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erhaps the first question is, Do we really need a journal on music his-
tory pedagogy?1 In considering this question, the first issue of a journal 
devoted to music history teaching provides an opportunity to reflect 

upon pedagogy’s history within American musicology, to consider the current 
trends in the scholarship of music history teaching, and to propose an agenda 
for the further development of pedagogy as an area of research and study. 

Musicology as practiced in the United States has traditionally not regarded 
teaching and pedagogy as scholarly pursuits worthy of professional considera-
tion. In his 1941 Introduction to Musicology, Glen Haydon lists pedagogy as an 
“auxiliary science” and devotes a chapter to “Musical Pedagogy,” by which he 
meant music education.2 Subsequently, most texts which have helped to frame 
or define musicology as a profession in the U.S. lack any reference to the idea 
that an important aspect of a musicologist’s job is to teach music history,3 
with the rare exception of Anne V. Hallmark’s “Teaching Music History in 

 
1. To borrow from the opening essay of The Musical Quarterly, “Perhaps the first ques-

tion is, Do we really need the word ‘musicology?’” Waldo S. Pratt, “On Behalf of Musicology,” 
The Musical Quarterly 1, no. 1 (January 1915): 1. 

2. “Musical pedagogy, or music education, concerns the processes through which musical 
knowledge, skill, and insight are acquired.” His chapter includes discussions of such diverse 
topics as psychology, counterpoint, and teacher training. Glen Haydon, Introduction to 
Musicology, The Prentice-Hall Music Series (New York: Prentice-Hall, 1941), 186–215. 

3. Among these texts may be cited Frank Ll. Harrison, Mantle Hood, and Claude V. 
Palisca, eds., Musicology, Humanistic Scholarship in America (Englewood Cliffs, NJ: 
Prentice-Hall, 1963); Barry S. Brook, Edward O. D. Downes, and Sherman van Solkema, eds., 
Perspectives in Musicology (New York: Norton, 1971); Joseph Kerman, Contemplating Music: 
Challenges to Musicology (Cambridge: Harvard University Press, 1985); Alastair Williams, 
Constructing Musicology (Aldershot, Hants and Burlington, VT: Ashgate, 2001); and Vincent 
Duckles, et al., “Musicology,” in Grove Music Online. Oxford Music Online, http://www. 
oxfordmusiconline.com/subscriber/article/grove/music/46710 (accessed February 12, 2010). 
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Different Environments,” in the collection Musicology in the 1980s: Methods, 
Goals, Opportunities.4 

Although teaching need not be a part of the work day for musicologists 
who are independent scholars or researchers holding grants, the simple fact is 
that most music historians will spend much of their professional lives teaching 
music history to others, most often in a college or university setting. Teaching 
is an activity that is central to the work of most musicologists, and, by exten-
sion, teaching is central to the work of musicology. Few beginning musicolo-
gists have an opportunity to study pedagogy in their graduate work, as the 
vast majority of PhD programs in musicology in the U.S. do not offer classes 
on pedagogy.5 The ability to succeed in a university position is increasingly 
dependent on good teaching in addition to a strong publication record. Musi-
cologists are often asked to teach courses outside of our fields of research in 
which we have little or no scholarly expertise. In the same way, teaching music 
history is also the duty of many musicians who do not have extensive training 
in music history, but who are assigned to teach courses on music history, 
music appreciation, popular music, or world music.  

While music historians currently enjoy a plethora of journals devoted to 
almost every taste and interest in scholarship, we have few outlets for reading 
research and reviews devoted to issues of teaching and pedagogy. Publications 
intended for teachers in primary and secondary schools, such as the Music 
Educators Journal, do not include articles applicable to college-level music 
history teaching. The College Music Symposium includes articles on all aspects 
of college-level pedagogy, but those devoted to music history teaching appear 
only sporadically. Individual journals on specific areas of musicology have 
sometimes published articles on the pedagogy of their area, such as Marcia J. 
Citron’s “Feminist Waves and Classical Music: Pedagogy, Performance, Re-
search” in Women and Music: A Journal of Gender and Culture (2004) or the 
issue devoted to pedagogy of the Journal of Popular Music Studies (2009), but 
these articles appear infrequently.  

In addition to the articles that have appeared in currently published jour-
nals, there is a growing interest in pedagogy as seen in published essay collec-

 
4. Anne V. Hallmark, “Teaching Music History in Different Environments” in Musicology 

in the 1980s: Methods, Goals, Opportunities, edited by D. Kern Holoman and Claude V. Palisca 
(New York: Da Capo Press, 1982), 131–44. 

5. In a recent survey of over 50 PhD-granting programs in musicology, of the 36 pro-
grams that responded only eight stated that their program had a pedagogy class. C. Matthew 
Balensuela, “Report of the AMS Pedagogy Study Group and DePauw University Musicology 
Pedagogy Survey,” presented to the AMS Pedagogy Study Group, Nashville, TN, November 8, 
2008. 
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tions such as Teaching Music History (edited by Mary Natvig)6 and Vitalizing 
Music History Teaching (edited by James Briscoe).7 There are also an increas-
ing number of conferences and workshops on music history teaching such as 
those organized by the College Music Society and the annual Teaching Music 
History Day sponsored by the Pedagogy Study Group of the American Mus-
icological Society. Musicologists are increasingly interested in scholarship on 
good teaching and the editors believe there is need in the discipline for a regu-
larly published journal of both original research and reviews of textbooks and 
teaching materials related to music history pedagogy. 

The Journal of Music History Pedagogy will be a forum in which teachers 
of music history of all levels (music appreciation, history survey, and graduate 
seminars) and disciplines (western, non-western, concert and popular musics) 
can find articles which will challenge and develop our own teaching philoso-
phies, explore methodologies for specific courses, and review appropriate 
teaching materials. The editors believe that good teaching can be discussed 
and studied with the same incisive thinking, scholarly rigor, and individual 
insight that are the basis of all sound scholarship in music. We hold no single 
viewpoint on what constitutes good music history teaching and seek to pro-
mote all types of scholarship on music history pedagogy that are well-
researched, objective, and challenging. We encourage communications from 
readers of the Journal and will devote extensive space to continuing discussion 
on articles in following issues as submissions warrant. The Journal is also 
receptive to proposals for special issues from readers, particularly if accompa-
nied by recommended contributors on the subject. 

The success of the Journal of Music History Pedagogy will rest on those 
who care about good teaching in music history, who will read the articles and 
reviews in it, and who will also contribute their own best work to it. The edi-
tors are committed to assist the growing interest in music history teaching in 
the pages of the Journal. 

 
6. Mary Natvig, ed., Teaching Music History (Aldershot, Hants and Burlington, VT: 

Ashgate, 2002). 
7. James Briscoe, ed., Vitalizing Music History Teaching, Monographs and Bibliographies 

in American Music 20 (Stuyvesant, NY: Pendragon Press, 2010). 
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odern theories of teaching and learning recommend that students 
actively participate in their own education. For the music history 
teacher this usually means some form of in-class discussion. Yet 

generating meaningful discussions can be problematic, and many instructors 
lament the difficulties they experience when attempting to instigate and sus-
tain discussions in their classes for music majors. Viewing the community in 
which these young musicians live and learn through the lens of ethnomusi-
cology helps to explain how music majors perceive their role in the classroom, 
which in turn sheds light on why they may or may not engage in classroom 
discourse. An awareness of the social and professional dynamics surrounding 
music majors can help instructors handle student responses in a way that pro-
motes engaging discussion in the music history classroom. 

 
Linguistic Models of Classroom Discussion 

 
Studies indicate that active, cognitive engagement, as opposed to passive 
reception, can increase the comprehension and retention of materials while 
promoting critical thinking and developing logical and rhetorical skills 
through social interaction.1 The verbal exchange of ideas between students, 
and between students and teachers, is one of the most common and effective 
ways for creating an interactive classroom experience. Certainly there are 
many additional ways to foster student participation in the music history 
classroom, such as brief in-class writing assignments, quizzes with immediate 

 
I am grateful to my colleague Christian Bernhard for his valuable comments and 

contributions to this essay. 
 
1. Charles C. Bonwell and Tracey E. Sutherland, “The Active Learning Continuum: 

Choosing Activities to Engage Students in the Classroom,” in Using Active Learning in College 
Classes: A Range of Options for Faculty, eds. Tracey E. Sutherland and Charles C. Bonwell (San 
Francisco: Jossey-Bass, 1996), 3–16; and Richard E. Mayer, “Should There be a Three-Strikes 
Rule Against Pure Discovery Learning?” American Psychologist 59, no. 1 (January 2004): 14–19.  
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assessment and feedback, or student presentations.2 Yet discussion remains 
one of the most widespread and viable collaborative activities, especially in the 
traditional mid-size to large lecture setting to which most music history teach-
ers are consigned. Not surprisingly, discussion, debate, and other such interac-
tive or participatory situations are often popular with students.3 Why then are 
there sometimes problems generating discussion?  

Understanding the basic linguistic structure of guided verbal exchanges 
between teachers and students is a useful first step when examining where and 
how such attempts may be failing. For example, the discursive model Jay 
Lemke titled triadic dialogue has proven to be a useful means of separating the 
mechanical parts of classroom discussion while exposing potential weaknesses 
behind each part.4 Triadic dialogue consists of three primary components: 
initiation, response, and evaluation (IRE) or follow-up (IRF). Generally speak-
ing, initiation consists of the teacher asking a question, and the response is the 
student’s answer. In the IRE model the third stage is an evaluation of the stu-
dent’s response and a correction if necessary; in IRF the student’s answer is 
followed by some action that expands upon the student’s response or moves 
into a new direction.  

Viewing student-teacher exchanges through such a basic framework allows 
instructors to examine and critique each part of a discussion on its own terms 
as well as how each step influences the others. The first part, initiation or ques-
tioning, sets the stage for the quality and duration of any subsequent ex-
change. Using Barbara Gross Davis’ terminology, there can be exploratory 

 
2. David G. Brown and Curtis W. Ellison, “What is Active Learning?” in The Seven 

Principles in Action: Improving Undergraduate Education, ed. Susan Rickey Hatfield (Bolton, 
MA: Anker, 1995), 39–54; and Peter J. Frederick, “Student Involvement: Active Learning in 
Large Classes,” in Teaching Large Classes Well, ed. Susan Rickey Hatfield (San Francisco: 
Jossey-Bass, 1987), 45–56. For a number of useful peer learning scenarios for the music 
history classroom, see J. Peter Burkholder, “Peer Learning in Music History Courses,” in 
Teaching Music History, ed. Mary Natvig (Aldershot, Hants and Burlington, VT: Ashgate, 
2002), 205–23; see also Martha Snead Holloway, “The Use of Cooperative Action Learning to 
Increase Music Appreciation Students’ Listening Skills,” College Music Symposium 44 (2004): 
83–93. 

3. Marsha Barber, “Reassessing Pedagogy in a Fast Forward Age,” The International Jour-
nal of Learning 13, no. 9 (2007): 143–50. 

4. Jay L. Lemke, Using Language in the Classroom (Oxford: Oxford University Press, 
1989). See also Gordon Wells, Dialogic Inquiry: Towards a Socicocultural Practice and Theory 
of Education (Cambridge: Cambridge University Press, 1999), 167–208; and Hossein Nassaji 
and Gordon Wells, “What’s the Use of ‘Triadic Dialogue’?: An Investigation of Teacher-
Student Interaction,” Applied Linguistics 21, no. 3 (September 2000): 376–406. The two 
models of triadic dialogue are examined in John M. Sinclair and Malcolm Coulthard, Towards 
an Analysis of Discourse: The English Used by Teachers and Pupils (London: Oxford University 
Press, 1975), and Hugh Mehan, Learning Lessons: Social Organization in the Classroom 
(Cambridge: Harvard University Press, 1979). 
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questions (dealing with factual information), hypothetical questions, 
summary questions, and more.5 Different types of questions will elicit differ-
ent types of answers that may or may not be conducive to subsequent discus-
sion, regardless of the quality or content of the student’s response. In this 
sense the IRE model using a factual question does not promote ongoing 
discussion, as the answer and subsequent evaluation (even if correct) can end 
a train of thought. 

In any class it is necessary that the correct type of question be asked when 
searching for certain types of responses.  This can be deceptively challenging 
for the music history teacher, as seemingly straightforward questions often 
contain levels of complexity not found when working in other disciplines. 
The inescapable aesthetic nature of musicological materials can require 
processing or clarification prior to answering what in some cases might seem a 
simple question.6 The ambiguity of musical content likewise complicates the 
discourse; a student in an English literature course has the comparative lucidity 
of the written text to fall back on, whereas the music major must often turn to 
the more indistinct score or recording when formulating a response.  

Even if a suitable question is presented (one that encourages a relatively 
easy answer worthy of follow-up) there is no guarantee that an answer will be 
offered, or that discussion will ensue. There are recommended techniques for 
encouraging students to offer their answers or opinions, such as waiting an 
appropriate amount of time, or repeating or rephrasing the question.7 Yet 
successfully soliciting answers from students depends on what follows their 
response as much as the question that preceded it. How students believe their 
answers will be received by the teacher and their peers is just as important as 
whether or not they believe that they have the correct or appropriate response. 
How a teacher responds to a student’s answer—including not only the choice 
of words (supportive vs. stifling), but even the body language, facial expres-
sions, and tone of voice—is critical to generating immediate discussion, let 

 
5. Barbara Gross Davis, Tools for Teaching (San Francisco: Jossey-Bass, 1993), 83-84. See 

also Thomas P. Kasulis, “Questioning,” in The Art and Craft of Teaching, ed. Margaret M. Gul-
lette (Cambridge: Harvard University Press, 1984), 38–48; and Lewis C. Goffe and Nancy H. 
Deane, “Questioning Our Questions,” College Composition and Communication 25, no. 4 
(October 1974): 284–91. 

6. James A. Davis, “Aesthetic Questions and Questions of Aesthetics in the Music History 
Classroom,” Journal of Aesthetic Education 35, no. 3 (Fall 2001): 87–94. 

7. There are numerous publications that offer basic advice to teachers for starting and 
maintaining discussion in the classroom, such as Joseph Lowman, Mastering the Techniques of 
Teaching (San Francisco: Jossey-Bass, 1995), Chapter 6; and Wilbert J. McKeachie and Marilla 
Svinicki, McKeachi’s Teaching Tips: Strategies, Research, and Theory for College and University 
Teachers (New York: Houghton Mifflin, 2006), Chapter 5. 



8    Journal of Music History Pedagogy 

alone ensuring that questions will be answered in later situations.8 In fact, if 
the later stages of triadic dialogue are not handled carefully, the process be-
comes teacher-centered as opposed to student-centered and can actually be 
inhibitive as opposed to inspiring. An interactive yet overly authoritative pres-
entation may successfully invite responses but then reject them when the 
answer is wrong without leaving room for dialogue.9 

Teachers need to be conscious of their behavior in relation to the students’ 
internal and external process of answering if they hope to generate discussion. 
For those facing a roomful of music majors, this should include evaluating 
whether the classroom environment is supportive and advantageous for musi-
cal dialogue. In addition, music history teachers need to be aware of the 
potentially complex nature of the answers solicited, or at least the complexities 
as perceived by the students. To appreciate the full scope of these issues re-
quires a better understanding of the social organization of the music history 
classroom, and by default, the world of the music major. 

 
The School of Music and Communal Identity 

 
Scholars of teaching and learning have spoken of the benefits that come from 
creating a community of learners within the classroom.10 Such an environ-
ment endorses learning as constructed through cooperative and interactive 
situations where the students’ previous knowledge and experiences are brought 
 

8. “[F]indings suggest a strong relationship between participation and the following 
teaching techniques: praise, asking questions, probing for elaboration of student 
contributions, accepting answers, repeating answers, using student names, and correcting 
wrong answers.” Claudia E. Nunn, “Discussion in the College Classroom: Triangulating 
Observational and Survey Results,” The Journal of Higher Education 67, no. 3 (May 1996): 
259. 

9. Christine Chin, “Classroom Interaction in Science: Teacher Questioning and Feedback 
to Students’ Responses,” International Journal of Science Education 28, no. 11 (September 
2006): 1315–46. See also the discussion of teacher “interventions” in Eduardo Mortimer and 
Phil Scott, “Analysing Discourse in the Science Classroom,” in Improving Science Education: 
The Contribution of Research, eds. Robin Millar, et al. (Buckingham: Open University Press, 
2000), 131–33. 

10. Ann L. Brown and Joseph C. Campione, “Interactive Learning Environments and the 
Teaching of Science and Mathematics,” in Toward a Scientific Practice of Science Education, 
eds. Marjorie Gardner, et al. (Hillsdale, NJ: Erlbaum, 1990), 111–39; Ann L. Brown and 
Joseph Campione, “Guided Discovery in a Community of Learners,” in Classroom Lessons: 
Integrating Cognitive Theory and Classroom Practice, ed. Kate McGilly (Cambridge: MIT 
Press, 1994), 229–70. See also Miriam Gamoran Sherin, Edith Prentice Mendez, and David A. 
Louis, “A Discipline Apart: the Challenges of ‘Fostering a Community of Learners’ in a 
Mathematics Classroom,” Journal of Curriculum Studies 36, no. 2 (2004): 207–32; and Lee S. 
Shulman, “Communities of Learners and Communities of Teachers,” in The Wisdom of 
Practice: Essays on Teaching, Learning, and Learning to Teach, ed. Suzanne M. Wilson (San 
Francisco: Jossey-Bass, 2004), 485–500. 
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into play. A supportive community of learners can show students how their 
beliefs fit within their immediate social structure, increasing their respect for 
the diversity of opinions held by their peers. As the name implies, the 
community of learners not only pushes the concept of the student as an active 
participant in their own education, it implies a measure of equality, 
cooperation, and collegiality in the classroom. The notion of a community of 
learners in higher education is multilayered. While the immediate application 
is within the classroom, most colleges and universities would like to see the 
entire institution functioning as a community of learners, involving faculty 
members as well as students, and ranging beyond the walls of the classroom.  

Considering the music history classroom as a conventional community of 
learners can be beneficial to some degree, yet such an approach also raises 
issues not found in other teaching situations. Music majors can be part of a 
classroom community, and they are of course members of the larger commu-
nity of learners at the school where they are enrolled. In addition to these 
traditional communities, however, music majors are part of another commu-
nity, one that predates—and for many of them outranks—their membership 
in any other group. Music majors see themselves, and are encouraged to see 
themselves, as musicians first and foremost. The imagined community of 
musicians has unique social guidelines and expectations, and these defining 
characteristics can have a direct impact on the learning experience. For this 
reason the social environment in which music majors live and learn is particu-
larly important to music history teachers. 

Bruno Nettl’s ethnographic study Heartland Excursions provides valuable 
insights into the social organization of a school of music. Examining the 
school of music as “a religious system or a social system,” Nettl shows how this 
“society of musicians” maintains rituals and beliefs that promote a distinct 
community.11 There are classes of members within this community, including 
students, teachers, and administrators, with subordinate classes segregated by 
activity (applied vs. academic studies), performing medium (singers vs. instru-
mentalists), or even stylistic preference. Nettl’s summary of this unique social 
structure is worth quoting in full: 

 
The complex, and perhaps Byzantine, social and sociomusical organization of music 
schools results from a combination of factors; the transfer of the industrial model of 
corporations and markets to an educational environment; the role of music in 
Western and particularly American society, again transferred to the academic 
framework; the symbolic roles of various instruments, of singing and conducting 
and their relationship to the roles of various groups in society; the hegemony of large 
musical ensembles as musical metaphors of large, successful organizations in which 
each member plays a specialized part; the imposition of the taxonomy of races and 

 
11. Bruno Nettl, Heartland Excursions: Ethnomusicological Reflections on Schools of Music 

(Champaign: University of Illinois Press, 1995), 5.  
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genders on the musical and educational scene; the concept of talent and its 
presumption from a musician’s association with others, living or dead; the concept 
of genius, associated with a pantheon of composers no longer living; and the 
willingness of musicians in art music society to play with relationships reminiscent 
of political and social processes that might not be readily accepted in other domains 
of the culture of modern real-life America.12 
 

So many distinctive social conditions create an exclusive environment that 
shapes how music majors view themselves, their colleagues, and their educa-
tion. There is probably no other discipline on a college campus that both con-
sciously and unconsciously fosters this kind of social cohesion between majors 
with a consequential segregation from other majors on campus. The means 
and motivations behind this socialization impact the behavior of music stu-
dents in the classroom, and music history teachers need to consider this envi-
ronment if they hope to establish open and productive discussions.13  

Central to a music major’s communal identity is musicianship. Whereas 
other fields take discipline-specific ability as a goal of the educational process, 
the music major is expected to possess certain skills and abilities before enter-
ing the curriculum. It is assumed they possess musical talent, and this talent is 
what establishes their membership in the society of musicians.14 This is 
significantly different from other students on campus. Music majors are not 
just members of a group that has been formed to learn something new; they 
have come together to expand their knowledge and abilities with other mem-
bers of a preexisting group. Musical aptitude binds this group and is the defin-
ing characteristic of its members. Any perceived assault on their appearance as 
musicians is a threat to both their personal and communal identities.  

 
12. Nettl, Heartland Excursions, 80–81. While this essay focuses on one effect of this 

socialization, it would be useful to examine each of these characteristics to see how they 
impact the music history classroom. See also the useful distinction between “identities in 
music” and “music in identities” found in David J. Hargreaves, Dorothy Miell, and Raymond 
A. R. MacDonald, “What Are Musical Identities, and Why Are They Important?” in Raymond 
A. R. MacDonald, Dorothy Miell, and David J. Hargreaves, Musical Identities (Oxford: Oxford 
University Press, 2002), 2, 12–15. 

13. Subcultural values and norms influence a willingness to participate in a discussion as 
well as the directions a discussion can take; see Stanley E. Jones, Dean C. Barnlund, and 
Franklyn Saul Haiman, The Dynamics of Discussion: Communication in Small Groups (New 
York: Harper and Row, 1980), 92–113. See also the discussion of “perceived personal control” 
in Raymond P. Perry, “Perceived Control in College Students: Implications for Instruction in 
Higher Education,” in Effective Teaching in Higher Education: Research and Practice, eds. 
Raymond P. Perry and John C. Smart, (New York: Agathon Press, 1997), 11–60. 

14. This parallels the culture of talent that Henry Kingsbury discussed in Music, Talent, 
and Performance: A Conservatory Cultural System (Philadelphia: Temple University Press, 
1988), 59–84. See also Susan A. O’Neill, “The Self-Identity of Young Musicians,” in 
MacDonald, et. al., Musical Identities, 79-96. 
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Being a music major is a way of life, a blending of learning and doing, of 
art and craft, of vocation and avocation.15 Not only is there an expectation 
that music students function within their roles as members of a school (as 
“college students”), they are also expected to perform as neophyte or appren-
tice musicians. This skill- or talent-based identity merges characteristics of 
both a professional and educational community. Each member of the organi-
zation has a job with specific responsibilities, and the entire group is working 
towards a specific goal. Successful participation in this organization is a means 
of reifying membership in the group, whereas failure to perform could mean 
banishment from the group.16 Community membership is a complicated and 
perpetually evolving state for music majors. They must satisfy the demands of 
their curriculum in their role as student; they are working within the adoles-
cent social realm of their peers, with all the complications that can entail; and 
they are continually proving their right to be members of the community of 
musicians. Put together, these factors go along way towards explaining why 
discussion in the music history classroom can wax and wane. 

Before offering an answer to a teacher’s question or joining in an emerg-
ing debate, any student will be extremely self-conscious of how they are per-
ceived by their peers. Being wrong, or revealing ignorance, is an intimidating 
experience. While this is true of most teaching situations, the problem is 
exacerbated in the music history classroom. For the music major it goes far 
beyond appearing stupid in front of your peers. Making a mistake when reply-
ing to a music-based question could indicate a lack of musicianship, the key to 
a student’s membership in the exclusive clique of the music school. This hazard 
is amplified by the potentially incestuous environment in which music majors 
live and work. No other facility on campus can boast of so much activity for 
so many hours a day as the music building. Students all but live in the practice 
rooms, rehearsal halls, and classrooms, where the same small corps of 
classmates surrounds them both socially and academically. Music majors will 
see the same people in their theory and history classes, ensemble rehearsals, 
even during breaks between classes. This environmental intimacy is quite 
different from what the average liberal arts major experiences, where less time 
is spent in one location or with those in their major. Moreover, music faculty 
members are part of this concentrated network, and it is likely that most 

 
15. Estelle R. Jorgensen, The Art of Teaching Music (Bloomington: Indiana University 

Press, 2008), 95–9, 103–6. 
16. Robert Weaver and Jiang Qi, “Classroom Organization and Participation: College 

Students’ Perceptions,” The Journal of Higher Education 76, no. 5 (September-October 2005): 
570–601. In this sense the school of music is more akin to a “community of practice”—a form 
of social learning that emphasizes shared goals—than a community of learners; see Jean Lave 
and Etienne Wenger, Situated Learning: Legitimate Peripheral Participation (Cambridge: Cam-
bridge University Press, 1991). 
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music students know and converse with more of their faculty members than 
majors in other liberal arts degrees. As a result, a “wrong answer” for the music 
major is not something that will evaporate at the end of the class period. A 
poor performance in the classroom, just like a poor performance on stage, is 
something students will carry with them through the day (if not longer), with 
the potential to impact their interpersonal relations with both students and 
faculty members. 

In addition, classroom discussion can be seen as challenging (or even 
threatening) to the music major due to the intrinsically personal nature of the 
subject under study and the often unavoidable aesthetic evaluation that such 
answers demand. While many topics placed before students in the history 
classroom have technical aspects that can be handled objectively, the study of 
music most always includes some aesthetic component. In this way the study 
of music falls somewhere between learning an art and a craft. An interactive 
setting could be especially beneficial for this reason, as the aesthetic side can 
provide an ideal point of departure for discussion. Yet at the same time the 
subjective nature of the topic may cause students to hesitate.17 Offering aes-
thetic responses or justification reveals a personal value that risks further expo-
sure in front of one’s peers. Commenting on a piece of music is commenting 
on yourself through your tastes; a music major describing a piece of music is 
exposing him- or herself personally and professionally. A similar situation can 
be found in the English classroom, where students can bond emotionally with 
what they are reading, requiring some delicacy on the part of the teacher when 
framing any questions so as not to be taken as judgmental or discourteous by 
the student. For example, Mark Gellis discusses the “Master Questions” ap-
proach he uses in his English classes. Useful for either written assignments or 
in-class discussion, he addresses technical questions of plot, style, genre, as well 
as more interpretive questions of rhetoric, race, gender, culture, and morality, 
all the while recognizing the student’s “ownership” of the text.18 While 
musicologists can learn much from their colleagues across campus in these 
situations, such approaches require modification to suit the comparative ambi-
guity of the material under study along with the music major’s professional 
dedication to the subject. 

 
17. It is worth recalling Joseph Kerman’s observation that we are all engaged in criticism 

despite any claims of objectivity; Contemplating Music: Challenges to Musicology (Cambridge: 
Harvard University Press, 1986). 

18. Mark Gellis, “Master Questions and the Teaching of Literature,” in Inquiry and the 
Literary Text: Constructing Discussions in the English Classroom, ed. James Holden and John S. 
Schmit (Urbana: National Council of Teachers of English, 2002), 15–35. For an interesting 
tactic from the history classroom see David Frye, “An Alternative Approach to the Discussion 
Class,” The History Teacher 27, no. 2 (February 1994): 167–75. 
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For all of these reasons, responding to student comments in music history 
classes can require a measure of diplomacy not needed in other classes. For 
example, a common technique for encouraging discussion is to follow a stu-
dent’s answer with a question. In the music history lecture this could backfire; 
if the student is personally, professionally, or aesthetically invested in their 
answer, then they might hear the teacher as disputing their answer as opposed 
to accepting and building upon their answer. The teacher may inadvertently 
cause the student to feel dismissed rather than challenged, which could lead 
this student (and those listening) to stop speaking in class. 

 
Class Discussion in the School of Music Community 

 
Failing to provide a supportive response to students’ comments can create an 
environment in which students no longer feel personally or socially comfort-
able, which in turn diminishes their willingness to join in discussion and de-
rive the full benefits from the educational experience.19 Various scholars of 
teaching and learning have proposed methodologies or mindsets that can help 
instructors create and maintain an atmosphere favorable to student participa-
tion. Estelle Jorgensen noted that there are two “interconnected principles,” 
justice and mercy, that underlie her approach to evaluating student perform-
ance: “justice necessitates dispassionately and carefully weighing and apprais-
ing the evidence; mercy requires kindness in remembering how hard-won are 
human accomplishments and how difficult are the circumstances in which 
people must sometimes labor.”20 In a similar vein Kevin J. Porter drew from 
philosopher Donald Davidson for the role of charity in teacher-student 
interactions. For this framework Porter suggested a pedagogy of charity 
(“which assumes that students are rational beings with mostly true and coher-
ent beliefs”) as opposed to a pedagogy of severity (“Shutting down of dialogic 
possibilities, assigning labels and making corrections instead of asking ques-
tions and searching for new answers…”).21 Both of these methods advocate 
giving students the benefit of the doubt by respecting the background each 
student brings to class, acknowledging the effort it took to get where they are, 
then rewarding attempts to contribute. A similar approach can help music 

 
19. Holly E. Long and Jeffrey T. Coldren, “Interpersonal Influences in Large Lecture-

Based Classes: A Socioinstructional Perspective,” College Teaching 54, no. 2 (2006): 237–43; 
and Lisa Tsui, “Fostering Critical Thinking through Effective Pedagogy: Evidence from Four 
Institutional Case Studies,” The Journal of Higher Education 73, no. 6 (November-December 
2002): 740–63.  

20. Jorgensen, Art of Teaching, 63. 
21. Kevin J. Porter, “A Pedagogy of Charity: Donald Davidson and the Student-Negoti-

ated Composition Classroom,” College Composition and Communication 52, no. 4 (June 
2001): 576. 
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history teachers to respect the diverse musical backgrounds found in their 
classrooms while recognizing the professional and communal pressure that 
music majors face. Such an approach can make young musicians feel safer; 
even if a student offers an answer that must be treated as incorrect, the right 
presentation can still promote a dialogic standard by separating the answer 
from the answerer. A carefully handled response makes it clear that the person 
answering is not diminished even though their answer may be misguided, and 
also that their musicianship is not being called into doubt. 

There are other discipline-specific issues that can influence how answers are 
handled in the music history classroom. Most young musicians have been 
studying their instruments or voices for some time prior to entering college. 
Through years of private lessons and ensemble rehearsals they have evolved 
distinctive learning styles that can impact the nature of discourse in the class-
room. For example, music students tend towards perfectionism more than 
their colleagues in other disciplines. So many young performers have been 
drilled into believing that they must put the right notes in the right place to 
be good musicians. This attitude can carry over to a history lecture, where 
students now assume that there is only one right answer and that a guess or an 
opinion is not valuable.  

A room full of music majors is also unique for the differences they mani-
fest as well as the similarities they share. While any class will have students of 
diverse backgrounds and learning styles, a room full of music majors also has 
specialized experiences, vocabularies, concepts, personalities, and motivations, 
even though they theoretically operate within the same discipline. As Nettl 
showed, differences can be based on instrument of choice, musical style pre-
ferred, career track, and more. A brass player with marching band experience 
will have a different perspective on the nature of performance compared to a 
string player who never had to perform outside in subzero weather. A jazz 
pianist and a concert pianist may have significantly different concepts as to 
what “practicing” or “rehearsing” entail. In cases such as this, the difference of 
perspective might subtly influence the way a question is heard or how an an-
swer might be framed. Modes of discourse are central to community iden-
tity.22 While musicians share many basic terms and vocabularies, there are 
unique concepts, experiences, and perspectives that separate instrumentalists 
from vocalists, music education majors from composition majors, or jazz play-
ers from orchestral performers. A question given to a performance major (who 
specializes in vocal jazz) and a music education major (who plays cello) may 
elicit the same basic answer even though the formulation of that answer may 
sound strikingly different. 

 
22. James Paul Gee, Social Linguistics and Literacies: Ideology in Discourses (London: 

Taylor and Francis, 1996). 
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History teachers would do well to consider this multiplicity of perspectives 
among music majors when seeking ways to provide a better forum for discus-
sion.23 Any particular idiosyncrasies inherent in young musicians may stifle 
discussion in certain situations. A trumpet player may have an answer to a 
question about opera, but feel that a vocalist knows more about such things 
and is therefore better suited to answer. In situations where conversation lags, 
it may be that many music majors don’t lack for an answer; they may simply 
believe that they do not have the best answer when compared to their peers 
from other sub-disciplines. In the competitive environment of a music depart-
ment, being close is not the same as being right, and such an attitude may be 
enough to hinder student expression. Clarifying the non-technical or observa-
tory nature of certain questions, and stressing the usefulness of comments 
from outside of a particular musical orientation, may be necessary to break 
this mindset. In addition, instructors need to remember that they also have 
certain biases due to their particular musical backgrounds. Musicologists are a 
product of the same environment in which their students are working, and it 
may be that they are unwittingly phrasing their questions or hearing student 
answers through the filter of their own musical experiences.24 

 
Conclusion 

 
There are many factors to consider when instigating discussion in a classroom. 
Questions should be chosen that promote continuation as opposed to closure; 
answers should be handled respectfully and considered carefully; and a follow-
up question or comment should take from the previous exchange and move 
forward in an unambiguous and logical progression. When working with 
music majors in the history classroom, there are additional factors to be con-
sidered. The social and professional dynamics at work in the school of music 
require that special thought be given to fielding answers by majors. When 
discussion is not forthcoming, music history teachers should remember the 
unique apprehension their students may be experiencing. Music majors see 
themselves as musicians first. Offering an incorrect or misguided response 
could draw their musicianship into doubt, something that could undermine 
 

23. Colleen M. Conway and Thomas M. Hodgman, Teaching Music in Higher Education 
(New York: Oxford University Press, 2009), Chapter 3; and Jane W. Davidson, “The Solo Per-
former’s Identity,” in MacDonald, et. al., Musical Identities, 97–113. See also the essays by 
Eunmi Shim and Melinda Russell in Community of Music: An Ethnographic Seminar in 
Champaign-Urbana, ed. Tamara Elena Livingston-Isenhour, et al. (Champaign, IL: Elephant 
and Cat, 1993), 107–19, 159–74. 

24. A provocative consideration of some external influences on teacher performance can 
be found in Gary Spruce, “Music Assessment and the Hegemony of Musical Heritage,” in 
Issues in Music Teaching, eds. Chris Philpott and Charles Plummeridge (London: Routledge, 
2001), 118–30. 
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their membership in the community of musicians that is so critical to their 
identity. For the music major, it may seem better to remain silent than to risk 
being ostracized from their peers. To overcome this, teachers must show, in 
both their choice of words and their demeanor, that it is safe for students to 
answer and that musical opinions are valued in addition to “correct” answers. 
In addition, instructors should be aware of the subtle diversity found within 
their specialized students and be willing to accept and make us of different 
experiential perspectives.  

The same can be said of the sensitive nature of aesthetic responses that 
dominate the music history classroom. Care should be taken to ensure that 
students do not feel judged when offering an aesthetic response and that their 
musical tastes can be investigated without threatening their musicianship. 
Instructors need to be sensitive to the aesthetic nature of their questions and 
the students’ answers, and clarify the distinction between being right and 
wrong versus offering a subjective opinion. At the same time teachers must be 
aware of their own musical backgrounds to be sure that they are not biasing 
any discussion with their own personal history.  

It should be added that the concerns mentioned here are not something 
that need to dominate a teacher’s thoughts for the duration of the course. Such 
a pedagogical approach functions well within the notion of instructional scaf-
folding, wherein prototypical materials or interpersonal support is given to 
students when first learning new skills or concepts. Students learn from mod-
eling themselves on the expertise presented; these supports are gradually re-
moved as students gain experience and confidence, eventually continuing the 
process on their own.25 Classroom discussion is like the proverbial snowball 
rolling downhill in that once a pattern of discourse is established it tends to 
become self-sustaining. It only takes a few successful exchanges before a dis-
cussion is underway and the teacher can step back to assume the role of mod-
erator. After a few classes with successful discussion the students become com-
fortable, even expectant, of such interactions and instructors may not need to 
be overly concerned about these issues. If anything, the teacher may need to 
transfer their focus to the students’ choice of questions, and how students 
handle each other’s answers. At that point the teacher will have achieved a true 
community of learners, where all participants are refining their ideas and 
broadening their horizons through respectful, productive communication. 

 

 
25. For one discussion of instructional scaffolding, see Bruce Sherin, Brian J. Reiser, and 

Daniel Edelson, “Scaffolding Analysis: Extending the Scaffolding Metaphor to Learning Arti-
facts,” Journal of the Learning Sciences 13, no. 3 (2004): 387–421. 
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Toward Jazz’s “Official” History: The Debates and 
Discourses of Jazz History Textbooks 
 
KENNETH E. PROUTY  
 
 
 

he emergence of the “new jazz studies” over the last decade has seen an 
increasingly pointed critique of the historiography of the music, and of 
the construction of a canonical history of jazz in particular. While the 

“new jazz studies” does not have a definitive starting point, many attribute it 
to the emergence of Krin Gabbard’s 1995 Jazz Among the Discourses, which in 
the words of one reviewer, represented a “compelling critique of the 
modernist [jazz] canon.”1 Indeed, Gabbard himself lays out such a critique 
early in his introduction to the volume, arguing that the blame for the “jazz 
canon” lies with a desire to legitimize jazz by classicizing it: 

 
All jazz writers are richly aware of the various strains of prejudice that place classical 
music in a loftier position in the cultural hierarchy. A great deal of jazz writing 
implicitly or explicitly expresses the demand that jazz musicians be given the same 
legitimacy as practitioners of the canonical arts.2 
 

Yet for all the hand wringing about the canonical nature of jazz’s conventional 
history, there is very little discussion within “new jazz studies” about the 
teaching of jazz history, aside from the obvious implication that it has followed 
a largely canonical trajectory. While numerous studies point to the flaws in 
the canonical approach to jazz, seldom do the same authors advance a strategy 
for not using it. Anti-canonical arguments generally tend to point to what is 
missing from the canon—a certain artist, an underrepresented group, a par-
ticular sub-style—rather than how to exist without it. 

 
This article is adapted from an expanded discussion of jazz historiography and 

community in my forthcoming book, Knowing Jazz: Community, Pedagogy and Canon in the 
Information Age, from the University Press of Mississippi. I am grateful to Molly Ryan for her 
editorial assistance. 

 
1.  Ingrid Monson, “Review,” American Music 15, no. 1 (Spring 1997): 110. 
2. Krin Gabbard, “Introduction: The Canon and Its Consequences,” in Jazz Among the 

Discourses, ed. Krin Gabbard (Durham: Duke University Press, 1995), 2. 
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In contrast to the mostly non-musicological bent of the practitioners of 
“new jazz studies” in Gabbard’s book,3 musicologist Scott DeVeaux’s influen-
tial essay “Constructing the Jazz Tradition” links the problems of jazz canon 
more directly to the conventions of academic history courses and their related 
publications. While references to the conventional academic “jazz studies”4 in 
Gabbard’s edition are generally oblique,5 DeVeaux tackles the issue more 
directly: 

 
 To judge from textbooks aimed at the college market, something like an official 
history of jazz has taken hold in recent years…. from textbook to textbook, there is 
substantive agreement on the defining features of each style, the pantheon of great 
innovators, and the canon of recorded masterpieces.6  
 

DeVeaux himself does not critique specific textbooks directly, advancing in-
stead a broad critique of jazz historiography and its canonical tendencies.7 Yet 
textbooks are, as DeVeaux suggests, where the canonical narratives of jazz are 
on full display, and where they exert a great deal of influence on students and 
teachers of jazz history. In this essay I will discuss some of the main trends 
and debates surrounding the emergence of jazz history texts, in particular 

 
3. The late Mark Tucker, himself a musicologically trained jazz scholar, picked up on this 

point in his review of this work, as well as Gabbard’s companion edition Representing Jazz, 
lamenting the lack of inclusion of musicological perspectives (save for Robert Walser’s essay 
on Miles Davis in the former). Tucker may himself have popularized the term “new jazz 
studies” in his essay, comparing it (though not entirely favorably) to the “new musicology” of 
the early 1990s. See Mark Tucker, “Review,” Journal of the American Musicological Society 51, 
no. 1 (Spring 1998): 131–48. 

4. The term “jazz studies” was, and still is to a large degree, used in American academia 
to refer specifically to academic jazz performance programs in colleges and universities. 
When and where the first such use of the term occurred is not clear, but it was in common 
usage by the mid 1970s, as evidence to Walter Barr’s dissertation, “The Jazz Studies 
Curriculum,” (PhD diss., Arizona State University, 1974), a study that proved very influential 
on the establishment of NASM standards in the area. Most current music schools, when they 
offer jazz majors, confer music degrees in “jazz studies.” Occasionally, such majors might be 
named as “jazz and contemporary music” or some similar designation, but the term “jazz 
studies” is still the preferred title for such programs.  

5. In fact, Gabbard’s frequent use of this term to refer to an emerging interdisciplinary 
challenge to the jazz canon is confusing in light of its accepted use in academia. Gabbard 
makes no mention of the fact that the term was, in effect, already “claimed” to refer to jazz 
performance programs, and his few scattered references to such programs cloud the issue 
even more. 

6. Scott DeVeaux, “Constructing the Jazz Tradition: Jazz Historiography,” Black American 
Literature Forum 25, no. 3 (Autumn 1991): 525. 

7. Despite this, it is not all that difficult to extrapolate that DeVeaux is referring mainly to 
Frank Tirro’s Jazz: A History (New York: W. W. Norton, 1977) and Mark Gridley, Jazz Styles: 
History and Analysis (Englewood Cliffs, NJ: Prentice Hall, 1978), which were, by 1991, firmly 
established textbooks among teachers of jazz history. 
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those intended for the “college market” (as opposed to general trade books or 
scholarly monographs). I suggest that while DeVeaux’s argument is essentially 
correct, the specific nature of such published works reveals a dialectic of at-
tachment to and discomfort with the jazz canon that speaks to the larger is-
sues of how jazz history is taught, or should be taught, in an academic setting. 
Authors of textbooks must negotiate their relationships to the canon, ac-
knowledging both its flaws and its importance in establishing a framework for 
the teaching of history. The emergence of a literature devoted to the teaching 
of jazz history since the late 1970s must be contextualized both within the 
hegemony of canonical, classically-based approaches to history in musical 
academia, and the sustained critique of such perspectives in contemporary 
jazz scholarship. 
 
Setting the Stage: Marshall Stearns, Paul Tanner and  
the Teaching of the Jazz Canon 
 
Marshall Stearns’s The Story of Jazz 8 was arguably the first attempt to create a 
unified, coherent jazz narrative that tied together the different stylistic trends 
which had emerged to that point (the mid 1950s). That Stearns took great 
pains to avoid coming down on any particular side of the fierce critical wars 
of the 1940s is evident. The result was what John Gennari has labeled a 
“liberal consensus view” of jazz’s development,9 a stylistic and critical big tent 
in which all movements in jazz could be easily explained in relation to each 
other. Departing from the polemical approaches of Rudi Blesh, Sidney Finkel-
stein, and others,10 Stearns’s jazz history advanced a common cause of jazz, 
one that was becoming increasingly vital in the face of a new, rising threat—rock 
and roll.  

For Stearns, the legitimating value of jazz lay in this broad developmental 
course which paralleled that of the western canon. Like classical music, jazz 
history was one that could be traced through a logical progression of stylistic 
development; this was why jazz had to be taken seriously. Jazz was said to 
exist, and must be understood, as a fully formed art with its own path. 
Perhaps that is Stearns’s greatest legacy as an historian, the portrayal of jazz as 
an art form whose legitimacy is confirmed by the similarity of its trajectory 

 
8. Marshall Stearns, The Story of Jazz (Oxford and New York: Oxford University Press, 

1956). 
9. John Gennari, Blowing Hot and Cool: Jazz and its Critics (Chicago: University of 

Chicago Press, 2006), 152. 
10. See Rudi Blesh, Shining Trumpets: A History of Jazz (New York: Knopf, 1946); Sidney 

Finkelstein, Jazz: A Peoples’ Music (New York: Citadel Press, 1948). Though Blesh completely 
ignores contemporary developments (intentionally so), his book is among the first to use the 
term “history of jazz” so explicitly. 
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with those of other established art forms. It is this broad view of jazz that has 
shaped the core of legitimating arguments about jazz nearly since its 
inception, positioning jazz as “America’s Classical Music.” Stearns merely 
formalized it and gave it academic grounding. Ironically, his identity as a non-
music scholar may have given more credence to this idea; if a Yale educated 
scholar of Chaucer could find artistic value in jazz, then maybe it really did 
have value. In the same way that early jazz educators created methods of 
instruction that “spoke the language” of musical academia, so did Stearns 
“speak the language” of historical canon, and his ability to apply it to jazz is 
his most important legacy. 

That Stearns’s work provided a foundation for modern jazz historiography 
is clear; general history texts written since The Story of Jazz track remarkably 
close to his narrative. What is less apparent is the degree to which his work is 
based in earlier scholarship. Gennari argues that Stearns was notable for his 
refusing to take sides in the critical debates that characterized jazz in the 
previous decade.11 But that does not mean that he did not draw upon 
arguments that were made in these critical discourses. As a developing scholar 
at Yale, Stearns was influenced by figures in a number of fields, establishing 
what is best described as an interdisciplinary approach to jazz history. As 
William Kenney notes, Stearns “consulted with” a number of academics 
during his graduate years at Yale, gaining some expertise in anthropology, 
sociology and musicology from faculty members in different areas.12 And with 
this eclectic approach, not dogmatically tied to musicology, criticism or his 
own chosen academic career in English, Stearns was able to pull together 
numerous perspectives to form a consensus narrative. In his discussion of 
African influences, Stearns echoes much the work of Blesh and his revivalist 
peers, though without the primitivist trappings.13 But modern developments 
also form part of his story. The core narrative that links older and newer 
approaches to the music tracks remarkably close to that of Barry Ulanov’s 
1952 History of Jazz in America,14 with perhaps less emphasis on modern 
developments, but generally covering the same territory. In short, Stearns 
does not reinvent the wheel—he just makes it spin better. By advocating for an 
inclusive view of jazz, Stearns may be arguing that jazz, in facing an increas-
ingly bleak commercial future with the rise of rock and roll, cannot afford the 
kinds of divisive debates that took place in the 1940s. Of course, such debates 
would emerge again with the development an experimental, avant-garde 

 
11. Gennari, Blowing Hot and Cool, 152. 
12. William Kenney, Recorded Music in American Life: The Phonograph and Popular 

Memory, 1890–1945 (Oxford and New York: Oxford University Press, 2003), 16. 
13. For a more detailed discussion of primitivism in early jazz criticism, see Ted Gioia, 

“Jazz and the Primitivist Myth,” The Musical Quarterly 73, no. 1 (1989): 130–43. 
14. Barry Ulanov, A History of Jazz in America (New York: Viking Press, 1952). 
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approach to jazz at nearly the same time The Story of Jazz was hitting the 
bookshelf. 

Though Stearns was himself a pioneer in the teaching of college-level jazz 
history, creating a renowned series of courses at NYU and the New School, his 
text does not seem to be specifically intended to be used in a classroom set-
ting. If anything, it would seem that the opposite was true; Stearns’s text 
flowed from his classroom experiences.15 Paul Tanner, a jazz trombonist with 
Glenn Miller and later professor at UCLA, would produce (along with 
Maurice Gerow) A Study of Jazz in 1964,16 what could be rightly seen as the 
first textbook produced specifically for a collegiate classroom audience. 
Tanner’s jazz history classes at UCLA were the stuff of legend since their 
inception in 1958, a staple on campus for many years that regularly drew 
hundreds of students per session. The narrative of Tanner and Gerow’s text 
follows that of Stearns very closely, breaking up the subject into similar style-
defined sections (though Tanner and Gerow give more extensive coverage to 
later developments, as might be expected). Speaking directly to the use of 
Stearns’s book as a classroom tool, Tanner writes: 

 
The Stearns book was more popular before there were others on the market. The 
consensus of opinion is that Stearns did excellent research, especially in the prejazz 
area, although he did lack understanding of more modern idioms. 17 
 

Stearns’s untimely death in 1966 precluded any further revision to the narra-
tive to include or expand on these more modern idioms, thus limiting its 
applicability as a classroom text for future generations of students and teach-
ers. Tanner’s book thus serves as an important step in the move from jazz 
history as a critical and scholarly pursuit into one where applicability for 
pedagogy is of prime concern. With the canon more or less established by the 

 
15. Syllabi for Stearns’s lectures are widely available, and demonstrate an organizational 

scheme that is remarkably similar to many conventional jazz history syllabi today. For one 
example, see Marshall Stearns, “Jazz in the Classroom,” in Keeping Time: Readings in Jazz His-
tory, ed. Robert Walser (Oxford and New York: Oxford University Press, 1998), 195–98. 

16. Paul Tanner and Maurice Gerow, A Study in Jazz (Dubuque, IA: W. C. Browne, 1964). 
17. Paul Tanner, “Jazz Goes to College” Music Educators Journal 57, no. 7 (March 1971): 

106. Tanner notes in this essay that five texts seemed to dominate the market at the time, 
those by Stearns, Schuller (Early Jazz: Its Roots and Early Development), Andre Hodier (Jazz: 
Its Evolution and Essence), Joachim Berendt (Jazz Book), and his own text with Gerow. Two 
observations are in order regarding this passage. First, Tanner provides no specific 
documentation for this assertion, nor explanation of any sample or survey size. It may well 
have been an informal poll of colleagues. Second, he points out flaws in each of these texts, 
including, remarkably, his own (noting that the included musical examples might “frighten” 
some people—he is not clear as to whether he refers to students or teachers).  
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1970s, writers of general jazz histories could now begin to interpret it for use 
in the classroom.18  
 
The Battle Over Textbooks: Frank Tirro and the “Jazz Grout” 
 
Following on the heels of these works, the introduction of newly minted texts 
in the late 1970s would profoundly affect jazz’s historiographic discourse. The 
introduction of Frank Tirro’s Jazz: A History19 was no insignificant event in 
the emerging field of jazz scholarship. Jazz studies had been, to this point, 
without a musicologically-based general study of jazz history, and Tirro, a 
professor of music at Duke (he would later move to Yale), sought to fill that 
void. Much of the anticipation of (and subsequent reception to) Tirro’s text 
was likely due to its publisher. W. W. Norton was (and still is) regarded as one 
of the industry leaders in the production of academic textbooks in music. 
Norton is perhaps best known in musicology for its publication of Donald Jay 
Grout’s 800-pound gorilla of musical canon, A History of Western Music,20 for 
decades the central text in the teaching of music history in undergraduate 
music programs across the United States. Known (sometimes with derision) 
simply as “Grout,” this text has been a stalwart of music curricula across the 
U.S. since its first appearance in 1960. Even after Grout’s death in 1987, Nor-
ton has continued to produce this seminal text, first under the guidance of 
Claude V. Palisca, and currently in association with J. Peter Burkholder. While 
individual teachers and students may take issue with certain themes and con-
clusions the authors have reached, no one can deny the enormous influence of 
the text, nor its role in codifying and solidifying the historical canon in musi-
cal academia. 

For many who anticipated its arrival, Tirro’s Jazz could potentially provide 
the still nascent field of jazz studies with a similar unifying, codifying histori-
cal text around which to rally, a “jazz Grout” as one of my former professors 

 
18. Not all general jazz history books are explicitly marketed as textbooks, of course. In 

his review of jazz history texts, Paul Tanner notes that many books (he refers specifically to 
those by Stearns and Schuller) are not well suited to the classroom. More recently, historical 
texts by Ted Gioia and Alyn Shipton have presented detailed, thorough assessments of jazz 
history, and have in some ways provided alternatives to the canonical narratives which 
dominate the textbook market. Shipton’s exhaustive work is notable for its attention to jazz 
outside the U.S. (which is perhaps understandable given that Shipton is British), while Gioia’s 
work is more conventional in approach, though it is (like Shipton’s book) exceptionally 
thoughtful and well written, and fairly detailed. Both books have seen somewhat limited 
adoption as classroom texts. 

19. Frank Tirro, Jazz: A History (New York: W. W. Norton, 1977). 
20. Donald Jay Grout, A History of Western Music (New York: W. W. Norton, 1960); the 

most recent editon is J. Peter Burkholder, Donald J. Grout, and Claude V. Palisca, A History of 
Western Music, 8th ed. (New York: W. W. Norton, 2009). 
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called it. Like Grout, Tirro was a dyed-in-the-wool historical musicologist. 
And, like Grout, he was primarily (at least as academic training is concerned) 
a specialist in the western canon.21 Thus, Tirro’s background might have given 
his efforts more intellectual heft, as now “real” musicologists (as opposed to 
interdisciplinary scholars such as Stearns, musician-teachers such as Tanner, 
jack-of-all-trades scholars such as Gunther Schuller, or critics like Leonard 
Feather or Barry Ulanov) were beginning to turn their attention to jazz stud-
ies, and not simply to attack it. Tirro explains, in the preface to Jazz: A History, 
the need for such a text, and how his work, arising from musicology, filled a 
particular void in jazz writing: 

 
 The history of jazz is a fascinating subject, and a variety of writers—musicians, 
scholars, enthusiasts, journalists—have treated it with love and respect. Of all the 
works presently available, however, no single volume offers the reader an analysis 
and interpretation of jazz, both historical and musical, which incorporates recent re-
search from allied fields—sociology, cultural anthropology, and American history—
as well as from music history and theory.22 
 

He also notes some of the difficulties faced by historians in confronting the 
vastness of the topic of jazz history, as well as its implications for creating a 
canon in jazz history: 

 
Historians try to be objective, but this writer was ultimately forced to include and 
emphasize those aspects of the historical development which seemed to him to be 
the most important, most representative, and most germane to present-day readers.23 
 

Tirro’s comments point to a tension between bias and objectivity that often 
shades historical study; he wants to be objective, but there are certain accom-
modations that have to be made to make the study manageable. This is a fair 
point, but there is one problem—many of Tirro’s choices, those that seem to 
simply strike him as important, are the same choices made by previous schol-
ars. In other words, he’s “choosing” what is already established in the canon. 
It is entirely possible that Tirro might independently arrive at the conclusion 
that his selections of artists, recordings and stylistic delineation are indeed 
important, but I am skeptical, if for no other reason than for the fact that he 
makes extensive use of the Smithsonian Collection of Classic Jazz (SCCJ) 
throughout his narrative.24 He did not need to choose who was important; the 
 

21. For example see Frank Tirro, “Giovanni Spataro’s Choirbooks in the Archive of San 
Petronio in Bologna,” PhD diss., University of Chicago, 1974. 

22. Tirro, Jazz: A History, xvii. 
23. Tirro, Jazz: A History, xvii. 
24. It is worth taking some time to consider the appearance of the SCCJ and its impact on 

the development of the jazz history canon. First published in 1973, and later revised, this set, 
assembled by Martin Williams, has been one of the primary forces behind the creation of a 
recorded jazz canon. The first significant jazz anthology on record, the SCCJ has been the 
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very reliance on this collection made the choice moot. Still, it is interesting 
that such a canonically focused work would include this type of qualifier, the 
“I really struggled with these choices about whom to discuss” type of argu-
ment, all the while emphasizing those who are in the canon. Thus, Tirro 
places his work within an implicit debate about the jazz canon, and he sets his 
own bar for scholarship relatively high. It is his expressed intent to make his 
own work distinct from previously published histories of jazz via an explicitly 
musicological approach. To say that this project seems ambitious might be an 
understatement, and it seems clear that Tirro’s intent is to produce, at some 
level, the “jazz Grout,” a textbook that would, it was hoped, finally give jazz 
historians a work of substantial depth and scholarship that would provide a 
unifying historical narrative. This was, to be sure, an ambitious project—one 
that had the potential to re-shape the teaching of jazz history in American 
academia.  

Unfortunately for Tirro, the reaction to his textbook was far from enthusi-
astic, especially among the handful of figures who by the late 1970s were be-
ginning to establish enclaves of jazz scholarship within music departments 
nationwide. In a crushing review of the book in the Journal of the American 
Musicological Society, Lawrence Gushee attacked Tirro’s book on a number of 
fronts. Gushee, like Tirro, possessed impressive credentials in musicology, 
receiving his PhD from Yale (before Tirro’s tenure there) where he was (again 
like Tirro) a specialist in early music.25 Acknowledging Norton’s “unique rela-
                                                        
subject of both praise and scorn among critics and scholars, and it is difficult to overstate its 
importance in the development of jazz history texts at least to the 1990s. Many reviewers 
point to the collection’s immediate applications for jazz history teachers. John C. Nelson 
notes, “if you are teaching a jazz history or jazz theory course…this is one album no [jazz] 
collection should be without.” (John C. Nelson, “The Smithsonian Collection of Classic Jazz: 
A Review” Black Music Research Journal 1 [1980]: 112.) And while Krin Gabbard has been 
deeply critical of the canonizing effect of collections such as the SCCJ, even he acknowledges 
that it was perhaps the “only major listening text for an introductory course in jazz history. 
Many critics have second guessed Martin Williams’s choices for what ought to be included in 
the set of recordings, but as of early 1995 no one has undertaken to replace it with a 
comparable anthology of favored recordings.” (Gabbard, Discourses, 13.) Others, however, 
have been less positive. David Schiff expresses the attitudes of many in pointing out problems 
with Williams’s “conscious and unconscious prejudices” in his selection of music for 
inclusion, the overwhelmingly male roster of artists, and the problem of “its very excellence.” 
(David Schiff, “Riffing the Canon,” Notes 64, no. 2 [December 2007]: 220.) With respect to 
the last point, Schiff argues that the anthology’s emphasis on the exemplary “took the lumps 
and bumps and uncertainties out of jazz history—a field marked almost from the beginning 
with passionate disputes between its followers, all now neatly resolved and forgotten.” (Schiff, 
“Riffing the Canon,” 220.) 

25. Whereas Tirro’s dissertation was a study of a renaissance musical source, Gushee’s 
was a critical edition of an early music theory text; see Lawrence A. Gushee, “The Musica 
disciplina of Aurelian of Réomé: A Critical Text and Commentary,” PhD diss., Yale University, 
1963.  
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tionship to American musicological scholarship,” an obvious nod to Grout, 
Gushee suggests that the “implicit promise held out by such a conjunction is, 
in my opinion, not fulfilled.”26 Highlighting what he contends are mistakes of 
fact, interpretation and editing, Gushee is unsparing in his criticism, pointing 
out specific problems such as the lack of critical perspective, inaccuracies with 
transcriptions used in the text, inadequate fact-checking, and erroneous docu-
mentation. Gushee begins the concluding section of his review by saying: 

 
 To sum up: I find Jazz: A History an enormous disappointment, particularly be-
cause for the past ten years at least there have been appearing more specialized 
works which are superior in standards of scholarship and clear expression. It may be 
that, notwithstanding the buzzing swarm of incorrect or imprecisely stated facts and 
the contradictions and ambivalence of Tirro’s broader historical or sociological 
interpretations, Jazz: A History will be found to be a “serviceable” textbook. For 
myself, I do not believe that compromises of this sort benefit education or public 
understanding at any level.27  
 

That Gushee would suggest that some teachers (which presumably would not 
include himself) might find the book “serviceable” in their classrooms con-
jures up the phrase “close enough for jazz,” an oft-heard colloquialism within 
musical academia, even within jazz studies itself, though in an ironic fashion. 
What is at issue here, I suggest, is not simply a literary critique. Gushee seems 
genuinely concerned that a text such as Tirro’s, coming from a publisher like 
Norton, might actually do damage to the cause of jazz studies in the long run. 
First impressions are important, and if this is the “best” that jazz musicology 
can produce, then the discipline may have a serious problem.  

Tirro himself addressed these criticisms in a published response in the 
same journal (which was presumably solicited by the editors, as is often the 
case with such scathing reviews). He challenges some of Gushee’s specific 
points, such as Tirro’s use of the word “agrarian” as a demographic descriptor 
for 1870s America, or differences in the appearance of the text and trade edi-
tions (which Tirro argues demonstrates carelessness on the part of Gushee in 
reviewing the different editions), and also addresses Gushee’s criticisms of his 
use of transcriptions. Most notably, he directly challenges Gushee’s 
musicological bona fides, suggesting that Gushee’s writing is characterized by 
“journalistic prose [that] can be entertaining and may be appropriate for 
newspaper record reviews and record jacket blurbs.”28 Late in the letter, Tirro 
writes: 

 
 

26. Lawrence Gushee, “Review,” Journal of the American Musicological Society 31, no. 3 
(Autumn 1978): 535. 

27. Gushee, “Review,” 539–40. 
28. Frank Tirro, “To the Editor of the Journal,” Journal of the American Musicological 

Society 32, no. 3 (Autumn 1979): 596. 
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He [Gushee], together with Martin Williams and his associates, represents a school 
of thought and writing which has dominated American jazz criticism for several 
decades.… My book calls into question many of their published notions and even 
raises doubt about their expertise; it challenges them to write in a different way.29 
 

The “different way” of which Tirro speaks would seem to be, from his 
perspective, a more thorough musicological approach that is not based in 
what he sees as an inferior mode of writing and research, which is ironic given 
his book’s emphasis on using recordings from Williams’s Smithsonian 
Collection of Classic Jazz.  

Gushee was not alone in his negative response to Jazz: A History. In the 
“other” major musicological journal, The Musical Quarterly, James Dapogny 
calls Jazz: A History “a seriously flawed work, with many errors of fact and, on 
a different level, problems of conception and depth of penetration of the 
subject.”30 In another review in Black Perspective in Music, Lewis Porter also 
harshly criticized Tirro. Writing in a review that also included discussions of 
new texts on jazz by Leroy Ostransky, Jerry Coker, and Mark Gridley 
(resulting a sort of “state of late 1970s jazz scholarship”), Porter argues that 
Tirro’s misinterpretations of King Oliver’s “Dippermouth Blues” solo suggests 
that “[He] is not adequately familiar with one of the most celebrated solos in 
all of jazz.”31 Porter’s assertion that “Such errors…do not belong in published 
works and would not be tolerated in comparable works in, say, the classical-
music field,”32 lend credence to the perception that scholarly works in jazz 
were perhaps not taken as seriously by some in musicology. He continues, 
“We who know the music well enough to realize its worth have a 
responsibility to help the field by producing work that is as flawless as 
possible.”33 This last sentence is telling, with Porter setting himself and other 
like-minded jazz scholars “who know the music” apart from Tirro, who by 
implication does not.34  

It might be easy to simply dismiss these debates as intellectual posturing 
or professional infighting, but there are serious issues at stake in the develop-
ment of a musicologically-based jazz scholarship at this point in time. The late 
1970s was a period in which jazz was in decline, at least in terms of public 
 

29. Tirro, “To the Editor,” 597. 
30. James Dapogny, “Review of Books,” The Musical Quarterly 64, no. 3 (July 1978): 407. 
31. Lewis Porter, “Book Reviews,” Black Perspective in Music 6, no. 2 (Autumn 1978): 234. 
32. Porter, “Book Reviews,” 234. 
33. Porter, “Book Reviews,” 237. 
34. In another negative review, Martin Williams writes that “On page after page, the book 

contains the most elementary mistakes of date and fact.” Such negative treatment was an 
especially cruel blow, as so much of Tirro’s text had been based on Williams’s Smithsonian 
Collection, that most canonical set of recordings whose influence pervades jazz studies to this 
day. See Martin Williams, “Reaction to Jazz: A History,” Music Educators Journal 65, no. 8 
(April 1979): 15. 
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reception of the music, and, depending on whose perspective you align with, 
in decline artistically as well. The perception was, for many, that jazz was 
dying, or was already dead, as Miles Davis famously declared.35 The 
appearance of jazz-rock fusion represented for many a degradation of the jazz 
tradition, a “selling out” to commercial interests, and likely spurred on a 
sentiment that “real” jazz needed to be preserved. Jazz, it was thought, was 
becoming a thing of the past, and an accurate record of its most important 
practitioners and developments was crucial to its preservation. While we can 
see in retrospect that jazz was not about to become extinct, it is not difficult to 
imagine in the mid 1970s why such a perspective might be widespread. Jazz 
had recently lost arguably its two biggest names, Armstrong and Ellington, 
and had been thoroughly displaced by rock, soul, and disco as Americans’ 
popular music of choice. Historical efforts in jazz were aimed at preserving 
the legacy of the music (nowhere in any of the critical reviews do the authors 
chastise Tirro for neglecting to mention current developments), and few 
could have foreseen the renaissance of mainstream jazz in the 1980s. These 
debates would shape the legacy of jazz in what probably looked increasingly 
like a post-jazz world, and they are crucial to the development of a focused, 
musicologically sound approach to the music’s preservation.36 

 
The Market Expands 
 
Given the relatively limited number of jazz history texts that were in existence 
at the time of DeVeaux’s historiographic essay, it is not terribly difficult to 
establish just which ones he is referring to. DeVeaux actually talks very little 
about the main college textbooks of the time, despite his invoking them to set 
up his discussion of the canonical narrative of jazz history. Besides Tirro’s 
book, two other college-level publications dominated the market by the end of 
the 1980s: Mark Gridley’s Jazz Styles: History and Analysis (Prentice Hall),37 
 

35. This statement has been attributed to Davis in several different contexts. The PBS 
series Jazz by Ken Burns quotes Davis as saying, in 1975, “Jazz is dead, the music of the 
museum.” Davis was also quoted as saying this in relation to Wynton Marsalis, telling an 
interviewer in 1986 that “The past is dead. Jazz is dead.” (Emphasis in original.) See Nick 
Kent, “Lightening Up with the Prince of Darkness,” in Miles on Miles: Interviews and 
Encounters with Miles Davis, edited by Paul Maher, Jr. and Michael K. Dorr (Chicago: 
Lawrence Hill Books, 2009), 260. 

36. W. W. Norton published a second edition of Jazz: A History in 1992. Tirro very briefly 
and indirectly addressed the criticisms of his work, writing in a new introduction that he had 
“rethought” many views espoused in the first edition. “Most remain firm,” he states, but “a 
few have been modified.” (xix) This second edition was the last version of Tirro’s text to date. 

37. Mark Gridley, Jazz Styles: History and Analysis (Englewood Cliffs, NJ: Prentice Hall, 
1978); the 10th edition of the full text was published in 2010 and the 6th edition of the 
abridged Concise Guide to Jazz, was also published in 2010. All following quotations from the 
text are taken from the first edition. 
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and Donald Megill and Richard Demory’s Introduction to Jazz History (Pren-
tice Hall).38 But what in these texts constitutes the “official history” of which 
DeVeaux writes? 

Gridley’s book is arguably the most widely used jazz history and apprecia-
tion text on the academic market, and its longevity is evidenced by the fact 
that it has recently seen the release of a tenth edition. Gridley, a jazz musician 
and professor of psychology (i.e., not a musicologist or historian by training 
or profession as opposed to Tirro and Gushee) at Heidelberg College in Ohio, 
presents an overview of jazz history that focuses exclusively upon characteris-
tics of different styles and genres, rather than on historical or personal narra-
tive. Little attention is paid to the contextual development of jazz styles, or to 
the ways in which jazz reflected issues of identity or historical circumstance. 
One of the most notable features of Gridley’s text is his emphasis on breaking 
down selected listening examples, in which Gridley guides the listener 
through a selected set of recorded examples that are, like Tirro’s book, were 
keyed largely to examples drawn from the SCCJ (at least in earlier editions). In 
finding a place for his own work in the emerging literature, Gridley is both 
pragmatic and philosophical. On the one hand, he casts his work as eminently 
usable; the first words of his preface note that he intends the book to be “a 
guide to appreciating jazz as well as an introduction to most styles which have 
been documented on records.”39 As a text intended for “high school through 
adult level readers,”40 who are not music specialists, Gridley seems to be striv-
ing to reach perhaps a wider audience than Tirro, and one that is perhaps less 
knowledgeable about music; this is not a “jazz Grout” to be sure. Nevertheless, 
his book was widely adopted by teachers of jazz history courses throughout 
the United States, as he notes in his introductions to later editions. 

Gridley speaks to the nature of jazz education and scholarship in the late 
1970s by noting that the “American colleges and government have shown 
increasing interest in jazz” during this period, and that his book is “part of 
that development,” arising from his own work teaching jazz history.41 Speak-
ing to the ideas of canon and the historical development of jazz generally, 
Gridley writes: 

 
Although it is very difficult to generalize about music, certain recognized styles, such 
as swing, bop, and West Coast, can be described. Some of the following chapters are 
devoted to important musicians like Duke Ellington and John Coltrane. These 
chapters are not biographies. They are descriptions of styles as important as those 

 
38. Donald Megill and Richard Demory, Introduction to Jazz History (Englewood Cliffs, 

NJ: Prentice Hall, 1984); the 6th editon was published in 2004. 
39. Gridley, Jazz Styles, vii. 
40. Gridley, Jazz Styles, vii. 
41. Gridley, Jazz Styles, 4. 
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named for such “chronological” eras as swing and bop. It just happened that certain 
important styles became attached more to musician names than to era names….  
 Much of the text is organized chronologically. Although I do not think a knowl-
edge of jazz history is essential to the appreciation of jazz, an historical approach 
provides the most expedient means of organizing a wide range of diverse styles.… 
Many players fail to fit precisely in any single style. But a particular performer’s 
playing often will have enough in common with a given style to justify mentioning 
him in the discussion which treats the style.…  
 Although styles tend to flow one from another, jazz history cannot be accurately 
described as a single stream, evolving from Dixieland to swing to bop, and so forth.42 
 

Gridley thus outlines both the problems and advantages of canon. While a 
single historical narrative cannot explain all developments in jazz, it can still 
provide a useful, even necessary framework for conceptualizing its evolution. 
If Gridley’s comments here seem contradictory, they probably are; they are a 
reflection of the relationship between the establishment of canon and its 
application in actual classroom settings. When Gridley’s text first appeared in 
1978, it was reviewed by Lewis Porter in the same essay as his blistering attack 
on the work of Frank Tirro. Fortunately for Gridley, his work fares much bet-
ter than the other texts considered in the essay; Porter calls it “admirably 
complete and well-organized.” In summing up his assessment of Gridley’s 
work, Porter writes that the book “may be the best all-around text on the 
market, and it certainly contains the best history of jazz since 1950.”43 Yet 
Porter himself would seem to have some sense of lingering dissatisfaction 
with the state of textbook publishing in jazz history, a point I shall return to 
later. 

Gridley’s text certainly represents a different approach than that of Tirro, 
whose intent to create a comprehensive historical narrative is clear. For Gri-
dley, the experience of jazz for students is one that is based squarely on stylis-
tic analysis derived from directed listening. The various editions of his text are 
well known for the inclusion of lists of significant musicians, representing 
both specific genres and more nebulously defined classifications. One list, for 
example, offers us “A Few of the many Hard Bop Style Musicians,” though 
Gridley’s definition of “few” is open to debate—there are over 100 musicians 
on this particular list, sub-categorized by instrument. Other lists include “A 
Few of the Many Trumpeters Influenced by Miles Davis,” “Some of the Many 
Musicians Who Have Improvised Without Preset Chord Progressions,” or “A 
Few of the Many Musicians Who Have Been Important to Basie.” Like his 
lists, Gridley’s narrative of style is based on clearly defined stylistic criteria, 
which he makes plain in each chapter, and often re-emphasizes in the form of 
inset boxes which compare styles or musicians (cool vs. hard bop, or the 

 
42. Gridley, Jazz Styles, 4–5. 
43. Porter, “Book Review,” 237. 
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trombone playing of J. J. Johnson vs. Curtis Fuller, for example). This type of 
factual detail as presented in the book is, in some cases, overwhelming—is it 
realistic that any student would remember all of the musicians in one of Gri-
dley’s lists? But that is probably not the point; such information is intended to 
give the student a starting point, rather than the final word on the topic. Still, 
the lack of attention to social and historical context in Gridley’s work is re-
markable, especially considering its wide adoption as a standard text in the 
field. Even in more recent editions, this narrative of name, style and sound is 
remarkably similar to its first manifestation. 

Tirro’s and Gridley’s works might be seen to reflect two very different ap-
proaches to the study of jazz history in the late 1970s. Tirro’s approach is 
encyclopedic, reflective of the types of detailed, dense study that characterized 
musicology of the time. Aimed at faculty members and their students, the text 
would likely be considered inappropriate for general audiences. In contrast, 
Gridley’s book is less of an exercise in “musicology” per se, but rather an 
attempt to create a comprehensive approach for the more casual listener, one 
who might be enrolled in a basic jazz appreciation course. His incorporation 
of listening guides, particularly in subsequent editions, speaks to this idea. 
Gridley’s listening guides not only direct students to what they are listening to 
(i.e., the great masterworks of the canon), but what to listen for (i.e., why they 
belong in the canon).  

As jazz gained an increasingly important place in academia in the late 
1970s, the disparity between two potential audiences, those comprised of 
specialists studying music (or even jazz studies specifically) and the general 
audience whose exposure to jazz might be more limited, was becoming more 
apparent. Jazz studies programs, as well as courses aimed at specialized jazz 
studies majors, increased dramatically during this period. Tirro’s text seems 
aimed clearly at the former, while Gridley makes a play for a longstanding 
audience for jazz appreciation, following in the tradition of authors such as 
Paul Tanner, whose book Jazz was itself developed for the author’s own large 
jazz appreciation lectures at UCLA. But despite differences in approach, writ-
ing, and their target audiences, both of these texts make many of the same 
assumptions about canon, the importance of artists deemed to be significant, 
and the stylistic delineations that have driven much of the conventional jazz 
narrative. For each, canon is seemingly negotiated, as both men’s statements 
indicate. And yet, both men seem to follow narratives that are eminently 
canonical in structure. 

Of course, the economic realities of academia also meant that in many 
cases, there was not a distinction between specialist-oriented and general-in-
terest jazz courses (in fact, this remains the case in many situations). Appear-
ing several years after the initial publication of Gridleys’s text, Megill and 
Demory’s Introduction to the History of Jazz is less comprehensive than Tirro’s 
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text, but more overtly historical than Gridley’s, and certainly more attuned to 
placing jazz within the context of significant events in American culture. The 
authors purport to employ an even-handed, non-canonical approach to the 
subject, stating in the Preface that “we cannot say one performer is more 
important than another, and have had a difficult time choosing which per-
formers to discuss.”44 This is a perplexing comment, as the writing of any 
historical text either necessitates such choices, or relies simply on a pre-
existing narrative. What is important here, however, is the statement itself—
the authors are expressing a discomfort with canon, trying to present what 
they are doing as an alternative to it. For them, at least as far as this statement 
is concerned, jazz history is a messy, confused topic that is open to debate and 
interpretation. Yet a scan of the table of contents belies this sentiment, as 
sections are devoted to discussions of Armstrong, Morton, Ellington, Parker, 
Monk, Davis, Coltrane, and other canonically established musicians whose 
work is seemingly deemed more important than that of other players. In fact, 
there is little in the text that does not support the “official history” of which 
DeVeaux writes; the book could be seen as a major source of that narrative.45  

Take, for example, the discussion of early genres. Megill and Demory, like 
most other authors, treat blues, work songs, and other forms pre-dating jazz 
as contributing to its early development. But these genres are often treated in 
an ahistorical manner, as if all blues were some how “pre-jazz.” Blues is 
positioned here as a pre-cursor to jazz despite the fact the many of the blues 
genres discussed were, in fact, contemporary to or later than early jazz groups. 
The discussion of “work songs” is similarly placed in an antecedent position 
in the text, but the section’s focus on the music of Leadbelly as an exemplar of 
the tradition, whose popularity occurred only after jazz had been well 
established, undercuts the flow of an historical narrative; so does the reliance 
on Robert Johnson as the epitome of the country blues as he, like Leadbelly, 
achieved his greatest recognition only after the popularization of swing in the 
mid 1930s.46 Whatever Johnson’s contributions were to popular music and 
jazz, he certainly was not personally influential on the development of early 
jazz in New Orleans. In the discussion of “City Blues,” Megill and Demory 
likewise present a conventional evolutionary narrative, stating that “City blues 
replaced the intimacy of country blues with a refinement and sophistication 

 
44. Megill and Demory, Introduction to Jazz History, vii. 
45. And it was, of course, widely available by the time DeVeaux’s essay was written. 
46. Johnson has been the subject of a good deal of revisionist scholarship in recent years, 

most notably through the work of Elijah Wald, who argues in Escaping the Delta: Robert John-
son and the Invention of the Blues (New York: Amistad, 2004) that the narrative of Johnson’s 
influence was constructed in the 1960s as more and more white rock musicians “discovered” 
his music. 
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that held audiences and played on their feelings.”47 This neglects the fact that 
the first country blues recordings appeared only after the early “classic” 
recordings of Mamie Smith and others, and were in many ways a response to 
them.48  

Discussions of jazz genres themselves are also problematic in their 
simplicity of narrative. In the chapter on bebop, Megill and Demory begin: 

 
Only rarely has a musical era paralleled the career of one individual. Bebop was one 
of those rarities. It is linked to Charlie Parker, who presided at its beginning and rise 
to preeminence.49  
 

There are several problems with this account, most notably that Parker did 
not “[preside] at its beginning;” there were many early leaders of the 
movement, such as Dizzy Gillespie, Charlie Christian, Thelonious Monk, 
Kenny Clarke, Coleman Hawkins, and a host of others.50 A statement like this 
is particularly awkward in light of the authors’ assertion that “we cannot say 
one performer is more important than another.” Here, they are clearly saying 
Parker is more important than, say, Dizzy Gillespie, whose photo graces the 
first page of the chapter on bebop, but whose contributions to the genre are 
barely mentioned in it (only Parker and Monk are discussed in depth). 
Equally little attention is given to the social and cultural milieu which helped 
give rise to jazz; the unique musical and social climates of New Orleans, the 
importance of World War II to the changing jazz scene in the 1940s, or the 
fostering of political consciousness among many free jazz musicians of the 
1960s. These are glaring omissions for a book that seeks to explore a genre 
whose practitioners “have been influenced by social and historical forces 
peculiar to America.”51 The failure to properly contextualize jazz’s 
development, either through misplaced discussions of pre-jazz genres (as in 
the discussion of blues) or a failure to follow through on a pledge to provide 
thorough discussions of historical environment (as with bebop) leaves us with 
a text that makes a specious claim to questioning the canon. While the 
authors note both the difficulty of choosing which artists to discuss and the 
problems inherent in contextualizing the music within the social and cultural 
environment of the day, the book reflects neither of these things. 

 
47. Megill and Demory, Introduction to the History of Jazz, 19–20. 
48. See Wald, as well as Charles Keil, “People’s Music Comparatively: Style and Stereo-

type, Class and Hegemony,” Dialectical Anthropology 10, no. 1–2 (July 1985): 119–30 for more 
detailed discussions of these issues. 

49. Megill and Demory, Introduction, 119. 
50. See DeVeaux’s Birth of Bebop: A Social and Musical History (Berkeley: University of 

California Press, 1997) for further discussion. 
51. Megill and Demory, Introduction, vii. 
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This is not simply a matter of pointing out flaws in a source—these issues 
have profound implications for the historiography of jazz as it is evolving 
toward a solidified, unified narrative of the music’s development. No one can 
seriously question the influence of blues in jazz (take for instance any of the 
literally hundreds of blues-based jazz recordings from throughout the genre’s 
history). But its treatment in such narratives, while supporting a canonical 
version of jazz’s pre-history, misses critical points in the relationship between 
blues and jazz. What is important to remember is that blues is a both an influ-
ence on jazz and a parallel tradition to jazz, and the two genres have been mu-
tually reinforcing throughout their histories. As much as blues “gave” jazz cer-
tain melodic inflections and formal structure, jazz “gave” blues certain modes 
of performance practice; the classic (city) blues of the 1920s owes a profound 
debt to jazz, as evidenced by the frequent employment of jazz musicians on 
record dates by blues singers. What is most troubling about the way in which 
a history such as the one advanced by Megill and Demory is that such critical 
perspectives are not offered to the student. The specific connections between 
blues and jazz are never really explored, and readers are left with a sense that 
blues, because it comes before New Orleans in the text, is an “earlier” form. 
The lack of a critique of such canonical perspectives can be seen in many such 
texts, but is all the more striking given the authors’ claims to an alternate way 
of understanding the genre. 

Taken together, these texts present a consistent narrative structure for the 
history of jazz. In these works, jazz history is seen as a logical, flowing devel-
opmental narrative, in which stylistic trends are organized within the 
framework of decade-defined periods (i.e., early jazz in the 1920s, swing in 
the 1930s, bebop in the 1940s, and so forth). This basic historical narrative 
has become arguably the most commonly used method of organizing jazz’s 
history into more manageable units. 

 
Critiquing the Canon, or Canonizing the Critique? 
 
In Lewis Porter’s review of Tirro’s and Gridley’s texts, the juxtaposition of 
these two sources is notable in that as bad as he believes Tirro’s book to be, his 
praise of Gridley’s book seems to indicate that this might be the jazz history 
book that will carry the field into academic acceptance. To a large degree, he 
was right, as the widespread adoption of Gridley’s book probably did much to 
help solidify both the emerging academic jazz canon, and the ability of poten-
tial jazz history teachers to prepare clear, cogent course materials. In fact, Gri-
dley himself became something of an authority on the pedagogy of jazz his-
tory during the 1980s, publishing a guide for potential jazz history instructors 
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called How to Teach Jazz History in 1984.52 This spiral-bound book offers a 
wealth of specific pedagogical advice on the ins and outs of classroom teach-
ing that is clearly aimed at potential jazz history teachers who have never been 
in front of a large group of students in a classroom lecture. What is notably 
absent from Gridley’s “how to” guide is any discussion of how teachers make 
the decisions about precisely what to teach, about how to approach the canon. 
In some sense, this is moot, as Gridley undoubtedly designed How to Teach 
Jazz History to be adopted by teachers who were already using his own Jazz 
Styles text (which by 1984 was already in a second edition). His brief chapter 
on “Breaking Jazz History into Comprehensible Pieces” is concerned not with 
the division of jazz history into stylistic segments, or advice on how to 
approach the canon, but with developing listening skills and a vocabulary to 
talk about music.  

Despite his glowing review of Gridley’s book, Lewis Porter seems ulti-
mately to have been unsatisfied with the choices given to him as a teacher by 
the textbook market, because in 1993 he and colleague Michael Ullman pro-
duced yet another jazz history book, Jazz: From Its Origins to the Present. In 
the Preface, Porter and Ullman write:  

 
We began this book in 1982 in response to what we—as fans, educators, authors, 
and, in Porter’s case, a sometime performer—saw as a need for a literate, accurate, 
and up-to-date one-volume history of jazz and its major figures. We wanted that 
book to be musically sophisticated, inclusive, and unbiased…, but more importantly, 
to give a fair representation of the music that had the greatest impact on musicians 
and on the general public. When faced with a choice between an obscure personal 
favorite and a historically significant piece, we have opted for the latter.53 
 

There are several points we should consider in reading this passage. In 1982, 
the texts on the market included those by Stearns, Tanner, Tirro and Gridley, 

 
52. Mark Gridley, How to Teach Jazz History (Manhattan, Kansas: National Association of 

Jazz Educators, 1984). Gridley’s prominence as an authority on teaching jazz history is ironic 
in light of his background in psychology, rather than musicology. Given jazz history’s 
penchant for attracting “interdisciplinary” scholars (recall that Marshall Stearns was a 
professor of English, coming to jazz through his work as a record collector and columnist), it 
should not be entirely surprising. This makes the Tirro/Gushee debate even more pressing, as 
musicologists had to contend not only with issues of disciplinary approach and method, but 
with the predominance of non-musicological perspectives in the teaching of jazz history. 
Gridley’s anointing as the best representative of jazz history pedagogy by the National 
Association of Jazz Educators (a society which lasted from 1968 to 2008, and through which 
Gridley’s handbook was published) underscores the lack of serious musicological 
perspectives in emerging jazz studies programs. 

53. Lewis Porter and Michael Ullman, Jazz: From Its Origins to the Present (Englewood 
Cliffs, NJ: Prentice Hall, 1993), vii. 
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among others, as well as the first volume of Schuller’s histories.54 The use of 
the word “response” suggests that Porter and Ullman are consciously 
constructing their work to address what they see as shortcomings in the 
existing literature. Porter’s issues with Tirro are, of course, well documented, 
as is his praise of Gridley’s text. Megill and Demory’s text would appear a few 
years later, and its appearance certainly informed their approach as well. But 
what is most notable about this statement is in the latter part where Porter 
and Ullman engage the canon directly, rather than critique it, and stake out 
their own interpretive territory relative to its pervasiveness. Wanting to appear 
“unbiased” suggests that the authors find bias in other materials, though this 
not specified. More importantly, though, they seemingly come down on the 
side of the canon, favoring examples that have “the greatest impact” or are 
more “historically significant,” drawing heavily on the SCCJ and similar 
sources.  

As a scan of the text demonstrates, however, these examples do not deviate 
significantly from previous narratives, though there are some notable differ-
ences. For example, Porter and Ullman include specific chapters on Sidney 
Bechet, Bill Evans, and a chapter on lesser-studied genres in the 1960s, such as 
bossa nova and soul jazz. But the basic structure of the narrative is essentially 
the same as other texts; Armstrong, Ellington, Parker and Coltrane are all 
discussed in depth, and the decade-defined course of jazz is as evident as in 
previous works. Porter and Ullman are clearly influenced by analytical discus-
sions following the model of Gunther Schuller’s texts and also rely on per-
sonal interviews conducted by Ullman (a point the authors themselves allude 
to in the Preface). For Porter and Ullman, the problem with jazz historiogra-
phy does not seem to be the canon itself (which they clearly follow, and even 
could be said to reinforce), but rather the haphazard scholarship and lack of 
attention to detail that plagued books like Tirro’s, or the lack of a cohesive 
contextual argument in a work such as Gridley’s. There is none of the postur-
ing about the canon that we find in Megill and Demory’s work—for the most 
part, the canonical narrative is assumed to be at the heart of an historical un-
derstanding of the idiom. In relying heavily on such narratives, and such 
sources as the SCCJ, Porter and Ullman make full use of the canon rather than 
engage with it critically, as one might expect given the emergence of the “new 
jazz studies” at nearly the same time.55 

 
54. Schuller’s Early Jazz appeared in 1968. Its companion volume, The Swing Era, would 

follow in 1989. Both volumes, published by Oxford, are meticulous, painstakingly detailed 
treatises that represent, in my opinion, some of the most important period work in jazz 
historiography. As they are not intended as general texts, I have chosen not to include them in 
the present discussion. 

55. DeVeaux’s canon-thrashing essay on jazz historiography had appeared two years 
earlier. Gabbard’s edition Jazz Among the Discourses, often regarded as marking the 
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More recently, writers of jazz histories have begun to more explicitly posi-
tion themselves in relation to the canon in different ways. Critiques of pre-
vailing narratives, implicit or explicit, have begun to influence the textbook 
market. Perhaps using DeVeaux’s 1991 essay as a point of departure, the “offi-
cial version” of jazz history is increasingly seen as problematic. That does not 
mean, however, that it has been abandoned. Take, for instance, the remarks of 
Henry Martin and Keith Waters, whose Jazz: The First 100 Years was first 
published in 2002. In the Preface to the first edition, the authors state: 

 
 We wrote Jazz: The First 100 Years to provide college students with a text that 
presents a fresh overview of jazz history and focuses greater attention on jazz since 
1970, a period often slighted in previous surveys. We have also tried to stimulate 
fresh thinking about the jazz canon by including on the accompanying two-CD set 
recordings that compliment more than duplicate the selections available on the 
Smithsonian Collection of Classic Jazz. In addition to the book’s primary concern—
the development of jazz and its most important artists—our text relates the music to 
aspects of social and intellectual history, including the Harlem Renaissance.56 
 

Again, a few points are in order. First, the reference to “fresh thinking about 
the canon” is defined, in this context, almost exclusively in reference to the 
use of the SCCJ, rather than any specific type of narrative. This points both to 
the pervasiveness of recordings in establishing canonical perspectives on jazz, 
as well as the role of the SCCJ in influencing such perspectives. Second, the 
authors implicitly suggest that previous sources have not properly contextual-
ized jazz within its social and cultural context. These are both important state-
ments, and begin to move the narrative in a direction that is certainly in line 
with what DeVeaux suggested in his 1991 essay. But, in the following passage, 
the authors note: 

 
 Our chronological presentation of jazz history preserves the customary 
divisions of the music into stylistic periods, because we feel that this is the clearest 
method of introducing the material to the student. Nonetheless, throughout the text 
we acknowledge the arbitrariness of the stylistic divisions and emphasize that many 
(if not most) artists have produced significant work beyond the era in which they 
first came to public attention.57 
 

Thus Martin and Waters come face to face with a fundamental dialectic 
between the problems of the canon, with its limited, circumscribed view of 
the music, and the necessity of having some way of categorizing and 

                                                        
emergence of new jazz studies, appeared the following year, but was based largely on already 
in-print essays. In other words, the questioning of jazz canon had begun in earnest when 
Porter and Ullman’s text appeared. 

56. Henry Martin and Keith Waters, Jazz: The First 100 Years (Belmont, CA: Wadsworth, 
2002), xix. 

57. Martin and Waters, Jazz, xix. 
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organizing the often messy, contradictory narratives of jazz’s past and present. 
A canon that is based in large part on a clear chronological development 
provides just such a method of organization, and it is no surprise that Martin 
and Waters lean heavily upon it to construct their narrative. Indeed, the 
chorological presentation of jazz history in this text tracks very closely with 
that of most previous texts, with discussions devoted to decade-defined 
stylistic movements, major innovators such as Parker and Coltrane, and a 
largely developmental thesis. Martin and Waters’s text has been increasingly 
adopted by jazz history teachers, in no small part due to its clear organization 
and sharp focus on context.58 

In 2009, W. W. Norton finally got back into the jazz history market after 
its experience with Frank Tirro’s book, publishing a new work co-authored by 
Scott DeVeaux and Gary Giddins.59 The authoring of a book by DeVeaux, 
considered one of the pre-eminent jazz scholars of the last two decades, and 
Giddins, one of the most highly regarded jazz critics working today, illustrates 
Norton’s efforts to once again establish itself as a major player in the ever-
growing jazz history textbook market. An impressive looking book simply 
titled Jazz, the DeVeaux/Giddins collaboration purports to tell the “story of 
jazz as it has never been told before” (from the book’s back matter). Indeed, a 
critical perspective is made explicit in the book’s introduction, as the authors 
write that “The canon of masterpieces is open to interpretation,”60 a sentiment 
that has been at the heart of much of DeVeaux’s work. But there are, of course, 
different ways of interpreting this statement. On the one hand, we might 
critique the idea of the canon itself, whether such a construct is really 
necessarily or useful for study. If we are to re-interpret the canon, we might 
start by abandoning some of its most basic assumption, such as which 
musicians are more important than others, or why we need to privilege 
certain artists at all. On the other hand, DeVeaux and Giddins might simply 
be suggesting that the canon, as it exists, is not correct. Maybe Martin 
Williams simply selected the wrong recordings for the SCCJ in some 
instances—decisions that have had long-lasting consequences for the study of 
jazz history.  

One important departure from many earlier history texts is the inclusion 
of a bundled four-CD set with the text, breaking the long ties between jazz 
history texts and the SCCJ.61 Some tracks are notable departures from the 

 
58. In the interest of full disclosure, I have used the Martin and Waters text in my jazz 

history classes for the past several years. 
59. Scott DeVeaux and Gary Giddins, Jazz (New York: W. W. Norton, 2009). 
60. DeVeaux and Giddins, Jazz, xiii. 
61. Martin and Waters have also bundled a CD set, and recent editions of Gridley’s text 

have also featured accompanying recordings. The SCCJ is currently out of print (though 
rumors of a successor set have circulated for years), which necessitates that recent textbooks 
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SCCJ, particularly with the emphasis on pre-jazz genres (included are 
examples of African music, a Sousa march, and a society band, to name a 
few). But many of the recordings are from the “usual suspects” of the canon; 
Armstrong, Ellington, Parker and Coltrane are well represented, as are 
contemporary artists such as Keith Jarrett and Jason Moran. Omitted are 
examples of Smooth Jazz and Acid Jazz, as well as contemporary pop-jazz 
singers like Norah Jones and Diana Krall. To be clear, I’m not necessarily 
arguing that these latter figures need to be included in the narrative jazz 
history; we all, as teachers, make decisions about what we should teach, and 
most of us simply do not have the time or resources to address everything. 
The point, rather, is that a canon built on such a collection is not that much 
less canonical or “official” than the SCCJ. Could not DeVeaux and Giddins 
simply be replacing one canon with another? Only time (and the extent to 
which their text is adopted in the discipline) can answer this. But one thing is 
clear—a canon is often measured as much by what is excluded as by what is 
included; this, of course, has been one of the primary criticisms of the SCCJ. 
By not including examples of Acid Jazz, or substantial contributions from 
either female or non-American artists, do we not risk taking the same route as 
before? How, in such a context, are we to reinterpret the canon?  

The text of Jazz seems, for the most part, to be organized along the same 
lines as previous studies, breaking down jazz’s history roughly by decade-
based stylistic categories, and emphasizing the contributions of major figures 
like Armstrong, Ellington (who are described as jazz’s “pre-eminent” soloist 
and composer, respectively) and Coltrane, who headline individual chapters. 
While the thoroughness of the narrative is impressive, DeVeaux and Giddins 
take us through a relatively familiar path, the “official history” that has 
defined jazz scholarship for so long. Many of the “masterpieces” of jazz are 
included on the accompanying CD set, and the same major canonical figures 
occupy the same roles in the narrative. In fact, most of their narrative sounds 
strikingly familiar to those who have made a study of jazz’s history. In the 
opening to their chapter on New York, they state that “New York City, 
particularly the borough of Manhattan, has served as the focus for jazz’s 
maturity and evolution since the 1920s to the present.”62 Louis Armstrong is 
referred to as the “single most important figure in the development of jazz,”63 
Ellington’s “Black and Tan Fantasy” is provided as an example of the 

                                                        
authors create their own collections. Nevertheless, other commercially available anthologies 
have emerged to fill the void, such as the five-CD set produced in conjunction with the Ken 
Burns’ Jazz series on PBS. Despite this, the production of textbook-CD bundles has become 
fairly common, indicating that authors and publishers would rather produce their own 
recorded supplements than rely on existing sources. 

62. DeVeaux and Giddins, Jazz, 111. 
63. DeVeaux and Giddins, Jazz, 139. 
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“amazing progress jazz made in the 1920s,”64 and Dizzy Gillespie is described 
as the “intellectual force behind bebop,”65 all assessments that are decidedly 
within the canonical discourse of jazz history. Bebop is still defined by mainly 
Parker and Gillespie in the mid 1940s (which is particularly surprising given 
DeVeaux’s superb study The Birth of Bebop, in which he advances a far less 
canonical view of the genre). There are some notable and welcome exceptions, 
such as a chapter devoted to the historical debates in jazz today, the discussion 
of Rhythm and Blues in the 1940s, more extensive coverage of contemporary 
artists (which may simply be a function of the book’s more recent 
publication), and a discussion of debates over historiography themselves. But 
by and large the book offers a narrative that is strikingly similar to the “official 
version” that DeVeaux decried in 1991. The “story of jazz as it has never been 
told before”66 in fact sounds very familiar. The text is limited in its coverage of 
non-canonical topics such as jazz outside the U.S., and, most notably, women 
in jazz (a topic which is relegated mainly to an inset box discussion, aside 
from brief discussions of a few significant figures like Mary Lou Williams). 
These are, given the current debates that characterize the “new jazz studies,” 
very surprising omissions. 

I should stress that I greatly admire both DeVeaux’s and Giddins’s work, 
and that overall I find their textbook to be very well researched, engaging, and 
well written—certainly destined to enjoy wide adoption among jazz history 
students and teachers. But despite their claims that the canon is “open to 
interpretation and adjustment,” much of the text serves to reinforce what we 
already know, and what is already part of the “official history.”  
 
To Canonize, or Not to Canonize 
 
Critiques of the jazz canon, such as those leveled by Gabbard, DeVeaux, and 
others whom we might identify with the “new jazz studies” are certainly valu-
able, and have forced those of us who teach jazz history to question some 
basic assumptions about how we approach the subject. No one would 
seriously argue that the canonical narratives of jazz, be they based on a 
developmental thesis proposed by Marshall Stearns, or the anthology of jazz 
masterpieces assembled by Martin Williams, are not without deep flaws, 
perhaps most notably in their exclusion of marginalized groups within the 
discourse. Such critiques have helped steer the pedagogy of jazz history into a 
more contextualized, broadly representative perspective, as we can see 
illustrated in the works of Martin and Waters and DeVeaux and Giddins, in 
particular.  
 

64. DeVeaux and Giddins, Jazz, 137. 
65. DeVeaux and Giddins, Jazz, 285. 
66. From the back cover. 
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But critiquing the canon as an academic exercise is only part of the equa-
tion; applying such sustained critiques to the teaching of history in the class-
room is quite another. The particular realities of curriculum and pedagogy—a 
fixed length term, regular assessment (of both students and faculty), linkages 
between academic and performance areas, for example—often limit the extent 
to which teachers feel free to depart from the canon. There is, in most cases, a 
certain expectation at the programmatic and institutional levels about what 
will be taught. While we may wish to present an historical narrative for jazz 
that is more inclusive, that is less rigid in its stylistic classification, or that 
questions the basic assumptions of canon, most of us by necessity still ap-
proach our classes from the same basic narrative, with the same musicians 
deemed more significant than others. In this sense our academic classes are 
no different from other aspects of the jazz studies curriculum (lessons and 
ensembles), which have long faced similar struggles with the tension between 
jazz as an alternative to the dominance of the western canon, and its own 
incorporation of canonical pedagogies that have enabled it to function in 
academia.67 When Stearns wrote of the parallels between the developmental 
trajectories of jazz and western art music, he was doing more than simply 
pointing out similarities; he was establishing a framework by which jazz could 
“speak the language” of musical academia. Authors of jazz history textbooks 
certainly are sensitive to this idea, and in order to be successful, most have 
adopted similar postures. Jazz history may be messy, confused, and 
complicated, but these are classifications that are difficult to represent in a 
syllabus, or in a table of contents, where clarity and simplicity of organization 
are important. 

Jazz history textbooks, despite stated claims about problems with and 
alternatives to the canon, have almost universally shied away from a sustained 
critique of the idea of a canon itself; nor have they made a serious attempt to 
offer alternative methods and perspectives on how to approach jazz history 
from a broad non-canonical standpoint. Though some teachers have 
proposed innovative ways of approaching the history of jazz,68 there is simply 
no literature on which to base such a course. Authors of jazz history texts 
must certainly be aware of such debates and critiques. If there is one constant 
 

67. The curricular and pedagogical structures of jazz studies programs have long been 
based on an adaptation of the language and perspectives of western art music theory, a topic 
about which I have written on other venues; see, Kenneth E. Prouty, “The ‘Finite’ Art of 
Improvisation: Pedagogy and Power in Jazz Education,” Critical Studies in Improvisation 4.1 
(2008): 1–15, http://journal.lib.uoguelph.ca/index.php/csieci/article/view/346/964 (accessed 15 
February 2010). 

68. David Schiff, for example, writes of teaching courses “in reverse,” in order to begin 
with what student are more familiar. Others in my experience have proposed thematic 
approaches, focusing on issues such as race or economics, regionally-based approaches, and 
other non-standard methods; Schiff, “Riffing the Canon,” 20. 
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in the recent publication of jazz history texts (besides the core narrative itself), 
it is that writers of jazz history texts seem to express both an uneasiness about 
canon, and an implicit sense that there is no better game in town. The canon 
is with us, like it or not. The pages of Prefaces, Introductions, and Author’s 
Notes of jazz history textbooks are filled with ruminations about what is 
wrong with the canon, and how they are going to go about doing things dif-
ferently, but the contents of these books are more inclined to demonstrate 
how much things remain the same. This, I suggest, is the most disappointing 
aspect of the critiques of canon in contemporary historiographic discourses. It 
is one thing to point out what is missing or what is wrong with a particular 
historical narrative. Suggesting an alternative, however, is more difficult. Per-
haps this is why we have yet to see a jazz history text that truly departs from 
the canon, one that represents a clear break from the “consensus view” of 
Marshall Stearns, or of Scott DeVeaux’s “official history.” 

In writing this, I in no way want to dismiss the outstanding work done by 
scholars such as DeVeaux (on bebop), Sherrie Tucker (on women in jazz), 
Taylor Atkins (on global jazz), and others whose work has forced us to ask 
important questions about what jazz is and what it represents. Nor do I take 
issue with the basic critiques of canons themselves, as advanced by figures 
such as Krin Gabbard. This is all exceptionally important work, and it needs 
to continue. My concern is that such critiques, valuable as they are, often are 
limited in what they can offer the classroom jazz history teacher. Alternatives 
to tried-and-true histories are fine in and of themselves, but often fall on deaf 
ears in a classroom full of jazz majors whose main goal is to play like Parker 
or Coltrane, or a classroom full of non-major students whose primary goal is 
to have a clear sense of what may be on the next test. These, of course, are 
separate issues that have been discussed at great length by many other 
scholars and teachers, to say nothing of the debates which rage within jazz 
studies itself. But the reality for many teachers is that they teach from the 
canon because that is the expectation, or because it is simply easier to teach a 
canonically-based course than to reinvent the wheel, and those of us who 
teach jazz history for a living understand this all too well. The canon survives 
because it is the basic historical language of the musical academy, both in 
terms of performance and scholarship. It has its uses, allowing us to easily 
structure a course, and to more closely coordinate historical learning with 
what students are doing in their ensembles and applied study. We often 
preface our use of the canon with a qualification, a metaphorical “but there’s 
more to it.” Textbooks often reflect this duality, taking perspectives that relate 
to the canon from within and without. They allow us to utilize, and even 
embrace the canon, but always with the idea that it cannot be the whole story.  
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Teaching Music History Today: Making Tangible  
Connections to Here and Now 
 
MELANIE LOWE 
 
 
 

here are two daunting challenges in teaching undergraduate music 
history courses in the contemporary higher educational environment. 
First, despite the differences in our professional backgrounds, the wide 

variation in the level and musical experiences of our students, and the abun-
dance of course formats and subjects, music history instructors often feel an 
imperative to be thorough and comprehensive, especially in survey courses. 
External pressures certainly play a role here, from the expectations of depart-
mental colleagues to the obligations of college or university curricula to the 
very materials our field produces for use in these courses. Arguably the “stan-
dard” text (or at least the most widely used) in music history courses designed 
for music majors, the eighth edition of J. Peter Burkholder, Donald Jay Grout, 
and Claude V. Palisca’s A History of Western Music, is a whopping 1,115 pages 
long. The accompanying three-volume Norton Anthology of Western Music 
literally weighs in at nine pounds.1  
 

1. I should note that I am a member of the Editorial Advisory Board for Burkholder, 
Grout, and Palisca’s A History of Western Music. I find Burkholder’s revision of this classic 
text to be remarkably successful in accomplishing its stated goal of making people—not musi-
cal style—the protagonists of this telling of the story of Western music (xxiii). This is decid-
edly not the narrative agenda of the competing texts. Mark Evan Bonds, for example, takes a 
diametrical stance in his preface: “This book rests on the premise that the best way to convey 
the history of music is to focus squarely on the music itself” (xiii). Craig Wright and Bryan 
Simms’s Music in Western Civilization splits the difference, organizing the discussion of com-
posers, pieces, and stylistic aspects by location and “placing music in a culturally resonant 
setting” (xxxv).  

All three of these texts are simply enormous, and all three coordinate the narrative and 
musical examples with hefty recording and annotated score anthologies and a generous vari-
ety of online ancillaries for both student and instructor. Douglass Seaton’s Ideas and Styles in 
the Western Musical Tradition offers an alternative. A slight (by comparison) volume of fewer 
than 500 pages with no accompanying anthologies and a modest (again, by comparison) 
student and instructor website, Seaton’s text makes good on his promise to tell the story of 
Western musical history in terms of the “epistemological underpinnings of the culture in 
which composers created it” (xvii). That said, while the philosophical orientation of the book 
ensures that musical thought is emphasized as part of the main narrative, musical style more 

T 
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At the Blair School of Music at Vanderbilt University, where I teach, we 
have had until very recently a great luxury in teaching music history—four 
semesters (two whole years!) dedicated to a survey of Western music from the 
ancient world to our world. And yet, with even that much time, all of the use-
ful, readily available, and quite wonderful resources out there, and twenty 
years of experience teaching undergraduate music courses, I have been unable 
to survey the history of Western music in any satisfying, meaningful, or last-
ing way. In meeting the challenge of giving my students the big picture, the 
whole picture, or even a corner of the picture more or less complete and in-
tact, I have been an abject failure.  

Coming to terms with my inability to survey Western music history and 
literature was the most liberating experience of my teaching career. To be sure, 
I still teach the usual assortment of music major survey courses, and I still use 
A History of Western Music and the Norton Anthology as my required text-
books. But when facing the task of taking my students on a mythical journey 
from Euripides to Bright Sheng, I have thrown up my hands and surrendered. 
I have given up.  

Surprisingly (at least it was a surprise to me), failing in the survey allowed 
me to meet head on what I consider to be the second daunting challenge in 
teaching undergraduate music history. How do we make the study of music 
history tangibly relevant in the lives of our students, especially when their 
student lives seem so different from the student lives we (sometimes all too 
fondly) remember? And by “relevant,” I do not mean just musically relevant, 
for that goes (mostly) without saying. We all know and have experienced the 
tremendous benefits performers gain by studying music history. But, of 
course, we music historians are not in this business merely to serve at the feet 
of the almighty musical performance. The real challenge for teachers of music 
history is to put this history in direct dialogue with our contemporary, every-
day lives—to make music history not just musically relevant, but intellectually 
relevant, politically relevant, sexually relevant, spiritually relevant, psychologi-
cally relevant, even ecologically relevant not just in the “there and then” of 
history but in the “here and now” of today. In other words, our musical-

———————— 
than ideas nonetheless remains the central character in his story. Moreover, while Seaton nods 
admirably toward the notion that studying music history “enriches our own thinking and our 
own human spirit” (xvii), his book still presents an abundance of facts, if not to the same 
degree as in the other texts. I should also note that I reviewed Seaton’s text in typescript and 
provided comments and suggestions for the third edition. 

See J. Peter Burkholder, Donald Jay Grout, and Claude V. Palisca, A History of Western 
Music, 8th ed. (New York: W. W. Norton, 2010); Mark Evan Bonds, A History of Music in 
Western Culture, 3rd ed. (Upper Saddle River, NJ: Prentice Hall, 2010); Craig Wright and 
Bryan Simms, Music in Western Civilization (Boston: Schirmer Cengage Learning, 2010); and 
Douglass Seaton, Ideas and Styles in the Western Musical Tradition, 3rd ed. (New York: Oxford 
University Press, 2010). 
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historical teaching needs to reach our students in ways that profoundly impact 
their existence as twenty-first-century citizens of Planet Earth.  

This is a tall order.  
In this essay I will share details of three multi-class activities I use in one 

music history course—projects that demonstrate how admitting defeat in the 
challenge to be thorough and comprehensive allowed me to explore tangible 
connections between the “old stories” of European music history and the ex-
periences of my students’ everyday lives in America.  

 
Popular vs. High Art 

 
In my course on seventeenth- and eighteenth-century music, before we even 
start reading, talking, or thinking about late eighteenth-century music, I as-
sign my students a writing assignment in which they are to offer personal 
answers to the following questions:2  
 

Can something that is accessible or that “goes down easy” be “high 
art”? 

Can something that is produced for money, marketed, and sold for 
profit be “high art”? 

Can something that is entertaining be “high art”? 
Can something that is merely entertaining be “high art”? 
What might we mean by “high art” anyway? 
 

After their essays are written, my students spend a whole class meeting 
debating these questions with each other, and quite often the only musicians 
mentioned are Miley Cyrus and John Cage. (It’s not everyday that we hear 
those two names in the same sentence!) 

These class discussions are always quite lively. As the students reveal more 
of their perspectives and debate the questions, I become less of a discussion 
leader and more of a traffic cop. When the class approaches intellectual road 
rage (which usually happens around forty minutes), I know we’re truly getting 
to the heart of the matter, which, of course, is nothing short of the definition, 
meaning, and purpose of art. In a most revealing moment in one of these dis-
cussions, a composition major stood up, waved his arms, and shouted at his 
classmates: “Art is structure! Art is form!” He was very passionate, and the 
moment was terribly funny. But for a student so in touch with his inner 
Hanslick, the more progressive ideas of some of his classmates were truly 
threatening. These were the very people on whom he relied to perform his 
music and to transmit his ideas—musical and otherwise—to his audience. In 

 
2. Complete assignment is included as Appendix A.  
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that moment, he also recognized that these students—his peers—were his 
audience. He was genuinely rattled by the realization that, at the end of the 
day, he had absolutely no control over the ultimate meanings of his music.  

My intentions for this essay assignment and class discussion are not, of 
course, to give our young composers and performers an anxiety attack or to 
persuade them to change their majors to civil engineering. Rather, I want my 
students to become aware of their own musical-historical prejudices and to 
think about how such prejudices inform their broader aesthetic worldviews. 
Only by becoming aware of these kinds of biases can they avoid anachronistic 
thinking in the music history classroom or elsewhere.  

For undergraduates, this is subtle and sophisticated intellectual work, and 
I have never been able to teach the pitfalls of ahistorical thinking effectively 
with mere presentation. To be sure, explaining the issues and demonstrating a 
few contradictions may be the most efficient means of communicating such 
an abstract concept in the classroom. But in my experience “lecturing” the 
notion of anachronistic thought into undergraduate minds simply does not 
work. Students need to reach this kind of conclusion on their own, and the 
ripening of their ideas cannot be rushed. Rather than acting as a transmitter 
beaming challenging intellectual content at a room full of receivers, I strive to 
provide the exercises, the opportunities, and—most importantly—the time for 
students to reflect on their own musical-historical thought processes and to 
examine (and then re-examine) what informs them.  

Moreover, it is only after questioning their individual preconceptions of 
what art is and, more importantly, by examining the origins of those precon-
ceptions that my students have been able to approach a composer like Haydn 
and to understand his music, at least initially, on its own terms. Before begin-
ning their study of this composer, they have already wrestled with some of the 
big issues in Haydn reception history. That Haydn was a great artist, they 
readily concede. But it proves more difficult for them to reconcile his undeni-
able “artistry” with certain historical facts of Haydn’s career—for example, 
that he wrote many pieces that were accessible, popular, entertaining, and easy 
to digest, and that many of his greatest works were produced for money, mar-
keted, and sold for profit. Indeed, these are the very reasons for which, in their 
essays and subsequent class discussion, nearly all of my students denied the 
status of “artist” to “mere entertainer” Miley Cyrus. 

Of course, in my classes on Haydn we also talk about such important his-
torical details as Haydn’s contract with the Esterházy family, his career at Esz-
terháza, the status of composers and musicians in eighteenth-century society, 
rhetoric and “classical” style, the aesthetics of the Enlightenment, the make up 
of eighteenth-century concert audiences, performance practices, and structure 
and formal aspects of the music itself. But all of these historical, social, cul-
tural, and musical details are framed by questions that are relevant today, 
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questions I believe are absolutely critical for our young music students to con-
sider deeply. Ultimately, our study of Haydn’s music in its own time and con-
sideration of issues in reception history lead to a rather uncomfortable discus-
sion about snobbery and the situation of classical music in contemporary 
American culture—something our music students are keenly aware of and at 
least somewhat concerned about.  

As we study Haydn’s Symphony No. 45 in F-sharp Minor, “Farewell,” and 
Symphony No. 92 in G Major, “Oxford,”3 for instance, students who initially 
don’t care much for Haydn (they naively think his music is too “light” and 
“happy”) find themselves challenged by what they hear as “proto-Romantic” 
in the “Farewell’s” Sturm und Drang style. They also struggle to hear the more 
accessible and “popular” style of the “Oxford” symphony as coming nearly 
two decades later than the “Farewell” symphony. Since most students sub-
scribe (if unknowingly) to the Enlightenment notion of progress in all things, 
including the arts, they tend to cling to a false linearity in the history of musi-
cal style.  

To complement the historical and analytical study of Haydn’s symphonies, 
I assign several musicological works by some of our field’s heaviest hitters—
including excerpts from H.C. Robbins Landon’s five-volume chronicle of the 
composer’s life and works (which cites many generic accolades from Haydn’s 
time alongside Landon’s own musical assessments) and James Webster’s ex-
ploration of art and entertainment in Haydn’s symphonies of the late 1770s.4 
Students immediately leap to Haydn’s defense when confronted with what 
they read as snobbery in Landon’s writing, even if it is more challenging for 
them to recognize a subtle contradiction in Webster’s “rescue” of certain criti-
cally maligned Haydn symphonies by revealing the hidden complexity of 
those works.  

The facility with which our combined historical, analytical, and musi-
cological study of two Haydn symphonies leads my students to personal re-
flections on what they value in music, art, and entertainment is, to my mind, 
 

3. Haydn’s Symphony No. 92 in G Major, “Oxford,” is included in J. Peter Burkholder and 
Claude V. Palisca, Norton Anthology of Western Music, 6th ed., Vol. 2 (New York: W. W. Norton 
and Co., 2010); the third and fourth movements of Haydn’s Symphony No. 101 in D Major, 
“The Clock,” are included in Mark Evan Bonds, ed., Anthology of Scores to A History of Music 
in Western Culture, 3rd ed., Vol. 2 (Upper Saddle River, NJ: Prentice Hall, 2010); and the sec-
ond movement of Haydn’s Symphony No. 94 in G Major, “Surprise,” and the first movement 
of Haydn’s Symphony No. 103 in E flat Major, “Drum Roll,” are included Craig Wright and 
Bryan Simms, Anthology for Music in Western Civilization, Vol. 2 (Boston: Schirmer Cengage 
Learning, 2010). Any of these symphonies will work well for the late Haydn symphony this 
assignment. 

4. See H. C. Robbins Landon, Haydn: Chronicle and Works II: Haydn at Eszterháza, 1766–
1790 (London: Thames and Hudson, 1978); James Webster, “Haydn’s Symphonies between 
Sturm und Drang and ‘Classical style’: Art and Entertainment,” in Haydn Studies, etc. W. 
Dean Sutcliffe (Cambridge: Cambridge University Press, 1998), 218–45. 
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the ultimate pedagogical payoff here. In the study of Haydn’s music itself, my 
students confront a musical history that seems “backwards” to them, forcing 
some reflection on what aesthetic ideals informed that false historical linearity 
in the first place and why many of them prefer “later” (read: “romantic”) mu-
sic to “earlier” (read: “classical” = “antiseptic” = “boring”) music. Then, as we 
reflect on how much we, like Landon, Webster, and countless other writers in 
Haydn reception, tend to value complexity over simplicity in “high art,” class 
discussions inevitably wind back to questions of audience composition, music 
education, the nature of musical understanding, and our own contemporary 
classical musical culture.  

Questions about value and sophistication, complexity and communica-
tion, and entertainment and audience are not only about Haydn, music his-
tory, musicology, or even the historical versus contemporary standing of his 
symphonies within the context of “great” European music. These questions 
are much broader. They are relevant here and now, in our own time, place, 
and cultural situation—especially politically. In my experience, if given the 
opportunity, students readily relate musical-historical course content to their 
own contemporary cultural experiences. For example, in a class discussion 
about musical taste, value judgment, and Haydn’s “popular style” that took 
place during the 2008 presidential election season, my students made tangible 
connections between Landon’s claim that Haydn “pander[ed] to the lowest 
common denominator”5 and a particular candidate’s ostensibly adopted 
populism. To be sure, I try to prevent my music history classroom discussions 
from degenerating into heated debates about the significance of lettuce prefer-
ence in American politics (which is where this particular discussion ulti-
mately ended up). But when the questions and ideas we explore in a class on 
late eighteenth-century European instrumental music call up issues that are 
tangibly relevant to my students’ everyday lives in twenty-first-century Amer-
ica, I believe we should explore such points of intersection. This is important 
work and an opportunity not to be missed.  

 
Figaro Here and Now 

 
The second multi-class project focuses on a piece that lends itself quite easily 
to this kind of approach in a music history course—Mozart’s Le nozze di Fi-
garo. Its themes of class and gender warfare, as well as its entanglement with 
the progressive politics of the Age of Enlightenment, are obviously relevant in 
our own time. Making this connection is the easy part. What I find more dif-
ficult to teach is how the music itself participates in the opera’s social critique. 

 
5. Landon, Haydn: Chronicle and Works II, 561. 
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My students can readily identify various social and political agendas in the plot 
and libretto, but they are unable to hear the social critique in the music.  

In the same survey course on seventeenth- and eighteenth-century music, 
two activities frame our engagement with Mozart’s opera. The first is aimed 
directly at solving an unsolvable problem: we do not have eighteenth-century 
ears and we never will. That said, there are many striking similarities between 
how we hear the music of our world and how listeners in the eighteenth cen-
tury heard the music of their world. The first activity in my Figaro unit is an 
intense, twenty-four-hour listening exercise designed to heighten my students’ 
awareness of how they hear music and then to stimulate active and reflective 
thought about how they invest musical experiences with meaning.6  

For one full day, my students are required keep a journal—they have to 
take it everywhere they go—and make note of every musical experience they 
have. Their entries include such various musical experiences as hearing music 
in a music history or theory class, on the sound system in Starbucks, in the 
practice rooms, on their video games, at a frat party, in the basketball arena, 
during marching-band practice, in the supermarket, from their next-door 
neighbor’s dorm room, and while trying to ignore television commercials. 
Most of them make a good faith effort to list anything and everything they 
hear that they consider to be music.  

By doing this exercise, my students realize first of all just how much music 
is surrounding them at all times and then, perhaps more importantly, just how 
little attention they are actually paying to most of it. In our class discussion of 
their experiences keeping such a journal, questions follow about how they 
themselves and their classmates hear music and how musical meaning is cre-
ated in these everyday experiences—whether they’re in the concert hall or the 
coffee shop. This activity forces them to become aware and mindful of all of 
the associations that code the music of our everyday soundscape and the in-
stantaneous mental work we perform to decode it. For example, many of them 
notice for the first time the structural communication musical bumpers and 
stingers provide on CNN Headline News or ESPN SportsCenter. Others no-
tice how ringtones both reflect and project personal identity (as well as being 
supremely annoying). In a revealing (if uncomfortable) moment, one student 
claimed that he could identify the make of an automobile that pulled up be-
hind him at a red light in and around Nashville, where Vanderbilt is located, 
simply by hearing the music playing on the car’s stereo: if the music were 
country, it would be an old model Chevy pick-up with a gun rack; if it were 
hip hop, it would be a black Escalade. Some students were shocked by this 
comment—others reluctantly (and embarrassingly) agreed. 

 
6. Complete assignment is included as Appendix B. 
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Within the context of my course, this exercise is pedagogically designed to 
lay the groundwork for an introduction to topical analysis—to prepare my 
students for the idea that musical figures, rhythms, gestures, and styles com-
municate meaning by means of association with other types of music and 
sounds from everyday life. So, in the end, this exercise returns to Mozart’s Le 
nozze di Figaro. But the musical and intellectual route taken back to the eight-
eenth century puts this historical point in direct contact with my students’ 
own present-day musical listening experiences and habits. 

As in our study of Haydn, in my Figaro unit we consider everything one 
would expect in a period survey course for music majors—dramatic struc-
tures, musical form, ensemble composition, topical analysis, and aria typol-
ogy, as well as the historical details of this opera’s composition. But the second 
exercise on Mozart’s opera, which I have also at times used as the capstone 
essay for the whole course, is designed again to bring the study of music his-
tory into the present—to make this material (if not also our discipline) tangi-
bly relevant to the lives of twenty-first-century music students. After studying 
Le nozze di Figaro for a few weeks (a luxury indeed, but one that requires the 
“giving up” I described at the beginning of this article), my students design 
their own productions of the opera.7 In a substantial essay, they must first 
make a compelling argument for their concepts by taking into consideration 
the central themes of the opera and the philosophical and political ideals of 
the Enlightenment. Then, they must communicate passionately the relevance 
of those ideas today.  

So far, this assignment may sound rather straight forward, as the issues 
and politics of Mozart’s opera are not just obvious; they are obviously still 
important. But here’s the catch. For this assignment, my students cannot sim-
ply discuss such issues either in general or in the abstract. Each student must 
choose a specific American opera company and tailor his or her production 
proposal for that particular institution and audience. Before designing their 
productions, they need to consider such things as the expectations of their 
audience, how one communicates effectively both musically and dramatically 
with that audience, the company’s historical balance between tradition and 
innovation, the cultural needs for the particular environment, and the com-
pany’s financial situation. Many questions arise: What are the implications of 
taking a risk in a production? What are the implications of playing it safe? 
Ultimately, what are the stakes when we perform a 225-year-old piece of mu-
sic in our contemporary world? The answers to these questions vary widely, of 
course. But in sharing their individual research with each other in class dis-
cussion, it becomes abundantly clear to my students that a production that 

 
7. Complete assignment is included as Appendix C. 
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may soar at the New York City Opera would likely crash and burn in our own 
city’s Nashville Opera.8  

Overall, students derive great pleasure from this project. They write inter-
esting, engaging essays, and while many defend passionately a traditional pro-
duction, with powdered wigs and all, others offer production concepts that are 
quite creative (if not downright outrageous). Several years ago, for instance, 
not too long after the Monica Lewinsky scandal, one student set Figaro in the 
Clinton White House: President Bill Clinton was the Count; Hillary Rodham 
Clinton the Countess, obviously; Monica Lewinsky was Susanna; Newt 
Gingrich Figaro (a stretch, admittedly); Linda Tripp was Marcellina; George 
Stephanopoulos was Basilio; and Ken Starr Dr. Bartolo. To be sure, many as-
pects of this production seem forced, but the student made a strong case for 
the exploration of gender, sexuality, politics, and power differentials. In the 
end she suggested that the more things change, the more they stay the same.  

Another recent production set the opera on a southern plantation just be-
fore the civil war, when it was clear that a particular way of life was under 
threat—not unlike the situation for many members of the upper classes in 
Joseph II’s Vienna in the late eighteenth century. But in addition to the class 
and gender warfare of the piece, this student added a complicated racial di-
mension. Susanna and Figaro were black, as were Antonio and Barbarina; the 
rest of the characters were white. Here, questions of power, race, and miscege-
nation enter the mix. Similarly, just as the immigration debate was heating up 
in the United States a few years ago, another student proposed a contempo-
rary setting in which Susanna was an undocumented Honduran immigrant, 
infusing the story with not only a racial conflict but questions of national 
identity, political will, and even human rights. (I will refrain from recounting 
the many settings on the starship Enterprise or in the Star Wars Expanded 
Universe I have read over the years, as wonderful as they were.) 

In rising to the challenge of this exercise, my students not only learn about 
the opera Le nozze di Figaro, its creators Mozart and da Ponte, and its per-
formances in its own time, but they also consider deeply their own contempo-
rary musical and cultural scenes. In the end, they acquire a much richer and 
more sophisticated sense of what it means to perform eighteenth-century 
European music in twenty-first-century America. And more importantly, 
many of them for the first time begin to reflect on just what is at stake in a 
musical enterprise. 

 
8. Incidentally, a 27 September 2009 article on the front page of the Arts & Leisure sec-

tion of the New York Times reported on how Peter Gelb, general manager of New York’s Met-
ropolitan Opera, is negotiating these very issues. See Charles McGrath, “It’s a New Met. Get 
Over It,” New York Times, 27 September 2009. Next semester I will include this article as 
assigned reading for this project. 
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The last class in our Figaro unit is a class discussion in which my students 
share their production concepts with each other. Many students defend their 
progressive and challenging productions with the obvious argument: that in 
its own time Le nozze di Figaro was charged with contemporary political is-
sues and, if we are to remain true to the opera, it still needs to be. Interest-
ingly, those students who defend a more traditional production make exactly 
the same argument: since class and gender warfare is still ubiquitous in our 
world, the piece already speaks to contemporary issues. Quite often this dis-
cussion intensifies, and more often than not the traditionalists in the room 
band together and attack the progressives—those bold students who would 
dare to disrespect Mozart’s intentions. This turn of the conversation, then, 
allows me to direct discussion toward such important and potentially contro-
versial issues as the integrity of an artwork, the knowable versus unknowable 
intentions of a composer, and the production and location of musical meaning.  

 
Today, Less is More 

 
Before I started teaching this way, I had to perform some strained syllabus 
contortions to include content that at first glance may seem beyond the pur-
view of a course on seventeenth- and eighteenth-century music history. But 
now, I accept and even embrace the inevitable reality that lots of music and 
many topics just have to be sacrificed on my syllabi.9 To be sure, because of 
the amount time I dedicate each semester to the three projects described in 
this essay, it is certainly a fair criticism that the students who take their seven-
teenth- and eighteenth-century music history survey with me have not stud-
ied as much music as other students. To put it plainly, they just don’t know 
some things. But, in my experience, even a strenuous effort to be comprehen-
sive and thorough in music history courses produces students who don’t 
 

9. As painful as it is, in the eighteenth-century portion of this course I no longer cover 
Gay, Gluck, Billings, or Domenico Scarlatti at all in class meetings; I cram Pergolesi, Hasse, 
Sammartini, Stamitz, and C. P. E. Bach into one class meeting; and I skip Haydn’s piano sona-
tas and oratorios and Mozart’s concertos and church music altogether. I am most assuredly 
guilty of teaching only the heart of the canon. Further, my choice of repertory does little to 
expand the canon, dislodge it, or even challenge the value judgments that define it.  

I am, however, up front with my students about my pedagogical choices and why I have 
made them. In setting up the second half of the eighteenth century, for example, I discuss 
canon formation, particularly the musical, social, political, religious, national, and aesthetic 
values that informed and continue to inform its construction. I also share my personal dis-
comfort that my teaching and research choices undoubtedly appear as a tacit endorsement of 
the Western canon as we know it and, in many ways, seem to conflict with my commitment to 
diversity in university curricula. I would like to believe that this open admission of such con-
tradictions within my own work demonstrates the complex nature and tricky balancing acts 
of all pedagogical and scholarly endeavors. But admittedly, such professorial confessions may 
be, at best, merely confusing; some students likely find them disingenuous. 
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know as much as we would like them to. My students might not know much 
about Haydn’s career as an opera composer or what a baryton is, they will 
probably mis-identify Mozart’s “Dissonance” quartet, and many probably 
(and sadly) do not even realize that Haydn lived for almost another two dec-
ades after Mozart’s death. This is certainly discouraging, if not a serious prob-
lem. 

On the other hand, they can speak intelligently about the cultural and so-
cial pitfalls of the Enlightenment notion of progress, the aesthetics of political 
entertainment in the eighteenth century, and the integrity of a musical com-
position (or lack thereof). More importantly, they can articulate how and why 
such issues, concepts, and ideas as those encountered in the history of West-
ern European music have value in their everyday lives today—as musicians, 
students, responsible citizens, and thinking and sensitive human beings. Is 
this not more valuable than mastering a plethora of musical-historical facts? 
The question, of course, is one of quantity: how much information—how 
many facts per se—do our undergraduate students need to have at their fin-
gertips to be able to think intelligently, meaningfully, and humanely about 
music? Perhaps far fewer than we may think.  

 
 

APPENDIX A. Writing Assignment on Entertainment and High Art 
 
Please think about and sketch answers to the following questions. Implied 
with each question is why/why not?—a simple yes or no won’t cut it.  
 

1. Can something that is accessible or that “goes down easy” be “high 
art”?  

2. Can something that is produced for money, marketed, and sold for 
profit be “high art”?  

3. Can something that is entertaining be “high art”? 
4. Can something that is merely entertaining be “high art”?  
5. What do we mean by “high art” anyway?  

 
Then, once you have formulated your thoughts, use these questions and your 
answers to them as the launch-pad for a short essay on the situation of “high 
art” (however you define it) in our contemporary culture. This is a personal 
reflection essay, not a research paper. As such, your essay should contain your 
own thoughts, opinions, and definitions. I’m not particularly interested in 
what Webster, Grove, or the wiki-wisdom might have to say on these matters. 
 
Length: As long as it takes, but aim for 3 double-spaced pages 
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Submit: MS Word document (YourLastName.doc or .docx) via e-mail at-
tachment  
 
[Notes to the reader on assessment: Grading this kind of assignment is un-
deniably subjective. The following are my general guidelines for assessing this 
assignment: 

An “A” paper presents fully developed ideas that are nicely and pas-
sionately articulated in a correct and reasonably elegant prose 
style. Substantial discussion of specific examples supports the ar-
gument. The structure of the argument is clear, linear, and lean. 

A “B” paper is essentially an “A” paper that comes up somewhat short 
in the writing style or the level of sophistication of the ideas pre-
sented. 

A “C” paper is essentially an “A” paper that comes up short in the 
writing style and the level of sophistication of the ideas presented. 

A “D” paper is poorly written or contains primarily underdeveloped 
ideas. 

An “F” paper is poorly written and contains primarily underdevel-
oped ideas.] 

 
 
APPENDIX B. Mozart, Le nozze di Figaro, Assignment #1: 24-Hour  
Listening Journal 
 
This assignment is an exercise in listening. It is simple, but also intense and 
time consuming (in many small bursts—a second or two many times over). 
Hopefully it will also be engaging, thought-provoking, and eye-opening. To 
complete this assignment you must purchase two things you might not al-
ready have on hand: 
 

1. A small journalist’s notebook that will fit comfortably in your 
pocket or purse  

2. A pen or pencil 
 
For twenty-four hours, starting from the moment you wake up tomorrow 
morning, please note—by hand in your notebook—every musical experience 
you have. If you use an iPod clock/docking station as your alarm, your first 
entry will be the music you have chosen to wake you up. If you use a clock 
radio, note the song playing—if one is playing, that is. If it’s a commercial 
break and music plays as part of the commercial, note that. If you don’t rec-
ognize the music, describe it briefly. If you use a tone, bell, buzzer, or other 
sound to wake you up, you need to decide whether that sound counts as a 
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musical experience. If it does, note it. If it doesn’t, be sure you’ve considered 
at least for a second or two why such a sound is not music to your ears. 
 
You must take your journal with you everywhere you go for the next twenty-
four hours and record, however briefly, anything and everything you hear 
that you would categorize as music. What you hear during your practicing, 
lessons, and rehearsals is obviously music (or I’m at least assuming you’d 
consider it to be music). What’s on the sound system in the rec center, the 
supermarket, and Starbucks is also presumably music. But what about the 
annoying ringtone of the person sitting across from you in the dining hall? 
What about your roommate singing in the shower? Are these musical experi-
ences? If so, you must make note of them. And if you decide that they are not 
musical experiences, again, be sure you can articulate why you do not con-
sider such sounds music. (You don’t have to note your reasons in your jour-
nal, but be sure that if I ask you about these kinds of sounds you can articu-
late clearly why you do not hear them as music.) 
 
Your entries will likely be brief, just a few words, but be sure that you can tell 
from your notes what it was that you were hearing. Better still, do your best to 
ensure that I can tell what you were hearing, since you will be turning in these 
journals to me the day after tomorrow. We will discuss the experience of 
completing this assignment in class on Friday. And I’ll also share with you 
just why I had you do such a bizarre exercise. 
 
[Notes to the reader on assessment: Grading this kind of assignment is un-
deniably subjective. It is also difficult because there is no way I can know just 
what my students hear and where they hear it. Also, because the entries are 
supposed to be spontaneous, there is no expectation for their level of writ-
ing—spelling, grammar, style, etc. do not matter for this assignment. For 
these reasons, I use three grades—“check-plus,” “check,” and “check-
minus”—in my assessment of student listening journals. The following are 
my general guidelines for assigning these grades: 

Check-plus: the student clearly included each and every sound that 
s/he heard as music. The list is long and somewhat varied in con-
tent. 

Check: the student seems to have made a good-faith effort to include 
each and every sound that s/he heard as music. The list is at least 
somewhat varied in content. 

Check-minus: the student seems not to have taken the assignment se-
riously. S/he turned in a tossed-off list of music that could easily 
have been written ten minuets before class.] 
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APPENDIX C. Mozart, Le nozze di Figaro, Assignment #2: Production 
Proposal 
 
You, an up-and-coming opera director, have just been given the first big 
break in your career: a chance to stage Mozart’s opera Le nozze di Figaro at 
<<an American opera company, chosen by you in consultation with me>>. 
The general manager of <<your company>> has reminded you that your 
production should be tailored to suit the needs, tastes, and expectations of 
this particular audience. At the same time, however, s/he has informed you 
that <<your company>> is trying to attract new people and grow the audi-
ence. Knowing that you need the general manager solidly in your corner to 
get the budget to do the production as you envision it, you write a most pas-
sionate proposal (at least five typed double-spaced pages) arguing for your 
setting and interpretation.  
 
In your proposal, be sure to consider the central themes of the opera, the so-
cial and political ideals of the Enlightenment, the relevance of such ideals 
today, the expectations of your particular opera audience, the financial reali-
ties of that company, and the need to attract a broader audience to ensure 
fiscal stability for the future of the company.  
 
Some questions and exercises to get you thinking: 

• How is tension between the social classes established as a central 
theme of the opera? 

• How is tension between the genders established as a central theme of 
the opera? 

• Find at least one example of the intersection of tensions between 
class and gender. 

• Consider the turn of events at the end of the opera in terms of class, 
gender, and power. 

• What are the implications of taking a risk in your production?  
• What are the implications of playing it safe?  
• Ultimately, what are the stakes when we perform a 225-year-old 

piece of music in our own contemporary world? 
 

Be prepared to discuss these issues and to defend your productions in class on Friday. 
 
Length: As long as it takes, but aim for 5 double-spaced pages 
Submit: MS Word document (YourLastName.doc or .docx) via e-mail at-
tachment  
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[Notes to the reader on assessment: Grading this kind of assignment is less 
subjective than the other assignments included here. The following are my 
general guidelines for assessing the proposals: 

An “A” paper presents a passionate, persuasive, and detailed proposal. 
Its structure is tight and the writing style is both grammatically 
correct and elegant. The student incorporates all of the following 
in his or her proposal:  

• the central themes of Le nozze di Figaro 
• the social and political ideals of the Enlightenment 
• the relevance of such ideals today 
• the expectations of the particular opera audience 
• the financial realities of that company 
• how to attract a broader audience  

A “B” paper is essentially an “A” paper that comes up somewhat short 
in the writing style or does not address all of the issues listed 
above. 

A “C” paper is essentially an “A” paper that comes up short in the 
writing style and does not address all of the issues listed above. 

A “D” paper is poorly written or contains primarily underdeveloped 
ideas. 

An “F” paper is poorly written and contains primarily underdeveloped 
ideas.] 
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Teaching Music History Day 
 
C. MATTHEW BALENSUELA 
 
 
 

he following bibliography includes recently published works related to 
music history pedagogy. It includes a small number of articles on writ-
ing assignments in music history classes and pedagogy articles in re-

lated fields, but generally omits articles on information literacy and analysis 
(although these topics may be considered by some to be within the realm of 
music history teaching). Articles in collected essays are cited in an abbreviated 
format with reference to the full bibliographic information included in a main 
entry under the editor. The bibliography concludes with a list of papers given 
at the 2009 Music History Teaching Day. Any bibliographic endeavor cannot 
be totally complete and the compiler encourages readers to bring any omis-
sions to his attention.  
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A-R Editions, Online Music Anthology. 
https://www1.areditions.com/ 
 
DANE OWEN HEUCHEMER 
 
 
 

eachers of music history often experience frustration when construct-
ing course listening and score lists. Selecting one of the numerous 
available package deals (in which a text, anthologies, and recordings are 

sold together) has been the most convenient option. After that decision, how-
ever, the teacher faces another: whether to accept the selections made by the 
author, editor, and publisher, or to augment the anthology with additional 
resources. For those wanting to augment, this means putting additional scores 
and recordings on library reserve, employing multiple anthologies, or both. 
Another issue complicates the problem: it seems as though an increasing per-
centage of students take the easiest path to learning, and teachers must take 
steps to ensure that students go the extra scholarly mile. Otherwise, a thor-
ough study of works beyond the textbook anthology is not very likely. Finally, 
a few music history textbooks do not come with a package of scores and re-
cordings (such as Douglas Seaton’s Ideas and Styles in the Western Musical 
Tradition, also reviewed in this issue of JMHP) and instructors must either use 
an anthology designed by another author or create their own. 

For instructors seeking better solutions to these problems, A-R Edition’s 
Online Music Anthology might be an attractive alternative. Under the direct 
management of veteran staff member and musicologist James Zychowicz, A-R 
Editions put their online resource on display during the 2009 Philadelphia 
meeting of the American Musicological Society.  

Conceived as a digital resource, A-R Edition’s anthology utilizes Adobe® 
Flash® technology, and the result is a product that moves from mouse click to 
screen in short order. As of the Philadelphia meeting, the list of works available 
to users totaled 350 pieces comprising 2,400 pages of music, with another 
4,500–5,000 pages soon to be added (much of this content from the eight-
eenth- and nineteenth-century repertoire). Thus, the anthology is currently a 
work “in progress.” In addition to having the significant resources assembled 
as a part of their Recent Researches series, numerous other compositions have 
also been added, including works found in existing print anthologies. Addi-
tionally, A-R holds the licenses for works included in editions published by the 
American Institute of Musicology. 
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Much of the discussion during the Philadelphia presentation focused on is-
sues involving opera. For publishers, opera seems a particular challenge: the 
libretto and its translation (if provided) require space, and piano reductions are 
often substituted for orchestral scores. As a result, students may struggle to 
gain a complete appreciation of the sophistication and complexity that opera 
possesses. A-R seems interested in accommodating those not satisfied with 
available print options, offering an impressive list of opera excerpts both cur-
rently available and in preparation. A-R is also very receptive to the idea of 
continuing to expand the number of available works, suggesting that it would 
accommodate requests from instructors. Essentially, their response was, “If 
you do not see it on the list, contact us and we’ll do our best to accommodate 
your request.” Obviously, those hoping to take advantage of A-R’s offer should 
submit “wish lists” long before the materials are needed. 

For faculty, access to the website is easy and free via a simple registration 
process. Once logged in, the construction of a course anthology is a fairly 
straight-ahead process. Selecting works from A-R’s available holdings into an 
instructor’s course anthology is as easy as clicking an “add” link. Repertoire 
lists are easy to assemble and augment or reduce. Finding individual works is 
made convenient via the site’s advanced search engine. All scores are in con-
cert pitch. 

When students log in, those works selected by the instructor appear in the 
menu. At this point, A-R Editions is basing student access on a six-month paid 
subscription ($50). Feedback from several instructors at the Philadelphia pres-
entation included numerous suggestions with respect to student access. A-R 
responded immediately, showing that many possible options are being con-
templated. The online anthology team also seemed willing to provide infor-
mation about the sources used for scores, including available facsimile edtions.  

The site itself presents the scores in high quality images; even when mag-
nified, the notation is very clean. Scores can also be printed in fairly high 
quality. In fact, for those who would prefer to use a hard copy of their assem-
bled anthology, A-R expressed a willingness to provide shrink-wrapped printed 
copies, provided they are given suitable time to prepare the materials. Flash® 
files present some limitations: they cannot be saved as a separate document on 
the user’s desktop, nor can images be immediately altered to highlight themes 
or structural points. An instructor wanting to highlight something on the 
score would need to find another option, such as projecting the image on a 
whiteboard, or printing the page and then using a document projector. In 
response to a query about this, A-R replied that they might consider sending 
PDF files to instructors. Dr. Zychowicz also mentioned that A-R is exploring 
the possibility of pairing their scores with available audio files. 

As an experiment, I spent about ninety minutes reassembling my upper-
level survey on Medieval and Renaissance music on the A-R website. I was 
impressed: of the sixty-nine items on my semester listening list—the vast 
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majority drawn from anthologies including Norton, Bonds, Stolba, Atlas, and 
Yudkin [Music in Medieval Europe] with a half-dozen or so additional works 
taken from collected editions or other resources—I found just eight composi-
tions not already available through A-R. In some of those cases a clear substi-
tute was available. Additionally, A-R agreed to add three works after I submit-
ted a request. Clearly, the A-R anthology would be a viable option for my 
Medieval/Renaissance class right now, and the expansion of the common 
practice period repertoire that is now underway will make the resource appro-
priate for classes concentrating on the Baroque, Classical, and Romantic eras. 
At this time, however, the twentieth century seems “a bit further away.” If A-R 
reaches that mark, though, it might receive my upper-level twentieth-century 
survey business as well. One other thing I would like to see: zooming in on 
individual pages is very easy, but there are times (for example, when teaching 
from a laptop) in which displaying a complete page of an orchestral score 
requires some extra steps. I had to use my internet browser’s “zoom out” com-
mand to get “in the neighborhood,” then employ A-R’s “zoom in” to get 
maximum screen size. 

A-R seems to be doing their best to offer what printed anthologies cannot 
provide: flexibility. What must be seen is how flexible A-R can become while 
also striving for an adequate profit margin. Additionally, the company will 
face the same challenges all online publishers are confronting—security of the 
site and its materials, pirating of content, and so forth. The ultimate success of 
the A-R online anthology might not be apparent for some time. 

As someone who has long championed the concept of students working 
with a printed copy of a score, I freely admit to being impressed by A-R Edi-
tion’s Online Music Anthology. In this time of financial constraint, libraries are 
doing all they can to reduce costs, and this includes not only limiting the 
acquisition of new materials, but also reducing the time that facilities are avail-
able to students. With my students becoming ever more nocturnal and the 
multimedia room often closing before they stop studying, I am certainly 
considering adding my students to A-R’s patrons. 
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Douglass Seaton, Ideas and Styles in the Western  
Musical Tradition, 3rd ed., Oxford: Oxford University 
Press, 2010. 486 pages. $59.95.   
ISBN 978-0-19-537988-4 
 
ANGELA MARIANI 
 
 
 

he teaching of music history today takes place in a plethora of different 
situations, from seminars with five graduate musicology students to 
auditoriums teeming with four-hundred-fifty non-majors. Dealing 

with different technologies, navigating online educational resources, and 
adjusting the level of discourse to each situation create interesting questions of 
balance, particularly if teachers do not wish to compromise our academic and 
pedagogical principles. Douglass Seaton’s newly revised Ideas and Styles in the 
Western Musical Tradition is a welcome example of a textbook that can be 
used effectively in a number of different academic situations. Ideas and Styles 
provides a quick but substantive tour through Western musical history and the 
ideas and cultural context that shaped it. Written in a scholarly yet accessible 
and engaging narrative style, it is completely suitable for undergraduates while 
being more than sufficiently erudite for graduate students.  

In the companion website (http://www.oup.com/us/Seaton), Seaton de-
scribes Ideas and Styles as a “discursive survey of musical thought.” Thought, 
both individual and collective, is an ever-changing continuum, and indeed the 
history of music is presented as arising from historical, political, and cultural 
influences and values, rather than functioning as an artifact that can be boxed 
into the usual handy but somewhat arbitrary historical categories. Thus, for 
example, the thousand years usually subsumed into the category of “medieval 
music” are presented as a logical outgrowth of their historical context: “The 
Early Christian Period,” “The Establishment of a Catholic Tradition,” and so 
on. The words “Renaissance” and “Baroque” do not appear in the Table of 
Contents; instead we are invited to explore ideas such as “Humanism and 
Music,” “The Reformation in Music,” and “Rationalism and its Impact on 
Music.” Musical concepts are presented through the prevailing thought of a 
particular culture and time period; for example, one is encouraged to under-
stand the characteristics of nineteenth-century orchestral form and harmony 
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as a manifestation of the connection between “structural and emotional 
drama in the Classic and Romantic periods.”1 

Ideas and Styles is not a comprehensive collection of historical facts, nor 
does it emphasize detailed form and analysis. It does not take the place of 
histories such as J. Peter Burkholder’s new rewrite of A History of Western 
Music (aka “The Grout”) or Mark Evan Bonds’s A History of Music in Western 
Culture, both with their extensive score and audio anthologies.2 It is, however, 
more comprehensive than a number of other texts specifically designed for 
one-semester classes, which all too often do not have the depth and scope 
necessary to challenge a class of music majors or graduate students. In short, it 
is a stimulating book about ideas and the way that they inform musical proc-
ess, presented in chronological history. In the preface, Seaton writes: 

 
[This book] provides, as the title suggests, a look at some important contri-
butions to Western musical thinking. It intends to encourage you to respond 
with thoughts of your own about the music you make and hear. But this 
should not serve you as a comprehensive historical reference book about 
music; certainly many interesting events, fine composers, and important mu-
sical works cannot be mentioned here. It is not even a compendium of infor-
mation that a musically cultured person should know.3  
 

Seaton then refers the reader to dictionaries, encyclopedias, various theo-
retical studies, or the “larger and more detailed histories” mentioned above. 
The reader is further reminded to look beyond the pages of the book through 
Seaton’s placement of excellent “Suggestions for Further Reading” at the end 
of each chapter. The Timeline can also steer students in the direction of related 
interdisciplinary topics, juxtaposing a chronology of music and musicians 
alongside a column containing contemporary world events and figures in the 
Arts and Humanities. 

Ideas and Styles in the Western Musical Tradition has no “companion an-
thology” of recordings. Instead, it provides a chart correlating the contents of 
the book with a number of well-known recorded anthologies. This can be 
viewed as an advantage for an instructor who would enjoy having more indi-
vidual choice and control over listening examples and audio resources, and it 
facilitates the use of the increasing abundance of online resources (see for 
example, Dane Heuchemer’s review of A-R Editions’ Online Music Anthology 

 
1. Douglass Seaton, from the Introduction to the “Instructor Resources” page on the com-

panion website to Ideas and Styles in the Western Musical Tradition, 3rd ed. (Oxford: Oxford 
University Press, 2010). http://www.oup.com/us/companion.websites/9780195379884/instruc-
tor/intro/?view=usa. 

2. J. Peter Burkholder, Donald Jay Grout, and Claude V. Palisca, A History of Western Music, 
8th ed. (New York: W. W. Norton, 2010); Mark Evan Bonds, A History of Music in Western 
Culture, 3rd ed. (Upper Saddle River, NJ: Prentice Hall, 2009). 

3. Seaton, Ideas and Styles, xx. 
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in this issue). The potential for expanding the listening portion of a course is 
therefore maximized, which is in keeping with Seaton’s philosophy; in his 
preface he makes it clear that the student should spend “much more time lis-
tening to music and studying representative works than you do reading,” as 
“the history of the music is in the music itself.”4 

The companion website, accessible at no additional charge, is an extremely 
useful adjunct to the book. In addition to the correlation chart between the 
book’s content and several popular recording anthologies, the instructor’s 
resource pages contain a sample syllabus and, for each chapter, overviews and 
ideas for classroom approaches, discussion topics, stated learning objectives, 
PowerPoint slides, quizzes, and lists of terms and concepts. The classroom 
approaches are varied and allow the instructor to pick and choose according to 
the nature of the class itself; there are exercises that would be completely suit-
able for a class of non-musicians and exercises tailored to performers. The 
student resources include the above plus review quizzes and additional re-
sources, such as a “Guide to Research and Writing in Musicology” and “Pro-
nouncing Church Latin: A Quick Reference.”  

Music textbooks have increasingly adopted a web-style visual format in 
which a single page may contain multiple images, sidebars, section headings, 
and cross-references to companion anthologies. Such a design is compatible 
with the learning styles of contemporary college students, who are visually 
oriented and accustomed to assimilating knowledge in easily digestible por-
tions that can be “saved” into mental “folders.” Seaton’s book does not 
wholly adopt the graphic intensity of the colorful webpage style; however, it is 
clearly laid-out with section headings and easy-to-read examples, figures, and 
maps. Primary sources and non-musical context are worked into the narrative 
of the text, rather than being isolated into separate sidebars that can be easily 
ignored. Color plates are all collected together in the middle of the book, and 
while one might wish that they were nearer in proximity to the relevant pas-
sages in the text, they are beautiful and vibrant.  

Ideas and Styles in the Western Musical Tradition “views music history 
through the conviction that the cultural and philosophical contexts in which 
music lives—the ideas that surround it—interplay continuously with the styles 
of the music itself.” Seaton’s approach beautifully addresses the issue of music 
history’s “relevance,” contributing to students’ wider understanding of the 
world and encouraging them to think critically about ways in which their own 
ideas and cultures shape them as musical performers and listeners.5 
 

 
4. Seaton, Ideas and Styles, xix. 
5. Seaton, Ideas and Styles, xix. 
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The “Textbook Issue” 
 
 

he next issue of the Journal of Music History Pedagogy (vol. 1, no. 2, 
Spring 2011) will focus on one of the main fixtures of music history 
teaching—the survey textbook. The editors invited several textbook 

authors to contribute articles and are pleased to present the following contri-
butions as well as a study of Donald J. Grout’s seminal, A History of Western 
Music in the next issue: 

Mark Evan Bonds (University of North Carolina at Chapel Hill), “Selecting 
Dots, Connecting Dots: The Anthology as History” 

J. Peter Burkholder (Indiana University), “Decoding the Discipline of Music 
History for Our Students” 

John Walter Hill (University of Illinois, emeritus), “A Small Selection from 
among the Many Things that I Still do not Know about Baroque Music” 

Kristy Swift (University of Cincinnati College-Conservatory of Music), 
“Grout the Progressive: Grappling With Donald Jay Grout’s Essays on 
Music Historiography” 

 
Reviews in the issue will include: 

José Bowen (Southern Methodist University), a review essay on the peda-
gogy literature in other disciplines 

James Briscoe (Butler University), Report from the First International Sym-
posium of Music History Pedagogy, University of São Paulo School of 
Communications and Arts (August 2–7, 2010) 

Tony Bushard (University of Nebraska), Film Music: A Very Short Introduc-
tion by, Kathryn Kalinak (Oxford University Press) 

Jan Herlinger (Louisiana State University, emeritus), Music Education in the 
Middle Ages and the Renaissance, edited by Russell E. Murray, Jr., Susan 
Forscher Weiss, and Cynthia J. Cyrus  (Indiana University Press) 

 
Readers interested in contributing articles or reviews to the JMHP should 
consult the “Author Guidelines” at the “For Authors” link on the website. The 
editors invite comments and feedback on the Journal in the form of Letters to 
the Editor; we are committed to printing a selection of letters that we consider 
to be of interest to our readers in future issues.  
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