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8:00–9:00am 
Coffee and Registration

9:00–10:15am 
Lifting the Veil: A Report on Graduate Music 
History Pedagogy Training in the United 
States 
Chair: Trudi Wright

Anthony Bushard (University of Nebraska-Lincoln)  
S. Andrew Granade (University of Missouri-Kansas City) 
Gayle Sherwood Magee (University of Illinois) 
Patrick Warfield (University of Maryland)

Over the past decade, there has been a steady drumbeat of 
action in music history pedagogy, from the founding of the 
AMS pedagogy study group in 2006 to the establishment of 
the Journal of Music History Pedagogy to the annual Teach-
ing Music History Conference. Because of this action, peda-
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gogues have become interested in the training afforded to graduate students in music his-
tory pedagogy, steadily establishing coursework in American universities. Yet there is pre-
cious little data about these courses, from where they are offered, to what is covered in 
those classes, to faculty’s impressions of their effectiveness.

In the fall of 2015, Andrew Granade led a class in conducting a nationwide survey of gradu-
ate programs identified by the American Musicological Society as offering degrees in mu-
sic history and musicology. The survey was designed to build on similar surveys conducted 
by Jim Briscoe in 2000 and Matthew Balensuela in 2008 on the music history pedagogy 
coursework offered by musicology programs in the United States. 

The purposes of this survey were to establish quantitative data on the frequency of 
courses in music history pedagogy and the commonality of that coursework across institu-
tions, as well as qualitative data about faculty thoughts on the utility of pedagogical train-
ing. This panel will begin with a presentation of the results of this survey, particularly as it 
pertains to the number and makeup of courses currently being offered and faculty re-
sponses to it. Following this short presentation, the rest of the time will feature a roundta-
ble discussion among four faculty currently teaching at institutions that offer Masters and 
Doctoral degrees in musicology on issues raised by the results and thoughts about future 
directions in the training of graduate students in pedagogy.

 10:15–10:30am 
Break

10:30–11:30pm 
Crafting Writing and Writers  
Chair: John Spilker

Avoiding the “Amoeba”: Making Feedback Efficient and Effective 
Kimberly Hieb (California State University, Sacramento)

I once swam for a coach who gave excessive feedback. I would swim one lap and receive 
suggestions about the position of my head and arms, body rotation, and kick. I would kick 
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off the wall for the next lap thinking about all of these things and promptly start swim-
ming like an amoeba. I could not improve my stroke because I was thinking about chang-
ing too many things. I think of this experience often when I coach students in clear com-
munication and writing in English, a task many musicologists find at the heart of their 
teaching. When considering providing effective feedback for my students, my mind also 
turns to the many assignments I submitted during both college and graduate school that 
either lacked remarks entirely or were decorated with unintelligible of confusing commen-
tary, most likely the result of the professor’s lack of time and energy, another crucial factor 
in determining the nature of feedback we offer our students. 

In this talk, I will tackle the hurdles we face as teachers of music history when it comes to 
providing our students with effective, yet efficient feedback on written work. I will first 
present the integral elements of productive feedback, as it is simply not worth our time 
and energy to present our students with fruitless commentary. In the second portion of 
my talk, I will offer practical solutions for efficiently providing quality feedback on written 
work. 

Critical Thinking and Effective Writing Strategies in the Graduate Music  
Bibliography Class 
Alexandra Monchick (California State University, Northridge)

Nearly every graduate program in music performance requires a research and bibliography 
class in music, which is generally taught by musicologists or librarians with backgrounds in 
music history. This class has traditionally focused on finding research materials, citing 
properly, and producing an annotated bibliography; however, less attention has been de-
voted to critical thinking and writing an article-length research paper. Performers are of-
ten tasked with a culminating project of producing a research thesis for the M.M. and 
D.M.A. degrees, but unlike students in the humanities, many have had few other avenues 
to develop their critical thinking and writing skills. In this talk, I will suggest a structure 
for a graduate bibliography class, while also presenting original pedagogical paradigms. 
The first half of the class focuses on critical thinking in scholarly articles: how to speed 
read, identify a thesis and methodology, evaluate sources, understand context and signifi-
cance, recognize successful lines of argumentation, and emulate effective writing styles. 
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The second half is devoted to students implementing skills garnered from these readings 
into their own writing. I divide the paper-writing process into steps: choosing a research 
paper topic, composing an abstract, compiling an annotated bibliography employing pri-
mary and secondary sources (utilizing the most up-to-date internet databases), making a 
sentence outline, writing a first draft, and editing. I have developed models for choosing 
successful topics, writing abstracts, and avoiding logical fallacies in argumentative writing, 
which are unique to my course. 

11:30–2:00pm 
Lunch, Business Meeting, and Lightning Talks 
Facilitator: Sara Haefeli

Materials for Teaching Music History Pedagogy 
Sara McClure (University of Missouri-Kansas City)

This lightning talk will share one aspect of results from the survey “Music History Teach-
ing to Graduate Students 2015,” focusing on the types of materials used by professors 
teaching a graduate course in music history pedagogy. While the most common sources 
were three textbooks: The Music History Classroom edited by James Davis, Teaching Mu-
sic History by Mary Natvig, and Vitalizing Music History edited by James Briscoe; profes-
sors offered other helpful suggestions from outside musicology, including other articles, 
books, and web resources. Findings will be shared in a detailed handout evaluating com-
mon sources – emphasizing the differences between them – and offering suggestions on 
where to find additional useful materials. These resources are beneficial not only to those 
leading a music history pedagogy course, but to anyone seeking to broaden his/her own 
teaching methods. 

Race and Gender in the Voice: Challenging Essentialism 
Melanie Shaffer (University of Colorado Boulder)

For many, the voice is incontrovertibly gendered and racialized—there is an essentialized 
female/male or black/white voice. My lightening talk challenges this assumption and thus 
how we talk about race and gender in music. First, I will prime the audience by suggesting 
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a rationale for this underlying assumption based on the knowledge that instruments’ 
unique timbres are products of their size, shape, and material, and thus vocal timbres are 
based on the shape, size, and composition of bodies. Since gender and race is reflected in 
bodies, it must reflect in voices. Using clickers, the audience will be polled to identify mu-
sic examples as “black,” “white,” “male,” or “female.” The votes are not likely to be unani-
mous and may even strongly agree on the wrong answer. The surprise created when the 
identity of singers is revealed serves as a launching point for questioning if voice is neces-
sarily gendered and racialized.

Faculty-Student Collaborative Research in Musicology: What, Why, How 
Sarah Day-O’Connell (Skidmore College)

Many undergraduate colleges promote opportunities for students to collaborate with fac-
ulty on real, publishable research.  While professors in experiment- or data-driven fields 
may find it straightforward to provide hands-on collaborative research experience to stu-
dents, professors in the humanities often do not.  We tend to be disinclined to think of 
academic authorship as collaborative in the first place; we protect the interpretive aspect 
of our work as our own domain, and we are loathe to plan it in discrete, identifiable stages 
that others can identify, let alone contribute to.  As a result, our research “collaborators” 
can end up becoming assistants, relegated to clerical tasks and administrative details, and 
shut out of the opaque sphere of real research.  This lightning talk is based on my experi-
ence conducting student-faculty research for the forthcoming Cambridge Haydn Encyclo-
pedia.  I discuss my motivations, my approach, the challenges I faced, and the benefits 
that accrued both to me and to my students.

Our History: Teaching Undergraduates like Graduate Students 
Lindsey Macchiarella (University of Texas at El Paso)

It may be easier to teach a canned music-historical narrative to undergraduates, but it is pe-
dantic to let only graduate students participate in the creation of history.  At my university, 
we straddle the line by requiring an introductory music history course that covers an estab-
lished narrative in one semester, then we have students take Music History I and II 
courses that focus only on several pieces chosen by the teacher, the less canonical, the bet-
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ter.  I will discuss both the positive and negative outcomes of my undergraduate Music His-
tory II course, which is fashioned after a graduate seminar.  I will present my assignments, 
which are topics and suggestions given to teams of five, who research and teach the class 
for ten minutes at a time.  Given an incredible amount of flexibility, students quickly grasp 
the subjective nature of history, and work together to create their own narrative. 

2:00–3:00pm 
Energizing Early Music  
Chair: Gayle Sherwood Magee

Approaching Chant through Context and Performance 
Alison Kaufman (University of Oregon)

Many music students consider chant to be an alien and dead tradition, and indeed we very 
often encourage this view by teaching chant through dry fundamentals like notation, litur-
gical cycles, and readings from the impenetrable St. Augustine. Attempts to involve per-
formance frequently end at singing a Kyrie once or twice during a term. Even Grymes and 
Allemeier’s wonderful article on integrating composition and improvisation in survey 
courses only briefly addresses a Kyrie before moving into organum. Female students often 
feel especially distant from the repertory because of its supposedly masculine implication. 
This pedagogical format fails to convey the dynamism of chant traditions in the Middle 
Ages. I present here a methodology through one specific example which aims to involve 
students of performance, composition, history, and theory in a term project, culminating 
in a performance, that will challenge their perceptions of chant performance within the li-
turgical in the Middle Ages. 

My example works with the unnotated ordinal from Barking Abbey in England and specifi-
cally the Visitatio Sepulchri liturgical drama that occurred during Matins of Easter Sunday. 
Students will work together to create a musical and dramatic reconstruction of the serv-
ice, with many different tasks to suit the diverse musical interests of an undergraduate sur-
vey course such as performance majors applying vocal performance practice markings in 
the manuscript to modern vocal production and history students searching for notated ver-
sions of chants mentioned by incipit in Barking’s ordinal. Students will emerge from this 
project with an enhanced appreciation for the vitality of chant. 
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Music in the Time of Climate Change: Re-enchanting the Study of Music  
History 
Sara Haefeli (Ithaca College)

Our current North American social structures and values have radically distanced us from 
human experiences of the past, complicating our capacity to hear and understand music 
from earlier times. Music historians have worked for some time to contextualize music, 
but our efforts are often not sufficient to account for the limited worldview of our stu-
dents. The distance between earlier epochs and ourselves is as much social as it is temporal 
or geographical, creating a different understanding of the self, others, time, nature, space, 
and God. This lack of cultural understanding often creates a sense of distance and disen-
chantment in our students, especially given the modernist tendency to separate art and 
life. Disenchanted students often come to me in crisis: Why are they “wasting their time” 
studying music when the world needs “real” solutions to “real” problems like climate 
change, equality, or hunger?

This paper suggests some ways we might rethink curricula so that we can re-enchant our 
students. We need to move beyond the limits of both scientistic modernism as well as post-
modern relativism and return to making truth claims about music––claims that speak to a 
holistic, integrated “truth” that includes wisdom, love, and transcendence. This approach 
goes beyond the subject of study as an object––an isolated entity to be dissected and ana-
lyzed––to seeing the subject in relationship with much larger interlocking systems. This pa-
per will include two practical examples of this approach (music of the early church, the cas-
trato) to demonstrate the possibility of re-enchanting music history.

3:00–3:30pm 
Break
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3:30–5:00pm 
Teaching the Historical Present 
Chair: Kendra Preston Leonard

Historiography and Social Justice: A Student-Curated Exhibit on Race in 
American Music 
Louis Epstein (St. Olaf College)

Inspired by the Black Lives Matter movement, students at my institution recently staged a 
die-in during a concert attended by thousands of alumni, instigating a campus-wide debate 
about the role of music and musicians in perpetuating racial injustice. In this paper I pre-
sent one project-based learning model for engaging such questions head-on: the student-
curated library exhibit. 

Following a call by Knyt (2013) to develop alternative research projects, and borrowing 
from the pedagogy of museology (Trofanenko and Segall 2014), I developed a collaborative 
assignment that culminated in a student-curated library exhibit titled “Race, Identity, and 
Representation in American Music.” Students chose exhibit objects by blogging about ar-
chival sources relating to the history of race and American music. They subsequently 
wrote object captions that synthesized ideas from class with their own original research. 
The exhibit ultimately included dozens of objects, including black-faced minstrelsy sheet 
music, scores of pieces with prominent borrowings, photographs of famous black musi-
cians and famous appropriators of black music, historical newspaper articles with racially 
charged language, books, paintings, and both digital and physical sound recordings. By in-
cluding selected secondary sources in the exhibit, students successfully highlighted 
changes in the ways that Americans have perceived music’s role in constructing and rede-
fining race. 

As an assignment, the exhibit leveraged social pedagogies (Bass and Elmendorf 2009) to 
help students internalize new historiographical methods. I argue that issue-centered, 
student-curated library exhibits like this one provide students with authentic, constructiv-
ist learning opportunities that can lend historical perspective to conversations around com-
plex current events.
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Teaching the Music History of Now: An Undergraduate Research Project 
Esther M. Morgan-Ellis (University of North Georgia)

In this presentation, I will describe the procedures and results of a research project that I 
created for my Music History III class. This project—which recently received funding 
from my institution—pairs students with active composers. Each student interviews her 
composer, analyzes a piece of music that the composer has supplied, writes a short paper, 
and presents her findings to the class. The object of this project, which spans the entire se-
mester, is to reveal the vibrancy and plurality of the contemporary music scene, and also to 
demonstrate that history does not stop with the last chapter of the textbook. Students 
demonstrate critical thinking by reflecting on each composer’s relationship to music his-
tory in the 20th century and by evaluating which elements of the composer’s style or ideol-
ogy are typical (or atypical) of the field today. Each student must also defend his com-
poser’s significance in the unfolding history of the arts. A survey completed by the 2015 co-
hort suggests that this project has positively impacted student attitudes towards contem-
porary music, in addition to increasing knowledge. The project has also provided an excel-
lent opportunity for me to add diversity to the pool of composers that we study in the 
class, which is otherwise dominated by White men. The composers I have recruited re-
flect a variety of genders, sexualities, political interests, educational backgrounds, and ca-
reer paths. Finally, this project gives undergraduates in the arts the opportunity to com-
plete and present a comprehensive research project—an experience often made available 
only in STEM fields—both in class and off campus.

Muse: A Collaborative Approach to the Interdisciplinary Freshman Experience 
Course 
Sarah Tyrrell (University of Missouri-Kansas City)

The successful 21st-century musician must be multi-vocational, thus the freshman music 
major needs a different kind of academic foundation. This same freshman needs a compre-
hensive music history overview, but the trick is to enhance content and delivery of that ma-
terial to help musicians identify the interconnectedness of past with present. This presen-
tation will explain how a newly designed and installed freshman introductory course meets 
these outcomes and offer details on course origins, design, and content.  
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Ultimately, the course seeks to address the 21st-century performing arts business, while en-
couraging a focus on historical standards and models. The course welcomes guest lectures 
by leaders of local arts organizations and holds sessions on site at local orchestra and opera 
companies, as well as art museums. These opportunities forge academic, creative, and ad-
ministrative networks—and potential mentorships—for young students. 

Through individual and group exploration assignments, students realize that collaboration 
and resulting alliances among disciplines are a natural solution to certain professional chal-
lenges. In this class, the jazz and education majors collide! Assignments are built across 
multiple platforms (research, performance, composition), but all activities remain an-
chored in a historical and repertoire survey, the very foundation of course content and ob-
jectives. 

The merger of such diverse activities, all in view of music’s chronological “back story,” re-
sults in a fresh perspective and sensible starting point that is shaping young musicians’ 
ideas regarding education, performance practice, pedagogy, and scholarship. 
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8:00–9:00am 
Coffee

9:00–10:30 
Classroom Orientations 
Chair: Alexandra Monchick

Historical Research in the Field of Music History 
Pedagogy: Areas for Further Exploration 
Scott Dirkse (Bakersfield College)

In 2015 I completed a dissertation on the development of 
the field of music history pedagogy, focusing on the recent 
“pedagogy movement” in American musicology.  This talk 
will focus not on the findings and conclusions of my disser-
tation, but rather the multitude of areas I discovered for 
further exploration, so those wanting to engage in historical 
research in the field may discover potential new paths for 
scholarly pursuit. 
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I begin by suggesting several twentieth-century educational trends whose relationships to 
music history pedagogy discourse deserve substantial analysis. These include the music ap-
preciation movement at the beginning of the century, the post-Sputnik educational re-
forms, the general studies movement of the 1970s and 1980, the push for multicultural edu-
cation in the 1980s and 1990s, and the late-century calls for higher education reform. Next 
I recommend areas for archival research to investigate the role of professional societies in 
fostering or hindering music history pedagogy discourse.  I direct scholars to relevant con-
tents in the AMS, CMS, and other archives that may help elucidate certain aspects of the 
development of the field. Finally I share my comprehensive bibliography of music history 
pedagogy sources and highlight areas of the literature that need further scholarly analysis, 
including the MTNA pedagogy papers from the first half of the twentieth century, as well 
as mid-century empirical dissertations conducted by music education students.  I also sug-
gest how scholars may use different components of the bibliography to help situate their 
work in the context of previous research.  

Teaching Intentional Listening in the Music History Classroom 
Christopher Macklin (University of Illinois at Urbana-Champaign)

Listening occupies a curious place in the music history classroom. On one hand, it is an 
educator’s trusted and indispensable tool for exploring the varied musical landscapes that 
are nominally the subjects of our courses. Yet on the other, listening is deeply subjective 
and mysterious, conditioned by culture, applied skills and techniques, and immediate pri-
orities while varying across individuals in ways both substantial and significant. This paper 
explores the music history classroom as a key locus for shaping the way students approach 
intentional listening. Drawing on the author’s experience teaching introductory music his-
tory survey courses for music majors over the past 10 years, it discusses the ways musicol-
ogy courses convey both intentional and inadvertent lessons about listening, and explores 
the ways in which such lessons reverberate beyond the musicology curriculum to impact 
other aspects of the university music student experience.  First, a typology of the kinds of 
listening expected of musicians across the curriculum and in their professional life is pre-
sented, exploring the ways in which musicological instruction can develop relevant listen-
ing skills. Second,  some specific assignments and exercises that the author has used in his 
own teaching will be discussed, calling attention to what is taught as well as what is sacri-
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ficed by reifying certain types of listening within the course. Finally, the paper raises ques-
tions of future directions for teaching listening within the music history classroom, with 
particular emphasis on the teaching potential of non-western art music such as the Hindus-
tani classical music of northern India.

Confronting the Spiraling Costs of Course Materials in the Music History Se-
quence; or, How to Ditch a Textbook: A Pathway to the Flipped Classroom 
Scott M. Strovas (Wayland Baptist University)

When I took over the music history program at my small, semi-rural institution, it quickly 
became clear to me that I needed to address the cost of the course materials. I inherited a 
two-semester Western music history sequence which required a $400+ textbook, anthol-
ogy, and CD package that many of our students simply could not afford. The high cost of 
these materials proved detrimental to student academic performance and advancement, 
and disproportionally disadvantageous to first-generation, low-income, and non-traditional 
students.

In my presentation, I will detail the steps I have taken across the past eight semesters to 
wean the curriculum off of costly course materials. Equally important, I will demonstrate 
how discontinuing the use of a traditional textbook has promoted conditions by which stu-
dents more effectively realize the learning objectives of the history sequence. By working 
with the library to expand electronic database subscriptions, I have achieved zero financial 
liability for my students beyond institutional fees while expanding essential access to 
musical-historical resources.  

Sans textbook, the curriculum emphasizes the practice of music history above the content 
of music history. The classroom is thus “flipped,” as students engage primary materials in 
and outside class to build the historical narrative, construct collaborative timelines and 
content wikis based on class discussions and individual inquiry, and thereby gain the skills 
to encounter composers and works of varying time periods, aesthetics, and cultures 
throughout their careers.

10:30–10:45am 
Break
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10:45–12:15pm 
Performance and Performers 
Chair: Sarah Tyrrell

Beyond Appreciation: A New Philosophy for Intro to Music Courses  
Matthew Baumer (Indiana University of Pennsylvania) 
Kevin Burke (Florida Institute of Technology)

The venerable “music appreciation” or “intro to music” course is a crucial yet often ne-
glected endeavor. It enrolls non-majors by the hundreds, bulks up concert audiences on 
campus, and fills out faculty loads. As the one music course likely to appear in liberal stud-
ies requirements, it has tremendous potential to influence future audiences, parents, and 
decision makers. Yet like a beautiful ice sculpture, these courses have been slowly melting 
under the sun of a changing culture.

Two major changes can rejuvenate intro courses. First, we must abandon the appreciation 
model, which Julia Chybowski has shown to be a relic of Romantic aesthetics and middle-
class cultural ideology. Instead, we should embrace David Elliott's Praxial view of music 
education, which values music in all forms as a basic human activity. A Praxial approach 
would include not just active listening, but also performing, composing, sharing and writ-
ing about music, thinking critically about music in culture, and participating in a musical 
community. Second, we should fully embrace learner-centered pedagogy with inventive ac-
tivities for non-majors to interact with music, to experience it in real situations, and to re-
flect on it. Sculpting a “sound artifact” of a musical piece, creating a beat using computer 
software, or performing an African drum pattern are more effective ways to help students 
make music an enduring part of their lives than lecture and directed listening alone. By dis-
mantling the perception that students do not yet know how to “appreciate” music, we can 
make intro courses more musical and more joyous.

Composing Music History 
Allen Scott (Oklahoma State University)

In my Music History 1 courses in the fall semesters of 2013 and 2014, instead of requiring 
the traditional research paper, I substituted a composition project. After the appropriate 
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material had been covered in class, I had my students compose six musical works: a plain-
chant setting of a text of their own choosing, a setting of their chant in parallel organum, a 
clausula using their chant as the tenor, a motet using their chant as the isorhythmic tenor, 
a motet using their chant as a cantus firmus, and a parody Kyrie using their cantus firmus 
motet as the model. They also were required to write a short essay explaining the composi-
tional choices that they had made. An analysis of the feedback showed that a solid major-
ity believed that the project was more interesting than a research paper; other strong re-
sponses were that they considered it more helpful than writing a paper, it was more crea-
tive, and that it provided hands-on experience with the material that they were studying. 
In addition, various students stated that they liked the project because they were kines-
thetic learners, acquired a deeper understanding of historical processes, or gained a greater 
knowledge of and ability to read musical scores. I believe that this project was successful 
because it combined the creativity of composition with the necessary knowledge of histori-
cal compositional procedures. Another beneficial result of the project was my increased 
ability to discern how well or how poorly the students understood particular concepts in a 
non-test situation.

Parallel Universes: Producing Live Performances of Style-Period Musics in the 
Music Industry Studies Curriculum 
Laurie Semmes (Appalachian State University)

Although music history is required of most types of undergraduate music majors, Music 
Industry Studies (MIS) programs, constrained by the necessity of additional courses in 
marketing, copyright law, recording, and management, often must sacrifice courses in mu-
sic history. Schools of music that do manage to squeeze one or two semesters of history 
into the MIS curriculum can create an opportunity for students to have hands-on experi-
ences with music representing each of the style periods in live performance. While the 
“legwork” that goes into contracting performers, booking venues, publicizing events, and 
recording performances is undeniably important for all types of music majors, I have 
found it to be a perfect fit for the MIS program, as it complements and enhances the 
other curricular requirements. Students gain a basic knowledge of Western music history 
while forging a network of their peers that is maintained and solidified before they gradu-
ate and enter the music industry. Taking care to point up the concomitant evolution of pa-
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tronage, venue, and audience, I encourage students to strive for a contemporary interpreta-
tion of performance in its original context (e.g., perhaps the university chancellor’s office 
today equates to a court of the nobility during the Baroque period). This approach to West-
ern music history affords students a dual perspective gained by learning about musical per-
formance from the Middle Ages through the twentieth century while, simultaneously, cre-
ating live productions of these musics in the twenty-first century and thereby continuing 
the evolution of the Western musical tradition.

12:15–2:00pm 
Lunch/Lightning Talks 
Facilitator: Daniel Barolsky

5 Ideas for Experiential Learning in Music History  
Sienna M. Wood (University of Colorado Boulder)

Scholarship advocating hands-on, experiential learning first appeared in earnest in the 
1970s, and since then it has often been reasserted as a powerful pedagogical method.  Al-
though in some fields the application of this philosophy is fairly natural and intuitive for 
instructors, in others it is less obvious how experiential learning can play a role in student 
learning.  History is a field that has a strong tradition of lecture-based pedagogy, and many 
of us who teach history see few – if any – opportunities to incorporate experiential learn-
ing into our courses.  In order to dispel the idea that history cannot be hands-on, and to 
spark creativity around developing experiential coursework, I offer 5 ideas for experiential 
learning in music history classrooms: 1) mystery listening, 2) informal performance, 3) 2-
minute analysis, 4) small-group debate, and 5) mini-transcription.

Podcasting in Teaching Music History 
Oksana Nesterenko (Stony Brook University)

This presentation introduces the use of podcasts in teaching undergraduate music history 
courses. An audio program that downloads automatically over the Internet, podcast was 
invented in 2004 and quickly became a popular channel of information sharing by diverse 
users, from public radio networks to individuals. Despite relative ease of production, low 
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distribution cost, and, most importantly, obvious appropriateness for presenting informa-
tion about music, podcasts have rarely been utilized to deliver material for assignments 
during teaching music history either in a classroom setting or online. 

I will begin my presentation by discussing some advantages of supplementing traditional 
music history instruction with assignments in podcast format, such as interactivity and 
long-term learning beyond classroom. I will share samples of possible assignments and my 
experience of producing a podcast and using it during my music history course. Then, I 
will present some podcasts that can already be used in teaching with no additional re-
sources and conclude by imagining how the AMS community can engage in producing pod-
casts in the future. 

Teaching with the Silent Film Sound & Music Archive  
Kendra Preston Leonard (Silent Film Sound & Music Archive)

The Silent Film Sound & Music Archive (SFSMA) is an open access, online repository of 
freely downloadable PDFs of scores, photoplay albums, and individual pieces of sheet mu-
sic composed or arranged between 1895 and 1931 for accompanying silent film. I will dem-
onstrate how to use the Archive and make several suggestions for ways it can be employed 
in teaching music history. The Archive’s holdings are pertinent not only to the history of 
music and screen media, but also offer works that can also be used to study the develop-
ment of genres, the concept of musical affect or mood, the relationships between classical 
and vernacular musics and class and education, musical characterizations of the Other, and 
additional topics. 

Backward History You May Teach: Reverse Chronology in the Undergraduate 
Music History Survey 
Larry Hamberlin (Middlebury College)

In the search for fresh approaches to teaching the undergraduate music history survey, the 
idea of presenting material in reverse chronological order is sometimes discussed but 
rarely attempted. Having taught the first semester of a two-semester survey using reverse 
chronology, I find it to be a powerful teaching tool. This lightning talk describes the 
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course (Music before 1750), its pedagogical objectives, my process of developing a syllabus 
and choosing materials, and the strengths and potential weaknesses of reverse chronology.

Among the advantages of reverse chronology are: beginning with the familiar (e.g., Han-
del’s Messiah) and working toward the less familiar (plainchant, ancient Greek music); pre-
senting facets of repertoire as puzzles to be solved by exploring “what came before”; teach-
ing musicological methods by retracing the steps of pioneering musicologists; incorporat-
ing ethnomusicological perspectives by progressing from more familiar to increasingly “for-
eign” musical cultures.

2:00–5:00pm 
Unconference Session

5:00pm 
Closing Remarks
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Conference Co-Organizers 
Colin Roust (University of Kansas)  
John Spilker (Nebraska Wesleyan University)

Local Arrangements  
Joice Gibson (Metropolitan State University of Denver)

Program Committee 
Daniel Barolsky (Beloit College), Chair 
Scott Dirkse (Bakersfield College)  
Colleen Renihan (Mount Allison University) 
Trudi Wright (Regis University) 
Christopher Macklin (University of Illinois Urbana-Champaign)

Find us online!  
https://teachingmusichistory.wordpress.com/ 

 AMS Pedagogy Study Group)  @amspsg    #amspsg
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