

All this aside, many would agree that considerable deficiencies exist
within the system we all use to describe harmonic structures, particularly
inanalyzing complex chromatic harmony. Iwould go furtherin saying that
crucial problems arise even before the student-analyst confronts such
music. Indeed, in my view, the whole method needs to be carefully
scrutinized at its core.

Furthermore, from the pedagogical standpoint, theoristsand teachers
of theory need to adopt a system for describing harmony in a sensible way
that can be more or less universally accepted and taught. Of course,
complete agreement among music analysts is not a realistic possibility. As
it now stands, however, variations in terminology are sufficiently numer-
ous so as to cause great and well-founded confusion among students,
teachers, and analystsalike. A terminological agreement should havebeen
reached long ago, suggesting that the lack of terminological standardiza-
tion might stem from important defects in the system as it now stands,
insofar as we can determine where it stands. Terminology is, after all, the
product of a method of thinking.
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The diatonic designations for chords are, in fact, quite consistently
applied, with the exception of the 16 /4 and ii6 /5 chords, for which Schenker
suggested the labels V6/4 and IV6/5, the latter certainly agreeing with
Rameau'’s concept of double emploi.' With these seemingly minor refine-
ments, general agreementappears toexist that chords are best described by
root and inversion symbols, to which may be added a further distinction of
upper-case roman numerals for major and augmented triads (if we agree
that augmented triads are structural harmonies) and lower-case roman
numerals for minor and diminished triads.

A reasonably obvious question arises almost immediately—one that
everyone involved with beginning theory classes must face—why do the
roman numerals refer to roots, whereas the Arabic numerals refer to the
intervals above the bass? We can supply at least three different types of
answers: historical, analytical, and philosophical. Of course, the roman
numeralsare the descendants of Rameau'’s Basse fondamentale. Rameau was
motivated to create his theory to a great extent by the need to construct a
taxonomy for the numerous types of vertical structures he observed. His
systemand the roman numerals thatresulted fromitare summary systems:
all forms of C-E-G, for example, are summarized into the category I in C-
maijor, Il in A-minor, IV in G-Major, and so on.

To provide the label, we must be able to determine the root and the
tonality as well as the type of triad in the most refined version of the theory.
Becauseitcanbea very difficultand complex question, we mustleave aside
the issue of tonality and how it is determined and consider the problem of
finding the root. The concept of root is plainly an abstract one if it does not
appear in thebass, and thisanalytical considerationleads to the philosophi-
cal question: is the root the structural generator of the chord? In the case of
the (traditional) 16/4 and ii6/5 chords, Schenker’s re-labeling suggests
otherwise; indeed, itis very difficult to maintain convincingly that the root
of a 6/4 chord is its generator. The mixture of roots and thoroughbass
symbols is philosophically questionable for a related reason: the thorough-
bass numbers can easily be measured as intervals above the bass, whereas
the roman numerals of inverted chords must be determined by a more
convoluted method. The combination results in a rather uncomfortable
mixture of viewpoints: concrete and empirical on one hand as opposed to
abstract and rationalistic on the other. :

A second problem raised more directly by Schenker’s re-labeling lies
in the assumption suggested by the traditional labels that all chords
carrying the same roman numeral have equal structural importance. For
instance, a tonic label at the beginning of a recapitulation is not symbologi-
cally differentiated from a toniclabel that might beapplied in the middle of
the opening phrase of a work, which seems fundamentally contrary to the
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way we would hear those twoharmonies. Inother words, neitherlevels nor
long-range function are considered. By using the labels within a graphic
format, Schenkerian analysis solves the problem of levels to a great extent.

Similarly, the labeling appears to assume that chords grouped under
one roman numeral have the same function. As before, 6/4 chords cannot
justifiably be regarded in that way. Moreover, such an assumption fails to
take into account voice-leading considerations. To take a simple example,
most would agree that V chordsare followed by Ichords. Yet, if we examine
each possible V-I combination, we must conclude that this statement is
subject to further qualificationsas shownin Figure 1, where we see that 33%
of V-I and 50% of V’-I progressions are either questionable or not used. In
all cases, at least one reason for not using a certain combination stems from
problematical voice leading: not resolving the leading tone in an outer
voice, not resolving a dissonance, hidden octaves resolving a dissonance,
and disjunct motion to and /or from the bass of a6/4 chord. Certainly, one
has to wonder if harmonic laws might not be better expressed by voice-
leading than by summary harmonic means like “I follows V.” If a rule like
“IfollowsV,” whichis virtually amusical axiom (particularly for beginning
students), cannot survive the scrutiny of the simple test shown in Figure 1,
then the aptness of our labeling system for harmony is called into serious
question.

A second question of functionality arises, that of the functional equiva-
lence of chords that have different roots. For example, it is commonly
thoughtthatVand viio chordshavea pre-tonic function, thatii (iioinminor)
and IV (iv) chords havea pre-dominant function (or dominant preparation),
thatvi (VI) chords normally lead either to pre-dominant or pre-tonic chords,
and that iii (IIl) chords lead to vi (VI) or IV (iv) chords. Although the
discussion of individual chordal functions will be ordered in this way, I
shall deal directly with this issue later.

For the present, let us consider more specifically the differences in
function among the 5/3, the 6/3, and the 6/4 positions. One could argue
that6/4 chords, as dissonances, obviously differ functionally from5/3 and
6/3 arrangements of the same pitch classes; therefore, it should not be
surprising that 6/4 chords would act differently from the consonant posi-
tions because a dissonant chord cannot have exactly the same function
(closure, for instance) as a consonant chord in tonal music. Further, the
conventions for approaching and /orleaving the 6/4 by step (exceptinbass
arpeggiations) certainly single out the 6/4 as a special chord, one that is
treated differently from the other positions through voice leading in the
bass. Although most would agree that the treatment of 6/4 chords in
context differs from 5/3 and 6/3 chords, more will need to be said about
them after we examine the functionality of the 6/3 chords.
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Figure 1. Dominant Tonic Progressions
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NB =See Figure 5b, noting movement of F upward to G.

Hence, the real question is this: is it appropriate to label 6/3 chords
according to their roots? To my knowledge, this assumption has not been
thoroughly and directly questioned since the early days of Rameau’s
theory.? Yet, there are clear differences in function between root-position
and first-inversion chords on every diatonic scale degree. For instance, I
and I* may have an opposite effect. In Figure 2, we see that I¢ acts to avoid
the strong cadence that a I chord would have provided. In m. 14 of Figure
2, the I¢ chord on the first beat evades the cadence that would have taken
effect had the bassline sounded a G, as occurs later in m. 18. Also, the
melodic motion in m. 14 leads from the potential but unrealized stability of
the G on the first beat to the slightly less stable B on the third beat. At that
point, G appears simultaneously in the bass, producing the harmonic
closure, now coming too late, that would have produced strong overall
closure had it occurred on the first beat of m. 18 supporting a root-position
tonic chord. In m. 14, therefore, closure is avoided by the I¢ chord, by the
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imperfection of the potential authentic cadence on the second and third
beats of m. 14, and by the placement of the root-position tonic chord on the
third beat.

By contrast, in m. 18, harmonic closure is very strong; continued
forward thrustis produced by the sudden textural change, by the ongoing
drive of therepeated eighth notes, and by theupward D-G movement of the
bassline in mm. 17-18, whichis slightly less conclusive thana downward V-
I would have been. None of these changes has anything to do with
harmony. With these and other minor exceptions, such as the continued
addition of the seventh, C above D on the fourth beat of m. 17 (cf. m. 13,
fourth beat, where the seventh dropsoutafter the third beat—recalling from
Figure 1 that I° rarely follows V?), mm. 13 and 17, which prepare for the
potential and then actualized cadence, are essentially identical. In this
context, I and I¢ have opposite functions with respect to closure, a funda-
mental difference.

Figure 2. Mozart, Eine kleine Nachtmusik, first movement.
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A second function of I¢ is so common, particularly in Baroque and
Classic music, that it need not be exemplified. This type acts to initiate a
stepwise ascent in the bass through the subdominant (IV or ii¢) to the
dominant (E-F-Gbass movementin C-major). Ina fuller context, the motion
is often C-E-F-G. Or, the bass of I* may act as an arpeggiation between the
tonic and the dominant. In both cases, the function of I¢ is medial or
transitory—again, clearly opposed to the closural power of 1.

Further, V and V¢ do not produce the same cadential effect: very few
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final cadences move from Vé(or V6/5) to 1.2 Or, in a diatonic chaconne bass
(C-B-A-G) in C-major, the harmonies often form I-Vé-IV®-V, as in Figure 3a.
One could not simply substitute V for V¢ because such a replacement would
break up the contour of the bassline’s descent.

As is also demonstrated by the diatonic chaconne bass, the IV¢ chord
may follow the V¢. By contrast, one would be hard pressed to find many
examples of Vé-IV motion, perhaps due to the tritone that would result
between the two tones in the bass, but also because of the strong voice-
leading proclivity of the bassline’s leading tone to move back to the tonic,
asin Figure 3b. Even if we precede the Vé-IV motion with a tonic chord and
follow it with a dominant chord, asin Figure 3c, we would wonder why the
Fin thebass is not an A, which would have resulted in a more direct voice-
leading connection. In general, if leaps are not parts of arpeggiations, they
tend to be filled in by a subsequent pitch that lies between the two notes of
the leap. In this case, however, B melodically tends to go to C, and F
melodically tends to go to E—producing two puzzling and awkward
contradictions of melodic tendency. If we reverse the direction of the B-F
leap, the melodic motion would almost certainly generate a subsequent E,
meaning that the dominant chord would be virtually unattainable directly
from either B-Fleap. Insum, itis clear that V¢ may move to IVébut that V4-
IV is not a musically usable progression, and that we cannot simply
substitute a IV fora IV¢ina chaconne bass. From this, we may conclude that
IV and IV6 are not functionally equivalent in a important way.

Figure 3. Chaconne Bass and Attempted Alterations.

1ﬂa. b. C.
e ¥ F————§

Perhaps one could object to the progression from V¢ to IV on the
grounds that it isessentially faulty, since IV asa pre-dominant chord tends
to go directly to V. The V41V chaconne possibility, however, would seem
to be a rather significant and troubling exception to that harmonic rule
because the chaconne bass is not an anomalous pattern but rather an
important archetypal structure common toall periods of tonal musicand to
much pre-tonal music as well. In other words, to argue that the chaconne
bass is exceptional in some way is to present an invalid view.
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A second “exception” could be cited, the V-IVé succession. Figure 4a
shows a structure that could be described as a retrograded chaconne
pattern, G-A-B-C in C-major (on downbeats in mm. 10,11, 12, and 13 with
a G-A-B diminution version in mm. 11-12 and G-A-B-C in mm 12-13). The
first two harmonies generated by this bass are V and IVéin mm. 10and 11.
Figures 4b and 4c show a deceptive motion from the dominant to the
submediant. Figure 4d demonstrates that even in minor keys where the
submediant is likely to lie only a half-step above the dominant, an upward
linear movement s possible. Figure 4d is also interesting because it shows
that the initial V may not reach its implied tonic and that the ivé chord may
actually lead to a modulation toward the relative major, with the ivé acting
asa pivot chord (becoming ii® in A-major in this case) in traditional parlance.
All told, itis difficult to object to either V-IVé (major keys) or V-ivé (minor
keys) on the grounds that these successions are fundamentally incorrect
from a harmonic standpoint when the voice leading is not problematical
and when they may generate a coherent melodic process of some degree of
flexibility in the bassline. One cannot object to V-IV® for reasons of voice
leading. More important, Figures 3-4 indicate that IV and IV¢ are not
interchangeable, that they may have slightly different functions, and that
common practice (not modal) examples can serve to illustrate the differ-
ences in functionality between them.

Figure 4a. Beethoven, Triple Concerto, first movement.

Allegro

M S t L

|%'!‘: l‘ ‘:id'_.:::*: —— j'::l.' —

PP j :Iu. m ; * #?‘:;‘ ¢ 7@ 0/\
e
e

. oW groodg

Figure 4b. Brahms, Intermezzo, op 76, no. 4.

Allegretto grazloso
@ -
[ _ . =
’Dv
»

= = —!

ST TH U U

e e e .
~r — +— — —1 1 q
v? v

153



JOURNAL OF MUSIC THEORY PEDAGOGY
Figure 4c. Beethoven, Missa solemnis, Agnus dei.
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Figure 4d. Haydn, Trio, H. XV /26, third movement.
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Hence, the so-called primary triads (I, IV, and V) exhibit significant
differencesin their usages in root position compared with theirbehaviorin
firstinversion. These kinds of differences do not even speak to the problem
of the v chord (as a minor triad) in minor keys, anissue Schenker and others
have discussed.* Minor v cannot be considered a primary triad; its lack of
leading tone prevents it from proceeding directly to the tonic as effectively
as major V. In terms of the minor tonic, minor v is a rather remote region.
If the original tonic is to be re-established, a modulation or tonicization of
the dominant as minor v must then be followed by raising the minor third
of the triad, thereby returning the leading tone to the dominant chord. This
is a typical move in Baroque binary forms at the end of the first repeated
section, and it seems unnecessary to quote from the many examples that
have this characteristic. In sum, there should be no controversy that vand
V have quite different functions and that they should thus be differentiated
by their symbols.

Arelated issue of the chaconne bassin minoris aninteresting problem.
Only if the descent is chromatic would the leading tone appear in the bass.
In minor keys, then, i-vé would probably signal a further descent—whereas
i-Vé could indicate a return to the tonic. So, in either major or minor keys,
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it is clear that V¢, when preceded by the tonic, may and sometimes does
occasion a further descent in the bassline. The melodic process of the
bassline in such instances dominates the voice-leading tendency of the
leading tone to return to the tonic in an outer voice. (By contrast, it would
appear that V6/5 would differ in that the bassline’s leading tone would
ascend in virtually every case, while the second between the 6 and 5 would
tend to resolve toa third when the 5 falls by step.) Again, chaconne basses,
as archetypal patterns, cannot be regarded as anomalies; passages sup-
ported by chaconne basses demonstrate that the melodicimplications of the
bassline may generate perfectly reasonable and cohesive progressions that
go against the so-called norms of harmony.

Another widely accepted principle of harmony and one that involves
the question of 5/3 versus 6/3 is the case of the only dissonant triad in the
major key, vii®. The traditional view that vii® is an incomplete V7 is highly
problematical. Firstof all, vii®is usually found in firstinversion, vii®® (which
produces problems in textbooks that insist in first presenting exclusively
root-position triads). In the motion from vii®to, the tone a third above the
bass of the vii%, the fifth of the chord, often ascends by step to the fifth of the
next chord.

In V7, however, that tone would become the seventh of the chord,
which normally resolves downward. Figure 5a shows a chorale that
demonstrates both principles and the voice-leading contrast between a
first-inversion diminished triad and a dominant seventh chord. In m. 3,
where the tenor-line ascends C-D, the chord with the C is a first-inversion
diminished triad. By contrast, in mm. 13-14, the F-natural in the alto-line as
the seventh of a dominant seventh chord descends to E. When the chord
following the first-inversion diminished chord is also a 6/3, then the
tendency of that tone to ascend is even stronger, as in mm. 5-6 of Figure 5a.
(We know from Figure 1 that V’-I¢is rare.) The connection between these
measures also illustrates that the so-called implied seventh can be doubled
because it may resolve in both directions. A real dominant-seventh chord
would almost never double its seventh because the seventh has only one
normal resolution, leading to parallel octaves. Most interestingly, therising
tendency forms a significant exception to the rule about the seventh of the
V7 chord descending, as shown in Figure 5b (cf. Figure 1 at the NB). Thus,
it would appear that the bassline motion, 2-3 by scale degrees, would tend
to support parallel 4-5 motion in an upper voice, irrespective of the exact
makeup of the chord above the supertonic. In summary, vii®® is not really
similar in function to V’ but acts more like V4/3. AsFigure 5 demonstrates,
this is rather subtle; the progressions from vii%, V7,and V4/3 toI or I such
as these probably gave rise to the theory that vii° is an incomplete V7.
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Figure 5a. J.S. Bach, Aus meines Herzens Grunde, BW.V. 269.
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In Figure 6, we see a less subtle difference between vii®and V7. The vii°®
and vii*® chords in Figure 6a could be analyzed as pivot chords, becoming
ji° and ii*® in the temporary tonic of E-minor. As Figure 6b shows, V4/3
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could serve a similar function but would be less likely because of the D-D#
cross relationship that would arise. Of course, the vii® in root position
leading to iii, as in the circle of fifths sequence of Figure 6c, illustrates a
stronger distinction between vii® and V since a V’-iii progression would
probably be regarded either as aberrant or modal by most analysts. The
most striking difference between vii® and V7 occurs when the vii® assumes
a pre-dominant function, asin the vii®4/2 chord in Figure 6d. Or, to take the
train of thought one step further, vii®4/3 may lead directly to V, as in Figure
6e, where F in mm. 17-18 supports the diminished chord that leads to a
dominant chord on the second half of the first beat of m. 19 and eventually
to a fairly strong cadence on V in m. 20, second beat. (Note also V-ivéinm.
19.)

By contrast, the vii®4/3 chord may also lead to I¢, in which case it acts
like a V4/2 chord, as in Figure 6f, which is more orthodox in that it equates
the function of vii®4/3 with that of V4/2. The V4/2 chord, however, would
almost never assume the role of a pre-dominant chord, as in the vii°4/3
chord of Figure 6e. That the bass of the vii°4/3 may simultaneously act like
a subdominant and like a dissonant upper neighbor tone to the mediant is
indicated by Figure 6g, where the cello and bass parts move D-G-D while
the second bassoon part moves the G toF. The bass motion, 1-4-1, goes with
ai-vii®-i harmonic motion, thus co-ordinating the tendency of the bass and
the harmony tolead to the tonic—but, in different ways: plagalin the second
bassoon part, leading tone in the harmony of the upper parts. Thus, vii°4/
3 may have both a pre-tonic and a subdominant (dominant preparation)
function. So, when vii® or vii®’ moves in the fashion of a V7 chord, the bass
tones match in function: vii® and V4/3, vii°4/3 and V4/2. Here, we see
again that the inversions of a triad or seventh chord do not have the same
function as the root-position chord and thatidentical tonesin the bass often
function in similar ways, regardless of the content of the upper voices.

Figure 6a. J. S. Bach, “Goldberg” Variations, Var.4.
Figure 6b. Attempted alteration with cross relationship.
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Figure 6¢. Circle of fifths progression with unlikely alteration.
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Figure 6g. Weber, Der Freischiitz, Act 11, Scene 4, #10 (Finale)
24 m.m. after poco pilt moto.

e

Tocontinueina functional direction away from the tonicin traditional
thought, evenin the case of ii and iié (ii°and ii%), which most would consider
tobe virtuallyidentical in function, the two positions haveslightly different
voice-leading functions. First of all, aroot-position supertonic triad almost
never directly follows a root-position tonic triad. (See Figure 7a.) This is
rather strikingly, though only peripherally, demonstrated by several stud-
ies of an archetypal pattern, one by Leonard B. Meyer and two by Robert O.
Gjerdingen.® In all of these studies, initial motion from tonic to supertonic
almostnever goes witha root-position progression from tonic tosupertonic;
rather, the supertonic in the bass supports 6/4, 4/3, or 6/3 in most cases.
The outcome of the movement in the bassline from tonic through the
supertonic and dominant back to the tonic has also been studied. In brief,
suchmotions tend to support soprano-line motion to the third degree above
the final tonic. By contrast, the use of either IV or ii® before the dominant (I-
IV-V-I patterns in the bass) may generate any member of the tonic triad
above the final tonic in the bass.” We must conclude that significant
differences between the functions of ii and ii® exist.

Hence, it is the ii® chord and not the ii chord that more closely
resembles IV in terms of function. Asin the case of viand IV¢, as well as V6/
4, V4/3, and vii®, the function of the chord, its tendency in approach and
departure context, seems to be governed by the propensities of the bass tone
rather than the root. Further, the whole issue of the root of ii6/5, a matter
that in Rameau'’s theories can fairly be regarded as confused and inconsis-
tent, relates directly to the problem of root theory. Rameau realized that the
ii6/5 had, in effect, two potential sources, the supertonic and the subdomi-
nant, as noted also by Schenker (see Note 1). When the ii6/5 was followed
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by V, the root was the supertonic; when it was followed by I, the root was
the subdominant. This kind of inconsistency plagues the root-inversion
theory.

We may now continue in the harmonic path thatin traditional thought
leads toregionsever furtheraway from the tonic, namely to thesubmediant
triad. The contrastin function between vi and vi6 is more pronounced than
thatbetween ii and ii6. The root-position submediant triad is often used in
the deceptive cadence, of course, whereas vi usually acts as a pivot chord—
most often becoming ii® in the dominant key (Figure 7a, m. 11) or occasion-
ally as iv® in the mediant key (Figure 7b). (M. 1 of Figure 7a also shows vi¢
as a mitigating chord placed between I and ii, thereby demonstrating the
point made just before: that root-position ii rarely immediately succeeds
root-position I.) In minor keys, as Figure 7c illustrates, VI* may become IV*
in the relative major key (quite analogous to Figure 7b). An interesting
variant of this motion occurs in Figure 7d, where the first-inversion sub-
dominant chord in the relative major is changed to a minor triad. Only late
in the nineteenth century, by which time the root-inversion theory had
permeated composers’ thinking, do we find such progressions as V-vi® (V-
VI¢ in minor keys) as possible variants of deceptive cadences, as seen in
Figures 7e-f.

Figure 7a. Mozart, Sonata, K. 333, first movement.
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Figure 7b. Beethoven, Sonata, op. 53, first movement.

Al legro con belo

Ien cmm o

rl

r—pr—p
T

e B Ee e

vi (E:iv®)
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Figure 7d. Chopin, Mazurka, op. 33, no. 1.

Figure 7e. Franck, Violin Sonata, third movement.
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Figure 7f. Brahms, Clarinet Sonata, no. 1, first movement.
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Thelast root whose function needs to be discussed is the mediant. The
root-position mediant triad leads either by fifth to the submediant or
upward by step in the bass to the subdominant. Many familiar circle-of-
fifths patterns contain iii-vi (III-VI) progressions, and it would serve little
purpose to quote such passages here—though we shall find some interest-
ing conclusions regarding these progressions when inversions are consid-
ered. Theiii (IT) of theiii-IV (I1l-iv) progression acts much like I or i®in its
tendency torise to the subdominant in the bass, which, as mentioned, may
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generate IV (iv), ii® (ii®), or ii6/5 (ii**/5). The iii-IV (Ill-iv) progression is
common within melodies that move from7to 6. The use of iii below 7 seems
to negate, at least partially, the tendency of 7 to rise to 8. The iii-IV (Ill-iv)
progression appears in all tonal styles, as Figure 8 shows.

In Figure 8a, Bach uses the same chords below 7-6 as in the original
harmonization.® Figures 8c and d(m. 3) show the progression as part of a
sequential treatment: C-G-AP-EP in Example 8cand EP-B*-C-G in Figure 8d.
Figure 8e, which also has a sequential bassline of sorts (C-G#-A-E-F),
illustrates the possibility of the major triad with minor seventh above the
mediant in the major key leading, in effect, deceptively tothe subdominant.
Figure 8, then, demonstrates the stylistic universality of the iii-IV (IIl-iv)
progression and introduces the possibility of chromaticism (Figure 8e)
within that progression.

Figure 8a. J. S. Bach, Nun lob’, mein’ Seel’, den Herren, BW.V. 17.
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Figure 8d. Mozart, Requiem, Offertorium, #1.
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Figure 8e. Beethoven, Sonata, op. 53, first movement.
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Figure 8f. Brahms, Symphony no. 4, third movement.

fAllegro giocoso
.

?rl ‘\D\ .!’\r'\

[” 1] L

LN ;.4‘/ .1__, /);E ."_.
i v tif 1V w ) T

164



HARMONIC FUNCTION

Figure 8g. Brahms, Rhapsody, op. 119, no. 4.
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By contrast, theiii® chord may have a totally different function. Often,
the first inversion mediant triad directly precedes the tonic. The motionin
the bass, then, moves from dominant to tonic. In Figures 9a-c, the progres-
sion is shown in major and minor. The augmented mediant triad is
generally used in this way in minor keys. By contrast, in Figure 8, all of the
root-position mediant triads in minor keys (Figures 8b, d, and g) were
major. Further, one cannotjustifiably analyze away the augmented triad in
such cases as Figure 9c by maintaining that it is purely the product of voice-
leading. Itis true that in each case in Figures 9a-c, the top voice above the
iii® or I1I*¢ chord might be explained as an escape tone. Nonetheless, in
Figure9a, the penultimate F-sharp in the melody forms the end of the linear
ascent, C#-D-E-F#; in Figure 9b, the A in the melody at the end of m. 8
terminates the F-G-A ascent; and, in Figure 9c, the F in the top voice on the
second beat of m. 24 closes the D-E-F rising process. In other words, the
melodic motion to the third scale degree, which is the tone that differenti-
ates this chord from an ordinary dominant chord, occurs as the result of a
well-motivated structural melodic process with melodic closure on scale
degree 3 and not from a simple ornament like an escape tone. Thus, the
melodic tone cannot be validly analyzed away as an ornament to, or
substitution for, some sort of “understood” 2. Mostimportant, we seeonce
again the tone in the bass and its movement as the primary factors in
determining the function of the chord, irrespective of root motion.

The most problematical and interesting issue concerning the iii-I
(I11*¢-i) progression arises when the inverted mediant chord appears to be
combined withadominantseventh chord. (See Figures9d-f.) In these cases,
the determination of a root is difficult. If one argues for the mediant as the
root, then the chord would be an incomplete inverted ninth chord. On the
other hand, if the dominant is labeled as the root, then both 7 and 6 would
be necessary as thorough-bass symbols.
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In Figures 9d-f, the third degree in the melody above the dominant in
the bassis not treated asan escape tone, meaning again that the third degree
in the melody cannot be considered as a mere ornament. The A’sin Figure
9d are, in effect, disjunct neighbor tones to the F’s, the A’s being auxiliary to
the main note, F, which precedes and follows the A’s. In m. 46, the A
becomes the melodic tone of the F-major tonic triad. (Probably, the
alternation of F with A can be considered a microcosm of the overall tonal
motion from F-major to A-minor.) In m. 131 of Figure e, the high-level
motion from Cto Fin the melody of mm. 131-132 moves through the A over
the harmony in question. The third degree, E in Figure 9f, is approached
from F-sharp and reaches C-sharp as an anticipation of the final C-sharp
over the tonic harmony. Certainly, thischord, however one chooses tolabel
it, has a dominant (pre-tonic) function and not a mediant (pre-submediant
or pre-subdominant) function—that is, the chords act according to the
function of the bass, not the root.

Figures 9g and h have other additions above the dominant. M. 196 of
Figure 9g has a ninth, a seventh, a sixth, and a third above the dominant. In
m. 32 of Figure 9h, both the sixth (F) and the fifth (E-flat) appear over the A-
flat on the third beat; furthermore, the G-flat passing tone at the end of m.
32 (and 31) suggests a seventh as well. In both cases, elements of both the
mediant triad and the dominant seventh chord are combined to make
harmonies that are unusual but nonetheless have clearly dominant func-
tions.

Some clarifying discussionis necessary regarding Figures 9i-k. The F-
sharp on the third beat of m. 1 of Figure 9i is not a nonharmonic tone since
the melodic motion does not move away from the F-sharp by step; nor is the
F-sharp anescape tone. InFigure 9j, the eighth-notechordsinm. 67 indicate
that the Fin m. 66 is the harmonic tone, not the succeeding E on the second
sixteenth note of the fourth beat. Figures 9i and j point up an interesting
ambiguity: are iii®-vi in Figure 9i and III*-VI in Figure 9j deceptive
progressionsorcircle of fifths root progressions? Such progressionsappear
to contain both types of functional movement but are primarily deceptive
because of the motion of the bassline. Figure 9k, the most interesting of all,
begins with a series of mostly parallel 6/5 and 6/3 chords (i%-ii°6/5-1II*-iv¥),
and also contains a deceptive move in the bass, B-C in m. 50, where B
supports 6/3—in effect substituting III*¢ for V and iv® for VI! The aug-
mented triad here cannot be ignored but must be considered an important
structural harmony, though most would probably hear the G in the melody
of m.50 prospectively asanescape tone thatleads very surprisingly upward
by step until the B is reached on the fourth beat. The D-sharp in the alto on
the second beat of m. 50, of course, resolves the preceding E suspension.
These voice-leading movements produce the truly unusual passage shown
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in Figure 9k. Inall cases in Figure 9, the chord above the dominant acts like
a root-position dominant chord, not like a mediant triad.

Figure 9a. Haydn, Symphony no. 101, fourth movement.
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Figure 9b. Brahms, “Geistliches Wiegenlied,” op. 91, no. 2.
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Figure 9c. Schumann, “Volkslied-chen,” op. 68, no.9.
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Figure 9d. Chopin, Ballade no. 2.
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Figure 9e. Franck, Symphony, first movement.
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Figure 9g. Grieg, “Valse mélancolique,” op. 68, no. 6.
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Figure 9h. Bruckner, Symphony no. 5, third movement.
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Figure 9j. Mendelssohn, Elijah, Overture.
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And so labeling 6/3 chords according to their roots appears to be
misleading in a fundamental way. In every case, the function of the root-
position triad differs significantly from that of the first-inversion triad.
Rather, we have found a great deal of functional equivalence between root-
position and first-inversion chords that have the same scale degree in the
bass. First, we discovered that V-IVé could be used deceptively as a variant
of V-vi. Of course, no sense of cadence on the IVéchord would arise because
a6/3 chord does not have the closural capability of a 5/3 chord. Neverthe-
less, the V-IV¢ progression can still be a deceptive move if not a deceptive
cadence; in that way, IVé may exhibit a certain measure of functional
similarity to vi. A more convincingand generally accepted principleis that
of theequivalence of IV and ii® (ivand ii®). Also, itis clear thatiii®and V (II*¢
and V) share the same pre-tonic function and could even be interchanged
in deceptive progressions toa certain extent. Furthermore, one could build
a case for the functional equivalence of I and iii as pre-subdominant (either
IV or iif), since either I° or iii may directly precede the subdominant in the
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bass. Thus,in5/3 and 6/3 positions, ample evidence shows thatcriteria for
functional equivalence are not convincingly established by theories of root
motion but rather would be better expressed in terms of the motion of the
bassline.

Wemay now treat in more detail the easier question raised earlier: can
we find a significant functional equivalence between root-position triads
and second-inversion triads? Because of the dissonant fourth above the
bass in the second-inversion triad, it is unlikely that a potentially closural

harmony can have much functional similarity to a 6/4 chord. The possibil-
ity of the bass leaping to or away from a 6/4 chord is virtually eliminated
(exceptin a Stimmtausch or arpeggiation) because the fourth must resolve.
For instance, 16/4 (Schenker’s V6/4) actually functions as a direct contex-
tual predecessor of the 5/3 above the same bass tone. Thus, we can say that
5/3 and 6/4 above the same bass tone are too far apart on the stability
(consonance-dissonance) spectrum to have any important degree of func-
tional similarity; indeed, the 6/4 often resolves to the 5/3.

On the other hand, first- and second-inversion chords, as nonclosural
harmonies, are for that reason not so far apart in relative stability. Further-
more, if the only dissonance in the 6/4, namely the fourth, were toresolve,
then theresult would bea 6/3 with the same tone in the bass. Therefore, we
might expect to find similarities in function between 6/3 and 6/4 chords
that have a common bass tone. Here are some instances of this functional
similarity. In Figure 5a, m. 3, we see 2-3 motion in the soprano with the 2
supported by a 6/3. InFigure 10 the same 2-3 soprano motion generates a
6/4 below the 2. Because both of these chords are dissonant, it is perhaps
not surprising to find some functional similarities between them. Both
chords also contain the leading tone, with its proclivity to move upward
above the supertonicin the bass. Asbefore, this is the sort of tendency that
probably led theorists to regard vii° as an incomplete V? chord. Neverthe-
less,as we have seen, itis clear that the tone in the bass is mainly responsible
for such similarities in function.

Figure 10. Haydn, The Creation, no. 14.
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When the leading tone is in the bass, it may support a root-position
seventh chord, a 6/3, ora 6/5, all of which tend to resolve to a tonic chord.
On those infrequent occasions when the leading-tone generates a 6/4, the
aftermath may alsobea tonicchord,as shownin Example11. The preceding
measures (236-238) suggest a tonicization of F# minor, so there is no sense
of the F-sharps in the chord being nonharmonic. Further, the fact that the
chord in m. 239 is heard in prospect as i6/4 (Schenker’s V6/4) in F# minor
indicates that a 6/4 chord on the leading tone may lead directly to a tonic
chord even when there is some ambiguity as to the prospective function of
the 6/4 chord.

Figure 11. Beethoven, Missa solemnis, Credo (key signature altered)

Allegro molto
oy 29 e F—3
———p—
crese. f
%:F

The presence of the leading tone would also seem to make a crucial
difference in the comparison of the6/4 and 6/3 chords above the dominant
(I6/4 and iii® in traditional terms) where only the latter chord has the leading
tone. As we have seenin Figure 9, the 6/3 chord often leads directly to the
tonic chord. The 6/4 above the dominant, except in simple arpeggiations,
rarely leads directly to the root-position tonic chord (with the famous and
notable exception of Beethoven’s Fourth Symphony, mm. 305-333, striking
because it is so unusual). It is also true, however, that iiié, like 16/4, may
precede an actual dominant chord or dominant seventh chord, as shownin
Figure 12. In Figure 12a, m. 4, the Fin the alto on the first beat is suspended
from m. 3. (One can compare this procedure to that of the tenor on the
second beat of m. 1and the alto on thefirst beat of m. 9 of the same chorale.)
The E in the alto on the second half of the first beat of m. 5 results in a iii¢
chord. After the subsequent D, a neighbor tone, a real dominant chord
follows on the third beat. In the third measure of Figure 12b, the 6-5 motion
emerges over the dominant with 7/3 above the bass. These examples
indicate that iii® seems to be a kind of incipient dominant chord, which
becomes fully formed when the sixth moves to a fifth above the dominant.
In other words, even though iii® may function as a dominant because it
contains the leading tone, iii® may also act like 16/4 (which has no leading
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tone) as a pre-dominant function because iii® has one tone that can move to
form a true dominant chord.

Figure 12a. J. S. Bach, “O Lamm Gottes, unschuldig,” B.W.V. 401.
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It would then follow that a bass tone that normally leads to the
dominant could support almost any harmonic configuration and still
generate a pre-dominant function. In Figure 6e, the subdominant ascends
to the dominant in the bass despite very little actual motion in the voice-
leading. To compare Figures 6e and f is to discover two of the functions of
the subdominant in the bass, whether the chord above is dissonant or
consonant, whether the leading tone is present or not. In addition to the
stepwise motion from the subdominant in either direction, we can also see
the plagal motion directly to the tonic even when a diminished chord lies
above the subdominant, as in Figure 6g. In these cases the motion of the
basslineclearly dominates any tendency that the chord above the subdomi-
nant might have as long as the dissonant tones resolve.’

When the leading tone appears as the bass of a dissonant chord, such
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as iii6/4, V6/5, or vii”?, then the resolution of the dissonant tones will go
withthe ascending motion of theleading tone to the tonic. Thisisa pre-tonic
butnota dominant function because only dominant-tonic motion produces
an authentic cadence. As noted in Figure 3, when the chord above the
leading tone is not dissonant, then the succeeding tone in the bass may not
necessarily be the tonic. Thus, typical dissonant chords above the leading
tone have equivalent pre-tonic functions.

The sixth degree as the bass of a chord generates many possible
harmonies, some of which also have a pre-dominant function. The picture
here is complicated by the existence of two different submediant scale
degrees in the minor scale; moreover, the lowered submediant is often
borrowed for usein the parallel major mode. Frequently, asin the chromatic
chaconne bass (the chromatic or mainly chromatic descent from tonic to
dominant), theraised submediant may lead through the lowered submedi-
antto thedominant. When the submedianthasbeen chromatically lowered
(in the major scale), then the exact chord generated above has little bearing
on the function of the chord: vii’4/2 (Figure 6a), V4/2 of *llI (Figure 13a),
ii°4/3 (Figure 13b), or iv® (Figure 13¢c) all lead directly to the dominant,
provided the lowered submediant has not been directly preceded by the
dominant (as in Figure 4d, for instance). The four examples mentioned
above show four different chords above the lowered submediant by the
same composer and do not include an obvious solution to this bassline
motion frequently used by Schumann and many others: augmented sixth
chord to dominant (see below).

Figure 13a. Schumann, Davidsbiindlertinze, no. 9.
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Figure 13b. Schumann, Liederkreis, op. 24, no. 9 (“Mit Myrthen und Rosen”)
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Figure 13c. Schumann, Piano Quartet, first movement.
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Yet, a subtle difference in intensity seems to occur when the lowered
submediant generates an augmented sixth above even where the previous
chordisalsodissonant. Asshownin Figure 14, theaugmented sixthinterval
results from the use of two chromaticinflections movingin contrary motion
leading to the dominant. When both predominant chords are dissonant, as
in Figure 15, the apparent increase in instability is both melodic and
harmonic. Hence, the second chord (above C natural) ismore unstable than
the first because of the additional dissonance caused by the augmented
sixth and by the C natural-F# tritone, which is unarguably more dissonant
than the C#-F# perfect fourth in the first chord. Although chords on the
lowered submediant that follow chords on the raised submediant clearly
have pre-dominant functions, the addition of the augmented sixth above
the lowered submediant has an even stronger tendency to proceed directly
to the dominant—as contrasted to chords above the lowered submediant
triad that are not further inflected, which are somewhat more flexible in
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their implications (as in Figure 4d, albeit here, the dominant, C#, precedes
the submediant, D).

Figure 14. Chromatic inflections moving in contrary motion toward the
dominant.

Submediant chords have a second important function, that of a pre-
subdominant. In terms of the bassline, the diatonic submediant and
subdominant (or, occasionally, raised subdominant) act to focus on the
dominant by creating a melodic gap that the dominant acts to fill. A very
interesting question, one often posed by beginning undergraduates, con-
cerns the reason that vi (VI) goes to IV (iv) whereas IV does not generally
precede the vi. Of course, one can invoke some kind of table of tendencies
for root motion; as should be clear, however, we should attempt to find a
more convincing explanation that does not rely on such rules whose
validity is highly questionable.

Here is a possible explanation for vi-IV rather that IV-vi as a normal
progression. In many cases, submediant-subdominant-dominant bassline
motion is preceded by the tonic, as shown in Figure 16. The raised
subdominant is shown in Figure 16b, first beat of m. 12. In no case does the
subdominant precede the submediant. Were the subdominanttointervene
between the tonic and the submediant asin the first part of Figure 17a,a 6/
4 chord would be outlined. As the second part of Figure 17a demonstrates,
even if the tonic is placed above the succeeding subdominant, the subme-
diant is still not the implied root of the outlined chord; and the pattern ends
with the implied third instead of the implied root.
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By contrast, Figure 17b first shows the pattern found in Figures 16a
and c, which outlines a root-position triad. It is likely that we hear the
subdominant as the more stable tone, relative to the submediant, in these
progressions for that reason—even if the initial tonic were to be placed
below the submediant, as in the second part of Figure 17b. In other words,
itmay be we sense that the submediant should lead to the subdominantand
not vice versa. Admittedly, this is rather speculative reasoning, but the
rationale is suggested by the evidence of Figure 16 (as well as many similar
passages).® Further, the argument summarized in Figures 16-17 is not
based on any preconceived harmonic thinking other than the accepted fact,
undisputed here, that the root of a chord is more stable that the third.

Figure 16a. J.S. Bach, “Zeuch ein zu deinen Thoren,” B.M.V. 28.
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Figure 17. Melodic structures in the bassline using tonic, submediant, and
subdominant.
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Indeed, the question of preconception is the most fundamental issue
in the entire discussion. Since the acceptance of the root-inversion theory,
music theorists have assumed that, with the exception of I (V)6/4 and ii
(IV)6/5 in some theories, the root position triad is the progenitor of the two
rearrangements of the same three notes such that all arrangements are
believed, at least by the implication of the symbology, to have the same
function in an actual context. In this study, we have examined many short
musical examplesassociated with thisline of thinking. Before drawing any
sweeping conclusions, let us consider one larger example where it might
seem obvious that the inversion of the chord is substituting for another by
analogy—namely, in a set of variations. For the sake of concision, only the
basslines of the first section of the theme as well as those of the firstand fifth
variations of the third movement of Mozart's Sonata, K. 284 will be dis-
cussed, since these two variations contain the most contrast with the theme
withrespectto the bassline. In the forthcoming discussion of Figure 18, the
focus will be placed on these differentiations. Because the bassline and the
harmonies generated above it determine the harmonic labels, only the
bassline and the thoroughbass symbols will be shown.

In general, the meaning of the symbols in the graph is easily compre-
hended. In this type of analysis, closure on a tone on lower levels leads to
transfer of that tone to the next level. So, for instance, the closure of the
triadic process D-B-G at the beginning (Level 1) results in D-G on Level 2.
Levels 3 and 4 of the theme indicate two movements from D downward to
A in mm. 1-2 and 34. The latter D-A motion (d!-a) also leads further
downward to D (d) in m. 5. The 6/3 above the lower D (see Level 1) goes
with its ongoing melodic function that results in the E in m. 6, an E that
becomesadominantof A atthe two cadencesinmm. 6-7 and 7-8, which are
most clearly seen on Level 2 (a typical example of vié as a pivot, becoming
ii in the dominantkey). Level 3, then, shows the most important harmonic
moves: D-A twice, the second of which leads to a tonicization of A in m. 8.
Level 4 shows how the initial D becomes temporarily the subdominant of
A in the most general sense.
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In Variation], Level 1, we see that the initial D-A move ascends rather
than descendsin mm. 1-2. For thisreason,an F-sharp is needed tobegin the
ascending tendency, hence the F-sharp in m. 1 of Variation I in lieu of the B
of the D-B-G descent in the theme. The D-F# leap then forms a gap filled by
E on the first beat of m. 2 in Variation I. The E avoids the parallel octaves
between theouter voices that would haveresulted had the G from the theme
at this point been preserved. The E, therefore, is necessitated by the voice
leading and does not derive from a substitution of ii for the ii® of the theme.

The initial A on level 1 in Variation I (m. 2) disappears in Level 2
because of the E-A-F# gap process in mm. 2-3, which weakens the A. The
subsuming of the A into the gap process, however, is in effect compensated
for by the subsequent prolongation of A in mm. 2-4 by another gap process
onLevel 1, A-F#-G-A. Tocreate the prolongation, F# inm. 3, rather than the
D of the theme at that point, is necessary in the context of the variation.
Again, this is no arbitrary replacement of one chordal position by another
butrather a fundamental change in the melodic structure of the bassline. It
makes little difference in this context that the G in m. 3 of the variation
supportsa5/3 chord whereas the Ginm. 3 of the theme carriesa 6/3 chord.
On Level 2 of Variation I, then, we see only one move in the bassline from
Dto A, an ascent; and the contrast of direction with the overall D-A descent
in thebassline of the theme necessitates changes in the melodic structure of
thebassline that produce the harmonicalterationsindicated in theexample.

In mm. 5-8 of Variation I, the upward leap in the bassline from the
cadence on A in m. 4 to the F-sharp in m. 5 contrasts with the downward
movement of the bassline of the theme. In moving the bass to the A inm.
7, a series of descending thirds is created, F#-D-B-G# in mm. 5-7, the last of
which (B-G#) forms a gap that surrounds the A in m. 7. As aresult, the B
on the first beat of m. 6 supports a new chord, which is inevitable given the
change in the bassline. Also, the G# in m. 6 now carriesa 6/5 chord, which
has the same function as theroot position diminished chord from the second
half of m. 6 of the theme. Here, there is no analogous move to E, the
dominant of A, until the penultimate measure, making the tonicization of
A slightly weaker than was the case in the theme. On Level 3, B, the result
of the filling of the triadic gap on Level 1 (A-F#-D-B) is shown as a neighbor
tone to A. Thus, twoleaps in the bassline in the variation, D-F# inm. 1 and
A-F# inmm. 4-5, generate the harmonic differences from the theme in mm.
1and 6."

Because of the complexity of the note-to-note level of the bassline in
Variation V, Level 2 of Figure 18b will be the principal level to be compared
with Level 1 of the theme. Level 3 must also be considered in the analysis
because the constantly moving bassline createsdifferentharmonies as more
pitches accumulate. On Level 2, the G from the first beat of m. 2 carries a
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root-position rather than a first-inversion triad, which does not affect the
voice leading at all—as shown on Level 3, which is identical to mm. 1-2 of
the theme. Indeed, even on Level 3, the pitches add up to a dissonance, 6/
5 above the G; nonetheless, the melodic structure of the bass is unaffected.
ToreturntoLevel 2, the6/3 above Bon the second beatof m. 3is completely
different from the G’s of the theme and of Variation I (as well as the G’s in
this placeinall of the previous and most of the following variations as well).

OnLevel 1 of both the themeand Variation I, mm. 14, A isemphasized
by two downward gap structures: D-G-A in mm. 34 of the theme and A-
F#-G-A in mm. 24 of Variation I. In Variation V, the direction of the gap
structureis reversed, becoming A-D-B-A in mm. 2-4 (Level 2 of Figure 18b).
More importantly, Level 2 of Example 18b indicates a subsequent triadic
rise, A-D-F# in mm. 4-5, meaning that the D on the first beat of m. 5 differs
from the F-sharps in both the theme and the first variation. In this case, the
D, initsascentto F-sharp on the third eighth note of m. 5, precedesa descent
in thirds on Level 2, which, in comparison to a similar process on Level 1 of
Variationl, reaches G-sharp on the first beat of m. 6. Here, the D acts tolink
the A with the high F-sharp, a goal which another F-sharp, as in m. 5 of the
theme, obviously could not accomplish.

In Variation V, Level 2, G-sharp and E simply occur in opposite order
to that of the theme’s bassline so that the descent in thirds, which was not
presentin thebassline of the theme, can continue downward toE. On Level
3,incontrast to thediminished chord of the theme, the G-sharpsin Variation
V appear to support 6/5 harmonies. Nonetheless, there is no difference in
function between the 5/3 and 6/5 above the G-sharp, only one of level in
thisinstance. Asfor the E, itappearsas a disjunct neighbor tone to the main
G-sharp of m. 6, despite its traditional role as the “root” of the V/V
harmony. Because the G-sharp is so much more important metrically and
durationally in this bar, it is elevated to Levels 4 and 5; it seems utterly
misleading to regard E as anything but a tone that acts to prolong G-sharp.
The E does not generate the chord in this context.

In all cases in Figure 18, the modifications in the voice-leading of the
bassline can readily explain the changes in harmony without the necessity
of referring to the root-inversion system, as shown by the x’s in the graphs.
The tones with asterisks show that changes of inversion also can be
explained in terms of voice leading. The “equals” signs demonstrate the
point made earlier, that the same tone in the bass in the same voice-leading
context produces a predictable voice-leading result, almost irrespective of
the exact chordal contents. Hence, even in a larger example, we can easily
explain equivalence and non-equivalence of harmonic function without
having to rely on the traditional system with all its previously noted
deficiencies.
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Figure 18a. Mozart, Sonata, K. 284, third movement: basslines and analysis
thereof in the theme and first variation.
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Figure 18b. Comparison of the bassline of the theme with that of the fifth
variation.
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The contention here is not that the principle of inversion is invalid but
that inversions are not necessarily generated by a root-position basis.
Rather, inversions should be regarded in the way many early harmonic
theorists considered them: as rearrangements, permutations (Ver-
wechslungen) of the same pitches with Stimmtausch in the bassline (and
possibly in the upper parts). The Verwechslung is subtly contrasted to the
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term Umkehrung, the more modern term, whichimpliesa single chord as the
basis in all instances for the rearrangements.”

Nevertheless, itis necessary to havesome kind of summary system for
describing harmonicstructures withoutalways resorting to analysis wherein
each chord is related only to a process. In harmonic process analysis,
simultaneities are described by thoroughbass symbols and displayed ac-
cording to harmonic implications and realizations. Such a procedure is
probably essential in passages where the tonality cannot clearly be estab-
lished butis needlessly complex,inmy view, when the tonality can beeasily
identified. (Harmonic process analysis, however, generally yields worth-
while insights even in analyzing harmonically simple passages.) The
modifications in the older method to be proposed presently should solve
mostof the problems posed earlier but will notaddress the question of when
the summary system should be abandoned in favor of harmonic process
analysis, an inquiry that would require a long and complex study in itself.

Here are the suggested modifications, which are summarized in the
Appendix. First, the roman numerals should stand for tones in the bass, as
Schenker began to suggest in Harmony. To have symbological differentia-
tion, upper-case roman numerals would be used for scale degrees in major
keys, lower case for minor keys. As it now stands, iv, for instance, may be
either a diatonic chord in minor or a chromatic chord in major, the latter of
which exemplifies Schenker’s idea of mixture, but which creates an unde-
sirable symbological ambiguity. (Itis unlikely thatany array of summariz-
ing symbols can adequately describe cases of genuine major-minor ambigu-
ity, as in Schubert’s Moment musicale, D. 780, no.6.) In diatonic chords, ° R4
, and + will be used to indicate diminished, half-diminished, and aug-
mented chordsand intervals where applicable, including diatonicintervals
within a key and root-position seventh chords—not, however, for chro-
maticaccidentals, which will have differentsymbols. Thatis, in minorkeys,
there are accidentals that are diatonic, namely the raised sixth and seventh
degrees. Where these need to be specified, the appropriate symbol or
accidental, # b, orx (indicating theraising of the third above the bass), would
be used in the label.

In chromatic chords, # and ® preceding the roman numerals would
indicate raising and lowering the bass irrespective of key signature, similar
to current practice. The symbols associated with thoroughbass designa-
tions, however, would consist of ® or ®* as well as older thoroughbass signs
represented as follows: 6 for raised sixthabove thebass, 4+ forraised fourth,
and 2+ for raised second. To distinguish between diatonic and chromatic
accidentals, raised thirds above the bass in diatonic (minor key) situations
would be indicated simply with the appropriate accidentals; whereas the
raising of a third above the bass in a chromatic chord would be symbolized
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by 3#, 3h, or 3x, as the case may be. In this way, the confusion of a second-
or third-inversion secondary chord leading to an inverted chord is elimi-
nated: symbological inconsistency arises when, say, V4/2 of ii leads to ii®,
not to ii; whereas V4+/2 would quite clearly imply the resolution of the
augmented fourthand thesecond such thata 6/3 chord would follow above
the succeeding subdominant in the bass.

In cases where the tendency of thebass is not to move by step, the older
secondary system should be preserved to reflect that tendency, e.g., V/V
moving toV and nottoIllorI. (ThisdiffersfromSchenker’s practice.) Here,
the proposed symbology could differentiatebetween stepwise and circle of
fifths tendencies on the part of the bassline. Hence, harmonic movement
like V/V going to V¢ would be notated as V/V going to VIIé, thereby
showing more concretely the unexpected motion of the bassline. In so-
called inverted secondary chords, the implied motion of the bassline
supersedes the more abstract motion of roots: a progression consisting of
V¢/V-V is more similar to that of vii®7/ V-V than to V/V-V because only the
lastis a potential authenticcadence and thusa potential modulation. There
is no need to use secondary leading-tone symbols because #I, #V, and the
like already imply ascending stepwise motion to the succeeding tonein the
bassline. By contrast, the proposed system does not proscribe occasionally
useful symbols suchasIV/IV, vi/IV, etc. toindicate transposed plagal and
deceptive cadences. Indeed, the symbols for such cadences would become
more consistent: forii°6/5 of IV-IV looks less like a plagal cadence than the
Schenker-influenced IV6/5/3" of IV to IV; V/VI-ii® does not look like a
deceptive cadence at all, but V/VI-VI6/VI would clearly symbolize a
deceptive cadence because of the V-VI (of VI) pattern shown by the roman
numerals. Such progressions, of course, could also be symbolized by means
of a bracket, (see example) asin: |_V VI | .

VI
Inany case, only root-position secondary dominant and dominant seventh
chords need to be labeled as such.

“Borrowed” chords could be indicated by means of thoroughbass
symbols, as in IV?, IV6/5/3%, and the like. Secondary chords of borrowed
chords would follow the symbology proposed for secondary chords.

A great advantage in the suggested system would accrue in labeling
augmented sixth chords, which have no true roots in most harmonic
theories. As it now stands, even if the analyst attempts to sidestep the
problem of identifying the root with a label such as +6/5/3 for a so-called
German sixth chord, an appearance of the chord in another position
requires a change in figures, strictly speaking—for instance, 7#/5/3%. The
proposed system does not necessarily label the root and would avoid labels
like +6inv. (whichinversion?),and thelike. Moreover, suppose the German
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sixth, for example, occurs on the lowered third degree; should we use +6/
5/3 of Vor +6/5/3 of V of V? What if the augmented sixth is built on the
fourth or lowered second degree (+6/5/3 of I¢ or of iii or of V/vi?; +6/5/3
of I or of V/IV?)? These labels are very confusing and at present unstan-
dardized. In symbolizing augmented sixth chords by using roman numer-
als for the tones in the bass, the whole problem of transposing and “invert-
ing” these chords is eliminated.

The real question, of course, is whether or not these reforms are worth
making, particularly in this age of linear analysis.” It seems to me that as
long as harmonic details so characteristic of Western music are there to be
discussed, we need a better methodology and symbology,a way of thinking
about harmony that does not depend on the root-inversion system. It may
seem rather unpalatable to consider the effects of the overhaul outlined
here, but should we continue to perpetuate a system so fraught with
fundamental problems and inconsistencies? Perhaps serious music theo-
rists would take more interest in the details of harmony if the analytical
methodology and symbols were more concretely descriptive.

The suggested terminology could be used asa part of a Schenkerian or
otherlinearapproachandis, infact,ideally suited tolinearanalysis because
itsbasisis linear and in my view is adumbrated by some of Schenker’sown
work. Inaddition tohis V6/4and IV6/5 labels mentioned before, Schenker
compares basslines according to their actual melodic processes near the
beginning of his examples in Free Composition; for instance, C-E-F-G-C
middleground patterns are grouped together regardless of the harmonies
generated above the E and F.* This kind of grouping procedure constitutes
another step forward, away from the root-inversion theory and toward a
theory of harmony based on linear considerations. The present study

“extends these changes back to lower levels as well.

To accept the concepts behind the terminology, one must agree that
harmony is regulated by the bassline and that harmonic process is gener-
ated by the motion of the bassline in conjunction with the upper parts. In
this way, we can reject the notion thatharmony generatesitslawsindepend-
ent from contrapuntal motion. Rather, harmonic motion can be seen as a
product of counterpoint, eventually producing harmonic conventions, but
also retaining its basis in the interaction of melodic voices.

185



JOURNAL OF MUSIC THEORY PEDAGOGY

APPENDIX: Proposed New Labels in the Text

Diatonic Triads in C-major.

g§,§§g§§

o o
1 I I v v vI VII

Diatonic Triads in C-minor.

* or # or x depending upon the key signature
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Traditional Symbols Proposed Symbols
(C-major unless (C-major unless
otherwise indicated) otherwise indicated)
=i=== = —
vizg b vi s
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NOTES

'Heinrich Schenker, Harmony, edited by Oswald Jonas, trans. by Elisabeth
Mann Borgese (Chicago: University of Chicago Press, 1954), p. 34, ex. 25.

*William J. Mitchell, “Chord and Context in 18th-Century Theory,” Journal of
the American Musicological Society 16(1963):221-239. C.P.E.Bach’s well-known letter
to Kirnberger expresses his and his father’s antipathy for Rameau’s theories in
general. See, forinstance, David Beach’s introduction to Johann Philipp Kirnberger,
The Art of Strict Musical Composition, trans. by David Beachand Jiirgen Thym (New
Haven and London: Yale University Press, 1982), p. xv.

3For two exceptions, see the choral prelude settings of “Allein Gott in der H6h'
sei Ehr’,” B.W.V. 664, mm. 90-96 (V6/5-) and B.W.V. 716, mm. 87-89 (VI-]), the
second of whichmaynotbeby].S. Bach. Inthese cases, themotion from leading tone
to tonic at the end of the tune appears in the bass as the ending of the prelude,
eliminating the possibility of a V-I ending.

‘Schenker, Free Composition, trans, and edited by Ernst Oster (New York:
Longman, 1979), vol. 1, p. 37.

SLeonard B. Meyer, “Exploiting Limits: Creation, Archetypes, and Style
Change,” Daedalus 109, no. 2 (1980): 177-205; Robert O. Gjerdingen, “A Musical
Schema: Structureand Style Change, 1720-1900,” (Ph.D. dissertation, University of
Pennsylvania, 1984) and “The Formation and Deformation of Classic/Romantic
Phrase Schemata, “ Music Theory Spectrum 8 (1986): 35-43.

‘Reed J. Hoyt, “The Bassline in Tonal Music: Its Relationship to Melodic and
Harmonic Structure” (Ph.D. dissertation, University of Pennsylvania, 1979), pp.
352-360.

7Ibid., pp. 360-404.

®*The original harmonization is attributed to Loys Bourgeois. Bach uses the
mediant triad at this point in three other chorale settings of this melody: BM.V. 29,
389, and 390.

See Walter Piston, Harmony, 4th ed. revised and expanded by Mark Devoto

(New York: W.W.Norton, 1978), p. 314, Ex. 20-24, thoughit lacks theinclusion of the
move from subdominant in the bass as a possibility.
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"The double-neighbor motion surrounding the dominant in the bass is an
important cadential structure and almest always precedes the subdominant with
the submediant. See Hoyt, “Bassline,” pp.108-116 and also “The Axial Prolongation
of the Dominant in the Bassline: Its Archetypal Pairings and Its Relationship to
Cadential Structure,” Paper presented at the Meeting of the Southern Chapters of
the American Musicological Society and the College Music Society, Baton Rouge,
LA, March 27, 1981.

Note also the D-B-G-A motion at the beginning of the theme in Figure 18.

"In m.7, the seventh above the E is not considered to be a significant change
because the E at this point clearly functions as the dominant of A. Were we to
consider an analysis of harmonic process, a difference would be shown by the
symbols.

See, for instance, Mitchell, “Chord and Context,” pp. 222-229.

®The struggle between linear and harmonic theories is epitomized by the
recent exchange between Charles . Smithand David Beach: Smith, “The Functional
Extravagance of Chromatic Chords,” Music Theory Spectrum 8 (1986): 94-139; Beach,
“On Analysis, Beethoven, and Extravagance: A Response to Charles]. Smith,” Music
Theory Spectrum 9 (1987): 173-185; Smith, “A Rejoinder to David Beach,” Music
Theory Spectrum 9 (1987): 186-194.

"Schenker, Free Composition, vol. 1, p. 30, Section 57 and pp. 32-34; vol. 2, Figs.
15,16, and 18, part 3 of each figure.
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A MODEL FOR MUSIC PERCEPTION AND ITS
IMPLICATIONS IN MELODIC DICTATION?!

GARY S. KARPINSKI

JUSTIFICATIONS FOR DICTATION IN THE CURRICULUM?

Why do we teach dictation? What do we hope to develop in our
students by playing music for them and asking them to writeit down? The
practice is certainly well-ensconced in college and university music curric-
ula across the country, but very little has been written concerning the
reasons for teaching dictation.? Most of what we can learn about the
justifications for aural-skills training can only be gleaned from the pages of
textbooks designed to teach the subject. In two recent articles,® I looked at
eight aural-skills texts and among the features I discussed were the pur-
poses they convey to their readers—to teachers and students—for teaching
aural skills. Among the justifications for teaching dictation found in these
books are broad ones, such as “The skills and understandings called ‘ear-
training’ consist primarily of the establishment of mental relationships
between sounds and symbols,”* and performance-oriented ones, such as
“Intelligent listening is the most important thing a musician does. No
matter what high level of dexterity and accuracy is achieved with an
instrument or voice, success is inevitably limited and regulated by the
ability of the ear to discriminate and guide the musical performance.”*

While theabovedescriptionsare correct, they fail torecognize all of the
cognitive skills that dictation can develop. Tojustify a place for dictation in
the curriculum, we must be sure of those skills we are trying to develop
through teaching. Certainly, dictation does notaddress the kinds of broad-
scaled listening skills often taught in music history, literature, analysis, and
appreciation classes. While those classes develop a sensitivity to form,
texture, style, and compositional devices, ear-training classes are geared
towardsakind of fine, detailed listening with attention to the smallestitems
of pitch and rhythm. Indeed, the typical goal of most melodic dictations is
for students to write down a precise notation of the rhythms and pitches in
a short melody.
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I contend that the skills necessary to achieve that goal are important
musical skills. I further contend that melodic dictation—when properly
taught—can be the best means of developing those skills as a preliminary
toapplying themtoa variety of listening situations at more advanced levels.

This article will address the question of why we teach dictation by
examining the process of tonal melodic dictation as it is typically practiced
in American collegesand universities,and by comparing this to the process
of musiccognitionasitis (orshould be) practiced by the developing musical
mind.

CASESTUDIES: PARALLELSTO CLINICALSCIENCE
(and student stories)

In disciplines such as clinical psychology and medicine, technical
discourseisrarely carried onin theabstract. Thebody of knowledgeinsuch
disciplines is based in part upon case studies—narratives that detail infor-
mation about subjects who exhibit features pertinent to a given study. In
contrast, the body of knowledge in aural skills training is mostly based on
comparatively vagueaphorismsaboutmental relationships and intelligent
listening. I do not mean to denigrate such ideas; developing intelligent
listening and mental relationships between sound and symbols is a goal to
which we should aspire, but whatkind of intelligent listening? Listening to
which features of music? Precisely which mental relationships? Atthe risk
of becoming obtuse, let me continue the parallel with medical science a bit
further. The prescription of penicillin for an infection is not based on some
armchair pronouncement like “. . . the idea of taking drugs for an illness is
an important one.” Instead, it is based upon case studies of sick patients,
and the experimental and clinical examination of various treatments and
success ratios. In aural-skills training, a few researchers have presented
data that demonstrate the relative success or failure of a few techniques,*but
even these few studies have been done in the near complete absence of case
studiesregarding various difficulties in music perceptionand the appropri-
ateness of various methods of diagnosis and remediation.

Since our goal is to develop the aural skills of students who are
deficient in some way, I feel that I should first present brief case studies of
a few students who exhibit representative deficiencies. I have chosen four
who produced errors on a prevalent measurement of aural perception—
melodic dictation. Adopting a technique used in some psychoanalytical
literature, I will—for ethical reasons—use only a single initial to refer to
each student.
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Ms.W

Thefirstcaseis not typical; indeed, her problems arerare among music
students. Ms. W was a college sophomore who scored poorly on dictation
tests, so I asked her to perform a few listening and singing activities
(selected from those described later under “Diagnosis and Remediation”).
Her achievement was negligible; she even had trouble matching pitches.
When I questioned her about her poor performance on these tasks, she
confessed that she experienced a constant ringing in her ears that prevented
her from hearing accurately. Isuggested she seek medical help—that she
consult an audiologist—to improve her condition. She eventually stopped
attending school; we thus have no follow-up record of her condition and
possible treatment.

Mr.D

Mr. D—a college freshman—also scored poorly on dictation tests. He
came to me for remedial help and I asked him to sing back some short
melodiesimmediately after I played them. For most melodies of more than
a few notes he would sing most pitches incorrectly, although his responses
were musical and often followed the shape and rhythm of the original. I
then asked him to sing any tune he knew by heart but had not seen in
notation; he chose “Twinkle, Twinkle Little Star” and sang it without error.
When] asked him to tell me about the rhythms and the scale degrees of the
notes in “Twinkle, Twinkle” and various other folk tunes, he was quite
accurate. When I asked him to notate several of these tunes, he did quite
well—work which would have earned him an “A” on a dictation test.

Ms.]

Ms. ] was a college senior who had been struggling with aural-skills
courses for years. When I arrived at the institution where she had been a
student, I tested her to find out what had been holding her back. She did
poorly with dictation, but she was able to sing back novel melodies upon
first hearing with great accuracy. In contrast to Mr. D, she could recall
dictation-length melodies with impressive precision. However, when
asked to supply information about the scale degrees or rhythms of those
melodies, she balked. She was unable to identify even the simplest tonal
functions or rhythmic proportions. Nevertheless, when given a series of
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scale degrees and rhythmic proportions, she was able to notate them
properly in various clefs, keys, and meters.

Ms. F

Ms. F—a folksinger—had never worked with music notation before
deciding to study aural skills. She expressed a desire to write down the
tunes she sang—especially those she composed—and thus embarked on
the study of melodic dictation. She was, at first, quite unsuccessful. But
when I asked her to sing back some novel melodies, she was up to the task.
She even understood the ideas of scale degree and rhythmic proportion,
and was able to accurately identify such in those melodies. When called
upon to notate what she had identified, however, she was unable to do so.

In all four of the above cases, the final results were similar: unsatisfac-
tory answers to melodic dictations. Yet for each of these cases, the cause of
the problem was different. For Ms. W, an inability to hear properly
prevented any further processing of the sounds. For Mr. D, an inability to
remember even short musical passages left him with nothing to do during
dictations; no amount of work on solmization or notation could offer him
hope of improvement. For Ms. ], a weakness in discriminatory skills—in
this instance, the inability to discern scale-degree function—prevented her
from succeeding, despite her knowledge of notation. For Ms. F, the ability
to hear, remember, and understand what was heard, was negated by an
inability towrite the correctanswer duetoalack of training in the principles
of music notation.

AMODEL FORMUSIC PERCEPTION: EMPIRICAL AND
PHILOSOPHICAL EVIDENCE

These case studies point out there are at least several phases in the
process of music perception that need tobe carried out while taking melodic
dictation. That the practice of taking dictation involves separate phases is
not a new idea—Michael Rogers refers to two stages’ and Ronald Thomas
has alluded to more than fifteen*—but what follows here is a much more
rigorous model for the process based not only on clinical observations of
student subjects but also on empirical and philosophical studies of percep-
tion performed by scholars in the fields of music theory, music education,
and cognitive psychology.

Atits broadest, the model is divided into four phases, represented by
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the four case studies discussed above: hearing, memory, understanding,
and notation. The phases are sequential; each must be performed in turn or
subsequent phases will not be viable. Let us first broadly examine those
phases in the order students must use them.

A.Hearing

The first phase is hearing. Students must hear the melody before any
otheractivitiesmay be carried out. This should be obvious, yet—as weshall
see later—difficulties do arise during this phase.

B. Memory

Once it is certain the students have heard the melody, they must
remember it in order to do anything with it. Whatever musical material is
not remembered correctly will be notated incorrectly no matter how accu-
rately the subsequent phases are carried out. Fortunately—as we shall
shortly see—only a portion of the melody needs to be processed after any

given playing.

C. Understanding

Once students have extracted such a portion and placed it in their
memories, it is ime to move on to the next phase in the process of taking
dictation. No matter how small or large a portion has been remembered, it
is important to understand that portion before notating it. Since the goal of
mostdictationsis tonotaterhythmsand pitches, itis those two elements that
must be understood. I will discuss this phase in detail below, but to
differentiate it from notation consider the following short example. Stu-
dents who hear the first measure of the third movement of J. S. Bach’s Violin
Concerto in E, BWV 1042 (shown in Figure 1) respond “do, re, mi, sol, do;
halfbeat, half beat, half beat, halfbeat,onebeat”. We know they have clearly
understood the excerpt; we don’t yet know whether they can notate it.

Figure 1.
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D. Notation

The final phase in taking melodic dictation is notation. Itisarelatively
straightforward task to translate one’s understanding of a melody into
traditional notation. Upon being told to use a treble clef, a tonic of E, and
the eighth note asa beat unit, every musician should be able to translate the
solmization syllables and beat lengths listed above into the notation shown
in Figure 1. Of course, a strong knowledge of notational principles is
necessary to execute this task. This, too, is an aspect of aural skills as well
as written theory training.

THE PROCESS: INVESTIGATION AND CRITIQUEOFCURRENT
PRACTICES

Of the four phases, the first and last are improved only indirectly by
training in aural skills. This training can merely point to problems in the
area of hearing, and only serves as drill and practice in the craft of notation
(the essence of which is traditionally taught in the written theory class-
room). It is the middle two phases—memory and understanding—that
aural training can truly develop. Each of these phases is comprised of
smaller steps that must now be examined.

A. Hearing

Inmy clinical experience T have encountered atleast two students who
had physical or neural hearing deficiencies. Somehow, they had managed
to muddle through pre-college musical activities before entering upon
aural-skills training. My diagnosis of their problems atleast pointed them
in the direction of an audiologist who is equipped to deal with them. In
addition, thereare students withattention problems; any student whodoes
not pay attention to a dictation will find it difficult. This may be a matter of
concentration and not medicine, but here too the process of dictation can
help at least to make a diagnosis. Attention may also be diverted by
nervousness. This is a real problem for many students who take tests in
various disciplines; it is a particularly common problem for students of
music. I will address nervousness later in this article; other causes of
hearing difficulties are mercifully rare in music students.
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B. Memory

Memory is an extremely important phase in the process of taking
melodic dictation. Indeed, it is extremely important in many musical
processes. In the words of one cognitive psychologist,

The way one hears musicis crucially dependentupon
what one can remember of past events in the music. A
modulation to a new key is heard only if one remembers
the previous key. A theme is heard as transformed only if
one can remember the original version of which it is a
transformation. And soon. A note or chord has nomusical
significance other than in relation to preceding or follow-
ing events. To perceive an event musically (that is, to
recognize at least part of its musical function) is to relate it
to past events. It is, therefore, important for us to know
how good we are atremembering past musical events, and
to know what factors assist our memory.

Despite how important it is, memory as a stage in the process of
melodic dictation is often overlooked. One reason isa common misunder-
standing of short-term musical memory. Many teachers of melodic dicta-
tion forget that short-term musical memory is subject to limitations similar
to those that constrain all short-term memory. Forinstance, consider Bruce
Benward’s advice to students in his book Ear Training: A Technique for
Listening: “Only after you have the entire melody memorized should you
attempt to write anything on paper!”* and “After hearing each melody try
immediately to sing it in its entirety in your mind.”" These sentences
precede melodic dictations, including the one shown in Figure 2a and the
one shown in Figure 2b.

Figure 2a.”

iiﬂ
Hity

i

TR
(I
LS
1

K
triid

Figure 2b.”

= "
%ir"‘:r =
f 1

T
e
\J
I
e
7Y

i\
11.d

HH
H+

-1
H1 1y
Ittt

17

-t

197



JOURNAL OF MUSIC THEORY PEDAGOGY

There is a fundamental difference between those two melodies in
relation to short-term memory. The first one falls within the short-term
limit of “seven plus or minus two bits” described by George Miller in his
classic study on perception and memory." The second one is much longer;
it far exceeds the length of something easily committed to short-term
memory.

In practice, the notion of “seven plus or minus two bits” applied to
musical informationisdependentupon theauraland theoretical training of
the listener, as well as their experience with the repertoire. Thisisdueto the
fact that listeners can group notes into meaningful units or “chunks.”* As
an example, consider the melody shown in Figure 3.

Figure 3.

The most naive of listeners would perceive this as at least sixteen bits
of information (perhapseven thirty-two, if one considers rhy thmic informa-
tion to be processed separately from pitch). In contrast, a listener with a
developed sense of harmonic listening might perceive it as two parallel
statements of eight bits unfolded over two chords. A listener schooled in
music literature would perceive thisasone bit, the onenamed “Beethoven’s
Third Symphony, first movement, main theme.”

Even if teachers write original melodies, similarities between those
melodies and familiar literature will contribute to the ease with which the
melodies are separated into chunks.* Even in the absence of any connec-
tions to a repertoire, it should be apparent that there are many factors that
contribute to the chunking of melodic material, suchas rhythmic repetition,
sequential patterns, harmonic function, and so on. We must be cognizant
of the chunking abilities of our students when we construct materials for
melodic dictation; many of us will find our freshmen surprisingly closer to
the naive listener described above than to anyone more sophisticated.” In
the words of one cognition rescarcher, “in melodic dictation, for example,
consideration should be given to the amount of musical information thata
student can be expected to encode, store, and report.””

So, whatare wetrying toaccomplishby giving dictationslikeBenward’s
second melody (shown in Figure 2b) to our students? It is indeed to
misunderstand short-term memory to ask them to sing this melody in its
entirety after hearing it. Nonetheless, it is precisely such melodies that
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develop an important listening skill: the ability to extract and examine
successive portions of a composition upon repeated hearings. A mature
listener does this all of the time; how else does one answer such questions
as “Does the antecedent end on the tonic or dominant?” or “Is this a tonal
or real answer?” or “What motive are the violas playing at the beginning of
the development?” Dictation melodies that are too long to memorize in the
short-termrequire students to extract portionsand work on themindividu-
ally. This is the primary reason for giving such long melodies and for
playing them several times.”

Let mealso caution that those portions should be extracted as melodic
units, with pitch and rhythm remembered as a whole. It is unmusical to
remember and process the rhythms of an entire passage over the first
several playings, and then return to try torememberand process the pitches
after stillmore playings. Notonly does this practice unnaturally divide the
rhythms and pitches of the melodic gestalt (which should only—and often
must—be separated during the understanding phase which comes next), it
also burdens the short-term memory by creating two sets of information to
remember instead of a single (if admittedly larger) one.?

At this point, I must also warn against suggesting that students write
while listening.?! In a recent article, Gary Potter used ethnographic tech-
niques to examine skilled musicians taking dictation.? Among the conclu-
sions of this fascinating study is the following: “While the ability to
memorize a melody quickly is a tremendous asset in dictation, those
subjects who ‘listened first to make a mental tape to be played back at will’
did far less well than those who began writing during the first hearing.”?
This conclusion demands scrutiny on two grounds, the first philosophical
and the second empirical. Philosophically, we mustask what is the goal of
training in dictation—to get the correct answer or to develop a broad slate
of skills including hearing, memory, understanding, and notation? If we
train students to write while they listen we will develop fleets of musical
shorthand-takers, perhaps adept at getting the right thing on paper but
lacking inskillssuchas focussed attention, selective memory, and increased
memory capacity. Michael Rogersiscritical of such a narrow orientation on
similar grounds, noting that “the purpose of dictation, for example, is not
to produce correct written transcriptions but to produce a certain kind of
listener who can hear sound as meaningful patterns.”%

On empirical grounds, I suspect that Potter’s subjects had not been
trained in the proper use of selective and accurate memory. Experimental
studies have shown it is helpful for students to correctly repeat—either
vocally or mentally—what has been heard before they begin to process it.
Indeed, the act of rehearsing a melody has been shown to reinforce one’s
memory of it. One study compared subjects’ memories for melodic details
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after immediate recall and after a ten-second rehearsal period. “The
rehearsal condition caused rather striking differences in performance....
For the tonal patterns we can see the heightened primacy performance with
nodifferencein therecency position [i.e. those who rehearsed remembered
the last notes as well as and the first notes better than those who did not
rehearse]. The serial curve has essentially disappeared with performance
having reached an 80 percent ceiling. Here is where we would expect the
best performance. With free-rehearsal and tonality as an organizer, we
should have optimal memory for melody.”* Another study went further to
compare those who rehearsed well with those who rehearsed poorly.
Subjects who did not sing a melody correctly after hearing it actually did
less well on subsequent same/different responses than those who per-
formed no rehearsal at all. However, for subjects who did sing correctly,
“91% of their written same/different discriminations were correct.”* Not
surprisingly, memory is enhanced by correct rehearsal but degraded by
incorrectrehearsal. Perhaps Potter’s subjects who made a mental tape were
playing it back incorrectly.”

I would now like to address the specific procedures through which
dictationsare presented. These proceduresaffecthow students’ short-term
memory can handle the music they hear. One aspect involves whether
dictations are played in fragments or only in their entirety. Whereas some
instructors offer only repeated playings of entire dictations, others follow a
procedure similar to that prescribed in Levinand Martin’s Sight Singing and
Ear Training Through Literature:

Play the dictation in its entirety . . . Perform the
dictation in two-measure fragments. . . . Playeach
fragment three times . . . Play the entire dictation
without interruption.

Such procedures minimizeany training in selective memory. Students
must learn to extract a portion of a musical passage and retain it in short-
term memory, but breaking a dictation into short fragments and repeating
those fragments several times will not help them learn that skill.® The only
applications for breaking a dictation into fragments would be: 1) if selective
listening is nota goal, or (2) to diagnose those students who have difficulties
with selective listening, by testing students’ performance with full-length
dictationsand with fragmentary ones—those who havedifficulties with the
full-length ones but succeed with the fragments obviously need remedial
help with selective listening® To develop students’ abilities to listen
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selectively, dictations must exceed Miller’s limit of 5 - 9 bits and be played
more than once.

How many times should each dictation be played? A typical number
of playings is three, but I have seen this range from a single playing to “as
many as it takes to get it right.” Theoretically, the proper number of
playings should be a product of the total number of bits in the melody
divided by Miller’slimitof 5-9bits (abitbeing dependent upon the training
and experience of the listener, as described above). Let us assume, for the
sake of discussion, that our students’ chunking abilities are at present
minimal—that one note would equal one bit in their short-term memories.
It would follow that a dictation of 5 — 9 notes requires one playing, a
dictation of 10- 18 notes requires two playings, and soon. In practice, when
extending beyond a single playing of 5~ 9 notes, an extra playing is usually
necessary to account for the task of discerning the relationships between
separate remembered portions of the melody. Thus, three playings are
appropriate for melodies of 10 — 18 notes. Obviously ten-note melodies
are—in general—considerably easier than eighteen-note ones. However,
students whose short-term musical memories achieve at the lower end of
Miller’s limits will be challenged by the ten-note ones; students whose
memories meetor exceed Miller’s upperlimit will breeze through eighteen-
note ones. In addition, students whose chunking abilities allow them to
group notes into larger meaningful bits will require even longer melodies.

C. Understanding

It is important to keep in mind that the stages of understanding and
notation will almost always be carried out on extracted portions of music
after each playing, not on an entire dictation melody. Thus, if I refer to a
“first pitch” or “all of the notes,” I mean of that extracted portion, not the
entire melody.

The purpose of separating the end of the process into two phases is to
isolate the task of understanding from the complexities of notation. It is
extremely important to know that a student hears the functions of the
pitches in a melody without regard to their appearance in a particular key.
Likewise, it is just as important to know thata student hears thata melody
is in, say, triple meter and that the student hears the durations (in terms of
beats) of the rhythms in that melody without regard to a particular meter,
such as 3/2 or 3/4. To this end, specialized forms of communicating
musical understanding must be employed that do not rely on traditional
notation. In terms of pitch, we have been using such systems—e.g.,
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solmization and scale degree numbers—for years. There are similar,
although somewhat less familiar, systems of rhythmic designation as well.

1. Rhythm

I will start by examining rhythm because—once a passage has been
remembered—the rhythms and not the pitches should be figured out first.
Any suggestion to focus on the pitches first and rhythms later® works
backwards: oncea passage hasbeen remembered, figuring out therhythms
providesa framework in which to place the pitches. Withoutany metricand
rhythmic information, how much good does it do to know that “fa”
occurred somewhere in the middle of a passage? In contrast, laying out a
temporal framework before figuring out the pitches gives the listener the
precise metric location for each pitch. Thus, unlike the memory phase
during which rhythms and pitches should be processed together, rhythms
should be processed before pitches during the understanding phase.

The most fundamental aspect of understanding rhythm is perception
of the pulse. Students should be able to perceive the pulse of a melody
without extramusical cues. Perception of the pulse should be quickly
followed by grouping those pulses into meter. Students should be able to
determine whether the meter of a melody is duple or triple simply by
listening. Since we seek to know whether students understand metric
groupings without regard to a particular meter sign, we might ask them to
simply write “duple” or “triple.” But since this is one step in a multi-step
process, it is wise to lay the groundwork for subsequent steps at this point.
Thus, a metric framework such as Figure 4, with large vertical lines
representing primary pulses and smaller vertical lines representing secon-
dary pulses, might be used as a grid within which rhythms canbelaid (here
representing four measures of triple meter).

Figure 4.
II\II‘II‘II'

It should be clear by this point that perception of both pulse and meter
are fundamental and important aspects of music listening. Why, then, do
many of us give out this information instead of testing for it? In revealing
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the meter of a melody before playing it we are opting out of developing
ability to perceive this most basic of temporal features. This is often done
by verbally stating the meter, or by counting the pulses before playing. In
textbooks, the ubiquitous method is to printan answer blank comprised of
amusical staff with variousinformation including a meter sign and barlines
printed on it. As an example, consider Figure 5, taken from Henry and
Mobberley’s Musicianship:

Figure 52  Instructions: Observe the given information and notate the
pitch and rhythm of the melody played.
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Thisanswer blank provides the meter sign, therhythm of the first note,
and the fact that the music begins on an anacrusis. The pulse is also
provided: “Small notes preceding each frame tell the student how many
metronome taps will [be] heard on the tape. These cues are included in the
instructor’s manual and should be used for class dictation as well.”® Henry
and Mobberley are not to be singled out here; these practices are typical of
most aural-skills texts.

Cues about pulse and meter are sometimes given during the perform-
anceof adictation as well. These cuesinclude emphasizing the pulseby foot
tapping or by merely accenting certain notes, and revealing the meter by
counting on those pulses.

In practice, it is possible to give a dictation without presenting much
extra-musical information. We should only reveal those facts that are not
audible. Thus, the beat unit or bottom number of the meter sign should be
giveninall cases (since, for example, 2/4 is audibly indistinguishable from
2/2). In addition, duple and quadruple meters usually sound alike; if it is
vital that one or the other be notated, perhaps that information should be
given only after the final playing or indicated as a preference only if the
meter is discovered not to be triple. Finally, the distinction between
compound meters and a “faster” triple meter is not audible. Again, the
requirement to notate a melody in compound meter might be given later in
the process, or as a stipulation in some cases only if the melody is triple at
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some level. In these cases, one might even reveal that a melody should be
notated in compound meter but ask the students to determine which one.

Evenunder these procedures, itis possible that not all correctanswers
will be identical. By not tapping or counting the pulse before or during the
dictation, one risks receiving rhythmic augmentations and diminutions of
the “correct” answer. Perhaps surprisingly, thisoccursratherinfrequently.
In any case, it is a small risk to withstand to be sure that students are truly
perceiving the pulse and meter and not merely taking their teacher’s word
for it.

Once the pulse and meter have been determined, it is crucial for the
student to understand the rhythmic durations of a passage (in terms of
beats) before notating them. To this end, some form of rhythmic syllables
orgraphicnotationis useful. Whilerhythmicsyllables have their uses, they
are problematic in written use in that they exclude the opportunity to
graphically represent the temporal relationships of rhythmas a framework
for the pitches. For thisreason, I prefera formof graphicrepresentation. For
example, the opening notes of the first theme from Brahms’ Second Sym-
phony may be represented in the manner shown in Figure 6.

Figure 6.

e e

This type of graphic representation is simpleand efficient, and it serves
the goal of separating rhythmic understanding from notation. In suggest-
ing the use of graphic notation, I do not mean to complicate the process of
taking dictation, nor do I intend that students should use it as a form of
shorthand. Rather than complicate the process, using graphic notation
makes the understanding phase explicit and offers an opportunity for
teachers to examine each student’s proficiency in that area. And if the use
of short-term memory has been properly encouraged and developed, no
student should find the need to scribble anything in shorthand while
listening intelligently. A student who produces the graph shownin Figure
6 displays an understanding of the meter and rhythms of the Brahms
excerpt. What remains is to translate that understanding into traditional
rhythmic notation.
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2. Pitch

Pitch must be handled similarly. Itis crucial for a student to under-
stand the functions of the pitches in a tonal melody before notating them.
However, just as perception of pulse and meter is necessary to understand
the rhythms of a melody, so is perception of the tonic necessary to under-
stand the functions of the other pitches.* This is one of the most basic skills
alistener should have; we should encourage its development from the first
day of training.

One practice that prevents students from developing the skill of tonic
identification is playing the tonic pitch or chord before performing a
dictation. No one plays the tonic chord before an actual performance, so
why do it in the aural-skills classroom? If the reason is to “make sure” the
students know what the tonic is, then it’s time to work on that skill and not
dictation. Another practice masking the problem of tonic identification is
providing the name of the starting pitch or writing it on a staff before
playing a dictation (see, once again, the typical answer blank shown in
Figure 5). Students who have a poor sense of tonic but who are given a
starting pitch will follow their noses in stepwise passages and make
educated guesses about the size of leaps without perceiving the functions
of the pitches. Such students may even resort to an intervallic strategy,
measuring the distances between successive notes. The problem here—
even if students get the right answer—is that the tonal system, the func-
tional relationships betweenall pitches and the tonic, has not been internal-
ized. Several studies have shown that tonal context plays a more important
role in music perception than does interval recognition.

To express those contextual relationships, scale-degree numbers or
moveable—do solfége syllables are useful.* For example, syllables may be
added to the Brahms theme as shown in Figure 7 (also note the use of small
marks to indicate ascending or descending skips).

Figure7.

Mi 'Sol|.Sol ‘Do }Re | Mi Re| D Sol
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The suggestion of numbers or moveable dois not an offhand one. The
choice of a solmization system is unequivocally dependent upon the
particular musical features one wishes to express. Whereas fixed do
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expresses absolute pitch names, scale degree numbers and moveable do
express scale degree.” Thus, fixed do (or its American equivalent—singing
on letter names) is useful during the next phase when translating into
notation, but since our current task is functional tonal understandingin the
absence of notation—and that takes place without regard to key—it is
necessary at this stage to use numbers or moveable do.®

In any case, the following discussion assumes that students have
developed proficiency in the use of moveabledo. In fact, itis very important
that students become fluent with some system of functional solmization
since it can serve as a tool for exploring and developing their musical
understanding and expressing that understanding to others. This is one
way training in sightsinging complements listening skills.

To move from identifying tonic to supplying syllables is a big leap. In
practice, the processinvolves anumber of steps. Remember that, since only
a portion or passage of music has been remembered, the following steps
operate only on that passage. First, after the tonic has been inferred, a
starting pitch must be reckoned. Working from any point except the
beginning of the remembered passage is relatively unmusical (although I
don’t wish to discourage the practice entirely) and, in any case, is probably
unnecessary since the passage is in memory and reproducible from the
beginning. Once the starting syllable has been determined, it is a simple
matter to apply successive syllables to the stepwise passages and to deter-
mine a new starting syllable each time the melody leaps. In this fashion,
from sstarting pitchand leapand through stepwise patterns, the scale degree
of each pitch can be determined.

D. Notation

What remains is to take what has been heard, remembered, and
understood and to notate the pitches in a particular clef and key, combined
with the rhythms in a particular meter. To continue with the Brahms
example, given a treble clef, tonic of D, and 3/4 meter, students should be
able to take the graphic representation found in Figure 7 and notate it as
shown in Figure 8.

Figure 8.
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The knowledge and skills necessary to execute this task are typically
taught under a rubric such as “written theory,” either in a separate course
or in separate lectures within a comprehensive musicianship curriculum.
Nonetheless, they are integral to the dictation process.

Eventually, all of this—hearing, memory, understanding, and nota-
tion—must be integrated so the entire process becomes essentially instan-
taneous. This results in the ability to hear music and immediately form a
mental image of the notation. Perhaps thisis why Potter found that the best
dictation-takers “began writing during the first hearing”“—they had al-
ready mastered the individual stages and were combining them into one
process. Thisisan ultimate goal of aural-skills training. When students are
ready, challenging and rewarding drills can help them integrate the four
phases. These range from calling out scale degrees, pitches, or rhythmic
syllables to actually performing while the music is sounding.*' Students,
however, who have not mastered the four phases—especially the subtleties
of understanding and notation—are not ready to begin this type of mental
imagery.

We may, however, move them gradually in that direction by control-
ling the time between playings and after the final playing. The amount of
time allowed for these pausesisimportant. Thesedurations canrange from
a fraction of a minute to many minutes, but the proper time to be allotted
here is dependent upon the speed with which students can accomplish the
tasks involved in memory, understanding, and notation. As students
improve with these tasks, the durations between and after playings can be
shortened.

It is interesting that the act of performance may be substituted for
notation as the final phase in the process, even at the earliest stages of
training. Thus, individual students might be asked to perform a melody
rather than notate it after hearing it. This practice is valuable: relating
hearing, memory, and understanding to performance is perhaps as impor-
tant as relating them to notation. However, three caveats apply. The first
applies to extractive listening: when performance is used as the last phase
in aural exercises, human memory must play the role normally served by
paper and pencil for storing information while listening. If a phrase is too
long to be kept in short-term memory, a performer must find some way—
upon repeated hearings—to commit successive portions of music tolonger-
term memory so as not to lose them while processing new material.** The
second caveat applies to vocalists: asking them to perform a melody by
singing does not involve the understanding phase since no knowledge of
pitches or rhythms is necessary to mimic a musical phrase vocally. One
solution to this problem is to ask vocalists to sing on functional syllables
(making the understanding of scale degrees explicit), letter names (a proc-
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essakin to pitch notation), orrhythmicsyllables (making theunderstanding
of rhythmic proportionsexplicit). The third caveatapplies toinstrumental-
ists—for them, performance requires hearing, memory, and understanding
of pitches but only hearing and memory of rhythms. In other words,
although instrumentalists must understand the absolute pitches they re-
produce they do not need any rhythmic understanding to mimic rhythms.
Instructors should keep these caveats in mind lest the skills involved in
extractive listening, understanding, and notation remain undeveloped.

DIAGNOSIS AND REMEDIATION

Weredictation the only activity foisted on aural-skills students, those
who show initial difficulties might neverimprove. They would most likely
producea string of unsatisfactory papers, perhaps buoyed at some pointby
anincreased ability to guess. But if we view dictation notonly asan end in
itself but also as an indicator—a sensitive canary in an aural-skills coal
mine, ready to curl up and die at the slightest whiff of trouble—then we can
identify those students with unsatisfactory papersand lead themto private
sessions of diagnosis and remediation.

A.Hearing

Fortunately for the teacher of aural skills, few music students experi-
encedifficultiesin hearing. Asmentioned above, anobstaclein thisarea can
be due to physical problems in the ear or in auditory processing. These
problems should be referred toan audiologist, but sucha referral should be
made only after eliminating hearing problems that are behavioral and not
physical. Behavioral difficulties in hearing involve the diversion of atten-
tion—as discussed above—usually through a lack of concentration or an
overabundance of nervousness. The only tests for this are: 1) an interview
with the student in which questions are asked about mindfulness and
nerves (an unpredictable exercise, as any ethnographer will confirm), and
2) reproducing the listening experience in as relaxing and encouraging an
environment as possible. This second test may be facilitated by eliminating
the variables involved in understanding and notation: the student can be
asked to sing back portions of a dictation-length melody without concern
forsyllables, rhythms, pitches, and thelike. Unfortunately, the results from
such hearing tests will be polluted by any memory difficulties the student
might have. This is lamentable, but not prohibitive. At worst, negative
results on such tests could lead to remediation for memory skills, which
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would be unproductive for a student with attention problems thus leading
the teacher to work on attention instead.

A student’s difficulties in paying attention can be caused by a host of
problems that are well beyond the scope of this article. However, one such
problem—nervousness—is socommonina performed art such as ours that
it bears addressing upon discovery. I have found that nervousness in the
aural-skills classroom frequently correlates with nervousness in other
musical activities, especially performance. An early diagnosis of this
behavior affords an opportunity to direct students towards various mental
and physical relaxation techniques, possibly heading off more serious
consequences in other activities in the future.

B. Memory

Before I begin to discuss the diagnosis of memory problems, let me
make a few preliminary comments about using the voice as a diagnostic
tool. It would be ideal if we could know just what students hear in their
minds, but we can’t. Thus, singing is necessary for diagnosis.® For
example, students must sing to repeat a passage if we are to discover
whether they can remember it at all. But we must also encourage, no,
require our students to internalize this process. They must be able to hear
an entire passage in their minds.“ Indeed, this type of internalization is an
essential kind of musical thinking. Well-trained musicians can hear music
mentally in the total absence of audible sound,* and aural training can
develop this ability. However, the importance of internalization notwith-
standing, the necessities of diagnosis demand that students sing certain
responses.%

The mostbasic form of pitch memory is the recall of single pitches. The
simplest test for this skill is to play various pitches and ask students to sing
each one after they hear it.” This is such a fundamental musical skill, yet a
few young musicians have some difficulty withit. A scantfew cannotrecall
any pitch, but—of those with problems in this area—most seem to have
trouble only in registers other than their own vocal range. Thus, a few
women have trouble with pitches in the bass register whereas a few men
have trouble with pitches in the treble register. For these students, drills in
making the necessary octave adjustments usually cure their problems.

In general, the best test for melodic memory is to ask students to sing
back what they have heard. Initial testing should be done with short groups
of 5-9 pitches. Upon encountering a student who can repeat single pitches
but can not repeat longer groups, one must find the number of pitches that
challenges that student. Be it two, three, or four, the student must work on
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repeating groups of thatlength while gradually building up toalevel within
Miller’s limits of 5-9.

Subsequent testing mustbe done todetermine if students can perform
the kind of extractive listening wherein successive portions of a dictation
are remembered upon repeated hearings. Students must be asked to sing
back what they can remember correctly from the beginning of a dictation-
length melody after one playing, then asked to sing back further portions
after more listenings. Some students will show immediate difficulties
remembering even the first few pitches of such melodies, even if they were
quiteable to remember all the pitches of shorter ones. Some have particular
trouble remembering even just the starting pitch of such longer melodies.®
Students who have these problemsin the absence of other grave deficiencies
often display an ability to recall the shape (and sometimes even general
harmonic function) of a melody within a diatonic context without proper
placement within the scale. Indeed, research has shown that the mind
exhibits “a trend toward differential retention of contour and interval
information with contour information more easily encoded and recognized
atshort [one second] delays.”* Forinstance, Figure 9a shows the beginning
of amelody presented to Mr. D and Figure 9b shows his sung response. This
student had a clear memory of the shape of the melody, but started on the
wrong scale degree.

Figure 9a.
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This is often remediable through drills aimed specifically at retention
of the starting pitch. Some students may even need tohum the starting pitch
immediately upon hearingit togetaccustomed torememberingit. Through
progressively internalizing this process, such students can eventually be-
come competent at retaining the first note of a dictation while expanding
their memories to include a reasonably long first portion of the melody.
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Nonetheless, some students will learn to retain the starting pitch of a
longer melody yet still be unable to recall an adequately long group of notes
following that. These students must learn to focus their attention on the
opening passageimmediately after it has sounded, even while the rest of the
melody is sounding. They should become accustomed to this skill initially
by beginning to sing the first portion of the melody out loud before the rest
is done. For some, this will seem awkward at first—singing one part of a
melody while another is being sounded—but through progressive inter-
nalization this type of drill can lead to mastery of extractive listening skills.
In this fashion, dictations longer than 5 — 9 notes act as a laboratory for
developing the processcs used by intelligent listeners pondering one pas-
sage while the rest of the piece continues to sound.

Related to this skill is the ability to put earlier passages of a dictation
out of mind once they have been written on the page. If—aftera playingor
two—students have correctly notated the beginning of a melody, then
keeping that beginning in short-term memory will only reduce their capac-
ity toremember more music. Thus, students whodon’t stop thinking about
what they have already notated find that subsequent portions of dictations
become arithmetically more difficult: thcse who understand, and notate
(for instance) the first eight notes of a melody would have to remember a
total of sixteen notes to process the next eight, and twenty-four to get the
next eight, and so on—unless they learn to let go of what they have already
notated. Thisskill canbe tested and drilled easily by asking students to sing
back successive portions of a melody upon repeated hearings.

In general, however, students who have difficulty with short-term
musical memory fall into two broad categories: 1) those who have trouble
with short melodies (within Miller’s limits or even shorter), and 2 those
whohave troubleextracting short portions fromlonger melodies. Revned! .l
activities designed to increase the capabilities of each type of student differ
between these two categories. As discussed above, students who can not
remember short melodies mustbegin with patternsonly as long as they can
remember and gradually build up to longer ones. The best way to deliver
thistypeof drillis froma tutor whocan create melodic fragmentsand adjust
their length asa studentbecomes more adept. Some students may also find
thatlistening to prepared recordings of many of such fragments and singing
them back can also help; two precautions, however, apply here. First,
recordings cannot respond to a student’s achievement level; they will
continue to present fragments of whatever length they contain. Second,
some students have anaccurate sense of when their short-termmemory has
failed, but there are others who unwittingly sing incorrect versions of what
they have heard. This latter type of student should never be left withoutan
intelligent tutor® while doing memory drills lest they develop a false sense
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of security. Only after experiencing the feeling of correctly repeating alarge
number of melodies and showing the ability to discriminate between
accurate and inaccurate recall should such students be left to work on their
own.
Students who cannot extract portions of longer melodies must begin
with drills designed to apply their memory skills to selective listening.
These, too, can be provided by a tutor who can play dictation-length
melodies and ask students to sing back selected portions. Once again,
prepared recordings may be used, with the same reservations. One addi-
tional type of exercise can be practiced by students who are able to sense
when their short-term memories are working accurately. These students
may use recordings of musical works (Haydn symphonies, for instance) as
fodder for memory drills, listening for thematic passages and stopping the
recording to sing back a portion of what they have heard. Some students
benefit from both increased memory skills and greater familiarity with the
literature through such exercises.

Research has shown that various features of a melody contribute to
variations in pitch memory, including “melody length, tonal structure,
melodic contour, and music perception ability.”* That all of these factors
affect the results of dictation tests should be no surprise to aural-skills
teachers; that they affect musical memory should be instructive. We must
take into account all such factors when constructing melodies for dictation
and we must realize that difficulty in remembering a musical passage must
be remedied through memory drills, not through more dictation.

Research has also shown that factors beyond the features of a melody
itself can affect memory. In various experiments, interfering tones have
been presented between the timea melody is heard and the time subjectsare
to respond. One researcher calls the effects of such interfering tones
“devastating” since subjects who were presented with such tones “per-
formed for the most part below chance.”® In general, cognitive psycholo-
gistsrecognize the effects of interference on memory: thatany new stimulus
received after an initial stimulus will have a detrimental effect upon
memory for that initial stimulus® This has several important conse-
quences. Aural-skills students encounter one consequence when music
from other classrooms or practice rooms wafts in between playings of a
dictation. Another consequence (discussed above) occurs when students
must remember the beginning of a dictation that is too long to remember
completely; they must concentrate on an initial stimulus (the beginning of
the dictation) while a second stimulus (the rest of the dictation) interferes.
In both cases, students find the interference of subsequent music a hin-
drance; in both cases, students must learn to develop their powers of
focussed listening—that ability to extract and examine a portion of a
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musical experience in the face of interference frommore incoming informa-
tion.

Another consequence of interference occurs when students move
between the two stages of memory and understanding. Because a task can
interfere with memory in the same way an additional stimulus does, the
mental activities necessary during the understanding stage can cause the
initial memory of a musical passage to fade. Students who have problems
with this typically are able to repeat a passage after hearing it, but at some
pointduring theirattempts tofind the tonic, calculate the starting pitch,and
determine the pulse and meter, they lose some or all memory of the passage
itself. Fortunately, there isa simple cure for this problem: be certain to keep
the passage in mind by simply repeating the entire item before each new
task of theunderstanding stageis attempted. In this way—cycling between
the two stages of memory and understanding—students can counter the
interfering effects of intervening tasks on short-term memory.

One final note concerning the relationship between the stages of
memory and understanding: while singing back a melody or while men-
tally repeating it, the ability to change the tempo—especially to slow it
down greatly—is an important tool while trying to understand what has
been remembered. A new melodic figure or some new rhythm can be
figured out only through careful contemplative examination, and such
examination is aided by slowing down the tempo.

C. Understanding
1. Rhythm

A teacher must firstknow if a student having rhy thmic difficulties can
perceive the pulse. Buthow to determine this? One might be able to glean
some evidence of this skill from the results of a dictation test, but the
outcome would be clouded by the vagaries of memory and notation. One
might also devise some other written test that asks the student to compare
the pulses in various melodies, or to determine the speed of the pulse, or
otherwise furnish some written response. My opinion is that any such test
would beinadequate. Perception of the pulseis nota paper-and-pencil skill;
it should not be tested with paper and pencil.* Instead, asking the student
to clap or tap or march or somehow keep time with the music is highly
effective. Assuming that our goal is to determine perception of the pulse
withoutregard to perception of the meter, marching is somewhat problem-
atic in that it is inherently duple (“left-right-left-right .. .”).*¥ Other means
of expression such as conducting or counting are clearly meter-oriented and
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should not be used toisolate this skill. Clapping and tapping are metrically
neutral if done evenly, and are perhaps the best tools for the job. Tapping
adesk top has theadded advantage of providing forasmooth transitioninto
conducting.

Remedying shortcomings in pulse perception can be challenging.
Individual attention from a specialistin eurhythmics may be warranted, but
this skill is so fundamental that students having trouble with it should
seriously consider their suitability for a music degree.

A sense of meter can be tested verbally by asking individual students
to count out loud while the music is sounding, in the classic manner with
“one” referring to each primary pulse and so on. It might be tested
physically through clapping or tapping (with variations of loudness, place-
ment, etc. to represent the differences between primary and secondary
pulses), but the most useful and musical application is conducting. One
must be certain, however, that students have completely memorized the
basic conducting patterns before they can be used as tools.* Once learned,
the conducting patterns offer a traditional and universal means of express-
ing musical meter.

Conducting can be applied to metric perception in at least two ways:
1) concurrently—that is, while listening to music; and 2) retrospectively—
that is, while remembering music. In the first instance, students can be
asked to conduct while they listen to pieces in various meters; in the second,
they must sing while conducting (so that instructors may see and hear
whether they are matching both pulse and meter to the music).

Like pulse identification, metric perception is difficult to remedy. If
students can identify the pulsebut not the meter, they mustbe asked to find
a “slower” pulse (i.e., downbeats). If they can switch back and forth
between these two levels of stress—pulses on the one hand and downbeats
on the other—then the simple act of counting the number of pulses per
downbeat will reveal the metric structure. Once mastered, this technique
may be abandoned rather quickly as students internalize the feeling of
meter.

If students can identify the meters of various melodies, then we must
move on to perceiving rhythmic proportions without regard to any specific
beat unit (see the discussion of this important distinction under “THE
PROCESS”). Students who are unable tographically represent the rhythms
they hear in terms of beats (as shown above in Figure 6) need remedial help.
One suggestion is to tap a pencil on each vertical line (representing beats)
while repeating the melody, observing the number of notes per beat. Once
students have mastered this technique with simple rhythms, more compli-
cated ones usually pose few problems.
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2. Pitch

In guiding a student through melodic dictation, one should not
proceed to scale degrees, absolute pitches, or notation until certain that the
student can infer the tonic in each of various melodies. There is no paper-
and-pencil test for this; the mostaccurate measurementisa student’s ability
tosing the tonicafterlistening. Unlessidentified and remedied, a deficiency
in thisarea willremain and haunta studentduring other listeningactivities.

One might think that every music student at the college level would
have no trouble audibly identifying the tonicof amusical passage. For most
students thisis true; for them it is merely the act of making this step explicit
that is valuable. But there are students who do find it difficult; for them
there are procedures torecommend. Onemustfirstdetermine whether they
can reproduce the pitches of the diatonic collection used in a melody.” This
can be done by asking them to sing any pitch from what they have heard
(perhaps thefirst or last, primacy and recency exhibiting such strong recall)
and to sing up or down through the other pitches.® If they are capable of
singing those pitches, we know they have retained the diatonic collection
but we do not yet know whether they can infer the tonic from the specific
passage they have heard.® Students who do not correctly sing the tonic
pitch can often be helped by a suggestion to sing up or down through the
scale, stopping when they reach the tonic.# Students who fail at this—in the
absence of vocal problems—probably either don’t understand the concept
of tonic or lack a sufficient amount of acculturation to infer it intuitively.

For some students, discerning the proper scale degree of a starting
pitch is at first a difficult task. They may have heard and remembered a
passage of music, and they may be able to sing the tonic pitch of a melody,
butsome students will initially balk at putting a syllable to the firstnoteand
other students will merely guess. The task here is to calculate the syllable
of an unknown pitch, given the sound of that pitch and the tonic. Thisisa
task for which interval identification seems appropriate: sing the tonic, sing
the unknown pitch, and calculate the scale degree based on the distance
between the two. If students are well-trained in interval identification, this
approach works. However, this asks students to step outside of the tonal
system for a moment to measure the absolute distance between the two
pitches. For thatreason, even though it might seemmoreawkward, I prefer
that students connect the two pitches in a stepwise or triadic fashion using
the pitches of the diatonic collection presented in the melody. This keeps
them within the pitches of the tonal system and helps to develop their sense
of syllable. As that sense develops, they can abandon the stepwise and
triadic connections and move directly to naming the scale degree of the
unknown pitch.
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In connecting an unknown pitch to tonic, it is important for students
to move in the proper direction. It seems that many students instinctively
try to sing a scale from tonic to the unknown pitch. This often leads to
problems because the unknown pitchisusually more unstableinastudent’s
memory. Thus, some students will sing the unknown pitch, sing tonic, then
sing a scale and proceed right past the unknown pitch since itis merely one
of many in the scale. A much more successful strategy is to sing the
unknown pitch and then sing up or down through the scale until the tonic
is reached, remembering the number of scale degrees covered.®! It would
bebetter if the technique of moving from tonic to unknown pitch were more
successful since students would be singing the propersyllable foreach pitch
along the way rather than almost blindly moving through the scale, butin
my clinical experience the former process is much less effective because of
the instability of the unknown pitch in a student’s memory .

Students who have trouble applying syllables to subsequent pitches
must first be tested on their ability to ascertain melodic contour. This can
be tested by asking individuals tosing the melody while following its shape
with their hand in the air or drawing it on a piece of paper.© '

After itis certain that students understand melodic contour, one must
be sure they can distinguish between steps and leaps. Various methods of
testing this mightbe used. I prefer to ask them to continue to trace the shape
of the melody with a hand in the air while indicating steps with small
motions and leaps with large ones; this method is rather coarse, but
effective.

If students understand melodic contour and can distinguish between
steps and leaps, then it is a simple matter of treating each leap asa move to
a new starting syllable and applying successive ascending or descending
syllables to the stepwise materials which might follow them. Uponencoun-
tering a leap, students must decide whether to calculate the next syllable
from the tonicor from the preceding pitch. Ingeneral, itisbetter to calculate
from the tonic: itreinforces a sense of scale-degree function within the tonal
system and prevents any earlier errors from affecting syllables after the
leap.#

Of course, our goal here is for students to develop an automatic sense
for the syllable of each pitch. That will come through constantly calculating
the syllables of pitches, through frequent sightsinging, and other drills for
now, the process of figuring these syllables will keep students traveling
across, pondering, and learning the territory of the diatonic collection.®

Eventually, there develops a gestalt process: hearing patterns such as
triads, scale patterns, and sequences as units in and of themselves, so that,
forinstance, students hearing C, E, G wouldn’t have to hear a starting pitch
and two skips, each of which must be figured as a new starting pitch. This
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gestalt process comes later, after students have assimilated and processed
enoughsuch figures. Thereare those who feel that students mustassimilate
all patterns before perceiving them,” but the process of taking apart an
unfamiliar pattern and figuring it out is one of the most valuable skills
imparted in the aural-skills classroom. Armed with that skill, students
leave the classroomready to tackle any new listening experiencerather than
waiting to see if it matches one in a taxonomy of many patterns they have
already heard.

D. Notation

The very act of writing down whathasbeen properly remembered and
understood offers room for mistakes. In the findings of one researcher,
“notating was, in fact, a task that seemed to increase dictation errors.”*
Students whoare weak in the process of notating adictation melody usually
suffer from one or both of two types of deficiencies: 1) a lack of understand-
ing of some or all of the symbols and theoretical principles involved in
notation, and 2) a slowness or inefficiency in translating their understand-
ing of a passage into notation. The first type of problem requires more
conceptual training, which should be administered immediately, even if
this is under the purview of a separate course in written theory taught by
another teacher. The second type requires drill and practice in the skill of
quickly and efficiently rendering the music symbols that represent the
rhythmic durations and scale degrees ascertained during the understand-
ing phase. Remedial drillsin this area canbeisolated from the other aspects
of dictation by providing students withrhythmand pitchinformation tobe
translated into actual music notation. For example, pages of graphic
representationslike the one found in Figure 7 can be offered, perhaps under
timed control, to be written in proper notation. Such drills make efficient
use of a student’s time, since work is not wasted on hearing, memory, and
understanding.

THEDIAGNOSTIC SESSION

One of the problems encountered in diagnosing students’ aural skills
stems from the major piece of evidence used toevaluate those skills: written
notation as a response to dictation. It is often impossible to tell—merely
from that written notation—whether errors occur in memory, understand-
ing, or notation. For instance, consider the dictation melody shown in
Figure 10a. If a student were to respond with the notation shown in Figure
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10b, we would have no way of knowing whether the mistake (albeit a small
one!) in measure 6 appeared because the student remembered it that way,
remembered it correctly but incorrectly calculated the scale degree of the
next-to-last note, or remembered and understood it properly but wrote
down the wrong absolute pitch on the staff. All three types of mistakes
could result in such a single wrong answer.

Figure 10a.

' E==. ISSR RIS

_] 1 T

If notation as a response to dictation is so impoverished as to produce
evidence only that a problem exists—but not which one—then two ques-
tions arise: 1) why are we using written dictation atall; and 2) what should
we doin addition to (or instead of) written dictation to get more evidence?

Inanswer to the first question, dictation serves at least two important
roles that cannot be left unfilled. First, itis the only activity that combines
all four phases of perception into a single operation. This is no small
accomplishment. In many respects, it remains our best stepping stone
towards that ideal goal of integrating listening with understanding and
notation. Second, since dictation combines all four phases into oneactivity,
it provides a means of drilling and testing large groups of students (by
“large” I mean “greater than one”) on all the cognitive skills involved in
those four phases. Inthismanneritcanserve asakind of pedagogical triage,
separating those who have no difficulty from those who do.

Once we have identified students with difficulties, the second ques-
tion still remains: what can we do next? The answer is to apply all of the
techniquesdiscussed above under the heading “DIAGNOSIS AND REME-
DIATION.” I schedule individual meetings with students who do not
performwellondictation tests. Atthose meetings, Iask themto performthe
following tasks (distilled from all the methods of diagnosis discussed
above):
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Memory of Pitch and Rhythm

Repeat pitches after one listening.

Repeat short pitch patterns (3 - 5 notes) after one listening.

Repeat short melodies (5 - 9 notes) after one listening.

Repeat short sections (5 - 9 notes) of longer melodies (10— 18 notes)—

the first partafter one listening, and later part(s) after subsequentlistenings.

Understanding of Pitch

Find the tonic from each of various short melodies (5 - 9 notes).

Identify the scale degrees (solfége syllables) of starting pitches from
various short melodies (5 - 9 notes).

Identify the scale degrees of all pitches in short melodies (5 -9 notes).

Notation of Pitch.

Notate the pitches of short melodies (5 - 9 notes) in various keys and
clefs.

Understanding of Rhythm

Tap the pulse on a desk top whilerepeating short melodies (5-9 notes).
Conduct the meter while repeating short melodies (5 - 9 notes).

Indicate the rhythmic proportions of short melodies (5-9 notes) using
the proportional notation shown in Figure 6.

Notation of Rhythm

Notate the rhythms of short melodies (5 - 9 notes) in various meters.
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Notation of Rhythm & Pitch

Notate the rhythmsand pitches of longer melodies (1018 notes) upon
successive listenings in various keys, clefs, and meters.

Students must perform each of these tasks in order; I stop them when
they cannot consistently perform one of the tasks. When that occurs, it is
clear thatthey haveyettodevelop that particular skill and thus remediation
isin order—specific, goal-oriented remediation that will develop thatskill.
I have discussed at least one type (and in some cases several types) of
remedial activity for each of the tasks/skillslisted above. Readers may wish
toinvent others. Regardless of which particular activity is chosen, it must
improve the skill needing development.® Simply prescribing more practice
dictation will leave the skill buried in a complex series of processes; in
addition, students can perform many more task-oriented drills in the time
it takes to work out one practice dictation. Remedying individual skills is
both effective and efficient.

PROPOSALSFOR MORE EFFECTIVE AURAL-SKILLSPEDAGOGY

I suspect that many of the typical dictation practices criticized in this
article have been passed on for generations withouta great deal of reconsid-
eration on the part of their practitioners. But now that we have a better
understanding of at least some of the skills that dictation can develop, a
summary of how those findings should affect our teaching seems in order.
We should:

Excerptor compose dictation melodies with attention to the following
factors: the restrictions of short-term memory, chunking, the number of
playings, and the time between and after playings.

Know the pedagogical goal of a particular dictation. If the dictation
won't achieve that goal, find a technique that will.

Break the process into component stages; when a student makes a
mistake, be able to tell whether that mistake was due to an error of memory,
understanding, or notation.

Perform diagnosis on students who aren’t doing as well as they ought
to.
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Start with the basics, but know what the basics are when it comes to
aural perception of tonal music (e.g., the tonic, pulse, and meter rather than
intervals and quarter notes).

Remedy only those areas that need remediation; use reliable and
profitable remediation techniques.

Some readers might be put off by the elementary level of some of this,
but teachers are encountering problems in aural training even at leading
music schools in the country. One writer has noted that, “unlike the English
major, who enters college with many years of technical study of language
behind him, the freshman who enrolls in a theory class quite possibly has
had no exposure to even the descriptive vocabulary of music.”” Certainly,
most freshmen have had even less explicit training in aural skills. If all
students were competent at taking dictation when they began their studies,
then this article—and at least some of the research on which it is based—
would never have been undertaken. Butsince we must deal with aspiring
professionals who have yet to develop many of the skills discussed here,
starting with the fundamentals and remedying when necessary offer the
best means of developing those skills.

RENEWED JUSTIFICATIONS FOR DICTATION IN THE
CURRICULUM

Atthe beginning of this article, I contended that the skills necessary to
takemelodicdictationareimportant musical skills. I further contended that
melodic dictation—when properly taught—canbe thebest means of devel-
oping those skills as a preliminary to applying them toa variety of listening
situations at more advanced levels.

The first of those skills—an ability to hear attentively—is obviously
crucial to all musicians. The second skill—actually a group of skills
involving musical memory—is equally important. The third skill—aneven
more complex group loosely labeled “understanding”—is necessary for
any intelligent listener. And the last skill—notation—is fundamental to
Western musical communication. Each of these skills is necessary for
survival not only in the aural-skills classroom but in the musical world at
large. Each skill must be tested, developed, and tested again to be sure of
its cultivation.

We now see that dictation helps to develop attentive hearing, short-
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term musical memory, focussed concentration on specific passages,and an
understanding of the fundamentals of pulse, meter, and tonality, as well as
traditional notions of rhythm and pitch discrimination and notation. By
bringing the presentation of dictation melodies closer to realistic musical
experiences—by not providing a starting pitch or sounding the tonic before
playing, by not counting the meter while playing, by not breaking the
dictation down into short sections—we offer the opportunity for our
students to develop listening skills they may use in their lives beyond the
doors of the aural-skills classroom.
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Immediate Context,” Journal of Research in Music Education 29 (1981): 111-12. In
“Context EffectsonMelody Recognition: Scale-Step versus Interval Representations,”
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representations.” (p. 294) In Advanced Music Reading (Tucson, AZ: Sonora Music,
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listening, see Rogers, Teaching Approaches,, 110, 112, 114-15; and Michael Rogers,
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as a primary goal of teaching.

%Although the two systems are functionally equivalent, for the purpose of
discussion I will use moveable do.

¥Steve Larson presented an exhaustive investigation of the various solféege
systemsand how they explicitly model various aspects of pitch structure in “Solfege
Systems and Integrated Music Learning,” a paper presented to the twelfth annual
meeting of the Society for Music Theory, Austin, Texas, October, 1989.

#Jt is not impossible to employ both types of systems—one for understanding
and another for notation—but one must be careful about precisely which form of
each typeis taught. Usingboth fixed and moveabledo courts disaster since they use
the same labels for different purposes. Using letter names and either numbers or
moveable do applies distinct labels in separate circumstances, and is therefore
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E.” Inother words, when a native speaker of a Romance language says “do,” that
label is inextricably tied up with a particular absolute pitch, the one we call “C” in
English. Therefore, unless fluent communication with speakers of Romance lan-
guages is a primary goal, English-speaking students should learn letter names for
absolute pitches.
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*The reader should recall that this entire process has been applied to a
remembered chunk of music. While taking dictation, the process may now restart
with a new chunk after another playing.

“Potter, “Dictation Strategies,” 68.

“'This is a process called “shadowing” (nearly simultaneous repetition) by
cognitive psychologists, distinguished from “echoing” (imitationafter thefact). See
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Speech Comprehension,” Speech Communication 4 (1985): 55-77 concludes that
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their studies, they practice repeating what speakers say in the same language at the
same time. Translationinstructors recognize thedangers of this exercise, however:
Wilhelm K. Weber, Training Translators and Conference Interpreters (Orlando: Har-
court Brace Jovanovich, 1984), notes that it “must not be carried on for too long, as
it consists of a word-for-word repetition, which is precisely what we expect the
accomplished interpreter toavoid” (p. 41). When working with notation, students
taking dictationaresimilar tolanguage translators—in this case they are translating
sound intosymbol. Thus, when taking dictation, students must—like simultaneous
translators—Ilag somewhat behind as they make sense of what they hear. They
should avoid writing while listening as the translator avoids word-for-word repe-
tition.

“YJohn A. Sloboda and David H. H. Parker, found that—on successive repeti-
tions of long melodies (the example central to their report contains twenty-nine
notes)—"subjects donotshowanimprovementin performance over thesix trials on
any of our measures. Some recalls get longer, but they do not get any better,” in
“Immediate Recall of Melodies,” in Musical Structure and Cognition, ed. Peter
Howell, Ian Cross, and Robert West (London: Academic Press, 1985), 160.

“With this requirement, we run the risk of letting vocal limitations interfere
with the process. However, once students adjust to the fact that no one in the
aural-skills classroom must sound like a professional singer, and once those with
small vocal problems (likedifficulties making register adjustments) overcome those
obstacles, the mechanism of the voicerarely gets in the way of diagnosis. Inany case,
the singing voice is an important tool for all musicians; music students must
therefore learn to use it well.

“Internalization applies to other processes as well, such as remembering
single pitches and finding the tonic.
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Skill, Content, and Patterns, 1989 edition (Chicago: GIA Publications), 7-18.
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time causes forgetting. See Judith Spencer Reitman, “Mechanisms of Forgetting in
Short-Term Memory,” Cognitive Psychology 2 (1971): 185-95.

¥In fact, paper-and-pencil tests would be inadequate for many of the skills
discussed here. This critical view of written tests in relation to musical skills is

derived from Howard Gardner, Frames of Mind: The Theory of Multiple Intelligences
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*Roger Graybill offers one solution (after Lisa Parker) which may give
marchinga triple feelin “Towardsa Pedagogy of Gestural Rhythm,” Journal of Music
Theory Pedagogy 4 (1990): 18. Nonetheless, our goal at this point is to test perception
of the pulse without perception of meter; neither duple nor triple marching can do
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“Because much of the diagnosis concerning matters of pitch uses the voice as
a tool, the following discussions assume that students have been tested for basic
pitch-matching and sightsinging abilities.

®This can be asked in a number of ways. The findings of ethnographers—and
my clinical experience—suggest something neutral such as “Sing up ordown from
there.”

®Fora summary of research into just how a listener infers the tonic of a passage,
see David Butler, “Describing the Perception of Tonality in Music: A Critique of the
Tonal Hierarchy Theory and a Proposal for a Theory of Intervallic Rivalry,” Music
Perception 6 (1989): 219-41. Regardless of whether the reader agrees with Butler’s
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A recent study by Robert J. West and Roz Fryer, “Ratings of Suitability of Probe
Tones As Tonics after Random Orderings of Notes of the Diatonic Scale,” Music
Perception 7 (1990): 253-58, concludes that “the diatonic set does not reliably lead to
recognition of the tonic regardless of the order of the notes” (p. 258). Thus it seems
that the order—and presumably metric placement and other structural relations—
of the notes ina melody creates tonal function. Once again the onus falls on aural-
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“Although either up or down will work, singing down to the tonic is often less
problematic. Perhaps this has todo with the fact that many students think of a scale
as beginning (i.e., moving away from the tonic) while ascending, and ending (i.e.,
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§'As noted above in the discussion on inferring the tonic, proceeding either up
or down to the tonic will work but descending seems to work better.

“Once students are comfortable with finding the tonic and determining the
scale degree of the starting pitch, these two steps may be combined. Students can
sing the starting pitch and connect it to the tonic in one pass—thereby finding the
tonic and measuring the distance to it from the starting pitch.



MELODIC DICTATION

9] have encountered only a few students who made frequent mistakes of
direction (not due to memory) while taking dictation. Of those students, only one
sought to correct her problems in a concerted way. It turned out—upon diagnosis
by moving her hand to follow themelodicshape—that she was what mightbecalled
dyslexic with respect to pitch. She overcame her problem through drills during
which she paid careful attention to the physical changes in her larynx in relation to
the direction of her hand motions. She was able to continue her success even after
abandoning her vocalizations and hand motions, internalizing the entire process.

“During diagnosis, it is often more preferable for students to sing while
applying solfége syllables to a melody than to have them rattle off a spoken or
written list of those syllables. Not only is it more musical, but—if they are careful
and correct—it will reinforce the connections between sound and syllable.

See the suggestions in Rogers, Teaching Approaches, 114-15.

%For students who need work on understanding but not on memory, see the
drill called “familiar-tune dictation” in Rogers, Teaching Approaches, 117.

¢’The main proponent of this idea is Edwin Gordon. See, for example, Gordon,
Learning Sequences.

“Jack A. Taylor and Randall G. Pembrook, “Strategies in Memory for Short
Melodies: An Extension of Otto Ortmann’s 1933 Study,” Psychomusicology 3 (1984):
33.

%More experimental and clinical research is needed with regard to particular
methods of remediation. Perhaps the pages of this and other journals will see such
studies in the future.

™Bruce B. Campbell, review of Guidelines for College Teaching, by John D. White,
in Journal of Music Theory 26 (1982): 356.
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"SEND HELP!": AURAL SKILLS INSTRUCTION
IN U.S. COLLEGES AND UNIVERSITITES

RANDALL G. PEMBROOK

H. LEE RIGGINS

The two most critical issues in teaching aural skills are methods and
materials. The primary purpose for this study was to provide ear-training
teachers with basic information about current methods and materials for
teaching aural skills in colleges and universities in this country. The
collection and dissemination of this kind of data is a necessary first step
toward future experimental studies comparing the efficacy of different
teaching methods ( e.g., fixed-do versus movable-do). Such initial descrip-
tive work will also reveal the uniformity or diversity of philosophies held
by college faculty regarding aural-skills instruction. A secondary purpose
for the study was to compare results with earlier studies toidentify changes
in aural-skills instruction in the last decade.

Related studies were conducted by Irma Collinsin 1979 and Rosemary
Killam in 1987. Collins sent surveys to 346 colleges and universities whose
music departments held full membership in the National Association of
Schools of Music.! ( 233 schools responded.) In addition to analyzing
pedagogicalattitudesand curricular trends, her study revealed that movable-
do, scale-degree numbers, and the neutral syllables “loo” and “lah” were
used most often to teach sightsinging? Music of the common-practice
period was cited as the staple of the sightsinging repertory and Music for
Sight Singing by Robert Ottman® was the textbook of choice among sights-
inging instructors.* Comprehensive Musicianship and “integrated theory
classes” were the curricular norms in 1979.5

In 1987, Rosemary Killam mailed surveys to 127 U.S. colleges and
universities listed in The College Music Society Directory of Music Faculties in
Colleges and Universities, U.S. and Canada, 1984-86 as offering graduate
degrees in either theory or composition.¢ (67 institutions responded.) The
purpose of Killam’s study was to determine the most-used theory and
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aural-skills textbooksin U.S. collegesand universities. Like Collins, Killam
found thatOttman’s Music for Sight Singing was the most-used sightsinging
textbook. A New Approach to Sight Singing by Sol Berkowitz, Gabriel
Frontrier and Leo Kraft was the second most-used sightsinging textbook (21
institutions vs. 22 for Ottman).” Ear Training: A Technique for Listening by
Bruce Benward was cited as the most-used textbook for ear training by
instructors who did not use their own materials for dictation practice.?
Unlike Collins’ survey, Killam’s revealed that most aural-skills instructors
used materials they had developed rather than a commercially published
textbook. Allbut fourof theinstitutions that participated inKillam’s survey
requested copies of the results “confirming [her] hypothesis that there is a
nationwide need for [this] information.....”

During this study, several research questions were formulated includ-
ing:

1. Whattypesoforganizationalapproachesare used toadminister the
logistics of aural-skills classes (are there separate classes for aural skills?
How often do they meet?, etc.)?

2. What materials are being used to teach sightsinging, how are they
selected, and what do teachers think of them?

3. What methods (e.g., scale-degree numbers, movable do, etc.) are
being used to teach sightsinging and how are they selected?

4. What materials are being used to teach dictation?

5. What materials are being used to teach error detection? (Error
detection was defined as the ability to recognize discrepancies between
notation and performance.)

6. Isclass time divided evenly between sightsinging, dictation, error
detection, and recognition/identification?

7. To what extent are computers being used to develop aural skills?

8. Whatcomputer materialsarebeingused todevelop aural skillsand
what do teachers think of them?
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Tocollectdata, a survey instrument was designed according to guide-
lines outlined by Dillman.® To guarantee the validity and clarity of
proposed survey questions, a copy was sent to fifteen colleagues who were
either teaching or supervising aural-skills instruction at colleges and uni-
versities in various parts of the United States. Once the content had been
validated by this group, a copy was sent toall coordinators of music theory
atcolleges and universities in the country that offer any type of baccalaure-
ate degree in music. According to the College Music Society’s Directory of
Music Faculties in Colleges and Universities, U.S. and Canada (1988-90), this
group included 908 schools.

Approximately two weeks after the survey had been mailed, a follow-
up postcard was sent reminding them of the survey and outlining proce-
dures to follow if they had not received it. From the original list of 908
schools, 336 institutions representing 45 different states responded (37%).
Of these 336, 30 contained single or multiple blanks leaving 306 useable
returns that translated into a margin of error of + 4%.

The first research question, which dealt with approaches for organiz-
ingaural-skills classes, included several subtopics. The first oneaddressed
separate classes for aural-skills instruction. 60% of those schools respond-
ingscheduleseparate classes foraural-skills training while 39% incorporate
aural skillsinto another class such as “written theory.” The remainder (1%)
did not teach aural skills, per se, in any class but did not report evaluating
it as part of another class. Separate freshmen aural-skills classes typically
included 100 minutes per week of instruction (61%) while 16% meet for 150
minutes per week. (The range was from 50 to 250 minutes per week.)
Overall responses averaged 177 minutes of instruction per week. Sopho-
moreaural-skillsclasses were similar: 57% reported 100 minutes of instruc-
tion per week and, again, 16% reported 150 minutes. (The mean average
was 111 minutes; the range was 50-250 minutes per week.) Typical institu-
tional degree requirements (75% of those reporting) included four semes-
ters. Only 4% of the separate classes were further subdivided into specific
classes for one aural skill (e.g., sightsinging). Including graduate teaching
assistants, the average number teaching aural-skills at a given institution
ranged from slightly under two at schools below 50 music majors to nearly
seven at institutions above 200 majors.

The second research question addressed what materials are being
used for sightsinging. Table 1indicates there are three principal texts: Music
for Sight Singing by Ottman; A New Approach to Sight Singing by Berkowitz,
Frontrier, and Kraft; and Sight Singing Complete by Bruce Benward." Re-
spondents were asked to rate each text on a 1-5 scale with 1 representing
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“strong” and 5 representing “weak.” All averaged a rating of approxi-
mately 2. Not surprisingly, at most schools where more than one instructor
teaches sightsinging and ear training, the same text is used across multiple
sections. Only 31% use different texts for multiple sections.

Table 1. Sightsinging Textbooks

TEXT AUTHOR(S) n RATING*

1. Music for Sight Singing Ottman 97 1.97

2. A New Approach to Berkowitz et al. 70 1.82
Sight Singing

3. Sight Singing Complete Benward 67 238

4. Music for Sight Singing Benjamin et al. 15 1.87

5. Ear Training and Sight Lieberman 11 2.18
Singing

6. Rhythmic Training Starer 10 1.90

7. Elementary Training Hindemith 10 1.70
for Musicians

8. Fundamentals of Sight Fish 10 2.10
Singing and Ear Training

*1-5 scale w/1=strong

The third question attempted to determine what systems or method-
ologiesarebeingused toteachsightsinging. Table2shows that, overall, the
use of scale-degree numbers where 1 is tonic in major and minor was the
most frequent response. Because respondents were allowed to checkall of
the systems they were using, it was decided to calculate percentages with
the number of respondents (Column 2) and the number of total responses
(Column 3) as the denominator. Therefore, Column 2, which totals more
than 100%, shows the percentage of people who use each system but not
necessarily that system alone. Column 3 lists the percentages of all re-
sponses for a given system.

234



"SEND HELP"

Table 2.
FRESHMAN
n % of 279 % of 518 responses
respondents
122 44 24 Scale-degree numbers (1=tonic in major and minor)
98 35 19 Movable-do (do=tonic in both major and minor)
% 34 19 Neutral syllable such as “lah”
89 32 17 Moveable-do (do=tonic in major; la=tonic in minor)
33 12 6 Inflected letter names (e.g., “G-sharp”)
27 19 5 Fixed-do with chromatic inflections (do=C, di=C# etc.)
18 6 3 Non-inflected letter names (e.g., “G” for G and G#)
15 5 3 Fixed-do without chromatic inflections (do=C and C#)
14 5 3 Scale-degree numbers (1=tonic in major; 6=tonic in
minor)
6 2 1 Another system (e.g., C=1, Ci#=2, D=3, etc.)
SOPHOMORES
n % of 279 % of 518 responses
respondents
125 45 23 Scale-degree numbers (1=tonic in major and minor)
111 40 21 Neutral syllable such as “lah”
9% 35 18 Movable-do (do=tonic in major and minor)
78 28 15 Moveable-do (do=tonic in major; la=tonic in minor)
36 13 7 Inflected letter names (e.g., “G-sharp”)
28 10 5 Fixed-do with chromatic inflections (do=C, di=C# etc.)
21 7 4 Non-inflected letter names (e.g., “G” for G and G#)
19 7 4 Fixed-do without chromatic inflections (do=C and C#)
14 5 3 Scale-degree numbers (1=tonic in major; 6=tonic in
minor)
8 3 1 Another system (e.g., C=1, C#=2, D=3, etc.)
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COMBINED
n %of279 % of 518 responses
respondents
247 45 23 Scale-degree numbers (1=tonic in major and minor)
207 37 20 Neutral syllable such as “lah”
193 35 18 Movable-do (do=tonic in major and minor)
167 30 16 Moveable-do (do=tonic in major; la=tonic in minor)
69 12 7 Inflected letter names (e.g., “G-sharp”)
55 10 5 Fixed-do with chromatic inflections (do=C, di=C# etc.)
39 7 4 Non-inflected letter names (e.g., “G” for G and G#)
34 6 3 Fixed-do without chromatic inflections (do=C and C#)
28 5 3 Scale-degree numbers (1=tonic in major; 6=tonic in
minor)
14 3 1 Another system (e.g., C=1, C#=2, D=3, etc.)

Among the 306 respondents, 258 teach sightsinging to both freshmen
and sophomores. Of these, only 38 use a different system or combination
of systems for the two groups. One hundred sixteen (116) use only one
system with both groups and of those, movable do with do as tonic in major
and [a as tonic in minor occurred most often (34). Thirty-one (31) use
movable do with do as tonic in both major and minor. There is less internal
departmental consistency regarding systems than texts. Of the respon-
dents,42% indicated thatindividual teachers select the system in their own
class while 45% of the respondents use a system arrived at by group
consensus and 11% reported using a system designated by a coordinator.

Materials used for dictation and error detection (research questions 4
and 5) are indicated in Table 3. From these tables, itis evident that among
commercially available material, Benward’s Ear Training: A Technique for
Listening dominates the market. Material developed by the instructor was
second among responses for both dictation and error detection practice.
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Table 3. Error Detection and Dictation Materials.

DICTATION Texts/Materials AUTHOR(S) n
1. Ear Training: A Technique for Listening Benward 84*
2. Developed by instructor - 62
3. Notextused  ----- 23
4. Music for Sight Singing Ottman 11
5. Programmed Ear Training Horacek 11
6. CAI Software S e 1
7. A New Approach to Sight Singing Berkowitzetal. 8

ERROR DETECTION Texts/Materials

1. Sight Singing Complete Benward 82
2 Developed by instructor - ---- 53
3. Notextused  -=---- 29
4. CAlsoftware = =-=-=-=-- 10

Respondents were then asked to compare the amount of class time in
each area, ordering them from most to least. Because the pilot study had
indicated that respondents spent a great deal of time on a fourth area, the
category “recognize and identify” (e.g., chord qualities, scale types, inter-
vals, inversions, etc.) was added. Results indicated that for freshmen,
sightsinging was clearly the activity teachers emphasized most. Dictation
and recognition/identification were nearly identical in reported time.
Errordetection wasclearly theleast practiced activity. Of thoseresponding,
84% indicated it was the least practiced skill during freshman aural-skills
classes. Responses regarding sophomores indicated that dictation and
sightsinging were emphasized almost equally. Recognition/identification
and error detection received the least amount of instructional time.
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The final area of investigation addressed computer-assisted instruc-
tion (CAI). Of those responding, 37% reported optional use of computers
toaugmentin-class instruction,34% require computers,and 26% donotuse
computers. Only 4% use computers to substitute for in-class instruction.
Table 4 shows that the Apple II(+/e) is the most-used piece of hardware for
CAL

Table 4. Computer-Based Aural-Skills Materials

10.

11.

12.

13.

TITLE PUBLISHER n

Harmonic Dictator TAP**
Ear Training
Interval Mania TAP
Melodious Dictator TAP
Chord Mania TAP
Guido U. of Del.
DoReMi TAP

Sir Wm. Wrongnote TAP

MacGamut Mayfield
Basic Music Theory MECC***
Arnold TAP

Practica Musica Ars Nova

Listen Resonate

*1-5 scale w/1=strong
**Temporal Acuity Products, Bellevue, Washington
**Minnesota Educational Computing Consortium

29

W.C.Brown 27

22

22

16

14

14

13

12

12

11

11

11
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COMPUTER
Applell+/e
Applell+/e
Applell+/e
Applell+/e
Applell+/e
IBM
Applell+/e
Applell+/e
Maclntosh
Applell+/e
Applell+/e
Maclntosh

Macintosh

RATING*

2.16

2.36

220

240

240

1.78

217

2.09

242

1.90

2.00

2.00

2.00
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The final question called for open-ended responses. Although the
percentage of people making specific commentsabout any particular given
topic was relatively low and probably should be treated as anecdotal
material rather than data-based truth, some of the comments summarized
the feelings of many of the aural-skills instructors surveyed.

First, several respondents emphasized the problems associated with
teaching aural skills. Perhaps this was best characterized by the plea of one
respondent to “Send Help!” Other teachers stated that aural-skills instruc-
tion is not fully appreciated by many students, teachers, and administra-
tors. This particular frustration was also evident in Collins’ study.” Finally,
it was interesting to note the number of instructors who currently teach in
aintegrated program but prefer separate classes, and vice versa. Perhaps
thedifficulty of teaching something as elusive as aural skills makes another
approach inviting,.

Several trends in teaching aural skills are evident based on this study.
First, most institutions require two years of instruction in ear training for
music majors with two to three fifty-minute periods per week as the norm.
With respect to organizational approaches, 60% of the schools surveyed
schedule separate classes for aural-skills instruction. The pendulum has
swung away from the integrated approach favored a decade ago.

Three sightsinging textbooks—Music for Sight Singing by Ottman; A
New Approach to Sight Singing by Berkowitz, Frontrier, and Kraft; and Sight
Singing Complete by Benward—continue to dominate the market. Overall,
respondents indicated that they generally are satisfied with the quality of
these texts.

Among approaches to teaching sightsinging, movable function as
opposed to fixed function is preferred by an overwhelming majority of
instructors. In order, scale-degree numbers, movable-do where do is tonic
in major and minor and “lah” are the systems of choice.

Among those instructors who use a commercially published text to
teach dictation and error detection, Benward’s Ear Training: A Technique
for Listening is the dominant textalmost to the exclusion of all others. Many
instructors still choose to develop their own materials for dictation and
error detection practice. Given this degree of creative activity among
instructors, a mechanism for distributing this material comparable to the
public domain distribution of software would significantly benefit instruc-
tors.

Also, error detection is the least practiced activity in aural-skills
classes. Considering the frequency that students will use this skill (e.g., as
conductors, classroom and studio instructors, adjudicators, etc.), it is rea-
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sonable tosuggest thatmore time should be devoted to developing this vital
skill.”?

Finally, we discovered that 71% of the respondents either require
students to use computers to supplement in-class instruction or at least
make them available. Although it is not surprising to find that most
students use Apple II's because of that machine’s large installed base, it is
interesting to speculate about hardware and software choices of the future.
If thehardwareand software employed at therecent College Music Society’s
Institute for Electronic Technology and Music Instruction is any indication
of trends, future computer-assisted instruction will take place on MacIntosh
and IBM personal computers.

Ear-training teachers indeed are grappling with vexing pedagogical
questions. These questions can begin to be addressed through data-based
research and future experimental studies that compare the efficacy of
specific teaching methods. Perhaps then we truly will be able to “Send
help!”

The authors wish to thank the Office of Graduate Faculties and
Research and the Conservatory of Music at The University of Missouri-
Kansas City for underwriting the grant that made this research possible.
The authors would also like to thank Rene Bernard for his assistance in
completing this project.
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NOTES

1See Irma Collins, “Current Attitudes and Trends in the Teaching of Sight
Singing inHigher Education,” D.M.A.inMus. Ed.dissertation, Temple University,
1979.

*Collins, p. 52.

3Robert W. Ottman, Music for Sightsinging, 2nd ed. (Prentice-Hall, Inc., 1967).

‘Collins, pp. 193-196.

S[bid. Forarecentdiscussion of the advantages and disadvantages of CMP, see
Michael R. Rogers, Teaching Approaches in Music Theory: An Overview of Pedagogical
Philosophies (Southern Illinois University Press, 1984): 19-24.

$See Rosemary Killam and others, “Survey and Results: Most-Used Theory
Texts in U. S. Colleges and Universities,” The University of North Texas, 1987.
(Mimeographed.)

’Sol Berkowitz, Gabriel Frontrier, and Leo Kraft, A New Approach to Sight
Singing, rev. ed. (W.W. Norton and Company, 1976).

8Bruce Benward, Ear Training: A Technique for Listening, 2nd ed. (Wm. C.
Brown, 1983).

Killam, p. 11.

%See Don A. Dillman, Mail and Telephone Surveys: The Total Design Method
(New York: John Wiley & Sons, 1978).

"Bruce Benward, Sight Singing Complete, 4th ed. (Wm. C. Brown, 1986).
Because respondents did not specify which edition of the text they were using, the
latest edition is assumed here. Often, just the name of a textbook author (e.g.,
Ottman or Benward was listed).

2Collins, pp. 193-196.

BFor a list of creative error-detection techniques, see Rupert Thackray, “Some
Thoughts on Aural Training,” Australian Journal of Music Education (October 1975).
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SEQUENTIAL ORDER FOR THE PREPARATION,

PRESENTATION, PRACTICE AND EVALUATION
OF RHYTHMIC AND MELODIC CONCEPTS

MICHEAL HOULAHAN

PHILIP TACKA

The authentic Kodaly concept begins with the collection and presen-
tation of the finest musical materials appropriate to the age and experience
level of the students. Once a body of materials is selected, it should be
analyzed for pedagogical content. The frequency with which the musical
elements occur within a pattern in these materials is one of the factors that
determines the sequence.

The principle of organization is followed in the sequence of concepts
presented in this paper and based on 150 American Folk Songs' and Sail Away?
(New York: Boosey & Hawkes), two scholarly collections of folk music. The
system of analysis developed by Hope Bliss at the University of Pennsylva-
nia will be employed in analyzing the above collection of folk songs.> Asa
result of this analysis, fundamental patterns emerge that become the basis
for the sequence. Wehavelisted the principle reductions of the patterns that
occurin the folk songs. Each melodic pattern should be practiced with each
succeeding rhythmic element or pattern. In this manner, the sequence is not
based on isolated musical elements, but rather on patterns that link musical
elements together into musical phrases and songs that reveal the structure,
foundation, and musical style of the song. This procedure isin agreement with
current thinking on the presentation of elements through melodic and
rhythmic patterns.* The learning sequence begins with the fundamentals of
music because “thorough knowledge of fundamentals can almost never be
assumed; it mustbe taught asany other subject. A superficial groundingin
the basic elements of pitch will cause more problems later on than almost
any other form of negligence.”’

There are twenty-two units arranged in a sequential manner. Units
dealing with melody begin with patterns based on the minor third and
progress through pentatonic, diatonic, and modal scales, modulation, and
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chromaticism. Rhythmic units are presented in a similarly structured
fashion, beginning with simple groupings of eighth and quarter notes and
progressing through compound meter and patterns including sixteenth
notes and syncopation. Each rhythmic element is practiced separately
before being integrated with melodic elements. New musical elements are
not introduced until ample practice has been provided. The structure of
these units promotes greater confidence in the student and provide a more
solid basis for skill development than do sight-reading methods that begin
with the entire diatonic scale.

Each unit will be divided as follows:
1. Musical element

2. Terms and concepts associated with each element

Unit 1

Concept: Musical Pulse as related to tempo

Unit 2

Concept: J , n , ¢

Terms and Concepts: Beat/Pulse
Long and Short
Rhythm
Duration
Fast and Slow
Tempo
Loud and Soft
Timbre
Note
Note Head
Stem
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Unit 3

Concept:

Terms and Concepts:

Unit 4

Concept:

Terms and Concepts:

SEQUENTIAL ORDER

Flag

Rhythm Name

Quarter Note

Eighth Note

Quarter Note Rest
Subdivision on the beat unit

2/4,3/4,and 4/4

According to the folk song analysis, 3/4
time is mostly associated with diatonic
materials that have up beats and dotted
notes.

Bar Line

Double Bar Line
Measure

Meter

Accented and Unaccented Beat
Time Signature
Simple Meter

2/4

Repeat Sign
Metronome Marking
Form

Ostinato

so-mi

Stick Notation
Staff

Lines and Spaces
Musical Sounds
Pitch Names
Highand Low
Treble Clef
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Unit 5

Concept:

Terms and Concepts:

Unit 6

Concept:

Terms and Concepts:

Bass Clef

s-m

4/4 meter
Melody
Musical Phrase

la-so-mi

repeat signs
ledger lines

do, re Melodic Patterns

do

re

pentatonic scale

half note

whole note

half-note rest

whole-note rest

2/2,4/2

Simple Duple, and Quadruple Meter
Absolute Letter Names
Treble clef or G clef

Bass clef or F clef

Ledger Lines

Tie

First and Second Endings
D.C. al fine

D.S.

Pause Mark
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Unit 8

Concept:

Terms and Concepts:

Pentatonic scale, half note, whole note,
breve and simple meter where the half
note is the unit beat -2/2,3/2,4/2.

The music materials written in 2/4, 3/4,
and 4/4 can be re-written changing the
unit beat to a half note. In this way,
students may practice relative position of
notes learned, and also apply their me-
lodicknowledge tomoreadvanced rhyth-
mic concepts.

Changing meter

This concept should be practiced as an
exercise at this point in the sequence. The
teacher may begin to practice changing
meter by using simple duple, triple, and
quadruple time signatures.

Frequently used rhythm patterns incor-
porating sixteenth and eighth notes.

RN 71D

dot placed after a note (augmented dot)
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Unit 10

Concept:

Terms and Concepts:

Patterns that begin with known rhythmic
and melodic elements are best for prepar-
ing this concept rather than phrases that
begin on low /a.

Low laand low soare common in material
that contains sixteenth notes.

It is important to practice this element in
both do centered (major) and la centered
(minor) material to make the students
aware of the two different tonal areas;
relative solmization teaches the students
the function of the note within a tonality.

The students have been introduced to I-s-
m-r-d. With theintroduction of low la, the
students must aurally discern whether a
composition containing the elements [-s-
m-r-d-l,isdo centered or la centered; major
orminor. This presupposes no theoretical
understanding of major or minor scales
but is dependent on aural analysis.

Low la is more common in connection
withlow so than by itself; therefore, low so
can be taught shortly after low la. Low la
should first be presented in do centered
material.

low Ia

octave

do pentatonic scale

la pentatonic scale
extended pentatonic scale
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Unit 11

Concept:

Terms and Concepts:

Unit 12

Concept:

Terms and Concepts:

Unit 13

Concept:

Terms and Concepts:

SEQUENTIAL ORDER

so Melodic Patterns

low so
so pentatonic scale

do Melodic Patterns

Absolute letter names may now be intro-
duced if they are not already known. The
students may also begin to sing with
absolute letter names in both treble and
bassclefs. Initially they should sing mate-
rials in letter names using C=do, F=do and
G=do to avoid theoretical explanations of
sharps or flats at this point in the se-
quence.

high do

Frequently used patterns incorporating
sixteenth, eighth, quarter, upbeats, and
dotted notes.

Internal and external upbeats

syncopation

dotted quarter and eighth note
combinations

eighth-note rest

3/4,3/8,3/2,and 3/16 meter
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Unit 14

Concept:

Terms and Concepts:

Unit 15

Concept:

fa - do pentachord and do hexachord

When teaching fa, it is important to re-
member that the students must be fluent
with the pentatonic and extended penta-
tonic scale.

The students must know the pentatonic
scale structure, transpositions involving
C, F, and G do and absolute letter names.
By leading students to aurally compare
hexachord songs in C, G, and F do while
using solfa syllables followed by singing
absolute letter names, the students will
discover the need for theb flat when sing-
ing in F do. The relationship of whole
steps and half steps can logically be pre-
sented.

half step or semi tone
pentachord
hexachord

key signature

flat

ti - la pentachord and la hexachord

In analyzing musical material containing
the element #i, much of the material is in
3/4 and in 6/8 and also has the rhythm
pattern: | . | . The function of #i is
differentin majorand minorscales. Inthe
minor scale, # is not a leading tone as it is
in the major scale. In American folk song
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Terms and Concepts:

materials, ti is more prevalentin major. Ti
must be presented in both do and la cen-
tered material.

Once students sing la pentachord and
hexachord composition in G do with
absolute letter names, they will aurally
and theoretically understand the concept
of sharp.

Students should begin to compare and
contrast songs in both major and natural
minor.

With theintroduction of the diatonicscale
we have found that singing sequentially
through the circle of fifths with absolute
letter names is a useful step to help the
students gain fluency with letter names.
The teacher may concentrate on the C, G,
do positions for a few lessons and then
move sequentially through the other do
positions.

ti

whole step

half step

passing note

auxiliary notes

all absolute letter names
enharmonic note names
scale

major scale

key signature

major key signatures
circle of fifths
transposition
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Unit 16

Concept:

6/8,9/8,12/8, triplets and duplets

Oncethestudentshavea thoroughunder-
standing of simple, duple, triple, and
quadruple time, and the difference be-
tween simple and compound time signa-
tures, they may be introduced to other
compound time signatures such as 9/8
and 12/8. The teacher may build on the
level of difficulty by teaching the concept
of changing compound meter. Other
simple, triple, and quadruple compound
meters where the dotted eighth note and
the dotted half note are the beat units
should also be practiced. The students
should also be led to discover that melo-
dies written in a fast tempo with a nu-
merator of three in the time signature
have the effect of a compound meter.

At this point, the teacher may begin to
practice changing meter between simple
and compound meter with the division of
the beat remaining constant (| in6/8 =to
| in2/4). Students should practice meter
changes from both simple to compound
and compound to simple. The students
should practice changing between simple
and compound meter where the beat
remains constant. Thischangeisthesame
asthat between dupletand tripleteighths
in simple time or between eighths and
dotted eighths in compound time.
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Unit 17

Concept:

Terms and Concepts:

Unit 18

Concept:

Terms and Concepts:

SEQUENTIAL ORDER

siand fi

With the introduction of these two notes,
the students can be introduced to har-
monic and melodic minor scales. A sig-
nificant number of works in 150 American
Folk Songs and Sail Away, which are in
major and minor tonalities, can success-
fully be used to introduce students to
stylistic elements of classical style. Most
of these songs are in period structure,
melodically outline tonic, subdominant,
and dominant triads and some modulate

to closely related keys.

natural minor scale
harmonic minor scale
melodic minor scale
minor key signatures
relative keys

parallel keys
accidentals

natural sign

double sharp

double flat

Altered tones

altered tones

numerical identification of interval qual-

ity

identification of intervals

inversions of intervals
consonance
dissonance
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Unit 19
Concept: Harmonic functions

Terms and Concepts: tonic function
dominant function
subdominant function
canon
major triad
minor triad
augmented triad
diminished triad
inversions
primary chords
secondary chords
cadences

Unit 20

Concept: Modulation to closely related keys

Terms and Concepts: modulation
nearly related keys
dominant modulation
relative minor modulation
relative major modulation
pivot chord
pivot note

Unit 21

Concept: Modes

Medieval musicisbased on church modes, whicharealso encountered
in Renaissance music, Bach chorales, folk songs, and twentieth-century
works. Themodes were the tonal basis of the Renaissance style, represented
by Palestrina, one of its outstanding composers. One of the basic character-
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by Palestrina, one of its outstanding composers. One of the basic character-
istics of the Renaissance style is a tone set that combines the eight-tone
system derived from the Gregorian melodic culture—all the diatonic note

plus “ta.”

/]

==
d r m s |1 t t

with the leading notes of the dorian, mixolydian, and aeolian modes, di, fi,

g

= fo—x
—
leading tone leading tone leading tone
dorian mixolydian aeolian

this is referred to as the eleven-note tone set:

A
%7 = ﬁo = g
d di r m f fi s si 1 ta t

2. —— 4

R g

These alterations were brought about because the polyphonic style
demanded the minor second be heard at cadential points. Therefore, since
modal musicdoes not move outside this tone set, thedo of therange of notes
does not change.

Once the students have been introduced to f and ¢, the teacher can
practice singing scales beginning on any of the seven degrees.

For example:
a do scale: d-r-m-f-s-I-t-d (ionian mode)
a re scale: r-m-f-s-I-t-d-r (dorian mode)

a mi scale: m-f-s-I-t-d-r-m (phrygian mode)
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a fa scale: f-s-I-t-d-r-m-f (lydian mode)
a so scale: s-I-t-d-r-m-f-s (mixolydian mode)
a la scale: I-t-d-r-m-f-s-1 (aeolian mode)

Thefollowing are directions the teacher may usein preparing, present-

ing, and practicing the modes.

1. The students sing a dorian, ionian, aeolian, mixolydian, lydian
scale from the same note. Classify these scales as either major or
minor; this is dependent on the interval between the root and the
third of the scale.

2. The students sing the major scales. The fa scale may be sung with

thedoscale with thealteration fainstead of the f;and the so scalemay
be sung with the d scale with the alteration fa instead of the ti.

Modes and their Comparative scale names:
Lydian scale:
fs-l-t-r-m-f

or
d-r-mfes-l-t-d
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Mixolydian scale:
s-I-t-d-r-m-f-s
or
d-r-m-f-s-l-ta-d
Il )
% X —

3. The students sing the minor scales. The dorian scale may be sung
with the la scale with the altered note fi replacing fa. The phrygian
scalemay be sung with the lascale with thealtered note tareplacing

the note #i.
Dorian scale:
r-m-f-s-l-t-d-r
or
I-t-d-r-m-fisl
.|
L=
r m [ 1 t d r
4
g'-‘ — X 3 —
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Phrygian:
m-f-s-l-t-d-r-m
or
I-ta-d-r-m-f-s-1
;k = = = —
m f s 1 t & r m

0

A
|

B
I ta

4. The students show the hand sign for each of these alterations and
practice them with solfa and absolute letter names.

LessonPlanning

The following lesson outline may be used for each unit. Each new
musical element taught will be reinforced throughout each section of the
lesson plan. This will enable students to reinforce a new concept through
practice exercises, sightsinging, memory work, dictation, and part singing.

1. Review of selected musical materials from previous lesson. The
class begins with a warm-up session that may include echo-clap-
ping, hand-sign singing, simple vocalises, and songs for singing.
The teacher should then review previously learned materials and
homework.

2. Preparation and presentation of new musical elements.

3. Introduction of theoretical terms and concepts.

4. Development of musical memory.

5. Sightsinging.

6. Dictation.
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7. PartSinging

8. Review of musical materials covered during the class.

THEDEVELOPMENTOFMUSICAL MEMORY

Musical memory playsanimportantroleinaccuratesingingand in the
ability to recall a pattern for dictation. The following techniques can be
helpful:

1. Memorizing by hand signs

2. Memorizing from rhythmic and staff notation.

3. Memorizing by ear.

Memorizing by Hand Signs

Once the students have experience singing from the teacher’s hand
signs, the sequence of hand signs begins to evoke thememory of the melodic
patterns.

1. Show typical melodicpatternsand ask the students tosing patterns
back. Start with short patterns such as s-l-s-m or m-f-m-r-m.

2. When the melodic patterns are mastered, progress to four-bar and
eight-bar melodies.

3. Show a melody in hand signs. Select pentatonic melodies or
rounds. The students sing the melody in canon using solfa or
absolute letter names and write down the example from memory.

4. The teacher may also give the starting pitch of a key and ask the

students to sing a melody with absolute letter names while using
hand signs.
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Memorizing from Staff Notation

1.

The students look at a score and memorize a short fragment of a
musical example, using hand signs.

The teacher sings the unknown part of the example. Students sing
the memorized motifs.

Students then write the melody down on staff paper. Ata more
advanced level, the students can write the example in another key
using a different clef.

Look at an example using familiar elements. Memorize the ex-
ample without singing or playing.

Memorizingby Ear

Memorizing by ear is more difficult than memorizing from notationas
itinvolves no visual aid. Melodies used for memorizing by ear should be
easier than those used withnotation. Extracts should be played on the piano
oranotherinstrumentand sunga few times. The following procedures may
be used for both rhythmic and melodic memorization.

1.

2.

Students identify the meter.
Students identify the ending and starting pitches.

Students sing the example and conduct.

. Students sing the example with hand signs.

Students sing the example with absolute pitch names and hand
signs.

Students sing the example with rhythm names.

Students write the exercise or play it back on the piano. Later, the
example may be transposed.
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The teacher may also play amelody and ask the students tosing it back
in canon at the unison while memorizing the example. Later, canons at
other intervals may be used. When students have gained experience in
unison memory work, they can begin to memorize two-part extracts.
Accompaniments may be drawn from a rhythmic pattern, a rhythmic or
melodic ostinato, chord roots, a contrapuntal melodic line, or typical
cadential idioms in modal or harmonic music. Memory work should also
include three- and four-part work.

Procedures for the students to follow:

1. Sing the selected extracts in two parts.
2. Memorize one part silently using solfa.
3. Sing the part out loud while conducting.

4. Practice the other part following steps 1 through 3.

5. Sing both parts in a group and then as solos, using both solfa and
note names.

6. Write down both parts of the extract.

7. Singone partand play the other on the piano, or sing one part and
show the second part with hand signs.

Sightsinging

Before each exercise the teacher should practice basic rhythmic and
melodic patterns from the sight-reading exercise with the students while
the students follow the staff notation. Difficultrhythms should be practiced
with a suitable rhythmic ostinato or subdivision of the beat. Sing these
preparatory exercises in the same key as the reading example. Exercises
should be sunginsolfege, letter names and neutral syllables. The following
procedure may be used for sight reading new material:

1. Make thestudents aware of the meter and key. Chose anappropri-
ate tempo.
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2. Discuss the form of the exercise. Look for repeated patterns.
3. Students should then think through the entire melody.

4. Studentsshould conductor use hand signs while thinking through
the melody.

5. Students sing the exercise while conducting.

The sightsinging exercise may be memorized and notated. Students
should continually practice reading melodic patterns with or without a
specific rhythm. Teachers should devise a variety of ways to practice a
reading exercise. For example: reading the melody backwards; reading a
unison melody while clapping a rhythmic ostinato; singing a melody in
canon at the fifth with only the first voice given.

Dictation

Dictation is closely linked to the development of musical memory,
inner hearing, and reading and writing skills. Itisimportant to spend time
developing the student’s memory as this skill is essential for dictation.
Initial dictations should be based on patterns that have been memorized by
the students. Asthe students memory develops, the teacher canbegin more
formal dictation practice. At first, the melody should be sung by the
students before notating it so the teacher may be sure the students are
hearing it accurately. Initial dictation material should be based on Ameri-
can folk music. Later, music of other styles can be added.

The following procedures may be used for melodic dictation:

1. The teacher prepares the key of the dictation with hand signs and
staff notation.

2. The teacher shows typical melodic patterns extracted from the
melody used for dictation and the students sing in solfa and letter
names. At thebeginningstages of formal dictation the teacher may
also give the student a score with the barlinesindicated and certain
notes or rhythms filled in to help the student’s memory.
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. The teacher plays the melody on the piano, or on another instru-

ment.

The students determine the final note and the beginning note as
well as some or all of the following, as appropriate: mode, melodic
cadences, melodic contour, patterns, and meter.

. Students sing the melody using solfa and absolute letter names.

. The students sing the melody with rhythm names and hand signs.

Students sing the melody from melody.

. Students write the melody down.

. Students sing the melody from their score. This melody may be

used to practice other skillssuch as transposing itinto other keys of
practicing the intervals in the melody.

In addition to notating the rhythms of melodies accurately, students
should also practice rhythmic dictation separately from melodic dictation.
The following procedures may be used:

1.

The teacher plays a melody on the piano while students establish
the meter and the number of bars.

The teacher plays and the students conduct.
Students conduct and sing using rhythm syllables.
The students write the rhythm.

The teacher plays once more while the students follow the score.

Part Singing

Those who always sing in unison never learn to sing in correct pitch.
Correct unison singing can, paradoxically, be learned only by singing intwo

parts.

263



JOURNAL OF MUSIC THEORY PEDAGOGY

Singing and playing partmusicareimportantaspectsin musical
training. This enables the student to learn to hear several voices
simultaneously. The following procedures may be used for devel-
oping two-part singing;:

. Sing folk songs or other exercises while clapping the beat or the

rhythm.

. Sing folk songs dividing the singing by phrases in call-and-re-
sponse style, or musical examples using the responsorial principle.
This enables group I to hear what group II sings, and vice versa.

. Add a rhythmic ostinato to folk songs. This can be done in five
stages:

Students sing the melody while the teacher claps the rhythm.
Students and the teacher exchange parts.

Divide the students into two groups, one sing and another
performs the rhythm.

Two students perform the work.

One student sings one voice and plays the other voice on the
piano.

pow

o o

. Students clap a series of rhythmic patterns while singing a known
song.

. Sing in two parts from hand signs. This helps students see the
intervals spatially.

. Sing simple pentatonic folk-songs in canon.

. Singa well-known song and at the same time clap various rhythms
the teacher points to. The students may alsoread a known exercise
while the teacher improvises an extended rhythmic ostinato. The
students mustsing and listen at the same time. Then try torecall the
rhythmic pattern. Start with simple, familiar patterns.

. Sing one part and clap the second part simultaneously.
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9. Two-partsinging:

a. Ifthetwo-partselectionisa folk song, teach thesong firsteither
by rote or from the music, then teach the second part.

b. Divide the class into two groups. Group A sings the top line
while Group B sings the bottom. Reverse.

¢. Group A sings the bottom line and Group B claps the top.
Reverse.

d. Perform the workasa group and then with soloists. Individu-
als may then sing any part while clapping the other ormay sing
one part and play the other part on the piano.

CONCLUSIONS

Thesequence isa combination of bothrhythmicand melodicelements,
derived from actual music, carefully unfolding in a coherent fashion.
Theoretical explanations are always the final stage of musical learning.
Musical conceptsand elementsarederived fromsinging games, pentatonic,
major, minor, and modal folk songs.

The pentatonic scale ‘is easier to sing in tune... ., the
musical thinking and the ability to sound the notes (inter-
nally) can develop better [sic] using tunes which employ
leaps rather than stepwise tunes.”

Beginning with motifs derived from children’s games, and ad vancing
to pentatonic and diatonic music, allows each melodic element to be
introduced sequentially using the three phases of learning outlined in this
paper. Asa result, the students will develop a strong association between
the symbol and the sound. After careful practice, the symbol will evoke the
sound experience and the sound experience will evoke the symbol. This is
of prime importance in the development of musical memory, sightsinging,
ear training, and dictation skills. All patterns are continually put into a
conceptual framework. Aural tasks are concerned with perceptual and
structural tasks. Within the context of this sequence, musical elements are
notabstracted from themusical example butare rather presented inrelation
to the entire composition.
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Kodaly musical training always involves active music
making. Musical learning evolves from musical experi-
ence suchas singing games and dances, folk songs,and art
songs, sOngs sung in unison, rounds, canons, part songs,
themes from great instrumental music. All these are the
cornucopia from which musical concepts are drawn and
through which musical skills are practiced. These musical
concepts and skills are then applied to more complex
music, and more involved concepts evolve and further
musical skills are developed. It is a spiral curriculum
processin the truest sense of the word; a spiral aimed at the
fullest development of the musicianship inherent in all

people.®
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LISTENING TO MOZART:PERCEPTUAL
DIFFERENCES AMONG MUSICIANS

RITA AIELLO
J.S. TANAKA

WAYNE C. WINBORNE

ABSTRACT

An exploratory study examining musicians’ perceptual styles was
conducted. Musicians described the musical elements they heard while
listening to a movement of a symphony by W. A. Mozart. Hierarchical
clustering was used to analyze thedata. The descriptionsrevealed individ-
ual differences in perceiving the richness and complexity of the music.
Different perceptual styles emerged. Some musicians listen to music
holistically, reporting on entire phrases and sections, while others listen
analytically, giving detailed descriptions as the music unfolds. Some of the
major features of the classical musical style (i.e., tonality, rhythm, chords)
show little variability among individuals, thus serving aslandmarks in the
perception of thismovement. Individual listening strategies were found to
be independent of the musicians major performance instrument and train-
ing in composition. The differences among musicians for listening to a
musical performance are compared to the differences reported in the
literature for story recall and language process.

To understand how individuals process information we must under-
stand how they perceive complex stimuli. For example, in the domain of
language processing, it has been shown that subjects tend to report a story
according tohow they processed textinformation (Pollard-Gott, McCloskey,
& Todres, 1979). In the same context, Thorndyke (1979) proposed that
readers have a setof schemata for textorganization, and that theapplication
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of a particular schema depends in part on the perspective the reader has
adopted in approaching the story.

It might be hypothesized that the same kinds of structural organiza-
tion applied in text comprehension might also relate to the perceptual
processes of listening to music. Experience in music teaching led one of us
tonotice that thereare marked differencesin the way musically knowledge-
able individuals perceive music. Music listening and instruction in the
development of listening skills are central concerns of music pedagogy and
music theory pedagogy (Carlsen, 1981; Hedden, 1980; Rogers, 1984; White,
1981; Zimmerman, 1971).

Music can be described as a multidimensional stimulus consisting of
a “horizontal” dimension (e.g., melody, rhythm), a “vertical” dimension
(e.g., harmony), and a “depth” dimension created by the composer in the
score and by the musician in the performance. But how do musicians
organize the perceptual aspects of music? Do the analytic features of music
mirror the perceptual processes of music? Are there important idiosyn-
craticapproaches or styles that are invoked in listening to music? Further-
more,doindividuals’ primary performanceinstrumentinfluence how they
listen to a musical performance? In this study music perception is defined
as the spontaneous descriptions of musical elements given by subjects.

More research experiments have investigated the perceptual capaci-
ties of listeners with various levels of musical backgrounds (Flowers, 1984;
Pollard-Gott, 1983; Rosner & Meyer, 1982, 1986; Shepard, 1981) than the
abilities of those individuals who have reached a very advanced, profes-
sional level of musicianship. In one of the earliest studies evaluating
subjects’ responses to music, Myers (1922) noted that listeners’ musical
sophistication can influence their mode of listening to music. Comparing
how graduate and undergraduate music majors described music excerpts,
Flowers (1985) found that graduate music majors used musical terms more
frequently thanundergraduates. Killam and Baczewski (1985) asked music
theorists to write down the soprano line, the bass line, and the harmonic
analysisof].S. Bach’s Chorale No. 117 while they werelistening to the piece.
The results showed that the soprano line was analyzed more accurately
than the bass line. The harmonic analysis received the lowest rate of
accuracy.

Examining the perceptual capacities of advanced music students can
lead us to understand better how they have internalized the musical
language. Just as psycholinguists addressed the perceptual capacities
developed by nativespeakers, and cognitive psychologists (Chase & Simon,
1973) investigated the processes of experts in specific domains where
processes may become “automatized” (e.g., Logan, 1985), so we may benefit
from focusing on the abilities of those individuals who have undergone
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prolonged and intensive musical training because they have “acquired the
language” of music at a level beyond cultural influence or general educa-
tion.

This investigation addresses how musicians perceive the musical
elements of a classical symphony. Aaron Copland (1957) in his book What
to listen for in Music explains:

. .. The whole listening process may become clearer if we
break it up into its component parts, so to speak. In a
certainsense weall listen to music on three separate planes.
For lack of a better terminology, one might name these: (1)
the sensuous plane, (2) the expressive plane, (3) the sheerly
musical plane. The only advantage to be gained from
mechanically splitting up the listening process into these
hypothetical planes s the clearer view tobe had of the way
in which we listen. (p. 18)

Specifically, then, this study considers how graduate conservatory
students perceive the first movement of W.A. Mozart’s Symphony in G
Minor, K.550, concentrating on “the sheerly musical plane,” and addresses
three questions: 1) are there differencesamong musicians in the perception
of music; 2) which musical elements do musicians focus on; and 3) what
accounts for the selection processes at different times?

METHOD
Subjects

Eighteen graduate music students of the Juilliard School volunteered
to participate in the investigation. They were enrolled in a seminar on the
perception of music. None had priorexperiencein studies of this type. This
experiment was run in the early part of the semester. The instructor of the
course was careful to see that neither the reading assignments nor the class
discussions dealt with the paradigm of this experiment or of potentially
similar experiments. Research in individual differences and cognitive
styles was not discussed until after the completion of this experiment. The
group of subjects included: three violinists, one violist, one cellist, three
bassists, one singer, one harpist, one trumpeter, four pianists, two compos-
ers, and one composer-pianist (double major). These musicians had a
background of at least sixteen years of training. Subjects with such a high
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level of musical education were chosen because their advanced, profes-
sional training assured that they were capable of selecting, naming, and
discussing any musical element they heard.

The music selected was the first movement of Mozart’s Symphony in
G Minor, K. 550. This symphony, given its stature in the literature, was
known to all the subjects, thus avoiding potential response bias based on
differential familiarity. The recording was a London disc (record number
(CS6479), Carlo Maria Giulini conducting The New Philharmonia Orchestra
and using the second version of the symphony with two clarinets and
changesin the oboe part. The tempoof the movement, allegromolto, presents
the music at a comfortable rate of presentation. The duration of this
movement was eight minutes.

Our aim was to see whether there were differences in how musicians
reported listening to the musical elements as they occurred in the presenta-
tion of a complex piece. A pilot investigation (Aiello, 1988) found that
asking musicians to write down open-ended responses to Beethoven’s
Violin Concerto elicited a combination of analytical, personal, and inferen-
tial responses. Therefore, the presentinstructions given to the subjects were
aimed at eliciting only analytical responses to the music. They aimed to
direct the subjects’ attention specifically to the musical elements that occur
in this movement. The instructions did not ask for the subjects’ emotional
reactions to the music, nor for their previous emotional associations with
this movement. Listening was presented as a perceptual/cognitive task.

The instructions were:

“We will listen to the first movement of Mozart’s Symphony No. 40in
G Minor, K. 550 twice. During the first hearing, listen very attentively but
do not write on your response sheets. During the second hearing, as you
listen to the music describe what you are hearing in musical terms on the
response sheets. For example, you may refer to: cadences, chordal struc-
ture, development of motives, dynamics, embellishing tones, form, har-
monicrhythm, harmonicsequences, harmony, instrumentation, interpreta-
tion, melody, melodic motives, melodic rhythm, modulations, motives,
motive variations, orchestration, registers, rhythm, rhythmic motives,
rhythmic variations, style, tempi, themes, timbre, tonality, variations, etc.
These items are listed alphabetically and not in any potential order of
importance or appearance in the music. You may also describe other
musical elements that are not included in this list. Atthe conclusion of the
second hearing, you will have five minutes togooveryourdescriptionsand
to write any concluding statements that you wish to make. This is not a
music theory exam noradictation exam. Your descriptions of whatyou are
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hearing will help us to understand better how people perceive music.
Thank you for your participation.”

While these instructions led subjects to focus on the musical elements
of themovement, within thisdomain subjects were free togiveany response
they felt appropriate. After the directions were handed to the subjects,
questions on the procedure were answered. Subjects wrote the description
of what they heard on notebook paper. The music was played at a
comfortable listening level overa high fidelity stereo systemina classroom.
There was a pause of approximately one minute between the first and the
second presentation.

ANALYSIS

To examine whether individual differences could be observed across
both musicians and musical elements, hierarchical clustering of the musi-
cians’ free responses was employed. This method pairs the responses
according to their similarities. As the focus of this study is on comparisons
among subjects and not inference to a population, the large sample sizes
necessary to accurately make such an inference are less critical here.

While the technical details of clustering methods are more fully
described elsewhere (e.g., Dillon & Goldstein, 1983), we can outline some
conceptual bases for these analyses. For example, if all subjects had
completely unique perceptionsof the presented music, no clusterswould be
obtained because each subject would be dissimilar in all ways to any other
subject. On the other hand, if musical training had served to make subjects’
responses to the music more uniform, then one general cluster describing
the complete similarity among subjects would be obtained. The actual
pattern of responses might be expected to fall somewhere in between these
two extreme types.

By using this method of analysis, we are able to examine both quanti-
tative and qualitative differences among the responses of the individual
musicians. For example, two musicians who mentioned the same musical
element with the same frequency would be maximally similar. Differences
between two individuals would occur if they named different musical
elements, if they named the same musical elements with different fre-
quency, or both. In examining these clustering results, we can observe the
degree to which homogeneity/heterogeneity exists among these musi-
cians. At least two pieces of information can be abstracted from these
clustering results. First, the global similarity across the musicians’ re-
sponses can be determined—namely, is there much variability across
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individuals in the sample? Second, the pairwise similarities between
musicians can be examined—namely, are there clusters of individuals who
perceive the movement in the same way?

RESULTS

Aninitiallook at these data revealed a breadth of answersin reporting
the musical variables across subjects. In other words, despite similarities in
background and musical training, thedata seemtoreflectdiversestrategies
in listening to music because the subjects used different perceptual strate-
giesin their listening. Acrossall subjects, a total of 94 musical elements was
reported. The number of musical elements used by the musicians in their
descriptions ranged from 14 to 63 with a mean of 40.6. 11 of the 18 subjects
mentioned less than 40 variables in their descriptions; the remaining seven
subjects mentioned more than 40 variables. Each musical element was
uniquely coded into one of eight categories: tonality, rhythm, chords,
harmonic structure, form, themes, instrumentation, and miscellaneous
elements.

Our aim was to see, in broad terms, whether there was uniformity in
the subjects’ responses. We examined this by looking both at the contentof
the subjects’ responses as well as performing a centroid hierarchical cluster-
ing analysis on responses within each category. Recall that, if subjects
demonstrated complete uniformity of response within any musical cate-
gory, we would expect graphs that were flat indicating no differentiation.
On the other hand, with complete dissimilar responses across subjects, we
would predict a “skyline” pattern with no two subjects’ responses being
identical.

Ineach graph, the subjects’ initials and their musical specializationare
indicated along the x-axis. Greater similarity between two subjects is
indicated by their adjacency along the x-axis. The y-axis provides a metric
for assessing similarity with zero representing maximum similarity. For
example: two subjects who gave the identical set of responses will form a
cluster and therefore be next to each other along the x-axis. Their identical
responses would be denoted by a zero along the y-axis.

CONTENTOFSUBJECTS’ RESPONSES

The subjects’ data showed a wide range of descriptions. What follows
are the beginnings of two prototypical descriptions given by CS, a com-
poser, and by VE, a composer-pianist. These examples illustrate the wide
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differences with which musicians described what they heard. CS wrote:
“minor mode; repeated rhythmic pattern of main motive; sequence; bass
movement; winds; cadence; repetition of opening motive; modulation;
forte; sequence;large cadence; pause; second theme; contrastto first; winds
used more;etc....” CSdescribed isolated events, focusingonrelatively brief
details. His description seems linear. On the other hand, VE reported:
“phrase structure (phrase expansion); motivic connection between themes;
rich contrapuntal figuration; cell-structure motives; additive instrumenta-
tion; sonata form; development section; highly contrapuntal (imitation)
taken from what was hinted at in the exposition; etc. ...” VE’s description
reflects a gestalt organization of the listening experience. His comments
seem global, cyclical, and based on a longer period of time.

The first musician, CS, wrote down musical elements as he heard
them, analyzing the music in minute detail. His mode of listening is very
analytic or fragmented. VE’s description, on the other hand, shows thathe
waited longer before describing what he heard reflecting a holistic, gestalt
mode of listening. These twomusicians, both composers, differin how they
abstract from the complexity of the music, and in their organization of the
time experience. '

HIERARCHICAL CLUSTERING ANALYSIS

If the content analysis of the subjects’ responses is correct, we might
expect these two types to be represented at opposite poles of a clustering
analysis. In other words, the dissimilarity in the content might be repre-
sented by dissimilarity in the cluster solution. These categories were
employed to providea more fine-grained analysis of musical elements than
would be allowed from a simultaneous analysis across the full set of
response patterns for subjects. Figure 1shows the profile of the musicians
based onall their responses. Asexpected, the data of CS, the composer who
gave an analytic listening description, and the data of VE, the composer-
pianist who provided a gestalt description are toward the two extremes of
the graph. The subjects” major performance instrument and training in
compositiondid notseem toinfluence whether they listened analytically or
holistically.
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responses. Subjects’ initials and musical specialization are

indicated.

Figure 1. Centroid hierarchical clustering graph based on all subjects’
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As previously mentioned, the listeners reported a total of 94 musical
elements. For the purpose of analysis, each musical element was assigned
to one of the following eight categories based on the responses of the
subjects: form, harmonic structure, chords, tonality, rhythm, themes,
instrumentation, and miscellaneous elements.

FORM

Thedata categorized asformincluded the following elements: section,
development of section, exposition, repeat of exposition, closing section,
recapitulation, coda sequence, transition, repeat, structure, phrase struc-
ture, question/answer, sonata form, balance of form, architecture. The
centroid hierarchical clustering graph representing these data is shown in
Figure 2.

HARMONIC STRUCTURE

Figure 3 illustrates the centroid hierarchical clustering graph for the
responses categorized as harmonic structure. This category included the
following elements: harmonic structure, harmonic pattern, harmonic pro-
gression, cadence, pedal point, accompaniment, bass line, deceptive ca-
dence.

SPECIFIC CHORDS

Figure 4 illustrates the centroid hierarchical clustering graph for the
responses categorized as specific chords. This category included the
following elements: chord; arpeggio; inversion; chords: I, VI, V, I; chord:
V; chord: VII.

TONALITY

Figure 5 illustrates the centroid hierarchical clustering graph for the
responses categorized as tonality. This category included the following
elements: key of g minor, key of E-flat major, key of B-flat major, key of D
major, key of d minor, key of F major, relative major, major/minor,
modulation, circle of fifths.
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Figure 2. Responses to overall form.
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Figure 3. Responses to harmonic structure.
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Figure 4. Responses to chords.
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Figure 5. Responses to tonality.

02-

SAIOALINID 91LS0TI NIIALIT IINVISIA

}STIIOTA
}BTEHOM
18310%A
}STRITOM
yoruerd

1awerd

18vaeid
7x2800w100

}81288q
xa3adwinx
}8H190
x9godwion
ysrdaey
xapure
xaso0dwiod
}81888Q
}are8eq
1sruerd

yawerd

281



JOURNAL OF MUSIC THEORY PEDAGOGY

RHYTHM

Figure 6 illustrates the centroid hierarchical clustering graph for the
responses categorized as rhythm. This category included the following
elements: rhythm, rhythmic motion, rhythmicsimilarity, rhythmic pattern,
harmonic rhythm, up-beat.

MUSICAL THEMES

Figure 7 illustrates the centroid hierarchical clustering graph for the
responses categorized as musical themes. This category included the
following elements: themes, development of themes, first theme, second
theme, third theme, motive figure, cell- structure motives, melody.

INSTRUMENTATION

Figure 8 illustrates the centroid hierarchical clustering graph for the
responses categorized as instrumentation. This category included the
following elements: instrumentation, open sound, horns, strings, violins,
violas, celli, bass, winds, bassoon, oboe, clarinet, flute. The subjects did not
report hearing their major performance instrument with a greater fre-
quency than other instruments.

MISCELLANEOUSMUSICAL ELEMENTS

Figure 9 illustrates the centroid hierarchical clustering graph for the
responses categorized as miscellaneous. Thiscategoryincluded the follow-
ing elements: emotional quality of the music; phrasing; performance
quality; dynamics; texture; feeling/balance; dialogue; rest/silence; length
of note; length of phrase; canon; canon entrance; altered material; number
of measures; counterpoint; chromaticism; ascending scale; descending
scale; minor second interval; tempo; contrast. Although “emotional qual-
ity” was notincluded in thelist of musical terms given in the directions, ten
musicians mentioned it in describing what they heard.
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Figure 6. Responses to rhythm.
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Figure 7. Responses to musical themes.
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Figure 8. Responses to instrumentation.
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Figure 9. Responses to miscellaneous elements.
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To getanother perspective on the relative homogeneity or heterogene-
ity of the subjects across the eight major categories, Table 1 presentsboth the
standard deviations of the observations and the root mean square distance
between the observations. These quantities give numerical indices of the
extent to which subjects are relatively homogeneous or heterogeneous
along agiven dimension, with larger numbers indicating greater heteroge-
neity. Ascanbeseen from Table 1, the root mean square distance is smallest
for “primary” musical elements in the classical music style (e.g., tonality,
rhythm, chords) and grows more heterogeneous for other elements (e.g.,
instrumentation and miscellaneous elements).

Table 1. Root Mean Square Distances.

Musical Category S.D. Root Mean Square Distance
Between Observations
Tonality 0.62 2.78
Rhythm 0.91 2.88
Chords 0.85 295
Harmonic Structure 1.05 3.65
Form 0.69 4.01
Themes 113 455
Instrumentation 1.19 5.81
Miscellaneouselements  1.01 6.69

Table 1 seems tosuggest that subjects perceived with greater homoge-
neity the elements of the classical musical style thatare the most stable, such
as tonality, rhythm, and chords.
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DISCUSSION

There are marked individual differences among conservatory stu-
dents in the way they listen to music. These differences are both quantita-
tiveand qualitative: therearebothdifferencesin how much information the
musicians abstract from the musicand in the way they process the informa-
tion. Since the subjects were free to describe any musical elements they
heard, their selections and descriptions reflected their individual listening
strategies. The directions asked the listeners to focus exclusively on the
musical elements. At any given moment in the music, many different
musical elements and combinations of elements occur simultaneously.

Letus say, for example, that at the very same moment you could focus
on the melody played by the violins, on the repetition of a rhythmic figure
played by the bassoon, on the entrance of the brass, etc. As people listen,
their attention is selective. It shifts from one element to another. What the
subjects report reflects which musical elements they choose to focus on.
Their answers reflect their individual choice of focusing on the melody, for
example, rather than the repetition of the rhythmic figure played by the
bassoon, or the entrance of the brass.

Therefore, although the directions clearly asked them to focus on the
musical elements as they occur in the music, which elements they reported
and how they reported them was a matter of selective attention. Conse-
quently, selective attention was strictly based on the individual’s choice
among the musical variables in the music and the full amount of informa-
tion available in this example. Itis relevant that this attention mechanism
appears to be unrelated to factors such as the musicians’ primary perform-
ance instrument.

The centroid hierarchical clustering graphs in Figures 1-9 based on
both the qualitativeand quantitative responses of the subjects’ reflecta wide
diversity of responses. Further, root mean square distances, another
measureof response variationacrossindividuals, show that tonality, rhythm,
and chordsare theelements musicians perceived in the mosthomogeneous
manner in this performance. To what can we attribute these results?
Possibly to the fact that, in this movement, the listeners perceived that
tonality, rhythmic patterns, and chords offered more meaningful land-
marks that the other musical elements.

This result is consistent with the importance that music theory of the
Classical period places upon a well defined tonality, clear rhythmic pat-
terns, and clear chordal functions. Although we theorize that other styles
of music (e.g., twelve-tone) would show a different ranking order in how
musicians perceive musical elements, at this point we should interpret the
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presentresultsas being relevant only to the performance of this movement.
Future research might consider the generalization of this finding to other
kinds of music where these landmarks may not be as relevant.

Content analyses of the descriptions provided by CS and VE, both
composers, support the hypothesis that trained musicians differ in their
approaches to music listening. Some heard isolated features of the musical
patterns, while others were sensitive to a holistic, gestalt interpretation of
the music. Some musicians listened analytically, reporting single musical
elementsas they heard them, and by jotting down individual terms. Others
listened to complete units, “chunking” the music, describing what they
heard over an entire phrase, or overa section. It seems almostasif the latter
subjects looked back and reflected on a whole, a complete unit. These
differences may be due to differences in their perceptual strategies. The
listening experience reported by theanalyticlistenerand gestaltlistenerare
remarkably different.

These findings can be related to observations made by other music
researchers. Bamberger (1978) reported that two adults of moderate musi-
cal background who were asked to compose a simple piece of music at a
computer showed different strategies in performing the task. One subject
composed the piece almost motive by motive, phrase by phrase; the other,
instead, sketched firstabeginning and a finale, and then filled in the middle
part. Inaddition, Bamberger (1977) observed that children asked to line up
Montessori bells so they could play a simple nursery tune did so using
various internal strategies of representation. Schmidt (1984), using fresh-
man level students enrolled in music theory classes, investigated the
relationshipamong aspects of cognitive styleand the perception of melodic
intervalidentification, chord typeidentification,and melodicdictation. His
findings suggest that some cognitive style tests may help predict student
performance in listening exams. With reference to language processes,
Shannon (1984) found that, in studying room descriptions, subjects tended
to give focal or global evaluations. Kintsch and van Dijk (1978) have
proposed a model of text comprehension and production that can be
described at the local micro-level, and at a more global macro-level.

PEDAGOGICALIMPLICATIONS

Listening to music is at the core of music theory teaching. To most
effectively teach students how to listen, it is important to know what they
are hearing. Theirlistening responses give usa valid beginning. Theresults
of this investigation show that there is wide diversity in how advanced
music students report listening to music. The diversity of their responses
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shows that musical elements and musical form canbe perceived in different
ways.

Robert Gauldin and Mary Wennerstrom (1989) have recently pointed
out that experimental findings in music perception and theories of music
cognition may influence music pedagogy. As teachers we can benefit from
observing the perceptual diversitiesamong our students. Being aware that
music can be perceived according toa variety of listening styles can help us
develop new ways of presenting, discussing,and teaching musical elements
and form in music theory, music appreciation classes and in applied
instrumental instruction as well. Appreciating individual responses in
listening to music can help us teach a piece from different perspectives.

Using a shorter and less difficult musical work, the basic paradigm of
our experimentcould be duplicated with students whoare notasadvanced
as the musicians in this study. It would be sufficient that subjects had a
vocabularyadequate tonameeventsin the piece they werelistening to. The
results could be discussed as part of a lesson or unit in aural skills. For
instance, the same composition could be played twice and students could
beasked tofocus onand reportdifferent musical elementseach time. While
discussing the results with the students, we could further expand their
horizons of what the musical elements in the piece are, what the form of the
composition is, and what can be extracted from the music.

The musical elements that students report and how they report them
show us what is important to them. What might they have missed in their
listening that we should point out to them? How can we help themtolisten
with greater awareness? As students see that there is no uniform way of
listening to music, they may become moreready toexplore listening toother
musical elements or other combinations. Illustrating various ways music
can be reported may offer students possibilities of grouping elements
differently, listening at differing levels, and with differing emphases.

We agree with Prince (1972) that listening is a dynamic process with
many variables in a constant state of change. Aaron Copland (1957) writes:
“We all listen to music according to our separate capacities.” (p.18). “The
intelligent listener must be prepared to increase his awareness of the
musical material and what happens to it. He must hear the melodies, the
rhythm, the harmonies, the tone colors in a more conscious fashion” (p.22).

In summary, this inquiry into the listening strategies of musicians
shows that a high level of musical training does not lead to a uniform way
of perceiving music. Music education and training broaden students’ base
of musical knowledge and provide them with the “language” for describing
what they hear, but musicians can utilize this knowledge selectively,
according to the particular musical elements they choose to attend to. In
listening to music, musicians focus on different musical elements and
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perceive the complexity of music according to individual cognitive strate-
gies. These results suggest that further research in the individual differ-
ences shown by musicians will help us not only to understand music
perception better but also to broaden our understanding of cognitive
processes at large.
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Reader's Response

THE AMERICANIZATION OF
SCHENKER PEDAGOGY?

Dear Editor:

Itis always nice to be cited, and so I was pleased to see my essay “The
Americanization of Heinrich Schenker” cited in the recent JMTP article by
Gregory Proctorand H. Lee Riggins (“A Schenker Pedagogy,” Spring 1989).
If, inmy essay, | had set out to satirize an analysis course of which I strongly
disapproved, Imight have written something very like the Proctor-Riggins
article. Iwould only have left out their sensible remarks on undergraduate
pedagogy: good sense makes bad satire. Much of the rest of their article,
however, reads like a brave new world of Americanized Schenker.

To Americanize Schenker, in my view, means to focus purely on the
rationalist side of Schenker’s thought while jettisoning all ambiguities, all
internal inconsistencies, all that arises from analysis rather than from
theory, and all that is not narrowly technical; this is just what Proctor and
Riggins have done. They would turn Schenkerian analysis into a stream-
lined technology—very much in the American spirit—in which fixed rules
lead to readily predictable results, and in which subtler questions of
judgment areirrelevant. In the interests of honesty, they should call theirs
a Proctor-Riggins pedagogy and leave the name of Schenker out of it.

In Proctor-Riggins pedagogy, theory is king; musical sensibility is
banished as “metaphysical” and as having no place in the academy. What
matters to these authors is how well a given analysis conforms to a
predetermined theory, not whether it does justice to a piece of music. The
latter consideration, in fact, is dismissed as “the least interesting aspect of
analysis altogether” and as pedagogically irrelevant. Further more, it is
demonstrated that Mr. Schenker himself was a woefully poor student of
“Schenkerian analysis”; we might give him an A for effort, but his analyses
reveal one confusion after another.

Itistrue that Schenker’s graphicanalyses containinconsistencies, even
internal inconsistencies, and that they do notalways obey the letter of Free
Composition. In such cases it is by no means always to be assumed that the
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analysis should be corrected in light of the theory; in some instances the
theory should bend in order to accommodate the analysis. One of the most
fortunate of Schenker’s inconsistencies is that, in analyzing a composition,
he was willing to override his own theoretical prescriptions if the music
seemed to demand it. (The best-known situation of this sort is probably
Schenker’s prohibition on the prolongation of sevenths, which is contra-
dicted by several of his most outstanding analyses.) It can be, and hasbeen,
argued that he should have gone further than he did in making such
exceptions; the point is that he made them.

Many gifted Schenkerian analysts feel that certain analyses by Sch-
enker are incorrect in some way. When their disagreement with Schenker
rests on theoretical grounds, that is interesting. But what is even more
interesting is when one feels that Schenker is wrong on musical grounds—
thathisanalysisfails to dojustice to the compositionitself. But thatisexactly
the sort of thing that is ruled out of order by Proctor and Riggins—which is
a good thing for them, because it protects their own analyses from question.
And theone original analysis they present, of the first part of Bach’s figured-
bass chorale N. 47, is very questionable indeed (see their Figure 1a, repro-
duced below).
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o { = T
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Although I have not analyzed the entire chorale in depth, it is clear to
me that the authors’ theoretical expectations have led them to misread the
first part of it. They state that, because of the repeat sign and the cadence in
bar 8, they expect to find “a first-level middleground descent from scale
degree 2 over V.” It comes as no surprise, given this assumption, that they
find the middleground they are looking for. What is surprising is that they
make themost elementary mistake in reading the foreground. Their “2over
V” is the E major chord immediately following the first fermata. But this
chord is passing, not stable; it is so by virtue of 1) its weak metric position,

296



SCHENKER PEDAGOGY?

and (2) its position within the melodic unfolding from C#5 (at the fermata)
down to A4 and back to C#5. The 10-5-10, strong-weak-strong pattern of
bars4-5is typical, and it virtually defines the middle event as passing. The
foreground harmonic progression, therefore, is not from I to V in A major
but fromIto VI. The pivotof the modulation to the dominantis the F# minor
harmony of m. 5 (VI of A = II of E), not the passing chord preceding it.

Consequently, the authors’ reading of a linear descent from Ci#5 to B4
and thencedownafifth (B4-E4) is wrong, since the B4 in m.4 belongs merely
to the foreground. One line descends from A4 (mm.2 and 5) to E4 (m.8);
another leads from C#5 (mm.4-5) to G#4 (m.8); the two lines together form
a series of unfolded thirds. If one is to read 2 over V, that tone can only be
represented by the B4 of m. 6, not that of m.4, and it is a third-progression,
not a fifth-progression, that descends from the 2. Which of the two lines is
primary—and thus whether G#4 or E4 rules at the cadence—can only be
determined by the subsequent course of the chorale. As can be seen, even
the authors’ statement that m.8 is a perfect authentic cadence is open to
question.

My point in rehearsing this analytical disagreement is this: the au-
thors’ preconceived idea of what they will find easily blinds them to what
actually occurs in the music. Theory wins, music loses. It is obvious, and
depressing, that the same error will be transmitted to students of their
pedagogy.

But ah, they say, there is no “right” analysis anyway! Any analysis
which follows their rulesis equally correct! Well, then, their analysis isone
of an indeterminate number of “correct” analyses, all of them equally
unconcerned with the music and hence equally uninteresting.

My own view of Schenkerian pedagogy is quite different. First—
following the philosophy of my own teacher, EmstOster—Iavoid stressing
theoretical abstractionsin the early stages of study. Atthe beginning of my
Schenker course, “theory” consists of conventional disciplines that the
student should already know: figured bass, harmony, species counter-
point, and some simple notions of embellishment. In my opinion, study of
Free Composition, though important, is for advanced students only—stu-
dents who have already studied Schenkerian analysis for at least one year.
First analysis, then theory: the theory should be motivated by analysis, by
music itself, as it was for Schenker. Schenker, after all, reached Free
Composition only by studying music for a lifetime; understanding that book
requires an understanding of Schenker’s earlier writings, which aren’teasy
either. To begin with the end is, to say, the least, a questionable way to
proceed.
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Whenmy approach worksasintended—itdoes for some studentsand
not for others—the student is led to discover the theory through hearing and
reflecting upon music. In this way theanalytical approachand the ear keep
pace with each other, while both improve. Only after a good deal of
analytical practice are theoretical generalizations stated in abstract form.
Once the level of theoretical abstraction is reached, the student has a much
deeper understanding of those abstractions than could have been gained by
having him or her read Free Composition or memorize a set of “rules.” After
that comes more analysis, and more, and more. It'snot nearly so tidy as the
Proctor-Rigginsmethod, butit’s exhilarating: many students find that what
they’re learning corresponds to what they’ve dimly perceived in music; the
gulf between the concepts “theory” and “music” disappears.

Myapproach (whichisadapted from Oster’s)is practically opposite to
that of Proctor and Riggins; they present an abstract theory into which
pieces are subsequently “plugged in.” Why should the student be inter-
ested in doing that? What s its value? For me, and I'hope for my students,
the object of studying and doing analysis is to understand masterpieces
better; the theory does not exist for its own sake. WhatI miss in their article
is any hint of why a student should make the effort to master this complex
theoretical apparatus—especially when he or sheis told not tocare whether
any particular analysis is more illuminating (and not just theoretically
better-formed) than any other! Musicians properly demand an aesthetic
“payoff” from analysis, not just the satisfaction of solving a puzzle in
musical notation. Analysisshould lead tobetter hearing, better performing,
and better thinking about music, not just to “correct” answers.

A side note. Like Oster’s teaching, mine is not graph-centered. My
students do no graphing for about the first half-semester; nor do I present
them with formal graphs during that time. When graphing begins, it is
presented as merely a means of communicating relationships already intu-
ited by the analyst (whether that is the student or me). I very much dislike
making a fetish of graphs. And I spend lots of class time—as much as
possible—debating the merits of alternate readings: not primarily their
conformance with the theory, though that is discussed where appropriate,
but theirrelative plausibility as models of the composition being analyzed.

Ibelieve—and this is really the point of my “Americanization”—that
my kind of Schenkerian pedagogy is in conflict with the American univer-
sity system as it is currently structured; the “objective” type of approach
represented by Proctor and Riggins is precisely the sort of thing the current
system tends to encourage. This situation is more than unfortunate;
students, professors, and ultimately the academy all lose by it. As hasbeen
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pointed out by someliterary critics, theory was the ticket by which criticism
entered the academy, but excessive reliance on theory has perverted criti-
cism. The same thing has happened to music analysis. The university
demands theory and disdains “metaphysical sensibilities”; Proctor and
Riggins are by no means alone in their prejudices. But to acquiesce in the
perversion of music for the sake of theory is shameful.

Sincerely yours,

William Rothstein
Professor of Music Theory
University of Michigan
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