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Inclusive Music Histories

Inclusive Music Histories: Leading Change through Research and Pedagogy models effective practices for researchers and instructors striving either to reform music history curricula at large or update individual topics within their classes to be more inclusive.

Confronting racial and other imbalances of Western music history, the author develops four core principles that enable a shift in thinking to create a truly intersectional music history narrative and provides case studies that can be directly applied in the classroom. The book addresses inclusivity issues in the discipline of musicology by outlining imbalances encoded into the canonic repertory, pedagogy, and historiography of the field. This book offers comprehensive teaching tools that instructors can use at all stages of course design, from syllabus writing and lecture planning to discussion techniques, with assignments for each of the subject matter case studies. Inclusive Music Histories enables instructors to go beyond token representation to a more nuanced music history pedagogy.

Ayana O. Smith is Associate Professor of Musicology at Indiana University, USA.
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Series Editor’s Introduction

Music is embraced throughout every culture without boundaries. Today, an increasingly connected world offers influence and inspiration for opening our imaginations, as technology provides unprecedented access to global audiences. Communities gather around music to mourn collective hardships and celebrate shared moments, and every parent understands that music enhances their child’s chances to succeed in life. Yet it has never been more of a struggle for musicians to make a living at their art—at least when following traditional paths.

The College Music Society’s Emerging Fields in Music Series champions the search for solutions to the most pressing challenges and most influential opportunities presented to the music profession during this time of uncertainty and promise. This series re-examines how we as music professionals can build relationships with audiences, leverage our art to strengthen the communities in which we live and work, equip our students to think and act as artist-entrepreneurs, explore the limitless (and sometimes limiting) role technology plays in the creation and dissemination of music, revisit our very assumptions about what artistic excellence means, and share best practices and our own stories of successes and failures when leading institutional change.

These short-form books are written for emerging musicians busy inventing the future they hope to inherit, faculty rethinking the courses they teach (curriculum) and how they teach them (pedagogy), and administrators rebranding institutional identity and reshaping the student experience.

The world and the profession are changing. And so must we, if we are to carry forward our most beloved traditions of the past and create an audience for our best future.

Leading Change in a time of uncertainty and promise (a collection within the series) offers a comprehensive scaffolding of why, what, how, and for whom meaningful change is necessary if music schools are to equip students to invent the future they will soon inherit, offer faculty insights for rethinking the courses they teach and how they teach them, and recalibrate administrators’ priorities, policies, and procedures as they paint the new landscape of the 21st century music school. The editor’s premise for the collection is that institutions of higher learning in music must see their principal role as one that prepares musicians as one-of-a-kind artists-to-the-world, equipped with the requisite knowledge, skills, and understandings to create a lifetime of artistic moments, one after the next.

The collection begins by making the argument for music’s “essential” place within the human experience as the foundation of professional and career development. It then offers and examines pillars for change by addressing three fundamental questions facing the profession:


	 Pillar 1: Whose music matters?

	Pillar 2: What might be possible if we were to reposition creativity at the center of all that we do?

	Pillar 3: How might individuals and communities, through the work of career musicians and the experience of music, become more joyful, hopeful, connected, and healthy through musical experience?



Each pillar opens with an anchor manuscript that provides a comprehensive approach for imagining change. Subsequent books within each pillar offer specific ways forward.
 
Finally, three books examine how the systems and eco-systems that drive our music schools maintain inequities and obstruct innovation. Examining the academic journeys of students, faculty, and administrators, the authors decode often invisible systems that limit our growth and offer opportunities to realign our words and actions with the goals of fighting for equity, fostering inclusivity, celebrating creativity, and embracing community and the joy inherent within music-making. 

In Inclusive Music Histories: Leading Change through Research and Pedagogy author Ayana O. Smith challenges us to move beyond increased representation when reimagining pedagogical frameworks if we are to advance musicology as a discipline that is decisively antiracist. While mapping a new approach to teaching music history to Bloom’s Taxonomy, Smith unpacks how “othering” signals inferiority, illuminates how “origin myths” eclipses “shadow histories” in traditional historical narratives, and exposes the harm caused by mimicry and mockery of identities and cultures in earlier musical repertories and primary resources.

More importantly, Smith offers flexible scaffolding, case studies, and classroom activities that are driven by inclusivity, informed by Critical Race Theory, and crafted in deep expertise that will guide faculty to choose, structure, and present all aspects of each course taught within a Post-George Floyd music history curriculum.
 
Mark Rabideau
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Inclusive Music Histories: Leading Change through Research and Pedagogy addresses the need for serious pedagogical reform in the Western art music tradition. For decades, music scholars have broadened the scope of the repertory and literature taught at the university level, to increase the representation of composers, performers, and authors from diverse backgrounds. These efforts have led to new special topics courses, such as Women in Music, Gender and Sexuality in Music, African-American Music, World Music, Jazz, and Popular Music. Motivated partly by the research-driven New Musicology, multiculturalism, and inclusion—which became prominent in the 1990s—such course topics have enriched the experiences of music students at all levels of the curriculum, while expanding the performance canon that audiences hear in the concert hall.

Yet several significant problems remain. For example, how does the foundational survey course represent or interact with the multiplicity of new approaches to Western art music? How do faculty “cover” an ever-increasing musical canon without losing certain long-standing favorites? Several institutions have developed new methods of presenting the traditional content of the survey class—or have redefined altogether the requirements of the music degree. New questions are surfacing, especially in the wake of racial justice protests of summer 2020 in the U.S. and throughout the world. In this new environment, our priorities have shifted to anti-racism. How can we teach a mostly white musical canon that was created through pathways of elitism and exclusion—often funded by exploitative historical practices, including slavery, colonialism, or other forms of economic and cultural oppression—now, in an ethical way? How can we avoid tokenism when our efforts at inclusion maintain imbalances in ethnic, racial, or gendered representation? How can we prepare our students for a rapidly changing professional world, in which performers and scholars are required to demonstrate competence in more than one style, repertory, or historical field?

Inclusive Music Histories offers a new solution by transforming the role that music history plays in our students’ educational and professional lives. I argue that changing the topics that we teach cannot solve our curricular problems—we can only effect real change by reforming why and how we teach our repertory. Music history currently serves several purposes in the conservatory and liberal arts classrooms. Students learn to:


	Recognize a core repertory.

	Associate specific genres, styles, and forms with major composers, national regions, and chronological eras.

	Develop critical listening, score study, research, and writing skills.

	Examine how composers, performance practices, instruments, and musical artifacts intersect with historical, political, philosophical, religious, social, and scientific trends.



I have structured this list so that it maps onto Bloom’s well-known pedagogical taxonomy; thus, the first item on my list (core repertory) falls at the base of the pyramid (remember/recognize), while the fourth item (intersectional/historical and critical/analytical) resides near the top (analyze/evaluate). (See Figure 1.1.)


[image: Bloom's Taxonomy, a pyramid demonstrating educational goals for learning content and skills]

Figure 1.1 Bloom’s Taxonomy. Courtesy of Vanderbilt University Center for Teaching. https://cft.vanderbilt.edu/guides-sub-pages/blooms-taxonomy/.



Our current method of curricular reform only addresses the issue of “core repertory” by redefining what is considered “important”—thus operating at the lowest level of Bloom’s Taxonomy. This strategy creates a competitive model, whereby—through comparative analysis—we must defend why we have chosen these works by these composers, why they should be part of the core repertory, and why they have value. We take pains to “figure out” how and when to discuss these works, as if shoehorning them into the curriculum. As a result, we decide what to “cut” to “make space” for this material. Students therefore receive the message, either implicitly or explicitly, that these “othered” topics are either separate from the Western art tradition (and therefore elective), or they are an inferior subset of that tradition, because our only motivation for inclusion is to create representation for its own sake.

This “core repertory” model only serves the needs of non-minority students who “need to know” a few things about other traditions, while tokenizing the students of color who are supposed to feel satisfied that someone made a passing reference to their heritage. This message is less apparent when we look at advanced topics courses on individualized subjects such as African-American Music—but these courses are frequently not required; in too many instances they remain isolated from other course offerings. As a result, courses like African-American Music are positioned to create a counter-narrative against the massive, monolithic Western art tradition, instead of intersecting with it. Because a subject cannot be simultaneously “counter to” and “foundational to” another subject, this positioning creates an unresolvable paradox, further minimizing African-American music’s centrality to the Western art tradition—both in the U.S. and elsewhere. This leaves the “traditional” subjects positioned as “normal,” but with gaping holes in musical historical knowledge. Therefore, this model does not fully address the end goal of creating a truly intersectional curriculum, namely, one that articulates in a comprehensive, truthful way the critical lenses that help students navigate the world or understand how we ended up where we are today within a global context.

One of the biggest challenges to solve within this curricular project is to address the disconnect between scholarly writing and the pedagogical tools needed by instructors. Therefore, for this book, I have repurposed my original research frameworks toward pedagogical instruction. Although my writing here is geared toward instructional formats, I want to emphasize that the methodologies are inherently scholarly. Until our scholarship shifts toward the directions outlined here, we will not have enough tools to teach a fully inclusive curriculum. Researchers in all areas of music—whether ethnomusicology, musicology, music theory, or performance studies—can advance the project of inclusive music histories by using the tools described here as scholarly methodologies. Only then will we have a complete set of materials available to both instructors and students to expand our musical engagement.


Ethical Representation in the Music History Classroom

The methods offered here address the questions I receive from instructors wishing to diversify their teaching materials. One of the most common questions is, “How do I teach traditional topics and skills while also teaching new or diverse repertories?” While instructors may feel that teaching new topics or repertory in service of diversity means that they must “give up” the content that feels familiar to them—the “musical canon”—this is not true. Diversity is not anathema to tradition; diversity is part of tradition; we just have been taught not to recognize it. Even traditional subjects, such as early music, can be taught in diverse, ethical ways. We may have to find materials outside of musicology, or creatively combine materials. Even if our goal is not to teach world music or global music histories (which might be the subjects of other courses in your institution’s curriculum), we can recognize that Europe was always a diverse place. To find this evidence, simply look—really look—at ancient archeological, artistic, or literary materials. For example, one of the oldest synagogues in Europe was in the ancient Roman port, Ostia Antica.1 How can we use this knowledge in the music history classroom?

To begin, we must reconcile biases embedded within our current pedagogical practices. When our early music curriculum focuses on Catholic-centered traditions, from the development of chant through motetting practices, we imply that the only musical traditions worth studying are Christian. This traditional history developed because we have relied primarily on sources that originated in the monastic manuscript tradition. Archeology narrates a different story. The archeological history of Ostia Antica tells us that early Rome incorporated a mixture of cultures, languages, and religions. Using images from this ancient site can draw our students into a richer cultural narrative, one that is also more accurate.2

To diversify a lecture on ancient music, offer a broad overview of this cultural history. Use this famous synagogue as a focal point, demonstrating how Greek, Jewish, Egyptian, and Roman cultures interacted along the Mediterranean shores. Integrate discussion of newly emerging Christian musical traditions with what we know about the much older Jewish musical traditions.3 In a subsequent lecture, instead of requiring undergraduate students to memorize every Christian chant genre, or to understand modal theory, focus on how music shapes one Christian and one Jewish ceremony (see Box 1.1). Design an assignment asking students to reflect on how music serves ritual functions in their own lives—whether religious, spiritual, or secular. Require that students use a keyword bank of musical analytical terms when discussing what a ritual performance means, and its relationship to occasion and physical space. Ask students to compare their analysis outcomes with those discussed in class. This structure enables students to learn about two traditions side-by-side, while juxtaposing a more complex “bigger picture” with moments of detailed focus; students also learn traditional analytical skills. Return to music theory later; motets offer opportunities to study the relationship between modes and emerging tonality.


Box 1.1: Lecture Idea—Chant and Liturgy

To update a traditional lecture on Christian plainchant, use maps, timelines, and photographs of religious and musical objects from Ostia Antica to explore how Christian, Jewish, and other communities interacted. Compare the roles for music in early Christian and Jewish holidays, or compare psalmody traditions in both liturgical repertories. (See Boin 2013, J.A. Smith 2010, and Walden, ed. 2015).



After building this important foundation, add meaningful follow-ups. For later lectures situated in the early modern era, spend a day on Sephardic songs in Spain, and one or more days on Salamone Rossi (1570–1630) and Claudio Monteverdi (1567–1643) in Mantua.4 Branch out further from each of these additional moments. Demonstrate how some Sephardic songs—especially those narrating Spanish history in the romancero tradition—contain important historical themes that resurface in baroque opera. Handel’s Rodrigo, ovvero Vincer se stesso è la maggior vittoria (Florence, 1707) is an accessible example; students learn baroque forms, instrumentation, and dramatic conventions while comparing how gender, politics, and religion are portrayed in the original Sephardic tales versus in the operatic narrative (see Box 1.2). Return to the text-music analysis skills gained by studying Rossi and Monteverdi in Mantua, when teaching later Venetian opera. Explore Venetian church music involving processions through the city (see Box 1.3)5 while discussing how those processions interacted with the Jewish ghetto, from the perspectives of architecture, art, and physical space (Box 1.4).6 


Box 1.2: Analysis Assignment, Research Project—Sephardic Romances and Baroque Opera

Refer to your previous lecture on Sephardic songs by having students review and identify the main narrative elements of the romancero “Rey Fernando” (Walden, ed., 2015, 105). Some suggestions: nationalism, identity, kingdoms, family dynamics, battle, peace, promises, treachery, imprisonment, honesty, gender, women as heroes. Then, have students identify how similar historical themes are expressed in excerpts from Handel’s opera Rodrigo, ovvero Vincer se stesso è la maggior vittoria (1707). How does Handel’s opera reinterpret Spanish-origin themes? How do the outcomes differ from the versions expressed in Sephardic song? Who “owns” or “writes” Spanish history?

For advanced graduate students: Assign text and score excerpts from Pollarolo’s La forza della virtù (1693) or Caldara’s L’Anagilda (1711) for a comparative approach (A. Smith 2010, 2019). How do the real historical events used as the background to the opera relate to the early eighteenth century, especially regarding religion, gender, politics, and war? How do themes of the Spanish Reconquest and unification, which foreground the expulsions of Moors and Jews from Spain, serve eighteenth-century Italian audiences?




Box 1.3: Lecture Idea—Polychoral Style in Mantua and Venice

On two separate class days, discuss the use of polychoral style in Rossi’s Ha-shirim asher lishlomo, (The Songs of Solomon) (1622), and in Giovanni Gabrieli’s “In ecclesiis,” from the Sacrae Symphoniae (1615). In both instances, situate the texts, the music, and the stylistic features into liturgical practices. For Rossi, discuss how his dual identity as a Jewish musician and as a Mantuan court musician created an intertextuality in text and musical style, but a life that was bifurcated between the Mantuan ghetto and the privileges of court (Jacobson in Walden, ed., 2015).

For Gabrieli’s “In ecclesiis,” discuss how the liturgical function of the text, for the Festival of the Redeemer, emphasizes the concepts of “space” and “place”: in ecclesiis (in churches), in omni loco (in every place), in Deo (in God). Use “space” and “place” to discuss the acoustical properties of performance in St. Mark’s Basilica. Use modern maps and images to illustrate the Feast of the Redeemer processional from the Doge’s palace to the Church of the Redeemer (Santissimo Redentore) and ending at St. Mark’s Basilica. Then, using historical maps and images (Kurtzman 2016, Katz 2017), expand on the concepts of physical, architectural, and cultural space by discussing how Christian processions interacted with the Jewish ghetto in Venice.




Box 1.4: Discussion Topic, Reading Assignment—Processions in Venice

Assign Kurtzman 2016, and Katz 2017 (pp. 86–100) to advanced students. Have students compare the architectural, musical, and visual experiences of early modern Venice for Christian and Jewish communities.



This curricular process creates a “layered pathway.” By connecting multiple events across time, we construct a more diverse musical historical narrative, avoiding tokenization. From the historical narrative I provided above, the only figure that consistently appears in textbooks of early music is Salamone Rossi—however, authors mostly discuss his violin music, enabling us to ignore or minimize his identity as a Jewish composer. This approach misinforms students about the presence of Jews, Jewish music, and culture in Europe. Salamone Rossi was not a lonely figure, but a composer whose identity and musical culture had a rich history rooted in Europe, stretching back to ancient Rome; yet even this expanded narrative only scratches the surface.

Create at least three historical connections—each with its own preparatory lecture, assignment, and follow-up throughout the semester—totaling at least nine instructional moments. Whenever we encounter a figure from a marginalized identity in our textbook or in other materials that we use for classroom preparation, locate at least two precedents that can be included in earlier lectures, thus building a layered historical pathway. Expanding beyond the field of musicology, engaging just a few accessible materials from art, archeology, architecture, or literature, and supplementing textbook readings with book chapters on other religious or cultural traditions, we easily create a more inclusive—and ethical—historical narrative.

Throughout this book, you will notice that this process informs all my case studies. Each case study includes usable tools based on my own research methodologies and classroom instruction. The case studies will enrich already available content, making lecture, discussion, and assignment preparation easier. The supplemental boxes provide additional ideas on topics not included in the more detailed case studies. Instructors will find a range of tools designed to enhance their classrooms, while researchers will find interdisciplinary methodologies unlocking new lines of inquiry. This book is not meant to be historically comprehensive; despite its title, it is not meant to include examples regarding every identity. The purpose of this book, rather, is to showcase the techniques, methodologies, and frameworks enabling others to forge their own inclusive scholarship and pedagogy. Using the processes demonstrated here, instructors can design inclusive music histories suitable for their own institutions, while scholars find inspiration to publish materials supporting these efforts.



Case Study 1: A Syllabus on George Frideric Handel (1685–1759)

Combined, the “layered pathway” process and a “shift in thinking” broadens our historical perspectives. The remainder of this book focuses on specific frameworks that close common gaps in our music histories. These are designed for the instructor and the researcher—not the student. Students will benefit from the outcomes, but do not need to know or use the methodologies I have designed. (However, these may be helpful for more advanced students, or for graduate students who are training to be classroom leaders.) Thus, this book differs fundamentally from a textbook, or a pedagogical handbook.

The methodological frameworks are equally useful for meta-design—such as constructing a syllabus—as they are for generating detailed course content, such as lectures, assignments, analytical exercises, or discussion prompts. The first case study shows how I updated a traditional syllabus on George Frideric Handel; I combined a “layered pathway” with my methodological frameworks to organize an entire semester plan. In this case study, two frameworks (“Origin Myths and Shadow Histories,” Chapter 2; “Mimesis to Mockery,” Chapter 3) motivate both structural design and content creation; I reveal how, applied to meta-design levels, the frameworks assist instructors in designing a course with no apparent reason for diversity and inclusion.

This case study shows how my approach works within the conservatory environment (where I teach); the academic curriculum must track, at least to a certain extent, the performance canon. With the flexibility of my design, a new feedback loop will exist between performance canon and research canon. When we no longer silo topics related to diversity and inclusion from the canonic works of the Western art music tradition, the expanded academic canon will inspire a more diverse performance canon, through student engagement and our students’ future teaching. Approaches that demonstrate performative value through critical analysis rather than composer identity will be more convincing. The extent to which our previous teaching models have tokenized composers from diverse backgrounds has limited the crossover appeal into recital and concert hall repertories.

At the syllabus design level, my methodological frameworks resulted in the following modules for my graduate composer class on George Frideric Handel (M502: Handel and His World, Spring 2019).
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