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ABSTRACT 

The content of university music theory courses and teaching styles of 

many music theory instmctors maintain a long-standing and successful 

tradition; however, in light of increased awareness of diversity within the 

university classroom in addition to advances made in educational research, 

students in university music programs may benefit from changes in 

curriculum design and teaching approaches. 

This dissertation examines three areas of relevant research: (1) the 

role of gender in education, (2) individual leaming styles found within a 

group of students, and (3) the developmental stages of college students. 

Using the findings from these three research areas, this study establishes a 

conceptual framework for understanding ways in which individual 

freshman students differ and for understanding how these differences affect 

the freshman music-theory classroom. The outcome is a proposal for a 

connected approach to teaching music theory through the integration of 

leaming styles and developmental stages. 

Two topical units, one on major and minor scales and the other on 

secondary dominants, are introduced as examples of connected teaching in 

the freshman theory curriculum. Important issues emanating from 

connected teaching such as the potential evoludonx)f the canon, changes in 

evaluation, and professional limitations are examined in detail. 

Connected teaching is an attempt to dispel the confusion msing from 

the diversity found within freshman music-theory classrooms. By actually 

channeling diversity so that it enhances the leaming process rather than 



destroys it, connected teachers ensure that all motivated students have equal 

chances to succeed in the classroom. 
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CHAPTER I 

INTRODUCTION 

I had just finished introducing secondary dominant harmony that 

moming in class when, during my aftemoon office hours, I encountered 

four of my second-semester freshmen: Allen, Becka, Chad, and Darla. 

Allen 

ALLEN: Mrs. Stutes, you seemed to move through the lecture 
pretty quickly this moming. I was writing really fast but I didn't 
get all the notes. May I borrow a copy of your lecture? 

MRS. STUTES: Allen, I do not copy my lectures. I'll be glad 
to review the material with you. 

ALLEN: How do you know what to say if you don't write it 
down? 

MRS. STUTES: Well, I hope I know the material by now, I 
have been teaching music theory for quite a while. And besides, 
I want the discussions to be fresh. If I write them all down and 
repeat them every semester, my presentations might become a 
bit routine. 

ALLEN: Hmm. I guess. Well, could you help me identify the 
things I missed? 

Becka 

BECKA: Mrs. Stutes, that new chord—the secondary one—is 
really cool. When are we going to sing it in class? Stacey and I 
tried to figure out the syllables in a practice room just now and I 
think we've got it. 

MRS. STUTES: You do? Well, what are they? 

BECKA: I think they are Re-Fi-La. Is that right? 

1 



MRS. STUTES: Yes, you've got it! 

BECKA: Could we sing it for the class tomorrow? I know 
Stacey and I can. We've been singing a lot together in the 
evenings. Please? 

Chad 

CHAD: Mrs. Stutes, I know I've heard the secondary dominant 
chord before. I think Beethoven uses it in the sonata I'm playing 
for Dr. Heath right now. 

MRS. STUTES: You could be right, Chad. Why don't you 
bring your score to class tomorrow and we'll see if Beethoven 
does use it. 

CHAD: Are we going to be able to use this chord in our part-
writing? 

MRS. STUTES: Absolutely. Tomorrow we will discuss its 
resolution tendencies and special characteristics. 

CHAD: Great! I can't wait! 

Darla 

DARLA: Mrs. Stutes, I thought I'd try to harmonize 
yesterday's melody using the new secondary dominant chord. 
Would you look it over for me? I'm not sure I did it 
convincingly. 

MRS. STUTES: Let's play it, Daria. (pause) You have made a 
great start. You are hearing the resolution tendencies but your 
doubling needs work. I bet you will have it after we discuss it 
some more tomorrow. Would you mind if I played this for the 
class? 

DARLA: Sure, but I'd better play it. Your piano chops need 
work and the accompaniment patterns are tricky. 



Each of my four students exhibits a unique relationship with the 

recently introduced secondary dominant harmony. Their different 

responses, as I shall demonstrate, are representative of those found within 

any freshman music-theory classroom. Analyzing these brief exchanges, 

we can arrive at some general conclusions conceming the leaming 

behaviors of each student. 

Allen is a serious student who stops by with questions soon after 

class. He also depends upon written materials as his primary study 

medium. He diligently takes notes during class, often copying what I say 

word-for-word. He does not question that the information is correct. 

Allen is surprised that I do not write out my lectures, which suggests that 

spontaneous discussion might make him uncomfortable. Since he asks me 

to "review the lecture," he views me as the authority and perceives it to be 

my job to pass information along to him. With this traditional view of the 

educational process, Allen likely functions quite well in a typical lecture-

style classroom. 

Becka is a very active student. She is openly curious and obviously 

loves to sing. Her curiosity is evidenced by her early attempts to identify 

solfege syllables. She is eager to use the new harmony in class during 

singing exercises and to hear what it will sound like. She feels comfortable 

working with other people. Both she and Stacey appear to enjoy the 

camaraderie of singing together in the evenings. Becka also takes 

initiative, volunteering to sing the new material for the entire class. She is 

most likely a strong leader and is likely eager to provide creative input in 

many situations. She would probably be a principal figure in an open-

ended class discussion. 



Chad is eager to relate the new chord to his everyday experiences. 

He has already tried to determine whether Beethoven employed secondary 

dominants in the sonata he is studying in his private lessons. Chad is in a 

hurry to "use" the new material in his part-writing, which suggests that he 

continually tries to make pieces of the musical puzzle fit together in a 

logical way. 

Darla likes to experiment. She re-harmonized yesterday's melody on 

her own just to see if she could make it work. She obviously enjoys 

composition and making new material her own. Darla also enjoys 

performing and creating works for performance, not just mundane 

"homework" assignments. Her harmonization requires above-average 

keyboard skills, and she is concemed that the in-class performance reflect 

the artistic qualities of her work. 

The information gathered from the dialogues is not scientific, in that 

I gave no tests to collect or analyze the data. Rather, these insights are a 

product of my everyday observations of human interactions and reactions 

in the freshman music theory class, where they invariably point to the same 

conclusion: that different students relate to the same set of variables in 

different ways. 

Background 

The present study evolved out of my need to understand and respond 

to distinct differences I have long observed among students in my freshman 

music theory classes. After studying Howard Gardner's theory of multiple 

intelligences (1982, 1983, and 1993), I began to realize that students do 

seem to exhibit strengths in one or more of seven intelligences: linguistic. 



logical-mathematical, spatial, musical, bodily/kinesthetic, interpersonal, and 

intrapersonal. 

Linguistic intelligence is the ability to manipulate language, with 

poetry serving as its ultimate expression, while the logical-mathematical 

intelligence is evidenced by high ability in quantitative reasoning. Many 

tests, such as the Scholastic Aptitude Test (SAT), measure these two 

abilities exclusively. Since the linguistic and logical-mathematical 

intelligences have assumed a position of priority among educators, college 

entrance exams tend to test these areas exclusively. 

Gardner's theory recognizes the other five intelligences as equal in 

importance to the linguistic and logical-mathematical. Spatial intelligence 

is the ability to form mental models of a spatial world and to manipulate 

operations within the model. Architects, engineers, painters, surgeons, and 

sculptors are but a few examples of individuals with highly developed 

spatial intelligence. Those with above-average musical intelligence quickly 

identify contrasts in tone production, rhythmic activity, and artistic 

interpretation. Gardner identifies both Yehudi Menuhin and Wolfgang 

Amadeus Mozart as figures who obviously possessed above-average 

musical intelligence. Dancers, athletes, surgeons, and craftspeople exhibit 

highly developed bodily/kinesthetic intelligence thereby possessing the 

ability to solve problems or create materials using their bodies. 

The final two intelligences, interpersonal and intrapersonal, are 

difficult to measure. Interpersonal intelligence is the ability to understand 

other people. Successful salespersons, members of the clergy, teachers, 

and politicians recognize how other people work, what motivates them, and 

how to work cooperatively with them. Intrapersonal intelligence is the 



ability to know and understand oneself and to use that understanding to 

function successfully in life. 

Gardner believes that many students do not benefit from a "uniform" 

approach to teaching that requires standardized testing and focuses 

primarily on the linguistic and the logical-mathematical intelligences. 

According to Gardner, in the ideal educational setting, teachers should 

recognize multiplicity and, in tum, 

...develop intelligences and help people reach vocational and 
a vocational goals that are appropriate to their particular 
spectmm of intelligences. (1993, p. 9) 

In response to criticism that his theory demands strenuous labeling too 

early in the educational process, Gardner suggests. 

It seems to me that the early identification of strengths can be 
very helpful in indicating what kinds of experiences children 
might profit from; but early identification of weaknesses can 
be equally important. If a weakness is identified early, there is 
a chance to attend to it before it is too late, and to come up 
with altemative ways of teaching or of covering an important 
skill area. (1993, p. 11) 

As an educator I was intrigued by Gardner's theory of multiple 

cognitive domains. Obviously, most of the students enrolled in music 

theory classes possess some degree of musical intelligence. Most 

demonstrate above-average facility in one or more musical areas: 

performance, conducting, teaching, or composing. Even so, as seen in the 

opening dialogs, these students—who most likely possess highly developed 

musical intelligences as evidenced by tiieir talents and choice of major— 

respond to the same set of musical variables in different ways. 

Intrigued by the implications of Gardner's work, I began to draw 

parallels between it and the study of music theory, which raised a host of 



questions. Just as people exhibit different strengths in terms of 

intelligences or combination of intelligences, do students of music theory— 

particularly students of freshman music theory in college music 

programs—utilize individual strengths and overcome or ignore personal 

weaknesses as they leam music theory? If so, am I teaching toward only a 

few of the strengths and failing to recognize other important skills just as 

standardized testing recognizes the linguistic and logical-mathematical 

intelligences and ignores the other five intelligences identified by Gardner? 

By doing so, am I inadvertently contributing to a perception that only a 

few skills are necessary while also inhibiting the development of other 

skills that could collectively assure success for more students in the music 

theory classroom? In addition, are my teaching strategies affected by the 

fact that I am a woman teaching in a field traditionally dominated by men? 

Are my decisions conceming my subject and my interactions with students 

based upon my educational experiences as a female? 

After close examination of three areas of research in education 

which seem to be important for freshman music students—the role of 

gender in education, individual leaming styles found within a group of 

students, and the developmental stages of college students—I determined 

that the answers to the above questions were indeed "yes." Yes, students do 

tend to ignore or undemtilize some skill areas as they complete various 

tasks. Yes, by requiring the use of only a few leaming strategies I might 

be limiting my effectiveness as a teacher. By not recognizing all leaming 

styles as important, I might be stifling the development of the complete 

musician. Yes, as a woman, I do tend to base some teaching decisions upon 

my experiences rather than objective rationalism. 



Purpose 

The purpose of this dissertation is two-fold: first, to establish a 

conceptual framework for understanding ways in which individual 

freshman students differ and to understand how these differences affect the 

freshman music-theory classroom; and second, to propose a connected 

approach to teaching music theory through the integration of leaming 

styles and developmental stages. 

Organization 

Chapter I establishes the background for this study. Chapter II 

defines "connected" teaching, reviews current research on individual 

leaming styles (personality, information processing, social-interaction, and 

instructional-preference models) and provides a discussion of the 

intellectual developmental stages of college students. Chapter III proposes 

a student-centered approach to teaching freshman music theory which 

integrates leaming styles and developmental stages, which Chapter IV 

exemplifies using several different topical units from a freshman theory 

course. Chapter V examines important issues emanating from connected 

teaching: the potential evolution of the canon, changes in assessment, and 

professional limitations. 
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CHAPTER II 

LITERATURE SURVEY: CONNECTED TEACHING, LEARNING 

STYLES, AND DEVELOPMENTAL STAGES 

Connected Teaching 

In recent years, issues growing out of gender differences between 

men and women have risen to the forefront of the academic world. These 

issues permeate every educational fomm and have stimulated much 

research. One area of interest, the psychological differences between men 

and women and how these differences can affect the leaming process, has 

been at the center of recent gender-related research in education. 

Differences between women and men have long been acknowledged 

by such developmental theorists as Sigmund Freud, Jean Piaget, and 

Lawrence Kohlberg. However, their work shows a single developmental 

model with a distinct bias toward male subjects. Developmental theories 

sensitive to female subjects have been virtually non-existent. Worse, 

certain talents and abilities more likely to manifest in women than in men 

are poorly measured by the male-dominated developmental models, causing 

women to appear to be underdeveloped. 

In the early 1970s, female psychologists began conducting studies 

with women in an attempt to develop independent theories which were not 

clouded by a male-dominated perspective. Such scholars as Matina Homer, 

Nancy Chodorow, Janet Lever, and Georgia Sassen each contributed to 

discoveries which provide the foundation for current theories of female 

development (Homer, 1972; Chodorow, 1974; Lever, 1976; Sassen, 1980). 



Each study suggests that women typically defme their identity 

through their relationships with others, unlike men who more often strive 

for independence. Because they are comfortable in relationships, women 

tend to approach new knowledge in a very personal way. Women often ask 

questions such as: What experiences from my past can I use to better 

understand the issues at hand? How will the results affect my life and my 

surroundings? How can I use this information to improve a given 

situation? What will I take from this experience into the future? 

Men, on the other hand, tend to detach themselves from their 

leaming environments. Relying more on logic and rational thinking, men 

tend to take a more distant, objective stance on most issues. They are less 

concemed with personal experience and prefer to base decisions upon 

statistics and objective data. This detached objectivity forms the basis for 

the dominant teaching style encountered in higher education. 

Carol Gilligan (1982) supports the findings of these earlier female 

psychologists and continues to strengthen arguments in their favor. Even 

though she uses female subjects to support her findings, Gilligan does not 

consider her theories to be gender specific. She refers to her theory of 

development as a "different voice," distinct from traditional developmental 

theories: 

The different voice I describe is characterized not by gender 
but theme. Its association with women is an empirical 
observation, and it is primarily through women's voices that I 
trace its development. But this association is not absolute, and 
the contrasts between male and female voices are presented 
here to highlight a distinction between two modes of thought 
and to focus a problem of interpretation rather than to 
represent a generalization about either sex. In tracing 
development, I point to the interplay of these voices within 
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each sex and suggest that their convergence marks times of 
crisis and change. (1982, p.2) 

By eliminating a bias toward either gender, Gilligan recognizes that 

both men and women experience life in a multiplicity of ways. As more 

educators begin to recognize this multiplicity of voices—similar to the 

multiplicity of intelligences proposed by Gardner—and to embrace the new 

dimensions afforded by their acceptance, opportunities for enhanced 

communication between teachers and students are abundant. Also, by 

recognizing the potential for multiple voices, educators allow students 

opportunities to speak, think, and leam in ways that are consistent with 

their leaming preferences, thereby eliminating unnecessary tension which 

sometimes hinders the educational process. 

Still, requiring a student to speak in a voice in which he or she is not 

comfortable does have merit; the greatest intellectual and personal rewards 

are frequently gained after a stmggle to communicate in an unfamiliar 

arena. But by offering the student at least an initial opportunity to succeed 

in a comfortable fashion, the student gains confidence, feels optimistic 

about leaming, and looks forward to future academic challenges. Once the 

student believes in his or her leaming potential, then the instmctor should 

push the student toward different leaming experiences involving 

opportunities to speak and grow in different voices. However, to do this 

too early in the educational process could cause the student to suffer self-

doubt and develop a fear of failure, not to mention a crisis of identity. 

According to Janet Lever (1976), women in particular would rather 

quit than risk failure. In her study of children's games, girls preferred to 

end the game rather than run the risk of losing a friend because of a 

conflict. Boys tended to negotiate solutions better and continue playing 
11 



since they were more detached from the issues and did not fear losing 

friends over a quarrel. Similarly, when faced with an uncomfortable 

educational challenge, students who fear failure often retreat rather than 

confront the possibility of failing to meet the challenge. 

Following the lead of Gilligan, the authors of Women's Ways of 

Knowing: The Development of Self Voice, and Mind continue the study of 

how women view themselves, authority, and knowledge (Belenky et ai, 

1986). Their findings are at the heart of gender issues in higher education. 

Rather than focusing upon the instmctor's knowledge ("separate 

knowing"), the authors suggest that some leamers should begin the leaming 

process with what knowledge they already do possess ("connected 

knowing"). Traditionally, in university classrooms instmctors teach 

separate knowing. They start with their extensive knowledge and expertise 

and assume the student's mind to be an empty cup waiting to be filled by 

information given in typical lectures. Students are expected to accept the 

instmctor's information as absolute and are rarely given the opportunity to 

question or interact (to form a "relationship") with the material. For 

students preferring a more personal approach to leaming, this situation is 

often fmstrating and limiting. Without the opportunity to interact 

personally, to "connect" with the new knowledge, these students often feel 

disadvantaged and isolated. 

By observing how one woman interviewed by Belenky feels about 

her approach to leaming, the concept of connected knowing becomes more 

clear: 

I think women care about things that relate to their lives 
personally. I think the more involvement they have in 
something that affects them personally, the more they're going 

12 



to explore it and the more they're going to be able to give and 
to get out of it. I think that men~because they're male they 
haven't been put down all the time for their sex, so they can go 
into any subject with confidence, saying, "I can leam about 
this" or "I have the intellect to understand this." Whereas I 
think women don't deal with things that way. I think they 
break down an issue and pick out what it is about it that has 
happened to them or they can relate to in some way, and that's 
how they start to explore it. (1986, p. 202) 

This sentiment was echoed by many of the subjects interviewed in the 

study. In response to this finding, the authors suggest a parallel between 

the teacher and a midwife. Rather than merely depositing information in 

the leamer's head (as is frequently the case with the lecture-oriented style 

of teaching), the sensitive teacher draws knowledge out of the leamer in 

much the same manner that a midwife assists a mother in childbirth. The 

midwife/teacher "assists the students in giving birth to their own ideas, in 

making their own tacit knowledge explicit and elaborating it" (Belenky 

etal., 1986, p. 217). 

In order to avoid any gender bias associated with the concept of 

"midwife/teacher," the authors coin the term "connected teaching." By 

eliminating powerful feminine images, all instmctors, both male and 

female, are able to identify with those traits described by the authors. A 

negative side-effect of this more neutral terminology is the loss of the vivid 

imagery associated with the midwife reference. Nonetheless, the term 

"connected" is itself rich in connotations: (1) united, joined, or linked; (2) 

having a connection; and (3) joined together in sequence, linked coherentiy, 

as in connected ideas (Flexner, 1987, p. 431). The image of the student, 

teacher, and knowledge being "united, joined, or linked" is both powerful 

and hopeful. The definition of "separate" suggests quite the opposite: (1) to 
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keep apart or divide, as by an intervening barrier or space; (2) to put, 

bring, or force apart; and (3) to set apart, disconnect, disassociate (Flexner, 

1987, p. 1746). 

The primary aims of the connected teacher are to move students 

toward self-discovery and to encourage them, both male and female, to 

speak their opinions in their own voices while simultaneously mastering the 

given subject matter. Suggesting that students imitate ideas belonging to 

the instmctor or those found in books does not adequately prepare the 

student to face the challenges of the future. By enabling the student to 

uncover his or her own voice and to articulate that voice in a unique 

personal style, educators can help young people to gain confidence in their 

ability to embrace actively future intellectual challenges. 

Second, connected teachers encourage continual growth. At every 

possible opportunity, connected teachers support the evolution of their 

students' thinking. Activities are rarely "finished." Teachers continually 

strive to integrate old assignments with new ones to create a continuum of 

information where each new idea emerges out of an old one. Similarly, 

when a young student expresses an idea, a connected teacher does not 

"correct" the thought but encourages the student to "think more," or in 

other words, to let the original thought evolve into new ones. 

Third, connected teachers focus not on their own knowledge (as is 

often the case in lecture-style classes) but on the knowledge of the students. 

They are constantly aware of the status of the leamer and are flexible 

enough to respond to the leamer's needs. If the student requires a 

divergence from the planned activity, a connected teacher responds 

accordingly. The teacher's control of the leaming environment need not 
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be threatened by occasional spontaneous dialogue or intermpted lesson 

plans. 

Finally, connected teachers encourage students to put their 

knowledge into immediate use in everyday activities. Practical application 

insures that students will not only respond fully and more immediately to 

new ideas, but also that they will better retain what they have learned. 

By emphasizing the few points mentioned above—by encouraging 

student opinion and dialogue, promoting growth from initial ideas, 

focusing upon student knowledge instead of instmctor knowledge, and 

providing practical applications—connected teachers are able to set up 

optimum leaming experiences for the student regardless of the subject 

matter. A leaming environment guided by these principles is a vibrant 

place where the desire to leam is infectious and attitudes are continually 

positive. Whether the instmctor is male or female and whether males or 

females predominate in the class, the results are usually the same: students 

respond positively to the student-centered environment fostered by 

connected teachers. 

Connected teachers are also aware of the need for students to develop 

the skills required for separate knowing. Certain leaming situations 

require students to be objective and rational. As suggested by Gilligan, it is 

the "interplay between these voices" which provides drama and excitement 

in most leaming environments. As mentioned above, Gilligan also suggests 

that "their convergence marks times of crisis and change." These moments 

of crisis are all but ignored by separate teachers who fail to capitalize on 

opportunities for deepening the educational experience. These crises may 

come in many guises. Students may suddenly fail to complete assignments, 

15 



become confrontational, or perform far below their average on an exam. 

Connected teachers recognize these times of fhistration and are able to 

inspire dialogue between voices, to help resolve miscommunications, and to 

promote further interplay between the voices in a constmctive manner. 

In the opening pages of this dissertation, the four students—Allen, 

Becka, Chad, and Darla—do speak in multiple voices. All but Allen 

exhibit qualities generally associated with connected leaming, and in a 

short time they become personally involved with the secondary dominant 

harmony independent of formal instmction. Becka tries to sing it and to 

apply solfege syllables; Chad begins to listen for it in the music he is 

practicing; and Darla attempts to use it in a composition. Allen is the only 

student who remains detached from the new harmony, revealing his more 

objective approach to the chord. Allen's primary concem is to 

conceptualize the material through taking notes. 

In many music theory classrooms, students are instmcted by 

"separate" teachers. If the instmctor were to use only separate teaching 

techniques for these four students, only one out of four students would be 

leaming with his dominant voice. The other three might well suffer 

because their preference to become personally involved with the material is 

not being adequately met. With few opportunities to use their intuitive 

skills, these students might remain detached from the new material. 

Ideally, connected teaching will allow Becka, Chad, and Darla to 

experience the new harmony and, in addition, will continue to honor 

Allen's tendency to be objective. By mcorporating all voices into the 

leaming environment, the leaming experience will be enriched for each 

student regardless of his or her voice. 
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Leaming Styles 

Definition 

The study of leaming styles is complex. The term originated when 

researchers "began to look for specific strategies for combining course 

presentation and materials to match the particular needs of each leamer" 

(Kirby, 1979, p. 35). As already heard in the dialogues with the four 

students above, each possesses "particular needs" in relation to the newly 

introduced chord. What variables led to these unique needs? What caused 

each student to embrace the new chord in his or her unique way? How 

should instmctors react to these diversities in the classroom? 

Each student possesses qualities that help form his or her specific 

leaming style. Just as each person has unique physical traits, so too are the 

traits that contribute to the manner in which knowledge is absorbed and 

processed. Further complicating the picture, each instmctor also has a 

unique style of leaming that can color the way in which he or she chooses 

to teach. And finally, academic tradition plays an important role in the 

overall picture, as only certain styles of teaching and leaming are upheld as 

appropriate in higher education. 

In their 1987 report Leaming Styles: Implications for Improving 

Education Practices, Charles S. Claxton and Patricia H. Murrell have 

attempted to clarify the various factors involved in the study of leaming 

style. In their report, the authors delineate four essential divisions within 

current leaming-style research: personality models, information-processing 

models, social-interaction models, and instmctional-preference models. 

Research within the four divisions is quite specialized; most scholars agree, 
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however, that each of the four divisions plays an equally important role in 

establishing the overall concept of leaming style. Borrowing from L. 

Curry (1983), Claxton and Murrell use the metaphor of an onion to help 

establish the relationships between each of the four divisions: 

At the core of the onion is style in the sense of basic 
characteristics of personality. Information-processing models, 
describing how persons tend to take in and process 
information, form the second layer; social-interaction models, 
dealing with how students tend to interact and behave in the 
classroom, make up the third; and leaming environments and 
instmctional preferences constitute the fourth. (1987, p. 7) 

Instmctors of music theory may recognize parallels between this 

analogy and the attempt to understand stmctural levels in musical analysis: 

The traits described at the different levels are not discreet, of 
course, and as one moves from the core level of personality to 
the fourth level of instmctional preference, it is clear that the 
traits of each level influence the next. The traits at the core 
are the most stable and thus are the least subject to change in 
response to intervention by the researcher or instmctor. As 
the levels proceed outward, the traits or preferences are less 
stable and more susceptible to change. (1987, p. 7) 

To gain a more complete understanding of the scope of leaming 

style, there follows a brief survey of recent research in the four divisions. 

Using Claxton and Murrell's report as the backbone of the survey, each of 

the four divisions are summarized using Allen, Becka, Chad, and Darla as 

supporting examples. 

Personality Models 

Personality lies at die core of the many layers making up one's 

overall leaming style. This layer may be least affected by specific modes 

of instmction and may be least susceptible to any type of modification. 
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Personality tends to be more associated with heredity and conditioning than 

the other layers of leaming style. This being the case, the subject must 

make a conscious effort to alter such fundamental traits. 

If personality is not significantly affected by changes in instmction 

or various leaming environments, why has extensive research been 

conducted in this area, and why is it considered one of the four major 

divisions of leaming style? Most researchers agree that its significance lies 

in increased awareness of personality styles and their relationship to 

various teaching styles and leaming environments. As educators become 

aware of both their own personality and those of their students, teaching 

effectiveness increases. It is a matter of awareness; the greater the 

understanding of personality, the greater the potential for successful 

communication between teacher and student. 

Herman Witkin: field dependence versus field independence. 

Research on the field dependence/independence dimension of cognitive 

style, conducted extensively by Herman A. Witkin (1945) and others, 

establishes a basis for the study of personality and leaming style. Using 

various tests, Witkin measured whether the subject is able to perceive an 

object without being influenced by its surrounding field. If a subject 

analyzes an object in terms of its relationship to the surrounding field, the 

subject is most likoiy field dependent. Field dependent leamers exhibit 

many of the characteristics of the connected leamer. Using relationships as 

frames of reference, the connected leamer, in both academic and social 

situations, defines "attitudes, beliefs, feelings, and even self-view from 

moment to moment" (Witkin, p. 43). 
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Both Becka and Chad exhibit certain qualities of the connected 

leamer. Becka is eager to view the new chord in terms of the material 

already understood in her field of knowledge. She tries to defme the 

secondary chord in terms already familiar to her. Chad instinctively places 

the new chord in his immediate working environment and continues to 

anticipate further relationships. 

Field independent subjects use objective analytic skills in much the 

same fashion as separate leamers. The object remains detached and 

unaffected by the surrounding field. Of die four students, Allen most 

clearly exhibits characteristics of the separate leamer. He is less interested 

in connecting the new chord to prior knowledge than with the collection 

and organization of data. Unlike Becka and Chad, he appears unaffected 

personally or emotionally by the new chord. 

Researchers caution that few students are completely field dependent 

or field independent. Rather, each student may be "described by his or her 

position relative to the mean" (Claxton and Murrell, 1987, p. 9). An 

important consideration for educators in higher education is to recognize 

that many students vary in their degree of field dependency or 

independency, or in other words, in their ability to fit neatly into the 

profiles of purely connected or purely separate leamers. This fact points 

to the complexity of the make-up of students within a single classroom. If 

all students exhibited either one style or the other, students could be 

matched (placed with others of like styles) and instmction might appear to 

be simplified—although a class of clones would offer little excitement or 

stimulation. Thus, since each student has a unique place upon the pendulum 

of personality characteristics, their differences again become the issue. 
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How can one instmctor having his or her own predominant style 

effectively instmct a class with so many diverse personalities? 

Educators have suggested a change in terminology from Witkin's 

original. Instead of field dependency, which suggests that subjects are 

possibly "weaker" due to some sort of "dependency" upon outside sources, 

researchers are now advocating the use of field "sensitive" instead. Since 

women and many minority groups tend to exhibit greater field sensitivity, 

this terminology seems to be less gender-biased and less prejudicial. Just as 

a connected teacher is aware of both connected and separate leamers, a 

field-sensitive instmctor will recognize and teach toward both the field-

sensitive and the field-independent student. By providing a variety of both 

approaches, teachers are teaching "bicognitively" (Kirby, 1979, p. 86). In 

doing so, teachers are stimulating multiple cognitive channels and, with 

skillful and conscientious planning, are expanding the means by which a 

student may absorb and process new knowledge. 

Jerome Kagan: reflective versus impulsive decision making. 

Another dimension of the personality profile is the tendency human beings 

have to act reflectively or impulsively when making decisions. The 

reflective person tends to dwell over possible solutions to problems before 

determining a solution, whereas the impulsive person tends to act more 

spontaneously. Using several personality tests, Jerome Kagan (1965) 

determined that of the personality traits discussed thus far, reflective and 

impulsive traits were the most open to modification or change. 

Knowing whether a student is reflective or impulsive has important 

implications for student testing and evaluation. Stress intensifies a person's 

tendency towards impulsive behavior. Because of this, reliance upon 
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multiple-choice exams will promote two possibly dangerous situations. 

First, an impulsive student might become more spontaneous and mn the 

risk of neglecting to implement any reflective reasoning skills whatsoever. 

Reflective students feeling the pressure of many questions with only one 

possible solution become immobilized and are unable to perform any 

operations. Instmctors who recognize that students can become either 

more or less reflective or impulsive might seek to reduce stress by testing 

in a variety of formats and by instmcting students as to ways they might 

modify their test-taking skills so as to encompass the positive aspects of 

both reflective and impulsive styles. 

Personality tests. Several tests which help identify personality 

profiles have become standard tools in college and university counseling. 

Recent work in the area of leaming styles suggests that using the tests in the 

classroom may help instmctors recognize important personality traits in 

themselves and their students. A widely acclaimed test, the Myers-Briggs 

Type Indicator (1976), assesses personality in the areas of extroversion or 

introversion (where one derives creative energy), sensing or intuition (how 

one prefers to collect knowledge), thinking or feeling (how one makes 

decisions), and judging or perception (how one prefers to control one's 

surroundings). This comprehensive profile is often used with students to 

foster dialogue about how they leam. In addition, results may be used to 

match students with others like themselves or with teachers who manifest 

the same style. If an instmctor is mismatched with a group of students, he 

or she may be more sensitive to the differing needs of the students and 

might consider modifying teaching and evaluative strategies. 
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The Omnibus Persoruility Inventory is another tool that measures the 

"intellectual, interpersonal, and social-emotional development of college 

students" (Claxton and Murrell, 1987, p. 18). The test consists of fourteen 

scales that are used to discriminate between nine separate thinking/leaming 

pattems: scientific thinking, literary thinking, historical and philosophic 

thinking, thinking in the social sciences, thinking among artists, thinking in 

language and music, thinking among design engineers and architects, 

ideational thinking (of or relating to ideas), and creative thinking. 

Obviously, several of the areas pertain directly to music theory instmction 

and arts education in general and all recall Gardner's theory of multiple 

intelligences. By measuring different modes of thinking, researchers have 

linked leaming styles to specific disciplines. This presents a greater 

opportunity for educators to teach not only the facts and information 

associated with a particular area of study but also the thinking skills 

specifically required by a given discipline. 

Originally developed to shed light on environmental preference in 

the workplace, the Holland Typology of Personality (1966) distinguishes 

between six personality types: realistic, investigative, social, conventional, 

enterprising, and artistic. As instmctors analyze their classroom 

environments, they become sensitive to the environmental preferences of 

those students in their classes. Some students prefer to engage in typical 

academic activities such as research while others excel in more people-

oriented activities such as interviews or role-playing. Instmctors do not 

necessarily need to alter their teaching environments, but by becoming 

sensitive to those students who might be uncomfortable they are 

recognizing and responding to yet another area of diversity. Students who 
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are comfortable in a specific classroom environment will most likely 

flourish, while those who are uncomfortable may stmggle. The connected 

instmctor recognizes early in the semester which students are fmstrated, 

and takes steps to alleviate the problem by offering altemative strategies 

for study. 

Other dimensions of personal style, as well as ways to measure them, 

continue to surface in all areas of leaming style research. A consistent 

thread mnning through each is the idea of a dualism closely resembling 

that between connected and separate knowing. Each category is a point on 

the continuum and a single student could appear anywhere along the line 

from one extreme to the other. No matter how instmctors choose to 

become acquainted with the personality profiles of their students (using the 

Myers-Briggs Type Indicator, the Omnibus Personality Inventory, the 

Holland Typology of Personality, or any other accurate measuring tools) 

studies indicate that they will benefit by doing so. If only to promote an 

awareness of oneself and of one's students, the stage will be set for 

enhanced dialogue on how each individual leams. Then too, students will 

benefit from realizing their personal style as well, for by better 

understanding their personality, they will be able to capitalize upon their 

strengths and overcome their weaknesses. 

Information-processing Models 

Gordon Pask: holist versus serialist. Information-processing 

models, which attempt to describe how students process information, 

comprise the second division of leaming style. Gordon Pask has 

established a foundation for describing leaming strategies by distinguishing 
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between holists and serialists (1975 and 1976). Eariy in the examination of 

new subject matter, holists establish a broad framework into which they fit 

pieces of new information as it is acquired. Holists approach a subject 

from the "top down," examining elements of a topic at high levels of 

complexity and making connections between them. Serialists use a "bottom 

up" approach, collecting small bits of data and piecing them together 

slowly and methodically. When relating these two strategies to leaming 

style, Pask defines those who use a holist strategy as comprehensive 

leamers and those who use a serialist strategy as operational leamers. 

Also important for understanding Pask's model are two methods of 

leaming: description building and procedure building. Description 

building requires the creation of an overall map or scheme for what is 

known about a particular subject. Comprehensive leamers are more apt to 

manifest this approach. Procedure building focuses upon the processes and 

factual evidence that support a broad overview. Operational leamers tend 

to prefer procedure building. 

As these two types of leamers engage in study, three situations can 

arise. Comprehensive leamers, easily able to recognize broad concepts and 

to compile overviews, often neglect evidence that supports their 

conclusions. According to Pask, this situation often leads to over-

generalizing or "globetrotting." In contrast, operation leamers often are 

"not able to see the forest for the trees," or, in other words, are not able to 

visualize a picture in its totality. Ideally, the students must utilize both 

approaches in order to arrive at full understanding. Pask suggests the 

ultimate goal is to become a versatile leamer—one who is comfortable 

using both leaming styles. 
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Allen could be described as an operational leamer. As seen eariier, 

he is concemed only with defining the new chord. He does not attempt to 

relate it to any material previously studied. Becka also exhibits signs of 

being an operational leamer. She is intent upon defining the new chord in 

as many different terms as possible. She can spell it with pitch names, spell 

it in solfege, and she can sing it. She makes no mention, however, of the 

chord and its relationship to any materials leamed previously. Chad and 

Darla both exhibit characteristics of comprehensive leamers. Chad tries to 

place the new chord into the larger context of music he is currently 

studying. Darla begins to compose with the chord immediately, attempting 

to place it into a working musical context with which she is already 

familiar. 

R. Schmeck: deep-elaborative versus shallow-reiterative processing. 

Two leaming styles have been defined in terms of how leamers process 

information (Schmeck, 1983). Deep-elaborative information processors 

spend more time questioning the meaning behind a symbol than the symbol 

itself They spend more of their time thinking and less time repeating. 

Shallow-reiterative information processors use their study time for 

repetition and memorizing material rather than understanding concepts or 

creating connections. Certain subjects and specific types of examinations 

require one type of processing rather than the other. Instmctors and 

students both will benefit from understanding which type of processing will 

produce the best results in a given situation and from improving both 

approaches whenever possible. 

David Kolb: experiential leaming. David Kolb derives his 

information-processing model from a specific theory of leaming called 
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experiential leaming (1984). Kolb's four-step leaming process is rooted in 

early studies performed in the area of developmental psychology. 

His work draws from: 

...the works of Dewey, who emphasized the need for leaming 
to be grounded in experience, Lewin, who stressed the 
importance of a person's being active in leaming, and Piaget, 
who described intelligence not so much as innate but rather the 
result of the interaction of the person and the environment. 
(Claxton and Murrell, 1987, p. 25) 

The four steps in the process are concrete experience (active 

involvement), reflective observation (consideration of or imaginative 

reconstmction of the experience from multiple perspectives), abstract 

conceptualization (transforming observation into theories), and active 

experimentation (testing theories in new situations). As students complete 

the four steps, they automatically begin the cycle again as a new concrete 

experience evolves out of the final step of active experimentation. 

Kolb also defines two fundamental elements which play an important 

role in the leaming process. First, students take in information by 

grasping the experience. Some tend to grasp experience in concrete ways, 

while others tend to grasp it in ways that are more abstract. Second, 

students transform or process the experience. Many do so by reflective 

observation, while others do so by active experimentation. 

By integrating his four-step leaming process with the tendencies 

students have for grasping and transforming, Kolb arrives at four groups 

of leamers each having different leaming preferences as summarized in 

Figure 2.1. 

27 



ASSIMILATORS 
• grasp experience through 

abstract conceptualization. 
• transform experience through 

reflective observation. 
• easily create theoretical models. 
• assimilate diverse data into an 

integrated whole. 
• tend not to be "people oriented." 
• readily work with abstract 

concepts. 
• focus on soundness of ideas or 

theories. 

ACCOMMODATORS 
• grasp experience through con

crete experience. 
• transform experience through 

active experimentation. 
• take opposite positions from 

Assimilators 
• focus on doing things and 

having new experiences. 
• take risks. 
• show ability to adapt to meet 

new circumstances. 
• are intuitive and will use meth

ods of trial and error to solve 
problems. 

CONVERGERS 
• grasp experience through ab

stract conceptualization. 
• transform experience through 

active experimentation. 
• take opposite positions from 

Divergers. 
• move quickly to find the one 

correct answer. 
• show relatively httle emotion. 
• prefer dealing with things 

rather than people. 

DIVERGERS 
• grasp experience through con

crete experience. 
• transform experience through 

reflective observation. 
• show imagination. 
• are capable of multiple perspec

tives. 
• weave relationships into a mean

ingful whole. 
• are adept at brainstorming and 

generating ideas. 
• tend to be "people oriented." 
• easily show their emotions. 

J 
Figure 2.1. Kolb's Four Leaming Preferences. 
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Allen has the qualities of an assimilator. He is not making a personal 

investment in the new material. He approaches it purely as more data to 

add to his file. He is interested in correct, detailed information as 

presented by the authority. He appears to be comfortable working alone. 

Becka is most likely a diverger. As she seeks a concrete experience, 

she immediately begins to sing the secondary dominant chord using what 

skills she already possesses. By attempting to identify the chord by its 

solfege syllables, she is trying to weave the new material into a system with 

which she is already familiar. She suggests that she and Stacey sing for 

class, which points to her ability to offer suggestions and work with people. 

She is obviously excited by the prospect of being an active participant. 

Chad appears to be a converger. He is already thinking about new 

experiences he will have with the chord. He is looking for it in his real 

music and is eager to see it again in his part-writing studies. He makes no 

mention of working with others in his quest for understanding. 

Darla has tendencies of an accommodator. She is a doer, already 

trying to compose with the new chord. She immediately creates a new 

experience for herself, even at the risk of failure. She uses her musical 

intuition to harmonize the melody and is eager to have feedback on the 

success or failure of her experiment. 

The final dimension of Kolb's model focuses upon the transition 

from a simple leaming style to a more complex one. Young students 

initially spend time acquiring information and basic skills (acquisition). 

Only after moving into college, do they begin to choose certain subjects 

that are of particular interest, at which point they begin to be shaped by the 

requirements of the particular subject (specialization). Finally, after 
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graduation, young adults leam to balance the specialized requirements with 

personal fulfillment (integration), ft is during this time of integration that 

most people feel the need to reconcile the areas of life they have 

experienced with those they have not. The following is a summary of 

Kolb's model: 

Kolb's thesis of human development, then, is that increasing 
competence and experience in all four adaptive modes lead to 
greater complexity, relativism, and integration. It argues 
clearly for the design of leaming experiences that provide 
systematic opportunities for leamers to deal with information 
in all four modes and to develop greater competence in each. 
(Claxton and Murrell, 1987, p. 30) 

As instmctors in higher education develop curricula and determine 

teaching strategies, these four modes could be used to understand better 

differences among students and their performance, good or bad, in specific 

tasks related to a given subject as evidenced by the teaching model 

developed by Bemice McCarthy. In The 4MAT System: Teaching to 

Leaming Styles with Right/Left Mode Techniques, McCarthy applies 

Kolb's principles when designing curricular units for elementary and 

secondary schools (1980). McCarthy's designs suggest that Kolb's theory 

of experiential leaming could be appropriate for a diverse spectmm of 

students, even those in colleges and universities. The 4MAT System and its 

appropriateness for higher education will be discussed in greater detail in 

Chapter III. As instmctors combine Kolb's theories with recognition of 

students as comprehensive or operational leamers, and as deep-elaborative 

or shallow-reiterative information processors, they can begin to fathom the 

complexity of the human beings to which they are given charge and to 
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question the educational, administrative, and societal stmctures that make it 

difficult to regard them as individuals. 

Social-interaction Models 

Social-interaction models, another area of research, concem the 

relationship between student and teacher, between student and peers, and 

between student and subject matter. 

Classroom behaviors. An early study led by R. D. Mann resulted in 

the separation of subjects into eight clusters dependent upon their 

classroom behavior (1970). Characteristics of the eight clusters are given 

in Figure 2.2. By recognizing these different groupings instmctors will 

view their students as fully complex individuals rather than members of an 

undifferentiated group. It is important to remember that no single student 

fits exactly into one specific group and to recognize that change is possible 

as students mature and progress through various stages of the leaming 

cycle. 

The second study, developed with extensive input from actual 

undergraduate students, recognizes six different but non-exclusive 

behaviors in a typical college classroom (Reichmann and Grasha, 1974). 

They are identified in Figure 2.3. Researchers continued to enlarge this 

leaming style profile by defining specific classroom activity preferences 

for each of the six types of leamers as seen in Figure 2.4. 

In a follow-up study, students were evaluated according to their 

positions within the six groups and matched with their corresponding 

teaching styles (Andrews, 1981). Results suggest tiiat equal leaming took 

place, although collaboratively oriented students appeared to leam more 
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CLUSTER ONE 
• are compliant, the "typical" freshmen. 
• conform to standards set by authorities. 
• concem themselves primarily with 

understanding the material. 
• are task oriented, not rebellious. 
• show limited innovative, creative, 

or intellectual tendencies. 

CLUSTER THREE 
• work with a discouraged attitude. 
• exhibit self-esteem and strength as 

weU as guilt and depression. 
• show depression about human 

nature and the future in general. 
• are preoccupied with themselves. 
• lack sensitivity to others. 

CLUSTER FIVE 
• are heroes; usually see themselves as 

superior. 
• score high on standardized tests, but 

are usually low achievers. 
• see university as oppressive system; 

are distrustful of authorities. 
• desire closeness with others but are 

threatened by it as well. 

CLUSTER SEVEN 
• seek attention. 
• frequently joke, show off, or brag. 
• enjoy and need other people. 
• allow social interests to stifle intellec

tual development. 
• are preoccupied with appearances. 
• depend upon others for help in 

forming judgments. 

CLUSTER TWO 
• are anxious, dependent students. 
• depend on the teacher for knowledge 

and support. 
• show anxiety about being evaluated. 
• have low regard for their intellectual 

competence. 

CLUSTER FOUR 
• are independent, usually older 

students. 
• show intelligence, security, and 

contentment. 
• are able to view material with some 

detachment 
• show little interest in relationships. 
• are capable of thinking critically and 

forming individuahstic opinions. 

CLUSTER SIX 
• are snipers; resemble heroes but are 

more expressively and defensively 
rebellious. 

• underachieve and have low self-
esteem. 

• make hostile comments to instructors. 
• display pessimism. 
• avoid relationships. 

CLUSTER EIGHT 
• are silent students. 
• have tremendous sense of helpless

ness and vulnerability. 
• want and need attention but do not 

know how to get it. 
• remain silent rather than risk failure. 

Figure 2.2. Mann's Eight Clusters of Classroom Behavior. 
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INDEPENDENT STUDENTS 
• think for themselves. 
• work on their own. 
• will listen to others. 
• have confidence in their abiUty 

to leam. 

COLLABORATIVE STUDENTS 
• leam by working with others. 
• see the classroom as a learning 

environment. 
• see the classroom as a place for 

being with others who share 
similar goals. 

PARTICIPANT STUDENTS 
• desire to leara and enjoy attend

ing class. 
• assume responsibihty for leam-

i n ft 
lug. 

• often explore a topic beyond 
what is required study. 

DEPENDENT STUDENTS 
• exhibit Uttle intellectual curios

ity, while leaming only what 
is required. 

COMPETETIVE STUDENTS 
• feel they must compete for re

wards. 
• are motivated to leam by a 

desire to do better than others. 
• regard the classroom as a win/ 

lose environment in which 
they must win. 

AVOIDANT STUDENTS 
• do not participate actively. 
• are not interested in leaming 

course content. 

Figure 2.3. Reichmann and Grasha's Six Classroom Behaviors. 

33 



INDEPENDENT STUDENTS 
• prefer self-paced instmction and 

assignments that call for per
sonal opinion. 

• prefer a student-centered 
classroom. 

COLLABORATIVE STUDENTS 
• prefer lectures or discussions in 

small groups inside or outside of 
class. 

PARTICIPANT STUDENTS 
• prefer lectures with discussion. 
• want teachers to analyze and 

organize materials and class. 

DEPENDENT STUDENTS 
• prefer a teacher-centered class

room. 
• prefer to have a teacher to 

stmcture assignments. 

COMPETITIVE STUDENTS 
• respond to a variety of teaching 

methods. 
• prefer a teacher-centered class

room. 
• become leaders in small dis

cussion groups and group 
projects. 

AVOIDANT STUDENTS 
• are generally negative about 

any classroom activity. 
• prefer self-evaluation for grading. 
• do not hke enthusiastic teachers. 

Figure 2.4. Classroom Activity Preferences for Reichmann and Grasha's 
Six Classroom Behaviors. 
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from their peers than from their instmctors, when afforded the 

opportunity. In conclusion, Andrews suggests that most students leam best 

in settings which provide an atmosphere that complements their 

preferences. 

The Fuhrmann/Jacobs model involves only three styles: dependent, 

collaborative, and independent (1983). Its greater simplicity makes it more 

readily adaptable for use in the university classroom. This model is unique 

in that each of the three styles is specific to a given leaming situation and 

all students should be able to function as the situation warrants. If the 

material is new and students possess no prior knowledge, it is expected that 

they will exhibit characteristics of dependent leaming. If a specific 

situation requires considerable problem solving, collaborative leaming 

might be more appropriate. Finally, students who are not comfortable 

working with others might take a more independent approach to the same 

problem-solving exercises. 

J. Eison: leaming-oriented versus grade-oriented students. The last 

social-interaction model evaluates leaming style as it relates to grading and 

leaming (Eison, 1979). Leaming-oriented students view the classroom as a 

locus for the discovery of new information and ideas. Grade-oriented 

students view it as merely an arena for testing and evaluation—an obstacle 

through which they must pass to get a degree. Again, as seen in other 

models throughout this chapter, students do not exclusively exhibit qualities 

of either one or the other, but fall somewhere upon a continuum between 

the two. By combining the two styles, Eison creates a model that accounts 

for four different student orientations toward grades and leaming, as seen 

in Figure 2.5. Each of these social-interaction models suggests different 
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High learning/High grade 
orientation 
• highly motivated to leam and to 

achieve high grades. 

Low learning/High grade 
orientation 
• primarily interested in getting a 

good grade. 

High learning/Low grade 
orientation 
• in school for enrichment and 

personal growth. 

Low learning/Low grade 
orientation 
• in school to have a good time, to 

avoid getting a job, or because 
someone made them attend. 

Figure 2.5. Eison's Model for Leaming and Grade Orientation. 
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ways students relate to their educational environment, and instmctors will 

benefit from understanding and observing the four possibilities. 

Instmctional-preference models 

Joseph Hill: cognitive-stvle mapping. The fmal area of research to 

consider involves instmctional-preference models or, in other words, how 

students respond to a particular teaching style. The first model, cognitive-

style mapping, was developed by Joseph E. Hill and his associates (1973). 

Attempting to develop an underlying stmcture and scientific language for 

education, they defined a comprehensive framework called "educational 

sciences" that includes the categories outlined in Figure 2.6. 

Since Hill established this means of measurement in a universal 

language, it has been used in many universities to determine whether 

matching a student's style with a particular type of teaching leads to 

improved leaming. In one such study (Flippo and Terrell, 1984), students 

were split into two groups, prescriptive and persormlized. In the 

prescriptive group, teachers gave students specific directions for each 

assignment. The students in the personalized group were administered the 

cognitive-style mapping instmment, and both instmctors and students 

discussed the results. The resuhs enabled students to understand their 

abilities and preferences better in the areas mentioned above. Each student 

devised a personalized plan of study that encompassed the required course 

materials, and instmctors were readily available for guidance when 

necessary. No prescribed activities were planned and very few directions 

were given. In the final analysis, students in the personalized group 
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1. Symbols and their meanings, which are based on the belief that people 
use theoretical and qualitative symbols basic to the acquisition of 
knowledge and meaning. 

2. Cultural determinants of the meanings of symbols, which are con
cemed with the cultural influences that affect what symbols mean to 
particular individuals. 

3. Modalities of influence, which are the elements that show how a 
person makes inferences. 

4. Memory-concern, biochemical and electrophysiological aspects. 

5. Cognitive style, which is the product of the first four sciences. 

6. Teaching, counseling, and administrative style. 

1. Systematic analysis and decision making. 

Figure 2.6. Hill's Areas for Cognitive-Style Mapping. 
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maintained a more positive outiook toward their studies and their 

developing skills, and showed greater self-confidence conceming their 

college work. In a similar test (Fourier, 1980), students in the 

personalized group also achieved significantly higher grades than those in 

the prescribed group. 

Albert Canfield: style inventory. In another attempt to evaluate 

student response to varying types of instmction, Albert Canfield (1980) 

developed the Canfield Leaming Style Inventory. The four areas of the 

inventory, each of which has its own stmctural breakdown, are outlined in 

Figure 2.7. 

Complementing this inventory is the Canfield Instructional Style 

Inventory (1986). Used together, the two inventories have shown that 

when students are matched with their preferred teaching styles one can 

reasonably expect better reading scores, a more positive perception of the 

educational experience, and higher grades in general. Also, in most of the 

studies, correlations were made between a given group of students, their 

personality profiles, and their leaming preferences—allowing instmctors 

to better predict student success and to plan curricula accordingly. 

According to Claxton and Murrell (1987, pp. 53-54), the importance 

of research on instmctional-preference models is threefold: first, their 

information can strengthen an instmctor's ability to identify students who 

will not do well; second, it can provide a way to predict a student's ability 

to persist; and third, it points to a need for increased "classroom research." 

By identifying early in the semester which students do not respond to a 

particular teaching style, the instmctor may quickly suggest altemative 

study strategies which will promote success. By recognizing those students 
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1. Conditions of learning 
• affihations (relationships) 
• stmcture (organization and detail) 
• achievements (setting goals and independence) 
• eminence (orientation toward competition and authority) 

2. Content 
• numerics (numbers and logic) 
• qualitatives (words or language) 
• inanimates (working with things) 
• people (working with people) 

3. Mode 
• Ustening 
• reading 
• relating to a style or icon 
• directly experiencing 

4. Expectations (grades) 

Figure 2.7. Canfield's Leaming Style Inventory. 
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who will respond favorably to a specific teaching style, instmctors will be 

able to teach toward the majority or, at least, understand the perspective of 

the majority of students in the class. 

Summary 

How might music theory instmctors benefit from information on 

leaming styles and classroom research? In light of the summary presented 

by Claxton and Murrell (1987, pp. 54-55), there are several clear benefits. 

First, by obtaining information on their own styles and those of their 

students, theory instmctors may more accurately respond to different 

student emotions—confusion, pride, anger, curiosity, anxiety, and 

impatience to name only a few. The more instmctors view themselves with 

human understanding and compassion, the more they will appreciate the 

individuality of each student. Individuals' similarities become less 

important than their differences. Each special characteristic and response 

contributes to the overall personality of each group of students. How the 

instmctor choses to channel these emotions and how he or she motivates 

students to continue is largely dependent upon the instmctor's 

understanding of leaming styles. If a student stmggles with sightsinging 

and is a diverger, the instmctor might suggest organized practice witii 

other similar students in small groups outside of class. If a student exhibits 

characteristics similar to tiiose in Mann's Cluster Eight, the instructor 

might suggest that the student obtain a tutor in music theory or arrange to 

see the instmctor during office hours in order to develop more self-

confidence. 
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For instmctors who are involved in time-consummg research beyond 

their teaching responsibilities, it is relatively easy to discover the leaming 

styles of a group of students. Within only a few classroom hours, any 

number of tests can be conducted, and in only a short time results can be 

evaluated and dialogue initiated between students and instmctors. If 

instmctors do not wish to administer formal tests, information may be 

acquired by merely asking students to complete student profiles. By asking 

students to comment on their favorite types of assignments, favorite 

classroom activities, career goals, and musical abilities, instmctors will 

acquire valuable information by the end of the initial class meeting. The 

benefits of leaming-style data will far outweigh the small amount of 

instmctional time sacrificed to gather the information. 

Second, many studies suggest that as students become aware of their 

leaming-style profiles, grade-point averages rise, attitudes about leaming 

remain positive, and self-confidence in academic abilities remains high. 

Imagine a music theory classroom where students, on the average, 

continually make good grades, have positive attitudes toward the subject 

matter, and are confident in their abilities to continue to leam. The 

material reviewed above suggests that by evaluating leaming styles and by 

responding to students' diverse needs, this ideal might be attained. Even if 

instmctors elect to continue their current teaching style and not modify 

their teaching in any way, knowledge of other styles will help in those cases 

where students are slow or unable to respond. For example, by merely 

offering study suggestions or test-taking strategies, the instmctor can easily 

defuse a student's anxiety. 
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Developmental Stages 

Definition: William G. Perry 

In the late 1960s, William G. Perry pioneered research on the 

developmental stages of college students in his Forms of Intellectual and 

Ethical Development in the College Years: A Scheme (1968). Perry's 

scheme consists of nine stages ov positions of development. These nine 

stages are divided into three groups separated by potential times of crisis as 

students progress from one group to another. 

As indicated in Figure 2.8, students progress during the first three 

stages from a simple dualistic perspective (reliance upon a right/wrong 

dichotomy) to a more relativistic perspective (recognition that knowledge 

is uncertain). Students functioning within these stages begin by adhering to 

the tmism—however misguided it may be—that all problems may be 

solved by discovering a single correct answer. Most have been conditioned 

to approach problem-solving in this way by their earlier experiences in 

public education. In stages two and three, students begin to recognize that 

multiple solutions to many types of problems do indeed exist. Perry 

defines this pluralism as multiplicity. From this point on, developing 

students stmggle to establish their position in relation to this newly-

acknowledged multiplicity. 

In the middle three stages, students begin to substitute relativism for 

dualism and begin to recognize the need for the development of personal 

perspectives. They now recognize the problematic nature of multiplicity 

and the necessity for forming commitments in a relativistic world. This is 

a potentially fmstrating time as students recognize that they must act but 
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still do not know how to go about doing so. They begin to see pattems in 

relative contexts but do not know how to respond to them. 

During the three final stages, students begin to understand better the 

relative nature of knowledge and to make decisions and choices based upon 

that understanding. Students now begin to experiment with making 

intellectual and emotional commitments, evaluating the consequences of 

those commitments, and then altering their choices or continuing with the 

original commitment. It is during this time that students begin to take 

responsibility for forming their own opinions and to take responsibility as 

well for the consequences of doing so. Perry is quick to point out that 

"educators cannot determine the student's choices," but rather only provide 

intellectual contexts in which students can make decisions, as well as 

encouragement to stimulate them to do so (1970, p. 123). 

In the initial stages, students view professors as authorities and 

believe that leaming is merely the acquisition of facts as presented by those 

same authorities. The process is simple: the professor lectures, and 

students take notes, memorize the information, and spit it back on the 

exam. If students take die time to memorize the material, diey will succeed 

in finding the "correct" answer. If they neglect to memorize die material 

and are unable to recall it on exam day, diey fail. 

The stmcture Perry designates as Position 1 is basic duality, the most 

simple view of the worid of knowledge. At diis position, die point for 

many entering college freshmen, students believe that simple obedience to 

the audiority figure constitutes success. In Position 2, multiplicity pre-

legitimate, students slowly begin to suspect an incongmity between what is 

expected of them by the audiority figure and what the correct answer 
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actually is. Finally, in this early stage of development, students reach 

Position 3, multiplicity subordinate. Here they begin to question the 

judgment process since multiple answers appear to be possible for any 

single question. 

Students in these early stages of development expect to receive 

complete and correct information. When they perceive that this is not 

happening they become anxious and fmstrated. If an instmctor omits a 

portion of the text or does not carefully illuminate important topics, 

students begin to believe that those in authority are not doing their jobs. 

Equally fmstrating for students in these stages are assignments which force 

them to formulate and express their own opinions. At this stage, they do 

not perceive themselves as being able to formulate personal opinions; only 

those in authority should attempt to do so. 

Students in the early developmental stages often resent being asked to 

participate in group work or peer teaching. How can they be expected to 

leam from other students who have yet to become authorities themselves? 

Another source of fmstration arises when students see disagreement among 

instmctors or more than one solution to a single problem. They are unable 

to grasp the idea of knowledge as an uncertainty nor that a single problem 

might generate multiple solutions. This is particulariy fmstrating for 

freshmen. Often professors within a single department disagree as to the 

methods of teaching fundamental material. This can make it difficult to 

progress from one instmctor to another between semesters. Compounding 

the difficulties, a music theory course quickly becomes relativistic in nature 

as it moves into the study of harmony, which forces students to confront 

the possibility of multiple solutions early in their college careers. 
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Of the four students introduced in Chapter I, Allen is the most 

obvious example of someone functioning within these early stages of 

development. Because he missed some notes during class, he is anxious to 

fill in the gaps as soon as possible. He cannot be satisfied until he copies 

down exacdy what was said in class that moming. The instmctor is the 

authority and Allen's job is to collect the information. He is shocked that 

there is no written copy of the lecture because he cannot yet conceive of 

knowledge being presented spontaneously. 

As students progress into the middle developmental stages, they 

begin to view knowledge as relative. Many times, no actual right or wrong 

answer exists, and for the first time, the instmctor is not necessarily the 

authority. Others, including fellow students, may offer opinions which 

may serve to satisfy the need for answers. Soon after this discovery, some 

students may claim themselves as equal in authority to their instmctors. 

However, since correct answers may come in the form of opinion, some 

will argue that erroneous material has possible merit and will abuse the 

new-found relativity. 

Position 4, multiplicity correlate or relativism subordinate is a 

clouded area. Some students continue to question the validity of those in 

charge while others begin to move toward attempting to reconcile the 

perceived relativity by employing critical thinking skills. Position 5, 

relativism correlate, competing, or diffuse, signifies the shift from viewing 

knowledge retrospectively in dualistic terms to recognizing that knowledge 

is indeed relative. In Position 6, commitment foreseen, the student realizes 

the degree of self involved in all tmths, relationships, purposes, activities. 
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and cares and foresees the need to take responsibility for one's actions, 

opinions, and beliefs. 

Other problems often surface in these middle stages. Because one 

opinion seems to be as good as the next, students often neglect to offer 

convincing support in favor of their views and they often resent instmctors 

who criticize them for their failure to do so. Some students mistakenly 

believe that since opinions are now a valid form of feedback, any opinion 

should be acceptable regardless of its validity. It is important that 

instmctors working with students in these stages of development continue 

to demand solid support for opinions and new theories. If they do, students 

will "still see knowledge as opinion or theory, but will realize they must 

support opinions or provide evidence for theories—at least in academic 

settings" (Erickson and Strommer, 1991, p. 51). Students will begin to 

look to professors for advice on how better to support their claims. 

Grading criteria should be carefully outlined for students during these 

formative stages. If expectations are not clear, students might criticize 

instmctors for being overly opinionated or biased. 

As students enter the final stages of development they begin to see 

leaming and knowledge in a new light. Opinions and theories are "colored 

by one's perspective, assumptions, and methods of inquiry, which makes 

most questions and problems more complex" (Erickson and Strommer, 

1991, p. 52). Students now no longer perceive the instmctor as the 

ultimate authority figure but radier as a resource who can help them gain 

experience and insight into methods of inquiry. Ultimately, mature 

students understand that they must eventually make commitments to their 

48 



opinions in order to "create a personal world view" (Erickson and 

Strommer, 1991, p. 53). 

Position 7, initial commitment; Position 8, orientation in implications 

of commitment; and Position 9, developing commitments all center on the 

theme of responsibility. As Perry explains: 

The hero makes his first definition of himself by some 
engagement undertaken at his own risk. Next he realizes in 
actual experience the implications of his initial Commitments. 
Then, as he expands the arc of his engagements and pushes 
forward in the impingements and unfoldings of experience, he 
discovers that he has undertaken not a finite set of decisions 
but a way of life. (1970, p. 153) 

Perry also defines positions of deflection (temporizing, escape, and 

retreat) which offer "altematives at critical points in the development" 

(1968, p. 14). Whenever students feel unprepared, resentful, alienated, or 

overwhelmed, they could possibly stray from the normal developmental 

path. These positions could account for situations such as students 

continually asking unnecessary questions in an attempt to stall the 

professor, repeated excuses for failure to complete assignments, or 

dropping a course. 

The instmctor of freshman music theory is well advised not to 

neglect the early stages of development. When students enter the theory 

classroom for the first time, they will most likely be firmly entrenched 

within the early stages of development. They will most likely view theory 

instmctors as authorities on music and will expect to begin leaming in 

situations which require simple right or wrong answers. Obviously, much 

of the information taught in first-semester theory can be evaluated as right 

or wrong (spelling scales, identifying intervals, and notating chords). 
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However, before long music theory becomes infused with subjective, 

artistic interpretations and concepts of a more relative nature. How can we 

reconcile the developmental stages of students with the complex intellectual 

and artistic demands of the discipline? 

Gender and Developmental Stages 

In recent years, the theory of developmental stages has become even 

more complicated as developmental theorists, continuing the research of 

Perry and his followers, have become aware of the gender bias associated 

with the original scheme. Perry's research, conducted on an exclusively 

male sample, failed to consider potential differences among females. As 

seen earlier in this chapter, theorists began to evaluate female subjects and 

found data to support the existence of multiple theories of development. In 

Women's Ways of Knowing, Mary Field Belenky and her colleagues 

actually began their research with Perry's original scheme. Rather than 

rejecting outright the scheme as defined by Perry, these theorists were able 

to supplement his work by eliminating its gender bias and by recognizing 

differences among the developmental stages of students speaking in voices 

other than those found in Perry's research. 

As already established, an altemative voice—the connected leamer— 

surfaced when female subjects were examined in die series of studies. 

Further studies suggested that diis voice is not restricted to females and 

that, ideally, it should be nurtured no less than that of the separate leamer 

within the various disciplines of higher education. 

When viewed in conjunction with Perry's scheme, several 

differences emerge. Even diough connected leamers also view the 
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professor as the authority, they do not perceive themselves as potential 

authorities. Separate leamers often view themselves as capable of 

advancing eventually to a position of audiority, while connected leamers 

have difficulty imagining themselves as anything but a student. Because of 

this, they rarely communicate to their teachers what diey do know beyond 

examinations and are seldom involved actively in classroom dialogue on 

any level. They do, however, become active listeners given toward 

thoughtful contemplation of their past experiences and of how their future 

experiences will be affected by the new knowledge. 

During the middle stages of development, the connected leamer 

appears to have several different experiences from the students in Perry's 

scheme. As Perry's students respond with enthusiasm over their new right 

to proclaim their own opinions, connected leamers are more apt to be 

tentative in proclaiming personal feelings. They tend to regard themselves 

as "mere" students for a much longer time than do separate leamers. 

Beyond that, when they finally begin to formulate personal theories, they 

tend to substantiate them with personal experience rather than objective 

evidence. Connected leamers are often so afraid that their opinions will 

alienate themselves from others that they continue to listen more than they 

actively participate. 

Stages of Group Development 

Groups develop in much the same way individuals do. When 

students gather every day, as they often do in undergraduate music theory 

classes, a feeling of collegiality quickly develops. Particulariy in freshman 

theory classes, the new student finds a degree of security in being with so 
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many other similar students. They have recently come to campus and are 

having common "first-year" experiences. In many music departments, 

their common experience may be greater dian it is for students in odier 

departments since freshmen music majors will also be forging close bonds 

within their ensembles. 

B. W. Tuckman's theory of die developmental stages of small groups 

oudines four stages through which groups proceed: forming, storming, 

norming, mid performing (1965). When studying diese stages, it is 

important to remember the unique characteristics that different groups 

bring to the total classroom picture. 

During tht forming stage, students depend upon the instmctor for 

guidance and upon each other for support. Very litde independent action 

or thought takes place. Students rely on one another and on the instmctor 

for confirmation of success and for constmctive criticism. During this 

time, students are conscious of how they fit—"in" or "out"—with respect 

to the group. This awareness carries over into their social lives as well, as 

they attempt to find their places within the collegiate community. 

Entering the storming stage, students begin to rebel against 

authority, stmcture, and often each other. They begin to test how far they 

can push the instmctor in various areas of the course: letting homework 

slip, chatting in the classroom, not reviewing daily assignments, and 

procrastinating. The primary stmggle revolves around who is in charge— 

the instmctor or the students. This time period often resembles a tug-of-

war and often results in an argumentative, stressful classroom climate. 

Once students realize that the instmctor is indeed in charge, the 

group begins the period of norming. During this time, the group develops 
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enthusiasm and a degree of cohesion. Both the students and instmctor are 

now involved in the common goal of leaming. 

In the performing stage, all energy is focused upon the primary goal 

as established by the instmctor. The group is unified in its attempt to reach 

the final goals. It is easy to distinguish between times for work and play, 

and the atmosphere is usually pleasant and busy. It is during diis time that 

successful leaming takes place. If a class makes it to diis stage, students 

often begin to anticipate coming to class and leaming music theory. It is 

no longer the "dreaded" theory class. 

Instmctors will benefit from recognizing the stage of their class at 

any given time. With freshmen students in particular, the initial stages of 

forming and storming can be stressful and not conducive to any type of 

leaming. If instmctors can quickly and gently push students toward the 

norming and performing stages by initiating small group and cooperative 

activities, they will maximize the opportunity for leaming to take place. 

Summary 

The developmental changes students undergo, both individually and 

in groups, contribute to the complexity of a single classroom. All students 

are continually growing and changing, but they are doing so at different 

rates. It is impossible to predict when a given student or group of students 

will progress from an early developmental stage to a later one. Even so, 

by observing the signs diat accompany developmental growth, instmctors 

can more fully understand the developmental status of their students. 

Perry's nine-stage scheme of development dirough die college years 

serves as a solid framework from which to begin the study of 

53 



developmental stages in separate leamers. The progression from a 

dualistic perspective, through a relativistic one, and ultimately to a 

commitment to making personal decisions within that relativity forms die 

"normal" developmental path for students during their college years. 

These students are most often separate leamers and are well-suited to the 

typical college classroom. Still, some students linger longer in certain 

stages, while others never quite reach the commitment stage. 

Connected leamers do not follow Perry's scheme absolutely. When 

faced with the opportunity for growth, they sometimes underestimate their 

abilities. They hesitate to view themselves as potentially equal to those who 

teach, and they question their ability to provide quality input and well-

justified personal opinions. As they develop, they often listen more than 

they participate actively in discussion, and they seldom appear to develop as 

quickly as separate leamers. During the latter stages of Perry's scheme, 

connected leamers are often involved in inner conflict as they try to 

reconcile the apparent need for objective, rational analysis with their 

intuitive need to make decisions based on their relationship with the subject 

matter. 

While monitoring the development of individual students, instmctors 

will discover that the character of their groups also continually changes. 

As the group discovers its identity and moves toward greater self-reliance, 

its perception of the instmctor changes from that of a solitary authority 

figure to an advisor and facilitator who helps the group to perform agreed-

upon tasks. Students may now leam by completing research projects and 

individual reading assignments rather than by relying upon the teacher to 

continually disclose important facts in a routine lecture-style format. If for 
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no other reason than to more quickly foster positive attitudes and a pleasant 

classroom atmosphere, theory instmctors should not underestimate the 

importance of understanding the developmental stages of the group as a 

whole. 
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CHAPTER III 

A CONNECTED APPROACH: INTEGRATING LEARNING 

STYLES WITH DEVELOPMENTAL STAGES 

After looking closely at some of the many ways in which students 

differ, one wonders how effective classroom teaching can take place at all. 

The profile of a single group of students is quite complex. Students differ 

in their leaming style preferences as well as their continually changing 

stages of intellectual development. 

The Freshman Music Theory Classroom 

Freshmen music students are faced with special challenges. If they 

are in an ensemble or involved in extracurricular activities, they often must 

begin school-related activities prior to the start of regular classes. All 

music majors must audition immediately upon their arrival for placement 

with private teachers and in ensembles. Freshmen who have chosen to 

major in music tend to have been above-average players—and frequently 

student leaders—in their high school programs. Now, while making the 

transition to college, they suddenly become part of a much larger 

organization, where competition is rather more intense. No longer are 

they automatically leaders because of their talent—now they must compete 

and eam the position. In addition, many schools require a theory 

placement examination. Before even setting foot in the classroom, students 

are required to show proficiency in areas that are often quite unfamiliar. 

Some students leave the exam feeling fmstrated widi their lack of 
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knowledge, guilty that they were not better prepared, and anxious toward 

their future in music theory classes. Few odier disciplines expect so much 

from freshmen so early in their college careers. College faculty and 

administrators, for whom the beginning of a new school year has become 

commonplace, could be more sensitive to the academic and interpersonal 

challenges facing the typical freshman music major. 

While some students enter their first theory course with insecurities 

(both real and imagined), others do arrive having mastered music 

fundamentals. Still, even with rigorous review of the initial placement 

exams, limitations of teaching staff and classroom space frequently result in 

sections that contain both groups of students as well as those falling 

somewhere in between. Adding to the mixture are the characteristics and 

knowledge specific to each student's individual performance area. Voice 

and choral students might know solfege but are less likely to possess a well-

developed sense of rhythm than are instmmentalists who might sightread 

well but be utterly dependent on their instmment for their sense of pitch. 

Percussionists might not read pitch notation at all, while pianists can do that 

and more. Since there is very little continuity evident among elementary 

and secondary music programs nationwide, students come from diverse 

backgrounds and bring with them diverse abilities. 

The classroom profile is complex, to say the least. In view of the 

differences among leaming styles and developmental stages discussed in 

Chapter II, the task of instmcting these new music students appears almost 

overwhelming. I believe that the only appropriate response to such 

diversity is to adopt a "connected" approach to teaching. Without such an 

approach instmctors will be hard pressed to design a music theory course 
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which will provide each student with optimum leaming opportunities. The 

freshman theory instmctor must realize this and, at the same time, do all he 

or she can do to provide many varied leaming situations while never 

lowering expectations or sacrificing the continuity of the basic curriculum. 

In the following sections I shall attempt to apply the concepts and 

terminology of leaming styles and developmental stages to the music 

theory curriculum, showing how their integration can facilitate a 

"connected" approach to teaching. 

Leaming Styles and Music Theory 

For this study of music theory and leaming styles, I have adopted the 

concepts and terminology proposed by Bemice McCarthy in The 4MAT 

System: Teaching to Leaming Styles with Right/Left Mode Techniques 

(1980). Following the lead of David Kolb, McCarthy defines four related 

styles which are shown in Figure 3.1. I have adopted McCarthy's 

terminology because of its appropriateness to music students; each of the 

four terms—analytic, common sense, innovative, and dynamic—can be 

used to describe familiar activities generally associated with the study of 

music theory. Together they embody the comprehensive nature of what I 

believe the majority of current undergraduate music theory courses have 

become. We define, assess, and re-define armlytical systems to enhance our 

understanding of music, as seen in die fairly recent move from an emphasis 

upon vertical harmonies to a more Imear approach to understanding 

tonality. In teaching music theory we continually strive to explain 

innovative forces in music such as the extensive chromaticism found in the 

music of the late nineteenth century. We use common sense and practical 
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ANALYTIC LEARNERS 
As students, they 
• leam by thinking through ideas. 
• critique information and gather data. 
• enjoy traditional classrooms. 
• participate by watching. 
• enjoy working alone. 
• identity with their 

• strength: creating concepts and models. 
• goals: self-satisfaction and intellectual 

recognition. 
• favorite question: "What?" 

As teachers, they 
• are interested in transmitting knowledge. 
• strive for accuracy. 
• teach from a lesson plan and require note 

books. 
• are attentive to facts, details, and organization. 

COMMON SENSE LEARNERS 
As students, they 
• leam by testing theories and ideas. 
• need to know how things work. 
• enjoy solving problems. 
• want leaming to be useful in real life. 
• like "hands-on" experiences. 
• identity with their 

• strength: practical appUcation of ideas. 
• goals: to bring their view of present into 

line with future security. 
• favorite question: "How?" 

As teachers, they 
• value productivity and competence. 
• give students skills tiiey will need in life. 
• encourage practical ^plications. 
• use measured rewards. 

. 

INNOVATIVE LEARNERS 
As students, they 
• leam by listening and sharing ideas. 
• are interested in people and culture. 
• believe in their own experience. 
• rely on their feelings. 
• enjoy group discussions that nurture 

conversation. 
• identity with their 

• strength: innovation and imagination. 
developing ideas. 

• goals: self-involvement in important 
issues, bringing unity to diversity. 

• favorite questions: "Why" or "Why 
not?" 

As teachers, they 
• desire to faciUtate individual growth. 
• help students become more self aware. 
• enjoy discussions and group work. 
• see knowledge as enhancing personal 

insight 

DYNAMIC LEARNERS 
As students, they 
• leara by trial and error. 
• tend to take risks. 
• need to do it their own way. 
• love surprises and relish change. 
• reach accurate conclusions without logic. 
• identity with their 

• strength: action, carrying out plans. 
• goals: to make things happen, then 

bring action to concepts. 
• favorite question: "What can this 

become?" 

As teachers, they 
• are interested in their students' "self-

discovery." 
• encourage experiential leaming. 
• like variety in instmctional methods. 
• gear lessons to students' interests. 

Figure 3.1. McCarthy's Four Leaming Styles. 
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experience to justify our decisions in analysis, composition, and 

performance. At every tum, we are continually confronted with the 

ongoing dynamism of music in the music theory classroom. McCarthy's 

labels coincide with the inherent vitality of most music theory curricula. If 

each student experiences musical knowledge in each of the four styles in the 

theory classroom, they will have embraced music theory in all its richness. 

Furthermore, these particular labels are easy to use. They are simple, non

technical, and rich in meaning. 

Returning to the four students, we have already encountered 

representatives of each of McCarthy's four styles. Allen is most likely an 

analytic leamer. He is collecting facts from the instmctor, the expert. He 

is not interested in participation. He only wishes to collect the data and 

examine it thoroughly. He is very thorough and quickly acts to fill in the 

gaps in his notes. 

Becka exhibits many traits of an innovative leamer. She involves 

herself thoroughly in the process of singing. Through her singing—an 

actual, personal experience—she is trying to define the "reality" of the new 

chord. She creates educational opportunities for herself and she enjoys 

working with other people in the leaming process. It is her idea to sing in 

class, and she enjoys being involved in this and other classroom activities. 

Chad could be a common-sense leamer. He immediately tums 

toward the practical application of the new chord. Can he fmd it in his 

music, and when can he begin to use it in his part-writing exercises? He is 

eager for "hands-on" experience. 

Darla exhibits signs of a dynamic leamer. She works with the new 

material through trial-and-error. She attempts to compose with the new 
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chord and in doing so initiates discovery through action. She takes a risk 

by composing so early in her studies, but most importantly, she acts. She 

makes plans and carries them out. 

Connected teachers should familiarize themselves with the leaming 

styles of as many of their students as possible. However one wishes to 

gather the information—by formal testing, interviews, or student 

surveys—it will be important to investigate the issues early in the semester. 

As observed in Chapter II, students who are aware of their leaming 

preferences maintain a positive outiook toward their studies and exhibit 

self-confidence in their ability to complete college work (see Hill, p. 61). 

By establishing an awareness of individual preferences early in the 

semester, instmctors will make it easier for students to develop positive 

self-esteem, to become engaged in their study of the subject, and to more 

quickly progress toward more advanced stages of development. 

Having each student complete a survey may be the most efficient 

method for determining leaming styles and initiating dialogue. It is 

understandable that most instmctors will feel the need to expedite this 

process and get to the business of teaching as soon as possible. During the 

initial class meeting, teachers can quickly introduce the concept of basic 

leaming styles and then require students to complete a survey and compile 

an evaluation of their responses for homework. As seen in Figure 3.2,1 

have created one such survey, based upon suggestions presented by Thomas 

Armstrong in Multiple Intelligences in the Classroom (1994), that applies 

direcdy to the undergraduate music theory student. By merely checkmg 

the appropriate responses, students will be able to observe the categories 
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NAME: 

LEARNING STYLES: STUDENT SURVEY 

Check the appropriate responses. Carefully consider the statements 
below. After checking the ones which apply to your specific leaming 
preferences, use the Comments area to write a few sentences describing 
your leammg style. Be prepared to discuss your findings with your 
instmctor. 

I 

(ANALYTIC LEARNERS)* 

I enjoy taking notes. 
_I easily maintain an organized 
course notebook. 

_I enjoy lectures. 
_I do not enjoy small group work 
or long class discussions. 

_I prefer clear, concise assignments. 
_I do not enjoy composition projects. 
_I do not enjoy theory projects that 
require observation or participation 
outside of the classroom. 

_I appreciate instructors who 
closely follow the outline of the 
textbook. 

_I prefer worksheet-style 
assignments. 

_I prefer standard exams based 
upon worksheets completed 
during the unit. 

_I do not enjoy open-ended 
assignments. 

_I do not enjoy optional assignments 
or designing my own assignments 
_I enjoy defining terminology and 
placing material in historical 
contexts. 

II 

(INNOVATIVE LEARNERS)* 

_I enjoy class discussions. 
_I enjoy working with other students 

on projects and presentations. 
_I do not enjoy traditional lectures 
and note taking. 

_I am confident in my abihty to 
understand and apply new material. 

_I enjoy singing in small groups. 
_I enjoy observation of musical 
activities outside of the classroom as 
part of assignments. 
_I enjoy working with other students 
to design new types of projects and 
opportunities to involve new material. 

_I am frustrated when I am not able to 
voice my opinion or impressions. 

_I prefer projects and creative 
assignments over traditional exams. 

_I enjoy an instructor who 
supplements the textbook and 
varies routine assignments. 

_I enjoy guest speakers and hearing 
the perspectives of other instructors. 

_I do not appreciate instructors who 
insist on only one correct procedure 
for solving a particular problem. 

* not included on actual survey 

Figure 3.2. Leaming Styles Survey for Students. 
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Ill IV 

(COMMON SENSE LEARNERS)* (DYNAMIC LEARNERS)* 

I enjoy solving problems using 
new material. 
_I enjoy leaming how new 
material arises out of previously 
studied material. 

_I prefer assignments that require 
practical appUcation of new 
material. 

.1 am frustrated when instructors 
veer from the topic or appear to 
spend time on unessentisd material. 

_I appreciate clear instructions for 
both assignments and exams. 
_I prefer instructors who follow the 
outline of the textbook. 

_I prefer lectures and note taking 
over class discussions and group 
projects. 

_I prefer traditional exams. 
_I rarely enjoy composition 
assignments and performing in 
class. 

_I enjoy experimenting with new 
matenal. 

_I prefer to create new projects or 
situations rather then evaluating 
existing ones. 

_I prefer to work independently on 
creative projects. 

_I enjoy performing in the classroom. 
_I do not enjoy lectures and taking 
notes. 

_I do not enjoy traditional exams. 
_I prefer examinations that involve 
creative activities and performance. 

_I am easily bored working with the 
textbook. 

_I am easily bored with routine 
classroom activities or assignments. 

_I enjoy listening to music in the 
classroom. 
_I enjoy selecting assignments from 
several possible choices. 

Comments: 

* not included on actual survey 

Figure 3.2, continued. 
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containing the majority of their responses. The actual survey presented in 

class would be randomly sorted and would not contain the italicized 

material in parentheses which merely enables the reader to understand 

better the survey. After completing the survey, students should then write 

a few sentences summarizing then* responses. After completing the survey 

they will be able to identify their positions within the four leaming styles 

introduced by their instmctors. 

Connected teachers will be aware of their own leaming styles as well 

as those of their students. Many, if not most, theory instmctors tend to 

exhibit strongly characteristics of the analytic leamer. Smce many are so 

often comfortable leaming in this way, they sometimes neglect to include 

activities which speak to other types of leamers. As instmctors begin to 

consider the ramifications of connected teaching they will need to evaluate 

their own preferences. Using a survey such as the one in Figure 3.3, also 

based on suggestions made by Thomas Armstrong (1994), may provide 

useful information. This survey is designed specifically for music theory 

instructors. 

Research strongly suggests that students have a better chance of 

leaming when they are engaged in activities that suit their leaming 

preferences (see Mann, p. 31; Reichmann and Grasha, p. 31; Hill, p. 37; 

and Canfield, p. 39). Most likely, not all students enrolled in music theory 

classes are analytic leamers. Ideally, as students experience dieoretical 

material presented in a way that appeals to all four leaming styles, diey 

will all use their preferences to strengthen their weaknesses. Instmctors 

who fail to give each student an occasional opportunity to work within 

their preferred area miss important opportunities to help engage, or 
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NAME: 

LEARNING STYLES: INSTRUCTOR SURVEY 

The following categories have been created by matching leaming 
styles with common teaching behaviors. Check any appropriate responses. 
Carefully consider the material in each category. After checking all of die 
items that apply to your teaching style, use the Comments area to write a 
few sentences summarizing your style. If you checked blanks in more than 
one area, see if you can determine relationships between them. 

I 

(ANALYTIC TEACHERS)* 

Î am committed to teaching from a detailed lesson plan. 
Î use the same lesson plan with only minor adjustments each time I teach the 
course. 
I plan the entire semester prior to the first class meeting. 
I prefer lecture-style classes. 
I am uncomfortable with open-ended student discussions and/or small group work. 
I encourage students to enter discussions over assigned material. 
I use a required textbook and rarely stray from its content and organization. 
I prefer traditional worksheets and assignments from the textbook. 
I "recycle" exams each semester or use slightly altered versions to eliminate 
cheatmg. 
I rarely alter the style of exams or assignments; if it worked before, it will work 
again. 
Î require students to maintain a course notebook for evaluation at the end of the 
semester. 
I assign numerical or letter grades to each assignment. 
I rarely curve grades. 
Î allow littie time for creative activities such as composition or performing in class. 
M̂y main objective is to transfer information through lectures and to evaluate that 
transfer through assignments and exams. 

* not included on actual survey 

Figure 3.3. Leaming Styles Survey for Instmctors. 
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II 

(COMMON SENSE TEACHERS)* 

I teach from a detailed lesson plan and rarely use material that is not directly related 
to the topic. 

_I usually use the same lesson plans each time I each the course. 
_I am concemed that students understand the value of what they are leaming. 
_I encourage practical appUcation of material outside of the classroom and encourage 
discussion of such inside the classroom. 

_I explain current topics in both historical and practical contexts. 
_I create assignments that force students to test the validity of new material such as 
re-writing poor melodies or solving compUcated musical problems. 

_I prefer lecture-style classes but encourage students to contribute personal 
experiences relating to the topic. 

_I use a required textbook but often omit portions that I beUeve are irrelevant and add 
materials that are important to the topic. 

_I assign numerical or letter grades to each assignment. 
_I test students on only the essential portions of each topic. 
_I rarely curve grades. 
_I allow Utde time for creative activities such as composition or performing. 
_My main objective is to help students understand the historical and practi^ 
impUcations of the course material. 

I l l 

(INNOVATIVE TEACHERS)* 

I adhere to a course outline and a general timetable. 
_I adjust individual assignments to meet the needs of a particular group of students. 
J encourage class discussions and rarely lecture for the entire class period. 
_I require small-group interaction and projects. 
' l encourage students to contribute personal experiences and opinions in appropriate 
discussions and assignments. 

_I use a textbook but do not hesitate to alter the order of presentation or provide 
supplements to accommodate a given situation. 
I provide optional assignments that appeal to different types of students, 

'l aUow students to create their own assignments in order to satisfy their need for 
personalization and creativity 
I rarely "recycle" exams since no two classes coyer the material in the same manner. 
Î encourage both composition and performance in the classroom. 
I create various grading systems to accommodate creative assignments, group 
projects, and class discussions. 
M̂y main objective is that each student understand why the material is significant for 
them personaUy. 

* not included on actual survey 

Figure 3.3, continued. 
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IV 

(DYNAMIC TEACHERS)* 

Î adhere to a course outline and a general timetable. 
I lecture only when it is necessary to introduce new vocabulary or basic information 
on a new topic. 
Î offer students opportunities to select their preferred types of assignments. 
Î encourage assignments that extend beyond the boundaries of the classroom such 
as observation of rehearsals, composition projects, and performance projects. 
Î incorporate individual student interests into lesson plans and assignments 
whenever possible. 
I use a required textbook only when I must foUow a departmentalized curriculum. 
I prefer to use my own materials as dictated by the needs and interests of the 
students. 
I offer a wide variety of testing opportunities to correspond to the various types of 
assignments. 
I rarely "recycle" exams due to the flexible nature of assignments. 
Î encourage performance of student compositions in class as well as performances 
of traditional material. 
I create various grading systems to accommodate different types of assignments and 
exams. 
M̂y main objective is to aUow students the freedom to discover a topic for 
themselves resulting in stronger connections between the students and the subject 
matter and greater potential for future study. 

* not included on actual survey 

Figure 3.3, continued. 

"connect" those students with the subject matter. By not allowing them to 

excel in at least one area, teachers might unwittingly stifle the opportunity 

for growth in all modes of leaming. 

Furthermore, by denymg opportunities for leaming in common 

sense, innovative, and dynamic styles instmctors mn the risk of tuming 

our discipline into more of a science than an art. It is by working in these 

three styles that students can leam important musicianship skills— 

sensitivity in performance, compositional craft, and aural acuity—which 

contribute to the well-rounded musician. By offering more opportunities 

to develop these artistic skills, dieory instmctors will broaden the appeal of 
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music theory to more than just the analytic leamer. It is with these 

leaming styles that this broader view of music theory—^beyond skills in 

mere identification—may best be leamed. Innovative leamers may pave 

the way for collaboration, introduce novel ideas, and activate classrooms. 

Common-sense leamers will provide practical application of course 

materials and will help uncover the means to solve musical problems. 

Dynamic leamers will be role models for composition projects and will 

continually uncover solutions to problems beyond those introduced by a 

single instmctor. Each type of leamer will contribute to the totality of 

music theory as it evolves within complex university programs. 

Developmental Stages and Music Theory 

Music theory instmctors can use Perry's theory of developmental 

stages in college students as a starting point for assessing the developmental 

status of their students. Particularly for instmctors of freshmen, Perry's 

scheme provides insight into the developmental status of most students 

when they enter college and a means for predicting student response to 

various types of activities. 

Since most freshmen are in the eariy stages of transition from a 

dualistic approach to knowledge to a relativistic one, instmctors may use 

this information to develop a curriculum that facilitates this gradual 

change. As students begin dieir study of music dieory, diey will be 

accustomed to a classroom situation oriented toward the dualistic. They 

will respond quickly and positively to diose exercises diat require simple, 

separate correct answers. Eariy in die first semester, music theory courses 

usually present material of this type; students must spell scales, intervals, 
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triads, and seventh chords, determine key signatures, and negotiate basic 

problems of musical notation. Altemative answers to questions of these 

types simply do not exist. The average freshman will understand this and 

feel confident in his or her ability to successfully perform the operations. 

Having covered fundamentals of notation, chord spelling, and the 

like, the study of music theory moves quickly into a more relativistic mode 

of inquiry—to the detriment of students unable to pass quickly through the 

early developmental stage. As students begin workmg with harmony (as in 

figured-bass realizations or melody harmonizations), theory takes on a 

much more subjective, relativistic tone. Although there are still many 

opportunities for incorrect answers, students are now also expected to 

make decisions based on their intuitive sense of what sounds "good." 

Students who are unable to proceed beyond the dualistic approach to 

knowledge will find this very difficult to do. They will be fhistrated by 

their reluctance to make judgments and they will resent being asked to do 

so. Students who are more advanced developmentally will relish the 

opportunity to expand their skills to include more relativistic activities such 

as figured-bass realization and melody harmonization, whereas they might 

have been bored with or fmstrated by the earlier spelling exercises. 

In general, beginning with topics studied in the first semester, 

instmctors will appeal to more students if they provide a variety of 

exercises requiring both dualistic and relativistic responses. If a single unit 

consists of activities which require both correct answers and more 

subjective responses, several things will happen. First, students in the early 

stages of development will gain a degree of confidence as they succeed in 

supplying simple, correct answers to spelling exercises. 
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Second, as they become involved with the more subjective activities 

they will actually begin to mature developmentally. Because they have 

successfully accomplished the simpler tasks, they have something to fall 

back on. If they do not successfully complete the more subjective activities 

they have not failed completely. They still have areas in which they excel. 

The positive self-esteem which results from their early success will help 

carry them through the more difficuft relativistic activities. 

Third, students who are more developmentally advanced will have 

the opportunity to challenge themselves. With concurrent work in more 

relativistic activities, the students—bored with simple spelling exercises— 

will have a place to channel their energies. They will be involved in the 

leaming process; otherwise they might sit back and complain about the 

simplicity of the course. 

As shown in earlier chapters, the connected leamer will not always 

progress in the same manner as the separate leamer, for whom the 

transition from dualistic to relativistic understanding is more easily 

managed. The connected leamer will traverse this path more hesitantly 

than the separate leamer. He or she rarely becomes involved in classroom 

dialogue or contributes original ideas. Such outward passivity makes it 

difficult to determine the student's particular developmental stage or 

preferred leaming style, which can cause connected leamers to retreat 

from active classroom participation while suffering intense feelings of 

inadequacy or inferiority. Since instmctors may not always be able to 

identify specific qualities of connected leamers, it becomes even more 

imperative for teachers to address multiple stages of development within a 

single unit. By creating a curriculum that encompasses several stages of 
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development and as many leaming styles as possible, instmctors will 

maximize their efficiency by speaking to a greater percentage of students. 

As discussed in Chapter II, the desire to move a group of students 

toward the norming and performing stages is also an important factor of 

applying developmental stages in the classroom. Studies suggest that as a 

group of students moves toward the norming and performing stages a more 

positive outlook toward leaming develops. As the group begins to view the 

instmctor as a team leader rather than a solitary authoritarian figure, 

common goals are more easily agreed upon and methods of study become 

more unified and less confrontational. When instmctors teach toward 

leaming styles and developmental stages, the transformation toward 

stronger group unity is automatic. Working in small groups—a mode of 

activity that appeals to innovative leamers—helps foster group unity. 

Also, organized classroom discussions will open channels of 

communication between members of the class and between the class and the 

instmctor. Connected leamers, who are naturally more quiet and 

introspective, may find group work uncomfortable at first but will 

gradually begin to share ideas with others if they are able to do so in a non-

threatening environment. 

Integrating Leaming Styles with Developmental Stages 

As connected teachers better understand developmental stages and 

leaming styles—^both their own and those of their students—they will begin 

to recognize how relationships between students, teachers, and the subject 

matter become more dynamic with integration. An awareness of diese 

relationships may then be used to enhance both curricula and teaching 
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strategies. After reviewing research on the differences between types of 

leamers and teachers and on various stages of intellectual development, I 

compiled the following generalizations based upon my experiences in the 

freshman music theory classroom. 

Analytic Leamers and Teachers 

Both analytic leamers and analytic teachers respond quickly to 

dualistic activities. Analytic students are adept at note-taking, organizing 

data, defining terminology, and taking traditional examinations. They 

easily create study strategies enabling them to remember correct answers 

and to distinguish between relevant and irrelevant material. They work 

well independently, rely on the textbook, and usually perform well on 

clearly organized assignments. Their primary task is to identify what is 

important about a topic. 

Analytic teachers expertly organize their courses in order to 

communicate essential material. Since organization is paramount, analytic 

instmctors lecture with a detailed outline, clearly state assignments and 

expectations, and regularly use textbooks for discussion and assignments. 

Guiding students to arrive at simple, correct answers is second-nature for 

the analytic teacher. 

Analytic teachers appreciate the carefully calculated efforts of 

analytic students and, in tum, the students respond well to organized 

curricula and teaching strategies. Conversely, these teachers may have a 

low tolerance for the innovative and dynamic leamers. Analytic leamers 

shy away from group work, open-ended discussions, experimental projects, 

and expressing personal opinions. Analytic teachers may avoid assigning 
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group projects or frown upon students who tend to express openly opinions 

or question the merits of a particular topic. 

In the music theory classroom, analytic students will resist 

composition projects and performing durmg class. Sight singing or 

playing piano in front of the entire class may be traumatic and these 

students will be miserable participating in small group projects. As 

assignments become more relativistic—such as composing an original 

melody and then supplying it with a convincing harmonization—analytic 

students may stmggle to complete their work. Making decisions based 

upon personal preferences are difficult since these students rely heavily 

upon the instmctor's expertise. 

When studying aural skills, analytic leamers may do well with item 

identification, such as labeling a single interval or identifying triad quality, 

since these sounds can be memorized through repetition in individual study. 

When asked to take a melody or chorale in dictation, analytic leamers may 

be slow to respond. Until they can pinpoint clear, well-known events 

within the larger context, they may find it difficult to write even a few 

notes on paper. Analytic leamers are not inclined to seek out relationships 

between their course work and experiences outside of the classroom. 

Without guidance, they may never understand the aural relationships 

between what they are asked to study in class and what they are performing 

in their lessons and ensembles. 

Prepared singing and keyboard performance will not be problematic 

unless they are asked to perform in front of the class. Analytic leamers 

are often private individuals who may not easily share themselves with 

others, much less a large group of peers. Actual sight singing may be 
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difficult since these students develop self-confidence through their study 

skills. They may appear nervous when asked to perform spontaneously and 

be reluctant to tmst their ability to "think on the spot." 

After leading students in identification skills, analytic teachers may 

find it difficult to create more engaging aural skills exercises. For the 

analytic person, identification is easy, creative application is not. When 

faced with the task of teaching mnovative and dynamic leamers, analytic 

teachers must realize the importance of placing material in context and 

using comparative examples in aural skills exercises at every opportimity. 

The ease with which analytic teachers create dualistic activities could 

lead them inadvertently to ignore more relativistic activities and course 

designs. Relativistic activities generally require more dialogue, student 

involvement, and spontaneous creativity in the classroom than do dualistic 

activities. These activities are unnatural for analytic students and teachers. 

As analytic teachers become committed to connected teaching, they will 

most likely meet their greatest challenges when designing relativistic 

activities, incorporating those activities into the traditional classroom 

format, and teaching innovative and dynamic leamers. 

Common Sense Leamers and Teachers 

Common sense leamers and teachers are similar to their analytic 

counterparts in that they usually excel at dualistic activities. Even so, their 

focus is different. Rather than concentrating on what is important, 

common sense leamers tend to focus upon how things work. Just as 

analytic leamers do, common sense leamers organize well and respond 

positively to lectures, but their primary aim is to test new material and to 
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apply it in practical situations. These leamers show little patience for 

material that appears to be peripheral to the central topic or with material 

that they do not encounter in their experiences outside of the classroom. 

Common sense teachers carefully follow organized lesson plans and 

prefer lectures over student-centered activities. In addition, they allow 

students opportunities to test new theories through carefully designed 

assignments and encourage students to observe these theories in "real-life" 

situations. 

Similar to analytic leamers, common sense leamers are 

uncomfortable working in small groups, participating in class discussions, 

and sharing opinions with others. They do not tolerate activities that 

appear to verge from their primary task. Common sense teachers rarely 

stray from the course outline and are hopeful that students will understand 

the importance of each new topic or skill to their future as a musician. 

In music theory classes, common sense leamers prefer traditional 

worksheets over creative and interactive assignments but are fmstrated if 

the assignments do not include "real" music. For instance, they are not 

satisfied with merely labeling types of seventh chords. They must also be 

able to observe how the chords function in a musical context—where did it 

come from, what is it supporting melodically, and how does it resolve? 

Without the opportunity to examine how the chord has been incorporated 

into a musical context, the label is meaningless. 

In aural skills activities, common sense leamers may stmggle to label 

isolated events such as intervals or triads. Placing items in a context will 

enable these leamers to relate the material to familiar events, will help 

them understand how the event occurred, and most likely will result in 
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more correct answers. Common sense leamers will also respond more 

positively to "real-music" examples rather than contrived exercises. They 

easily understand why they should study existing music but do not see why 

music must be created exclusively for study purposes. 

Sight-singing exercises and keyboard assignments will mean more to 

the common sense leamer if the study material comes from existing music 

literature. Similar to analytic leamers, common sense leamers will prefer 

to perform these activities in private and will be uncomfortable working in 

small groups. 

Common sense teachers should have litde trouble using "real" music 

for examples—^both written and aural—since these teachers naturally base 

their explanations on practical situations. Problems could arise, however, 

as instmctors select appropriate study materials. It is often difficult to 

select musical examples, especially for freshmen, that are fairly simple yet 

do not include unfamiliar material that could lead to confusion. Instmctors 

may avoid this by careful selection of material or by using a textbook that 

has clearly graduated material and that introduces new concepts slowly, 

carefully, and with a minimal amount of confusion. 

Similar to analytic teachers, common sense teachers may find it 

difficult to engage themselves and their students in relativistic activities that 

require compositional skills and personal interpretation. Their natural 

instinct is to observe the phenomena rather than create new things. In 

doing so, students may miss the opportunity to personalize their leaming 

experience and to develop their creative skills. Common sense teachers 

may also find themselves fmstrated with innovative and dynamic students 
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who insist on creating new opportunities for composition or performance 

and find little reward in analysis or problem solving. 

Innovative Leamers and Teachers 

Innovative leamers and teachers will most likely progress quickly 

from dualistic stages of development to more relativistic ones. Their 

tendency is to gravitate toward the big picture as soon as possible. In doing 

so, they could omit important dualistic activities that may supply important 

supporting evidence for understanding the broad picture. Innovative 

students are not so concemed with what and how but are intrigued with 

why something is so important that it needs to be included in a particular 

course of study. 

Innovative teachers are intrigued by the creative and innovative ideas 

that their students bring to the classroom. They prefer open-ended 

assignments that allow students to personalize their work and they insist 

upon opportunities for group discussion. Irmovative teachers often share 

their personal experiences with their students and allow students, in tum, to 

share their experiences with the class. By examining an experience and the 

feelings that accompany the experience, innovative teachers are able to 

draw conclusions that help enhance or explain the subject material. 

Innovative leamers and teachers find little use for long lectures, note 

taking, and continued use of textbooks. They prefer small group projects, 

sharing recent experiences that relate to the central topic, and developing 

ideas based upon those experiences. Traditional worksheets or exercises 

from textbooks seem boring and offer little in die way of insightful 

information. It is routine to label items and imitate procedures; these 
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students want to know why it is important for them to study this particular 

subject right now. 

In the music theory classroom, innovative leamers will relish the 

opportunity to work in small groups. The more they have an opportimity 

to share ideas and collaborate, the more quickly they will leam to identify 

with the subject. Team-leading the class in sight-singing sessions or group 

presentations of analysis projects are ideal for innovative leamers, who 

may well find it difficult to complete traditional worksheets on which they 

are asked to spell intervals, identify chords, or do harmonic analysis— 

activities that present little challenge. Unless they can discuss the merits of 

the exercises, share their opinions, and question their peers and instmctors 

about the material, they might as well not bother doing the assignment. If 

allowed, innovative students will indeed ask questions during lectures. 

Because they are so vocal, teachers may use their responses as a gauge to 

determine if the class is understanding the material. 

Innovative students usually enjoy sight singing, especially in groups. 

They succeed in taking melodic and harmonic dictation since they relate 

their work to their studies outside of class and understand the merits of 

successfully acquiring the skill. Like common sense students, they also 

appreciate real-music examples and will make stronger connections with 

works already familiar to them. They may become easily bored or 

fmstrated while labeling isolated events. The music in its totality—as they 

have experienced it outside of class—should be the focal point of study. 

In aural skills planning, innovative teachers run the risk of 

proceeding too far too quickly. Since the complete musical package 

naturally holds the most interest, the tendency might be to deemphasize 
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fundamental dualistic steps, such as identifying intervals or chord quality, 

in their haste to see the comprehensive picture, such as taking a complete 

phrase in harmonic dictation. Smce the preference exists for using real-

music examples, innovative teachers may bypass examples containing 

simple, fundamental material for larger, more complete contexts. Analytic 

and common sense leamers who label well and define step-by-step 

procedures for dealing with larger contexts may stmggle to keep up with 

the enormity and complexity of larger examples. 

The challenge for innovative teachers lies in their tendency to equate 

the subject to their personal experience and omit or treat lightly any 

material having little or no connection to them personally. The innovative 

teacher must continually question the totality of their curricula. Have they 

included all pertinent information even if it seems unimportant at the time? 

Have they presented the complete picture to their students and not just those 

insights that are interesting or those that they fmd personally intriguing? 

Since innovative teachers do not easily adhere to the confines of a textbook 

and are apt to wander from the course outline, they must pay particular 

attention to organization and clarity of lectures and assignments. Since the 

tendency exists for these teachers to enjoy class discussions and sharing of 

experiences, they must be careful not to allow the class to derail into 

irrelevant discussions. Analytic and common sense leamers may resent the 

instmctor who appears to waste their time by involving them in seemingly 

useless discussions and group work at the expense of valuable study time. 
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Dynamic Leamers and Teachers 

The final group to be considered, dynamic leamers, advance quickly 

to the relativistic stage. By nature, they are independent, make quick 

decisions, and quickly use new-found knowledge in creative situations. 

They, like their innovative peers, easily understand their personal 

involvement with new material but they then take leaming one step further. 

Dynamic leamers and teachers are quick to assess: What can this become or 

what can I do with this information? 

Dynamic leamers are self-motivated and tend to experiment. They 

love the challenge of discovery and the element of surprise. They are 

easily tempted to try new things on their own and frequently explore 

beyond the boundaries of the assignment. They would rather work alone 

than in groups and often reach correct conclusions through 

experimentation rather than through logical analysis of data. They have 

litde use for traditional worksheets, preferring to spend their time 

creating, revising, and experimenting. 

Dynamic teachers would rather interact with students in projects and 

discussion than in lectures. These teachers are themselves naturally active 

and find it disconcerting to sit and listen to others speak for long periods of 

time. They enjoy innovative and dynamic students who are anxious for 

experimentation, discussion, and performance. They would rather spend 

time one-on-one with students discussing new ideas and projects than 

grading papers. They rarely use a textbook and are constandy 

experimenting with new lesson ideas and curriculum design. They allow 

students to design projects and assignments and rarely use the same exam 

twice. 
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Dynamic leamers and teachers do not enjoy lectures and note taking. 

They feel the stringent use of textbooks and outlines to be restrictive and 

stifling. They are not as eager to participate m groups as are innovative 

leamers and teachers but they will do so if the activity is action-based. 

They enjoy performance in the classroom and are fmstrated by watching 

others without actively participating themselves. Since they take little stock 

in note taking or gathering data they are often disorganized and appear 

scattered-brained. 

Composition and performance are eagerly embraced by dynamic 

leamers and teachers in the music theory classroom. They feel they are 

tmly accomplishing something when they are creating music or 

performing on their instmments. Like innovative leamers, dynamic 

leamers bring their experiences and feelings to the classroom, but once 

there, they must act upon them. Not content with mere discussions of 

personal experiences, they must use them to generate more information or 

new experiences. Harmonizing a melody means little to the dynamic 

leamer unless it is performed in class. To analyze a sonata movement is to 

accomplish nothing unless it is then used as a model for a new composition 

or for gaining insight into possible performance interpretations. Real 

music examples are essential, but dynamic leamers also accommodate 

newly-created exercises and experimental designs. 

Dynamic leamers enjoy singing and keyboard drill since both are 

based in performance. They excel at keyboard improvisation and are 

willing to experiment with their instmments in class. Dictation comes 

easily to dynamic students since they quickly and naturally make 

connections between the skill and actual performance activities. They may 
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be bored with early labeling skills and will be eager to undertake longer, 

more difficult assignments. Since aural skills are based in performance, 

the dynamic leamer will most likely excel beyond any of the other three 

leamers in mastering these skills. 

Dynamic teachers find aural activities easy to grasp and easy to 

weave into most areas of written study. They easily make connections with 

written work and aural examples by continually supplementing all types of 

activities with keyboard performances, small group performances, and 

recordings. Just as with innovative teachers, dynamic teachers must be 

careful to proceed systematically through the fundamentals of aural 

training. They must be aware that some students do not respond to aural 

work as naturally as dynamic leamers do. 

In general, the dynamic teacher's greatest asset is the ability to 

activate the classroom. Every new concept can be seen, as well as heard, in 

creative compositions and performances. This is the ideal for training in 

music theory—hearing, seeing, and understanding. A potential problem 

lies in the fact that dynamic teachers, like innovative ones, tend to lack 

organizational skills and can easily be distracted from the task at hand. In 

addition, they may not have patience for those students—usually analytic 

and common sense leamers—who are slow to develop aurally and who do 

not respond well to spontaneity or creative assignments. Their most 

difficult challenges may be to design a well-formulated curriculum, to pay 

careful attention to important fundamental dualistic activities, and to find 

ways to motivate the analytic and common sense leamers into creative 

action. 
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Summary 

As indicated above, an awareness of the relationships that exist 

between different types of leamers and teachers may be used to strengthen 

both curriculum design and classroom strategies. Analytic and common 

sense teachers may fmd innovative and dynamic leamers overly 

independent, too active for the traditional classroom, and prone to ask too 

many questions. The relativistic stage of development in some students, a 

stage that is actually a long-term goal, may unsettle these teachers. They 

are comfortable with dualistic activities and are fmstrated by students who 

appear to question their authority or seem bored by traditional lectures or 

assignments. 

On the other hand, innovative and dynamic teachers are puzzled by 

the apparent lack of enthusiasm seen in analytic and common sense 

leamers. These teachers do not easily appreciate the quiet, research-

oriented skills that are second nature to these types of students. They also 

run the risk of alienating the analytic and common sense leamers with their 

comparatinely boisterous classroom behavior, creative ingenuity, and 

"active" participation. 

Ideally, connected teachers, regardless of then* individual style, will 

recognize the positive dimensions that each type of leamer brings to the 

music theory classroom. The dynamic leamer pays close attention to 

detail, can formulate models and strategies, and is an independent worker. 

In music theory classes these skills are essential for thorough analysis, for 

understanding such processes as modulation to closely related keys, and 

practicing aural skills individually at the keyboard or at the computer. 

83 



Common sense leamers can apply new material in real-life 

situations; quick to understand the importance of a given topic, they readily 

produce methods to solve problems. They are able to enhance the study of 

a topic such as figured bass with a complete understanding of its roots in 

performance practice. They are enthusiastic about listening to real music 

in the classroom and are eager to find opportunities to test new theories in 

their lesson and ensemble music. 

With their propensity for discussion, irmovative leamers are able to 

initiate classroom discussion and are valuable participants in question and 

answer sessions. They are leaders in projects such as group singing or 

analytical presentations. Other students who are less likely to initiate 

discussion or group participation will leam from watching and listening the 

innovative student ask questions and openly share their feelings. 

Dynamic students serve as role models for composition projects and 

musical performances in the classroom. They question the beauty and 

suitability of a melodic line or a particular harmonization and will quickly 

offer suggestions to improve a poor example. They often question the 

decisions of other composers and are not afraid to take compositional risks 

or experiment with improvisation. 

If allowed to do so, each type of leamer will bring widi them 

elements that will enhance their experience of music theory—critical 

observation of details surrounding the new material, an understandmg of 

the practical nature of a topic, experience and emotions associated with the 

topic, and the ability to create new expressions using the material. 

Instmctors who do not allow each of these ways of knowing to flourish are 

diminishing the overall effectiveness of the classroom experience. In 
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addition, by not allowing each leamer to develop skills in all four areas, 

instmctors are also denying the development of the total musician. 

In the following pages I present a mechanism that will enable 

instmctors to monitor the integration of leaming styles with developmental 

stages in the freshman music theory classroom. The lesson-plan chart 

shown in Figure 3.4 was designed to help the connected teacher include 

each of the four styles and both developmental stages when planning a 

specific topical unit. 

The four vertical columns represent the four types of leamers: 

analytic, innovative, common-sense, and dynamic. The first two 

horizontalrows are arranged with space for dualistic activities on the upper 

row and relativistic ones on the bottom row since these are the stages that 

seem to be traversed by most freshmen. The bottom row of the chart 

contains space to indicate specific long-term goals for the unit. Chapter IV 

contains examples of lesson plans that have been created using the chart. 

In planning an instmctional unit, such as one on rhythm and meter 

or one on triads, the instmctor should first consider what minimal skills 

are required of all students for mastery of the material in the unit and 

whether the students will be able to proceed beyond those minimal skills 

during the scope of the course. While I believe that instmctors should 

continually re-evaluate minimum course requirements and look for 

opportunities to take students beyond what is expected, most instmctors 

would probably agree that minimum skills m the first semester of freshman 

theory include spelling major and minor scales, intervals, and triads and 

recognizing the same materials both on the printed page and aurally. 
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Teachers should then devise four activities with simple, dualistic solutions 

that reinforce the concepts. Each of these four activities should appeal to 

one of the four leaming styles. By using such a plan the instmctor will 

have provided the opportunity for each student to excel in at least one 

activity and to experience the other three styles as well. Positive self-

esteem will come from successful completion of their preferred activity 

and will stimulate the student to attempt the more challenging demands of 

the other three styles. After completing the four dualistic exercises, 

students should possess a minimal mastery of the material. Advanced 

students will probably complain about the simplicity and apparent 

uselessness of these assignments while students who have yet to develop 

relativistically will easily take to the activities. 

The second step in the planning process should be the creation of 

four relativistic activities relating to the topic. Again, each leaming style 

should be represented but this time more advanced stages of development 

will be necessary to successfully complete the assignments. More advanced 

students will respond with enthusiasm to the challenges presented by these 

assignments, while others may fmd them overwhelmmg to the point of 

fmstration. This is to be expected since not all students will be ready for 

such challenges. By providing the more challenging activities for every 

student, instmctors will achieve two objectives: (1) advanced students will 

be challenged to rise to the expectations presented by the more difficult 

exercises, and (2) students who are slower to develop will be given 

multiple opportunities to grow through the same difficult exercises. By the 

time students complete each of the eight activities they will have 

encountered the material in their preferred style at least twice and will 
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have faced several opportunities for growth in the other leaming styles. 

Suggestions for methods of evaluation and assessment will be addressed in 

Chapter V. 
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CHAPTER IV 

USING THE CONNECTED APPROACH: TEACHING 

SCALES AND SECONDARY DOMINANTS 

Preliminaries 

In this chapter I present one curricular plan for teaching major and 

minor scales and another for introducing secondary dominants. When 

designing these two curricular plans I consciously mtegrated leaming styles 

with the two developmental stages most freshmen traverse during their 

first year of college. On the basis of my argument in Chapter III—that 

analytic, innovative, common-sense, and dynamic skills each maintain a 

place in the theory classroom—I carefully incorporate each skill area into 

each topical unit. After successfully completing each of the eight activities, 

students will establish a verbal language in which they can communicate 

about the mdiments of music; they will establish a foundation from which 

they can begin to recognize and identify aural events; and they will begin to 

develop the skills necessary for analysis, composition, and sensitive 

performance. In addition, by requiring the completion of four dualistic 

activities as well as four more relativistic ones, teachers can help students 

find their way through the developmental process. These lesson plans 

presuppose a standard theory curriculum and require no significant 

changes in the traditional curriculum. 

The instmctional units described below, scales and secondary 

dominants, provide contrasting examples of material covered in most first-

year theory classes. The scales unit falls early in the first semester and 

89 



mamtains a primarily dualistic focus. Students will be asked to perform a 

variety of tasks with emphasis placed upon quick, correct spelling of the 

material in question. In contrast, the study of secondary dominants occurs 

midway through the second semester or later and requires a more 

relativistic focus. By this time, students are making independent judgments 

as to acceptable harmonization and melodic constmction. Each unit has 

been designed to span seven to ten class days. 

Major and Minor Scales 

Before actually assembling the activities for this unit, or any unit for 

that matter, goals must be established. The following list comprises the 

activities students must be able to perform for successful completion of the 

scales curriculum: (1) to identify all major and minor key signatures, (2) 

to write the major scale and all three forms of minor scales, (3) to 

understand the relative and parallel relationships, (4) to recognize all scale 

forms in a musical score, (5) to understand scale-degree function or 

quality, and (6) to compose simple melodies using all scale forms. 

Figure 4.1 shows a completed lesson plan for major and minor scales; let 

us now consider each activity in detail. 

Analytic Leamers 

A lecture on major scales, key signatures, relative and parallel minor 

scales, and the three forms of the minor scale will satisfy the need for a 

dualistic activity for the analytic leamer as seen in Figure 4.2. For 

reinforcement, die instmctor might subsequently provide a straightforward 

scales worksheet requiring synthesis of the material covered in the lecture. 
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ANALYTIC 
("What?") 

LECTURE: Major/minor scales and 

key signatures. 

Complete scale worksheets for 

homework. 

Compile definitions and outhnes for 

inclusion in the semester notebook. 

Figure 4.2. Lesson Plans for Analytic Leamers (Scales). 
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All students will be required to complete successfully the worksheets no 

matter how many attempts it takes them to do so. Instmctors may use 

worksheets with which they are comfortable (see Appendix A, 

Worksheet 1). One of the appealing aspects of this teaching approach is 

that instmctors may insert their favorite materials as long as the materials 

are carefully selected and arranged within the coimected lesson plan. 

A thorough collection of notes, outlines, and definitions is highly 

recommended for freshman theory students. Analytic leamers will find 

this on-going project satisfying and will relish the opportunity to update 

and expand their collection of data as also seen in Figure 4.2. Students 

from the other three leaming styles will benefit even more from this type 

of project, since they, unlike the analytic leamer (who organizes 

instinctively), need instmction and motivation to organize efficiently. 

If portions of a course notebook are actually assigned and periodically 

evaluated, all students will have collected the information, have it 

organized, and have a permanent resource at their fingertips. As a more 

relativistic activity, analytic leamers can be challenged to do extra research 

to supplement their notebooks and to personalize their books. As long as 

students include a minimal amount of standard information, they should be 

encouraged to personalize their notebooks to reflect their primary field of 

study, favorite composers or compositions, and personal insights. By 

doing so, they have moved from the simple dualistic activity of note taking 

to compiling a personalized collection of data. The more personal it 

becomes, the more impact it will have on the student now and in the 

future. 
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Due to the traditions of higher education and the accepted norm of 

the lecture-style classroom, activities that appeal to the analytic leamer may 

easily serve as the foundation of a given unit. Obviously, littie progress 

can be made without a "teaching" session where terms are defined and 

illustrations are given. It is important to remember, however, that this 

type of activity is preferred by only some of the students in an average 

college classroom. Separate teachers, feeling comfortable with the format, 

are likely to stop here. They are most likely teaching as they were taught 

and fit easily in the traditional university classroom. Connected teachers 

will complete these activities and begin searching for other ways to 

communicate with their students. Attemptmg to reach the other types of 

leamers will be exciting, and finding ways to complete the planning 

process will be relatively easy. Separate teachers, no matter how good 

their intentions, may stmggle to complete the model with creative and 

inspiring activities such as small group activities and frequent live 

performances in the classroom. They will most likely find this 

counterintuitive and will stmggle to implement activities so different from 

standard theory course requirements. In time, creating new activities will 

become second nature, one new activity will lead to another, and any single 

type of activity may find its place in any number of different units. As 

both instmctors and students encounter assignments styled after previous 

ones, all elements of the activity—instmction, implementation, and 

evaluation—will become accepted as the norm. 
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Common-sense Leamers 

As already seen, common-sense leamers require opportunities for 

practical application. Their desfre to understand how new material will be 

a part of their lives as musicians is a critical part of their leaming process. 

An easy dualistic activity requiring little in the way of teacher 

preparation is the kind of "seek and find" exercise described in Figure 4.3. 

Each student should search their performance literature for examples of 

melodies based on the four principal scales (major, natural minor, 

harmonic minor, and melodic minor). As they discover each type of scale 

in their private lesson music, ensemble repertoire, and music history 

materials, they should copy small portions of each example to tum in or 

perform for the class. 

Some students will find this assignment difficult. Percussionists may 

need to consult mallet materials before they have actually studied mallet 

instmments. Guitarists, whose background is popular music or jazz, may 

not have as much written literature as other instmmentalists and vocalists. 

Instmctors may need to familiarize themselves with the freshman music 

history materials so they can offer suggestions as to where to look for 

students having limited access to diverse repertoire. This assignment 

should span several days so students will have time to locate the material. 

Completing this assignment may be the student's most important 

activity beyond actual spelling exercises. As students discover the scales in 

works they are actually performing the scales take on new meaning. No 

longer are they dry, theoretical abstractions, but rather useful 

generalizations that can enhance performance. The more students 

understand about the materials with which composers work, the more 
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H 

COMMON SENSE 
("How?") 

Identify at least one scale of each 

type in music from private study or 

ensemble repertoire. 

Complete problem-solving exer

cises using knowledge of scales. 

Figure 4.3. Lesson Plans for Common Sense Leamers (Scales). 
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depth and meaning they will bring to their interpretation of the music. As 

a result, the reasons for studying scales become significantly more clear. 

Solving complicated problems will provide the common-sense 

leamer with a relativistic activity. Rather than merely stating a correcdy 

spelled answer, the student must now determine the process that he or she 

must go through to arrive at the answer. As described in Figure 4.3, a 

worksheet including various types of musical "problems"—each having 

more than one way to arrive at the correct solution—will be both 

challenging and fun for these leamers. Problems of this kind demand that 

students understand scales and key signatures thoroughly and that they can 

manipulate the material in numerous ways (see Appendix A, Worksheet 2). 

There are numerous routes to the answer but only one correct answer. 

Common-sense leamers will be challenged to find the most efficient road 

to the answer. An important part of this assignment should be the creation 

of one or more new problems by the student. The correct answer should 

be included, as should a step-by-step procedure for arriving at the solution. 

By reversing the process, the activity is enriched as students approach the 

issue from a completely different angle. 

Activities of these kinds, which require practical application and 

problem solving, are essential to understanding most material covered in 

freshman theory. Instmctors frequendy overlook these instmctional 

opportunities due to lack of time, difficulty of preparation, and the 

temptation to declare something important rather than to observe its 

practical significance. Not only do these activities help develop problem-

solving skills which are necessary in any profession, they also provide 

answers to the question "how does this work?" Without answers to this 
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question, many students—especially common-sense leamers—will find 

themselves continually fmstrated by music theory. 

Innovative Leamers 

Innovative leamers interact well with others in small-group and 

class discussions. Activities geared toward this group will also help propel 

group development toward the norming and performing stages and will 

contribute positively to overall classroom enthusiasm. Caution should be 

exercised when evaluating activities for small groups. Connected leamers 

are reluctant to contribute their own personal opinions especially at the 

dualistic stage of development. Instmctors might consider evaluating 

group activities on a less rigid basis since some students are apt to feel 

uncomfortable initially. Participation or pass/fail grades could be used for 

evaluating these types of activities. Assignments should be designed 

carefully and be looked upon as an opportunity for growth for all students 

but especially for the connected leamer who is stmggling to share his or 

her opinion. Innovative leamers will most likely assume leadership roles 

and will enjoy the opportunity to share new ideas openly with others. 

As shown in Figure 4.4, a dualistic activity for innovative leamers 

involves group analysis of selected sightsinging materials. Sightsmging 

melodies are usually uncomplicated and suitable for the early stages of 

analysis. By assigning each group different tunes, opportunities are created 

for class presentations. Students should perform their tunes as a group or 

with the entire class after which a group spokesperson will present short 

analytical summaries. Performance will enhance the aural and intellectual 
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INNOVATIVE 
("Why" or "why not?") 

U 
H 
c/5 

< 
P 
Q 

U 
H 
C/3 

SMALL GROUPS: Score analysis 

of selected tunes from sightsinging 

materials. 

Looking at the score, identify tonic, 

mode, form of minor. 

Aural analysis of scales from music 

hterature. 

Discuss different ways scales are 
used compositionally: inttoduction 
to modulation, parallel keys, mode 
mixture. 

Figure 4.4. Lesson Plans for Innovative Leamers (Scales). 
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interconnections which I believe are so important at this early stage of the 

leaming process. 

When assigning any analysis activity eariy in the first semester, 

clear and concise instmctions are necessary. Students should identify tonic, 

the mode, and the form(s) of the minor (where applicable) and other items 

as detailed in the instmctions (see Appendix A, Worksheet 3). An 

accompanying analysis checklist or a form with space for written 

observation will help instmct the new students where to begin and how to 

be thorough. 

Aural analysis of more complex music from the concert repertory 

will serve as a relativistic activity that utilizes the strengths of innovative 

leamers, as seen in Figure 4.4. In the aural analysis, students should 

attempt to recognize different scale forms used in recorded compositions 

selected by the teacher and then discuss the aural results of the composer's 

choices. By discussing the impressions students received upon hearing the 

music, the class will engage in a type of subjective dialogue that is 

sometimes stifled in the theory classroom. Formal evaluation of this 

activity is not necessary. The primary purpose of this type of discussion is 

to introduce students as early as possible to compositional issues that will 

demand so much of their energy in later semesters. The sooner students 

begin to participate in discussions, the sooner they will discover their 

individual voices. Again, the connected leamer will tend to listen more 

than speak, but as students become accustomed to this type of activity, they 

will gradually leam to accept it as part of the everyday routine. 
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Dynamic Leamers 

Activities geared toward the dynamic leamer bring the theory 

classroom to life by introducing the creative and re-creative processes 

early in the semester. By designing opportunities for musical composition 

and performance, instmctors will have addressed the "artistic" side of 

music theory. Interpretation is a natural part of a musician's life; why not 

regularly include it in the theory classroom? By doing so, the connection 

between the classroom and musical experience is again strengthened— 

providing students with yet another opportunity to deepen their 

understanding. 

Students rarely have the opportunity to perform on their instmments 

in theory class. They often sing or perform rhythm exercises, but their 

primary instmments are rarely carried into the classroom due to 

complications arising from large class sizes, lack of space, and other 

logistical matters. Yet there is no better way to reinforce theoretical 

materials than by actually producing the sounds to which they correspond. 

A dualistic exercise that requires playing of certain scales as described in 

Figure 4.5 will be fun and exciting. For example, have a Clarinet in 

B-flat play a notated F major scale while a Hom in F plays a notated B-flat 

major scale. Observing the result, students will not only hear and perform 

the scale but also will observe some of the intricacies of instmmental 

transpositions. Dynamic leamers—active students who enjoy 

performing—will appreciate the concrete nature of this activity and will be 

happy to participate enthusiastically. 

Students who do not relish the opportunity to perform might better 

be asked to perform in small groups. If so, the instmctor should place a 
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DYNAMIC 
("What can this become?") 

PERFORMANCE: Play or sing 

scales during class either indepen

dently or in small groups. 

COMPOSITION: Compose short 

melodies using specific scales and 

perform them for the class. 

Figure 4.5. Lesson Plans for Dynamic Leamers (Scales). 
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dynamic leamer in each group in order to provide leadership and help 

relieve some of the pressure felt by students who are overly challenged by 

in-class performance. An added bonus for this type of activity is the fact 

that it will be supported by performance faculty. Having students perform 

scales outside of lessons can only strengthen their proficiency on their 

individual instmments by creating extra opportunities to practice. 

Composing with the new scales may well be one of the best measures 

of understanding and will serve as a relativistic activity as suggested in 

Figure 4.5. Students can demonstrate their command of the material by 

creating a convincing composition—no matter how small in scope. 

Whether students should compose several melodies, each using different 

scale materials, or one melody that is longer and more complex can be 

determined by their individual developmental stages. Presumably, the 

tmly dynamic leamer and the more fully developed relativistic students 

will need less guidance and should be given more leeway in expressing 

themselves freely. Students who are slow to develop and who show little 

affinity toward the dynamism of composition will need a more stmctured 

assignment. An assignment that offers several options would be 

appropriate (see Appendix A, Worksheet 4). The assignments progress 

from very specific instmctions and a pre-composed opening subphrase for 

inexperienced students in Option I to very general, non-specific 

instmctions for the experienced composer m Option III. Option I reflects 

the minimum expectations for all students studying the material, while 

Options II and III allow students who are interested in or adept at 

composing to expand the experience. Dynamic leamers who enjoy 

creating, discovering, and taking risks have the opportunity to do so here. 
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Other sttidents who need specific instmctions and compositional inspiration 

may find them in Option I. 

Aural Skills Considerations 

The eight activities suggested above will satisfy the minimum 

requirements for reading and writmg major and minor scales. After 

successful completion, all students, regardless of their leaming style or 

developmental stage, should be able to identify and write the scales. 

Instmctors may strengthen die connections between written and aural skills 

by continuing to include aural examples at every opportunity, but 

organized aural skills drills in addition to those found in the above plan 

should be included in the curriculum. 

Students should sing in class as much as possible and practice 

individually or in small groups outside of class. The more they sing scales 

and melodies composed from the scales the more they will "connect" with 

the written material they have worked so diligently to memorize. 

Keyboard playing also strengthens the connections and stabilizes pitch 

accuracy and intonation. 

Analytic and common sense leamers may initially respond to written 

assignments more positively than they do to aural skills activities. Their 

strengths—organization, defining terms, note taking, and outlining—are 

better suited for the written page. Organization of aural events is more 

abstract and performance-based. Innovative and dynamic leamers may be 

drawn toward aural activities before they respond positively to written 

exercises and exams. Analytic and common sense leamers find 

confirmation in their understanding of new material through reading and 
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writing while innovative and dynamic leamers find their confirmation in 

listening and performing. Ideally, instmctors will strive to include an 

equal distribution of both written and aural training in order to connect 

equally with both groups of students. 

Secondary Dominants 

The instmctional unit on secondary dominants will most likely fall 

midway through the second semester of freshman theory. For most 

students, the transition from the dualistic stage to a more relativistic stage 

of development is underway, a transition that can be reinforced by the 

actual design of the theory curriculum. Instmctors should keep this in 

mind as they plan units to be used in the final months of freshman theory. 

Both the amount of class time spent on relativistic activities and the degree 

to which they are evaluated should increase. 

I set the following goals for the study of secondary dominants: (1) 

to spell correctly secondary dominants in all major and minor keys, (2) to 

identify secondary dominants in analysis of musical scores, (3) to identify 

secondary dominants implied in melodies for class singing, (4) to identify 

secondary dominants in harmonic dictation, (5) to realize a figured bass 

using secondary dominants, and (6) to harmonize a melody using secondary 

dominants. The complete lesson plan for the unit on secondary dominants 

is found in Figure 4.6 followed by discussions of each of the activities. 
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Analytic Leamers 

As was the case in the earlier unit on scales, a traditional lecture on 

secondary dominants introduces the basic concepts and terminology as 

shown in Figure 4.7. The lecture should be followed by traditional 

worksheets that require the student to spell and label chords; successful 

completion of these worksheets is absolutely required of all students. By 

now including Roman-numeral analysis as a part of the basic requirement, 

instmctors have automatically pushed all students toward more relativistic 

studies (see Appendix B, Worksheet 1). Since analysis requires students to 

determine the functional nature of each chord based upon its relationship 

with other chords and ultimately with the tonic of the piece, more than one 

analysis is acceptable. For example, students must determine whether the 

passage in question involves a tonicization (uses a secondary dominant 

while remaining in the previous key) or a modulation (uses a new dominant 

in order to change key). They will find it necessary, and often difficult, to 

support their interpretations. By doing so they are moving from the 

simple right or wrong answers of dualistic exercises and are beginning to 

make judgments relative to the material at hand. As students continue to 

interpret material, paying particular attention to its context, they are 

moving into a more relativistic stage of development. 

The relativistic activity aimed at analytic leamers will include the 

reading of supplementary literature on secondary dominants and updating 

the course notebook as presented in Figure 4.7. (see Appendix B, 

Worksheet 2). As the course materials become more complex, the 

collection of appropriate data for the notebook becomes increasmgly 
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LECTURE: Secondary function 

(V^/x, yii°̂ Vx, vii'̂ Vx) 

Complete worksheets on chord 

spelUng and analysis for homework. 

Read reserve materials on second

ary dominants and update notebook. 

• New Grove Dictionary of 

Music and Musicians 

• Materials and Structure of 

Music (Christ et al.) 

Figure 4.7. Lesson Plans for Analytic Leamers (Secondary Dominants). 
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important. Students who cultivate die habit of organization will not find it 

overwhelming. 

Common-sense Leamers 

As they did when studying scales, common-sense leamers will prefer 

locating the new chords in the printed score. Instead of merely identifying 

secondary chords in the printed score as diey did with scale types, students 

should now be asked to provide a more complete harmonic analysis as 

shown in Figure 4.8. When analyzing the passages, students will 

beexpected to show evidence of their understanding of the passages as they 

relate to the composition as a whole. As before, the more advanced 

analytical activity automatically pushes students toward more relativistic 

work. 

For a more relativistic common-sense activity, the students should 

realize a figured bass that requires several secondary chords, as shown in 

Figure 4.8. By now figured bass should be second nature for freshmen; 

using it to help label the new chord types will strengthen the understanding 

of the new harmonies. Figured bass is a tool that has its roots in 

performance practice; common-sense leamers will appreciate its practical 

origins and will respond well to its incorporation into the curriculum. The 

realization of a figured bass does become more relativistic as students are 

required to develop a convincing melody and incorporate good part-

writing procedures all on their own (see Appendix B, Worksheet 3). 
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COMMON SENSE 
("How?") 

Identify three examples of second

ary dominants in music from pri

vate study or ensemble repertoire. 

Provide harmonic analysis two 

measures before and two measures 

after secondary dominant chord. 

ReaUze a figured bass requiring 

secondary dominants. 

Figure 4.8. Lesson Plans for Common-sense Leamers (Secondary Dominants). 
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Innovative Leamers 

As indicated in Figure 4.9, activities geared toward innovative 

leamers provide an opportunity for instmctors to integrate written and 

aural skills. An early activity that allows students to identify secondary 

chords within an otherwise straightforward diatonic context will create an 

awareness of their general sound. By requiring students to locate the 

chromatically altered chord without having them label the specific 

secondary chord (e.g., VA^ or viiVii), instmctors will help students 

recognize the quality of the new chords (see Appendix B, Worksheet 4). If 

students are asked, at an early stage, to identify only the location within a 

chord progression of, for instance, the secondary dominant, their ability to 

perceive the new chord will be facilitated by hearing it in the context of a 

familiar progression. Once they have mastered this activity they will be 

able to progress to the stage of actually identifying the particular secondary 

chord being used. 

Figure 4.9 also describes a more relativistic activity for innovative 

leamers: the creation of new sightsinging exercises that use arpeggiated 

secondary chords. Students can compose these pattemed exercises m small 

groups and perform them for the class (see Appendix B, Worksheet 5). 

This single activity can produce several positive results. Students will 

work together to both create and perform. They also will be writing 

musical examples that serve to link die intellecttial experience widi die 

aural process. 
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INNOVATIVE 
("Why" or "why not?") 

AURAL SKILLS: Locate second

ary dominants within simple chord 

progressions. 

SMALL GROUPS: Compose 

patterned singing exercises using 

secondary dominants in simple 

chord progressions. 

Figure 4.9. Lesson Plans for Innovative Learners (Secondary Dominants). 
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Dynamic Leamers 

Dynamic leamers will be eager to use the secondary chord in 

composition. As Figure 4.10 suggests, an initial compositional activity that 

would not overwhelm the other three types of leamers would be to re-

harmonize a former tune incorporating several secondary chords. By 

controlling the use of the new chords in this manner, instmctors allow 

dynamic leamers to experiment with harmony while minimizing the 

potential for indiscriminate chord selection (see Appendix B, 

Worksheet 6). After seeing examples of this type of activity, possibly in 

the opening lecture, dynamic leamers will be anxious to try to do it 

themselves. By re-harmonizing a melody with which they are familiar, 

students already understand its essential elements and might more readily 

discover those places where a new chord might function satisfactorily. 

In an attempt to initiate student interaction, the instmctor might ask 

small groups of students to critique a given harmonization and to offer 

convincing solutions to problems found therein, as seen in Figure 4.10. 

Analytic, irmovative, and common sense leamers will benefit from the 

creative insights contributed by the dynamic leamers in this activity, since 

the latter—due to their sensitivity to performance and aural acuity—are apt 

to recognize inappropriate chord usage more readily (see Appendix B, 

Worksheet 7). Dynamic leamers will also be quick to offer suggestions for 

altemative harmonizations. Other students will also provide criticism of 

part-writing problems and notational errors. By performing both the 

incorrect version as well as their improved version, students will improve 

aural connections and strengthen their compositional skills. 

113 



u 
NM 

H 

< 
P 
Q 

H 
C/3 
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("What can this become?") 

Re-harmonize a previously harmo

nized melody now incorporating 

secondary dominants where appro
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SMALL GROUPS: Critique a 

harmonization and provide an 

acceptable altemative. 

Perform original and corrected 

versions for class. 

Figure 4.10. Lesson Plans for Dynamic Leamers (Secondary Dominants). 
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Summary 

The activities discussed above reflect a commitment toward 

becoming a "connected" teacher. When teaching scales small groups 

strengthen skills necessary for the collaborative work that is so common in 

professional musical activities. For scale identification, examples from 

standard repertory strengthen the mterconnection between what is studied 

in class and what is seen and heard in actual practice. There is a focus 

early upon the study of melody in order to involve more easily the 

single-line musician—as opposed to keyboard students—in the study of 

music with which they are stylistically familiar. By creating multiple 

opportunities for composition and classroom performance, students will 

more quickly understand that their studies have direct bearing on their 

creative pursuits outside the classroom. 

When studying secondary dominants, students are required to read 

from sources beyond the actual textbook in order to stimulate interest in 

what other professional scholars have to say and to develop basic research 

techniques. Again, small groups, established repertory, and performances 

are used to simulate professional situations. By re-using previous 

homework assignments as starting points for new activities, students 

recognize that their current study is but one part of a much larger picture. 

These conscious attempts to "connect" students with their subject are not, in 

themselves, revolutionary techniques. In light of the complex profile of a 

single classroom, these attempts are an important step toward reconciling 

the issues arising from the diversity found therein. 
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In addition, by using the lesson-plan chart, a concerted effort is 

being made to connect with each individual student. Admittedly, leaming 

styles and developmental stages are difficult to define and measure. No 

two people possess the same qualities, and comparison between 

students—even more, between groups of students—remains nebulous at 

best; however, research does indicate that certain pattems do remain 

consistent among students in traditional university settings. The lessons 

described above are designed in light of these recurring pattems in order 

to maximize teaching efficiency, and in tum, to provide a profitable music 

theory experience for college freshmen. 
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CHAPTER V 

CONNECTED MUSIC THEORY TEACHING AND RELATED ISSUES: 

THE TRADITIONAL CANON, EVALUATION, 

AND PROFESSIONAL LIMITATIONS 

Several issues warrant consideration as music theorists and theory 

pedagogues consider ways to become connected teachers. For many, the 

research reviewed in Chapter II and the teaching strategies suggested in 

Chapters III and IV merely add to the complexity of an already rich and 

diverse discipline. For some—those who naturally gravitate toward the 

connected ideas discussed above—the earlier chapters may represent a 

professional acknowledgment and justification of a style of teaching afready 

in place. For others, it may offer insight into the difficulties and 

challenges that lie ahead for teachers of freshman music theory. In 

addition, connected teaching invites investigation of several additional 

issues: how connected teaching may be affected by the traditional canon; 

what allowances, if any, must be made in grading procedures; and whether 

it is even possible for instmctors to consider such a teaching style in a 

university setting? 

The Traditional Canon 

The canon—that body of works taught in a given music theory 

curriculum and, by extension, its implied musical values—is traditionally 

constituted by art-music from the so-called "common-practice era" 

(Baroque, Classical, and Romantic) composed between approximately 1650 
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and 1900. As a result, most courses have titles that reflect their selective 

content such as "Harmony," "Tonal Counterpoint," "Form and Analysis," 

and "Instmmentation." Music from the Middle Ages and Renaissance is 

usually reserved for the music history classroom or for more specialized 

graduate study, while twentieth-century music receives cursory attention, if 

it is treated at all. Granted, most theory pedagogues will agree that a 

thorough study of traditional tonal harmony is essential for any music 

student regardless of specialization. Nonetheless, it is unfortunate that so 

much music is slighted, especially so much material written during the 

early years of this century. 

Clearly, instmctors must critically select what should and should not 

be included in the canon. Connected teachers, by definition, will 

continually re-assess the boundaries of their curriculum. As outlined in 

Chapter II, connected teachers have four aims: (1) to move students 

toward self-discovery, (2) to encourage continual growth, (3) to focus, not 

on their own knowledge, but on what the students already know, and (4) to 

encourage immediate practical application of new material. If teachers do 

not encourage the study of Medieval and Renaissance music, contemporary 

classical styles, or popular genres such as jazz, they risk alienating those 

students who participate in early-music ensembles, new-music ensembles, 

and jazz programs of various dimensions. Instmctors who fail to 

recognize these and other peripheral musics inadvertentiy minimize then-

ability to satisfy the four conditions of connected teaching mentioned 

above. 

Few two- or three-year theory sequences can adequately include 

detailed study of all musical styles and genres; there are simply not enough 
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facilities, instmctors, or credit hours to do so. As a result, students and 

faculty involved in the neglected areas may harbor feelmgs of inferiority. 

Since music theory courses traditionally require a significant commitment 

of time, students who do not regularly perform the music being studied 

may even question its merit. Also, instmctors who teach in other style 

areas may resent the inordinate amount of time spent studying tonal music 

as well as the apparent disregard for thefr performance areas. A university 

cannot "be all things to all people," but a coimected teacher can eliminate 

some of the tension by carefully re-evaluating the curricula. 

In his book. Teaching Approaches in Music Theory: An Overview 

of Pedagogical Philosophies, Michael Rogers explains that due to the 

narrowness of most theory courses, an emphasis on dualistic acquisition of 

knowledge takes precedence over the pursuit of more relativistic activities 

that use the new-found knowledge to think and discover new things about 

music: 

One irony of many undergraduate curriculums is that the two-
or three-year required sequence of courses allots all its time to 
acquiring the background (terminology, labels, etc.) for doing 
music theory but runs out of time just as the topic becomes 
interesting—resulting in an extended introduction that leads 
nowhere. Under such conditions of all motion and no arrival, 
students are never exposed to what real theory is all about and 
carry with them a biased and limited notion of the subject. It 
is difficult for them to see why the courses are even taught if 
the background materials become an end in themselves. 
(1984, p. 4) 

In terms of connected teaching, this results in students who continually face 

dualistic activities never having the opportunity to mature into more 

relativistic thinkers. By limiting the scope of the canon, instmctors are 

further contributing to the negative situation. When students study only 
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limited styles and genres, biases are created in favor of those works and 

students who specialize in other areas have less chance for "connecting" 

with the subject. A canon that is broad in scope—one that focuses on music 

from the common-practice era for the sake of a thorough study of 

harmony and form, but beyond that includes a variety of other styles and 

genres—will speak to more students and allow more of them to develop 

relativistically within the confines of a single music theory course. When 

students are allowed to compare other styles to those defined within the 

boundaries of the common-practice period, they are stimulated toward 

relativistic thinking and toward experiencing the higher goals of music 

theory—not just labeling musical events but actually thinking about music. 

Instmctors who opt to expand the scope of the canon should do so 

only after careful consideration of new material. In his book The Western 

Canon: The Books and School of the Ages, Harold Bloom wams that with 

expansion comes a potential infiltration of mediocrity: 

Pragmatically, the "expansion of the Canon" has meant the 
destmction of the Canon, since what is being taught includes 
by no means the best writers who happen to be women, 
African, Hispanic, or Asian, but rather the writers who offer 
little but the resentment they have developed as part of their 
sense of identity. (1994, p. 7) 

When applied to the musical canon, this suggests that die inclusion of a jazz 

composition as an option for an analysis project will only be profitable if 

the work is of recognized quality. Including jazz references in a theory 

course just for the sake of including jazz may do more harm than good 

unless the work represents qualities generally associated widi compositional 

excellence. The same holds tme for works by female and ethnic 

composers, computer music, and music from any number of other 
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contemporary styles and genres. Instmctors must be careful to select 

material representative of the finest creative material available. 

Another potential danger arises when diverse works are integrated 

into the curriculum too rapidly, thus omitting the logical steps necessary 

for intellectual development. Particularly for students who remain at the 

dualistic stages of development for an extended period of time, it is 

particularly fmstrating. Without a carefully planned curriculum that first 

establishes essential dualistic material before moving toward more 

relativistic activities, the majority of students may never reach more 

advanced stages of intellectual development. Only those who were already 

relativistic thinkers when they entered the course will survive the rigorous 

demands of the curriculum. Granted, some will never mature into fully-

developed, relativistic thinkers, but it is the mstmctor's responsibility to 

motivate and connect with as many students as possible. 

Richard Sorce addresses the problem of the traditional canon and 

music theory in his book Music Theory for The Music Professional: A 

Comparison of Common-Practice and Popular Genres (1995). The text 

contains most material traditionally taught in an undergraduate theory 

program with the addition of examples from popular music and discussions 

about their similarities and differences with music from die common-

practice period. For example, in the chapter entitled "Musical Stmcture," 

the section identifying typical cadences such as perfect audientic, plagal, 

and deceptive is immediately followed by a new section entided "Cadences 

in Popular Music." In diis section, Sorce discusses the use of extended 

chords as substitutes for more conventional tertian harmonies and the use 

of tritone substitution for the dominant in an authentic cadence. Since this 
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section immediately follows the typical introduction, students are quickly 

confronted with a relativistic issue: why do composers of popular music 

tend to mask the traditional cadence with more complex harmonic 

stmctures? 

In the chapter titled "Secondary Dominants and Dominant Sevenths," 

Sorce includes a variety of examples from diverse styles, including music 

by Ludwig van Beethoven, Billy Joel, Robert Schumann, Frederic Chopin, 

Elton John, Wolfgang Amadeus Mozart, and John Lennon and Paul 

McCartney. Granted, some may not consider "Sgt. Pepper's Lonely Hearts 

Club Band" by Lennon and McCartney as artistically or historically 

significant as Beethoven's "Symphony No. 1," but seeing and hearing how 

both composers similarly employ deceptive resolutions will most certainly 

prove to be enlightening for a select group of students, if not for all. 

If instmctors are not free to adopt a text similar to the one discussed 

above, they may still achieve the same results by careful planning and 

selection of musical examples. If they were to include only one example 

outside of the common-practice period within each uistmctional unit, 

students would receive validation of the other styles and find it easier to 

apply their new knowledge beyond the confmes of, not only die music 

theory classroom, but beyond the walls of the music facility as well. 

Traditionalists may fmd it impossible to embrace the notion of 

expandmg the canon within the music theory curriculum. Those who are 

considering a change to connected teaching may also find it difficult to do. 

It is not easy to alter a padi that seems to have worked so well in the past, 

especially if that path is the very one upon which we ourselves traveled. 

Regardless, in light of new developments in music technology and the 
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proliferation of computers, music theory instmctors must evaluate the 

effects these changes have on traditional music theory. As more students 

move into fields involving music technology, thereby associating 

themselves with more and more popular genres, are we providing them 

with optimum training if we limit ourselves to studying music only from 

the Baroque, Classical, and Romantic eras? We are indeed teaching them 

important historical perspectives and an appreciation for music that is 

generally considered exceptional in its artistic value, but we are negating 

the influence of over a himdered years of recent musical developments and 

are limiting the perspectives of future music professionals. If the graduates 

of our music departments are unable to participate in contemporary 

creative activities in addition to upholding the standards of excellence 

found in musical works of past generations, the education received in 

colleges and universities is incomplete. 

Evaluation 

As one acknowledges that students do exhibit certain leaming 

preferences and that they do not uniformly traverse the same 

developmental path, one must also examine how this relates to grading 

criteria and procedures. Since connected teaching requires that instmctors 

acknowledge that students respond to each type of leaming activity in a 

variety of ways, it follows that instmctors must realize that students will 

also respond differendy to various types of tests and evaluations. The 

connected teacher must be willing to develop means of evaluation that 

accommodate the four types of leamers discussed above as well as the two 

developmental stages traversed by most college freshmen. 
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In his book Multiple Intelligences in the Classroom (1994), Thomas 

Armstrong discusses the necessity of changing the nature of traditional 

evaluation: 

It would certainly be the height of hypocrisy to ask students to 
participate in a wide range of multispectmm experiences in all 
seven intelligences, and then require them to show what 
they've leamed through standardized tests that focus narrowly 
on verbal or logical domains. Educators would clearly be 
sending a double message to students and to the wider 
community: "Leaming in seven ways is fun, but when it 
comes to our bottom line—evaluating students' leaming 
progress—we've got to get serious again and test the way 
we've always tested." (1994, p. 115) 

The same can be said for music theory teachers who attempt to become 

connected teachers. Not only should they create appropriate leaming 

activities that reflect the integration of leaming styles and developmental 

stages, but also they must reinforce the integration with appropriate means 

of evaluation. 

Traditional music theory exams that test written skills are decidedly 

dualistic and analytic in character. They require the spelling of 

mdimentary material such as scales, intervals, and chords in addition to 

analysis of selected musical passages, figured-bass realizations, and melody 

harmonizations. Although successful analysis, figured-bass realizations, 

and melody harmonizations require students to use relativistic thinking 

skills, these activities are also limited in their appeal for innovative and 

dynamic leamers. 

David Damschroder recognizes dualistic and relativistic stages of 

development in his article "Flexibility in the Theory Classroom: Strategies 

for the Management of Diversity" (1989). He explains that so often the 
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dualistic leamer faces "fmstration" when a theory course advances too 

quickly and, in contrast, the relativistic leamer frequently suffers from 

"boredom" as instmctors attempt to accommodate the lesser developed 

students. 

In an attempt to maximize the efficiency of homework, Damschroder 

suggests that instmctors divide assignments into three categories: (1) Type 

I, brief exercises that reinforce basic, introductory concepts, (2) T)^e II, 

moderately lengthy assignments that are somewhat more sophisticated and 

challenging, and (3) Type III, assignments that are lengthy, demanding, and 

intense. Students are free to select any assignments as long as they attend 

the classes during which the assignments are discussed. The assignments 

are graded on a pass/fail basis and the level of difficulty and number of 

assignments completed are used to modify the score of the unit exam for 

that portion of the term. Damschroder explains: 

The homework thus has a unique effect on each student's 
work. Someone whose raw test grade is "A" might retain that 
rating even if few assignments were submitted. But the same 
level of commitment to homework might lower a "C" grade to 
"D", since in that case the neglect of homework was injurious 
to progress. (1989, p. 184) 

These suggestions certainly take into account the differences in 

developmental stages of a group of students, but they do little to enhance 

the developmental process. Some students may never face the challenge of 

actually attempting the more relativistic activities, thereby minimizmg then-

growth potential. 

In the two unit plans outlined in Chapter IV, every student was 

required to complete each of the eight activities, four of which were 

dualistic in nature and four that were more relativistic. This approach 
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assures that even the students who are slow to develop still have the chance 

to do so. Granted, the students who develop quickly may find some of the 

dualistic activities dull and uninteresting, but they will undoubtedly meet 

challenges in the four more difficult assignments and in those that lie 

outside of their preferred leaming style. 

Damschroder also accommodates different stages of development in 

the design of unit exams. His tests proceed from basic material in the 

beginning to more difficult items on subsequent pages. Students are 

instmcted to carefully complete each page before moving on to the next 

thereby assuring that failure to complete the most straightforward 

questions may "be attributed to insufficient mastery of basic material" 

(1989, p. 182). Again, this strategy does accommodate students of varying 

stages of development, but does litde to recognize thefr differences in 

leaming styles. 

In order to reconcile the differences found in both leaming styles 

and developmental stages, I propose to evaluate students in a manner that 

recognizes the required skills necessary to achieve minimum proficiency, 

the possibility that students excel in different skill areas, and the probability 

that students will develop and mature as they face challenges in areas that 

are not second nature. 

Even though every attempt should be made to integrate "written" 

theory with "aural" theory, most programs require separate grades even if 

both elements are taught within a single course. Assigning a grade to each 

half—and aural theory should be no less than half of the theory 

requirement—assures that students achieve basic competency in both areas. 

The following proposal does separate the two areas for the purpose of 
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evaluation but they are unequivocally integrated in classroom activities and 

homework assignments. 

In order to eliminate a bias toward the analytic and common sense 

leamers, I prefer to label the traditional written skills portion of freshman 

theory as "Theory Skills." This allows the instmctor to include activities 

other than written assignments when determining the grading criteria for 

the course. The grading percentages are detailed in Figure 5.1. 

THEORY SKILLS 

50% - Minimum competency: unit exams 
(all leamers) 

10% - Worksheets and course notebook 
(analytic) 

10% - Observation and practical appli
cation (common sense) 

10% - Group projects and presentations 
(innovative) 

10% - Performances and composition 
projects (dynamic) 

10% - Individualized semester project 
(all leamers) _̂____ 

Figure 5.1. Percentage Distribution for Theory Skills. 
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The unit exams which comprise fifty percent of the semester average 

must include evaluation of all pertinent material. By carefully designing 

and evaluating diese exams, instmctors will insure diat sttidents achieve 

mmimum proficiencies. Widiin any dieory course diere exists a certain 

amount of material that must be memorized and practiced regardless of 

student preferences and stages of development. Each freshman music 

student must be accountable for leammg fundamentals such as naming key 

signatures, identifying cadences, and resolving dominant sevendi chords. 

Connected teachers will do all they can to assure diat students accomplish 

these mdimentary tasks, but ultimately each student must invest the time 

required to master the skills. By requiring students to demonstrate diese 

skills on exams, instmctors may evaluate their students' efforts and 

recommend further study if deemed necessary. 

When constmcting unit exams connected teachers must be aware of 

two things: (1) that most fundamental material traditionally has been 

measured through analytic, dualistic activities (spelling and item 

identification); and (2) that not all students, particularly innovative and 

dynamic leamers, excel in the execution of these types of activities. 

Connected teachers must make an effort to design examinations that test a 

student's mastery of mdimentary theory skills while simultaneously 

allowing the student to complete at least some test items using his or her 

preferred leaming style. Herein lies the challenge; we must move away 

from exclusively using dualistic test items that speak primarily to analytic 

and common sense leamers and find new, innovative and dynamic test 

strategies. 
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For example, in an exam for the unit on major and minor scales 

described in Chapter IV, instmctors could include the following items: 

(1) spellmg of all scale types with and without key signatures, (2) complex 

problem-solving items that require understanding of the complete 

major/minor scale system, (3) analysis of short melodies identifying tonic, 

mode, and forms of minor scales, and (4) completion of a short melody 

with the opening subphrase given. Analytic leamers will readily exhibit 

mastery of scale spelling. Common sense leamers will quickly show their 

understanding of the intricacies of the complete major/minor scale system 

when completing the problem-solving items. Innovative leamers will use 

analytic skills sharpened in the small group activities as they analyze the 

melodies. Dynamic leamers will easily complete the short composition 

using selected scale material. Each type of leamer will most likely have 

some degree of success on the exam. In addition, each student will 

demostrate whether basic mastery of scale fundamentals has, or has not, 

been achieved. 

By allocating only fifty percent of the semester average to unit 

exams, connected teachers further recognize that other activities, beyond 

traditional spelling and item identification, should be integral components 

in a music theory curriculum. The remaining fifty percent of the semester 

average is derived from homework and classroom activities completed 

during the course of the semester. By allotting an equal percentage to these 

activities, connected teachers recognize them as important to the leaming 

process, recognize the individuality and diversity of their students, and also 

expand the boundaries of the traditional theory class. 
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Analytic leamers most likely perform above average on worksheets 

and on completion of the course notebook. Common sense leamers will 

enjoy assignments outside of class that require observation of performances 

and music teaching and any assignments requiring practical application of 

new concepts such as collecting representative musical examples from their 

lesson and ensemble music. Innovative leamers will probably attain high 

grades on group activities and various types of class presentations. 

Dynamic leamers will excel in classroom performances and composition 

projects. Not only will each type of leamer have the potential to excel in 

one of the above categories, but also they will have a record of dieir 

standing in the development of skills from the other leaming styles. 

Motivated students will strive to improve their performance in each area 

thereby strengthening their total musicianship. 

Semester projects—much less individualized ones—rarely occur in 

freshmen music theory classes. This is quite possibly the best opportimity 

for instmctors to be effective coimected teachers. Allowing each student to 

design an independent project frees the student from all stylistic or 

developmental restraints. With the instmctor's approval, the student will 

end the semester with a single activity that, by nature of its suitability for 

the student, may ultimately connect the individual with the subject matter in 

ways that no other assignment could. One possible mechanism for assisting 

students in the project planning process is shown in Figure 5.2. As students 

create their own project proposals considering such things as the purpose, 

methodology, and criteria for evaluation, they will begin to better 

understand their position within the scope of the course. 
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INDIVIDUAL PROJECT PROPOSAL 

NAME: 

Primary performance area: 

Major: 

1. This project should utilize material from one or more of the 
units studied during in this course. 

2. Be prepared to discuss this proposal with your instmctor. If 
necessary, you may use extra paper to complete the proposal. 

PURPOSE OF THE PROJECT: 

METHODOLOGY: 

CRITERIA FOR EVALUATION: 

Figure 5.2. Proposal for Independent Study Project. 
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With the inclusion of the individualized project, students receive 

twenty percentage points in their preferred learning style and in both 

dualistic and relativistic stages of development. Only thirty percent of the 

semester average requires students to focus on activities in less preferred 

areas. This thirty percent represents the areas of greatest growth potential 

for most students. As they have the opportunity to develop those skill areas 

with which they are uncomfortable or unfamiliar, they develop as more 

well-rounded musicians. Each and every student has an equal opportunity 

to mature in all four skill areas. 

Each student will require a grade sheet rather than merely a line in 

the grade book. With the easy availability of computerized record keeping 

this should not be a problem. One possible grade sheet is shown in Figure 

5.3. Instmctors may easily document activities by type and quickly 

evaluate a student's progress in each skill area. 

The application of learning styles and developmental stages to aural 

skills—sight singing, dictation, and keyboard—is problematic. As 

discussed in Chapter III, some students leam these skills more easily due to 

their natural affinity for performance and the practical nature of the 

activity. Innovative and dynamic leamers usually excel in these areas more 

quickly than do analytic and common sense leamers who usually prefer 

pencil-and-paper activities. No matter how difficult it is for students to 

acquire these aural skills, they must somehow master them for the sake of 

good musicianship. Connected teachers can help with systematic 

presentation of aural skills strategies and frequent drill. Assignment of 
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study groups and the preparation of extra drill material further enhances 

chances for success. 

As difficult as it may be for some students to master aural skills, 

connected teachers can find satisfaction in the fact that as they integrate 

learning styles with developmental stages in the teaching of theory skills, 

they are simultaneously maximizing the potential for aural skills 

acquisition. As analytic and common sense leamers participate in group 

singing, class performances, composition projects, and analysis 

presentations they are indirectly practicing aural skills and making 

connections between what they hear and what they see. Just as connected 

teaching enables innovative and dynamic leamers to better leam theory 

skills, it also enables analytic and common sense leamers to strengthen 

their aural skills. 

As students progress through their first year of music theory 

courses, connected teachers may wish to shift the focus from emphasis 

upon dualistic activities in the first semester to more relativistic ones in the 

second semester. By doing so, students are forced to push themselves 

intellectually and to become engaged in actual theorizing. Instmctors may 

wish to keep records of the developmental nature of assigned activities and 

instigate the shift by weighing relativistic activities more heavily in the 

second semester. 

Professional Limitations 

To embrace the integration of leaming styles and developmental 

stages one must follow the lead of Belenky and her co-authors and become 

a connected teacher as defined in Chapter II. If integration is to succeed, 
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teachers must encourage students to speak in their own voices, encourage 

growth, focus on the student rather than on themselves, and encourage 

practical applications. The overriding principle behind integration is the 

understanding that each student's voice is important. If we recognize this 

and respond to it in our teaching, research strongly suggests that 

heightened leaming will eventually take place. 

The university and some of its long-standing traditions actually 

precludes an easy shift from separate to more coimected teaching 

approaches. As faculties continue to teach using traditional, non-integrated 

teaching approaches and a narrowly defined canon, the chasm between 

those who teach and those who are taught continues to grow, and in 

addition, those who try to make teaching their primary concem are often 

thwarted in the effort. 

First, the criteria by which administrators measure professional 

achievement continue to be weighted heavily toward research and 

publication, not toward effective—much less innovative—teaching. Since 

good teaching is difficult to measure and since most funding is generated 

by highly visible research, one cannot blame university administrators for 

focusing their attention on areas other than teaching. Nonetheless, it is 

unfortunate that limited professional incentive is offered for those striving 

to become better teachers. The students, and ultimately society as a whole, 

are the ones who suffer as time and energy that could be spent on teaching 

continue to be directed elsewhere. 

Second, becoming a connected teacher at the university level requires 

commitment of personal time and energy. Tenured instmctors, who often 

teach both undergraduates and graduate students, must sometimes teach 
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freshmen. Depending upon the design of a given music department, these 

positions at the freshman level are either rotational or permanent. As 

already mentioned, professional activities such as individual research, 

professional performance, and publication are usually the central focus of 

these well-established professors. Relatively speaking, little time is spent 

trying to improve freshman music theory courses. Professors who have 

taught the same course successfully for many years might also have good 

reason to support the old adage, "if it ain't broke, don't fix it." 

Instmctors who are hired for temporary or part-time appointments 

have similar difficulties. Unless they were hired for their qualities as 

connected teachers, these instmctors will face the same institutional 

traditions and restraints as do tenured professors. In addition, these new 

instmctors, in order to prolong their staying power, must not risk "rocking 

the boat." To the extent that the establishment contmues to recognize 

"separate" qualities as marks of good professorship, teachers who are 

inclined to be connected will be tempted to conform to the separate norm 

in order to protect their positions. 

Third, due to teaching overloads and the pressure to publish 

research, instmctors have litde incentive to provide organized training for 

graduate teaching assistants. Many teaching assistants are thrown into a 

"sink or swim" situation with very little instmction in basic principles of 

good teaching—much less tt-aining in basic principles of connected 

teaching. Unless diey have previously acquired some knowledge, a few 

skills, and experience, die typical graduate teaching assistant must leam on 

the job. Even in the midst of what may be exciting new challenges, diis is 

fmstrating not only for the assistant who might feel overwhelmed and 
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inadequate but also for students who suffer from the teacher's inexperience 

and ignorance. If the graduate assistant is made aware of the benefits of 

becoming a coimected teacher and has the support to do so, he or she has a 

better opportunity to survive as one. Carefully coordinated efforts among 

faculty committed toward developmg coimected teachers will help. 

Graduate teaching assistants must be made aware of the benefits through 

weekly meetings and by observation of experienced faculty. If they can 

establish a successful professional reputation that has its roots in coimected 

teaching, they might be able to continue teaching in this maimer. It is up to 

current faculty to recognize the potential for development of graduate 

teaching assistants as coimected teachers and to encourage them to develop 

in this direction. 

Finally, if professors and instmctors do manage to overcome these 

initial obstmctions to connected teaching, they must then confront the 

transformation from teacher as "authority" to teacher as "enabler or co-

leamer." Being viewed as the authority has its advantages. By retaining an 

authoritative status, insttiictors insulate themselves by creating a barrier 

between themselves and their students. This invisible barrier actually 

protects the instmctor from acknowledging various insecurities or 

perceived attacks on his or her ego. By eliminating connections, by 

keeping their distance and not becoming too attached, insttiictors keep 

themselves protected from relationships and from becoming too involved 

personally with their work. 

Connected teachers are in a position to establish relationships based 

on an understanding that each student needs to speak in his or her own 

voice. The connected teacher will assure diat this happens, not by initiatmg 
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personal involvement, but by creating curricula and classroom 

environments through which such ideals can be realized. Strong personal 

involvement might be considered too stt-essful and time-consuming for both 

instmctors and students. The advantage that connected teachers have over 

separate ones is the fact their students are free to express themselves 

because opportunities for doing so are purposely incorporated into the 

curriculum. 

To overcome these professional limitations and become successful 

coimected teachers, instmctors will need to lobby for changes within the 

system. Until the administration recognizes—with monetary compensation 

and with professional advancement—the efforts required for good 

teaching, the incentive to embrace coimected teaching lies within the 

individual instmctor. It is unfortunate that those wishing to improve their 

teaching may risk personal sacrifice: the loss of opportunity for 

professional advance due to a lack of publishable material, no compensation 

for the time spent training graduate teaching assistants, and little 

recognition or professional respect for their efforts by colleagues or 

administrators. The latter may well be the ultimate sacrifice; instmctors 

who have chosen to dedicate themselves to providing quality education at 

the university level—a seemingly noble gesture—^but who, in doing so, 

might be considered by their peers to be "less than professional." 
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CHAPTER VI 

CONCLUSIONS 

Integrating leaming styles and developmental stages requires a 

commitment to diversity. Diversity and the issues surrounding it are 

complex, interdependent, and magnified in freshman classes where so many 

students from a variety of backgrounds congregate in a single place. As 

educators of freshmen, we need to recognize this and strive to teach in 

ways that enable students to excel academically and to use their individual 

strengths to help in the process. As stated by Bette LaSere Erickson and 

Diane Weltner Strommer in Teaching College Freshmen: 

Nowhere in the undergraduate curriculum will we find so 
many students who differ from us and from one another in so 
many ways as in freshman courses. If we are to succeed in 
teaching to such diversity, we must look beyond our own 
experiences and reactions, try to understand how our students 
leam, and fmd methods and practices that suit their learning 
styles rather than our own habits and behavior. The goal of 
employing any model is to understand the differences among 
students, to develop teaching strategies that build on the 
strengths of individual students, and to help students expand 
then- repertoire of leaming sttategies. (1991, p. 61) 

This passage summarizes the important elements of connected teaching as 

discussed in die earlier chapters of diis dissertation. To understand more 

fully die implications of such a teaching approach, let us rettim to die four 

students introduced in Chapter I. 

During the next class, after die mtroductory lecttire on secondary 

function, the following occurred: 
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MRS. STUTES: Now diat we have checked a few of die 
spelling exercises from last night's worksheet I think we have a 
basic understanding of how to recognize secondary chords on a 
musical score. Please complete the rest of the worksheet for 
tomorrow. I would also like you to begin compiling a 
collection of examples from music literature to be tumed in a 
week from today. I would like you to include at least two 
secondary dominants and at least two secondary leading-tone 
chords with a complete harmonic analysis of the entire phrase in 
which the chord is found. Chad, did you bring your Beethoven 
sonata with you today? 

CHAD: Yes, here it is. 

MRS. STUTES: Let's see if we can find one; have you looked? 

CHAD: I think I've found one, a VA^ on page 3. 

MRS. STUTES: I'll play it and everyone listen. Is die 
progression completely diatonic or does it contain examples of 
secondary harmony? 

(Iplayed several phrases including one that does utilize a V/V. 
Several students respond that they do believe the excerpt contains non-
diatonic harmony.) 

MRS. STUTES: Yes, you are correct. Chad, this excerpt does 
utilize a textbook example of VA .̂ You may use this as part of 
your collection. I believe that you are all ready to identify 
secondary chords in your singing and dictation exercises. 
Please separate into your small groups. Becka and Stacey, are 
you ready? 

(A discussion ensued conceming the singing of specific secondary 
chords and the solfege syllables involved. Becka and Stacey demonstrated 
the simple V/V chord they discovered the day before.) 

MRS. STUTES: Since we can now identify die syllables 
necessary for singing secondary chords, I would like each group 
to compose a melody of at least eight measures that includes at 
least two different arpeggiated secondary chords. I will give 
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you about ten minutes right now and you can finish up 
tomorrow. I want each group to perform their exercise at the 
end of the period tomorrow. 

(I passed out the assignment sheets. The groups commenced to 
compose their exercises while I passed out prepared worksheets for aural 
identification drill.) 

MRS. STUTES: For this exercise I would like you to identify 
only those chords that are secondary in function. Please mark an 
"X" in the appropriate blank whenever you hear a secondary 
chord. I will play each example three times. You do not need 
to identify any other items. However, please feel free to label 
cadences and any other chords if you wish. 

(This exercise took about ten minutes to complete. After each 
example, I checked and discussed the correct answers, having the students 
outline the secondary chords with solfege syllables.) 

MRS. STUTES: Good work. As you prepare to leave I would 
like Darla to come to the piano. She actually anticipated my 
assignment for tomorrow night. Please bring your melody 
harmonizations from last week to class tomorrow. They 
should already be in your notebooks. As Darla will show you, 
we are going to re-harmonize them, this time incorporating a 
few secondary chords instead of the earlier diatonic ones. 
Tomorrow we will discuss how to go about doing this but I 
want Darla to give you a taste of what is to come. Darla, play 
your original, then play your new version. 

(Darla played her two versions. The students were surprised at the 
differences in the two harmonizations and were impressed with her 
compositional skills as well.) 

MRS. STUTES: Thanks, Darla; there are still a few problems, 
but you will get them straightened out. I appreciate your 
sharing your work widi the class. So, that is what you all have 
to look forward to. Please bring your melodies tomorrow and 
be ready to tum in your worksheets at the beginning of class. 
We will finish our singing exercises and discuss how to begin 
your re-harmonizations. Also, begin looking for your literature 
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examples. Remember, you should not save this assignment for 
the last minute! 

During this fifty-minute class period, each type of leamer had the 

opportunity to be engaged in at least one activity that utilized his or her 

preferred skills. Allen, the analytic leamer, would have participated 

actively in the checking of exercises from the worksheets at the beginning 

of the period. He will easily complete the worksheets tonight if he has not 

already done so. 

Becka, the innovative leamer, was allowed to sing for the class. This 

most likely thrilled her, especially since it was her idea. She also followed 

through on her interest in singing as each group composed a singing 

exercise. She is a leader in this area and enjoys working in small groups. 

The ear training drill also reinforced the relationship of the new chords 

with syllables. 

Chad, the common-sense leamer, benefited from playing his 

Beethoven sonata. He needed to make a connection between the new chords 

and his ongoing studies and was allowed to do so. By incorporating his 

natural curiosity into an assignment (the collection of examples from 

literature) Chad will better understand the relationship his dieory studies 

have to his performance studies. 

Darla, the dynamic leamer, most likely also enjoyed composing die 

singing exercises. She was also allowed to share her compositional talents 

by playing her re-harmonization for the class. There really was not time 

to begin the activity but by letting her play the work at the end of class (a 

seemingly small gesture) she could be proud of her initiative, students were 

introduced to the next day's assignment, and everyone got the chance to 
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observe the strengths of a dynamic leamer. This could actually be the 

smgle most important activity of the day. 

Music is a creative art, and without the creative process, it loses a 

degree of its dynamism. At every opportunity, students should be able to 

participate in the total creative process—composition, performance, and 

analysis—regardless of their specialization. By actually being a part of the 

creative process from start to finish, students will begin to understand the 

complexity of music as an art form. By integrating leaming styles with 

developmental stages, connected teachers can assure that students 

experience music in all of its richness. No other course in traditional 

music programs provides the opportunity to do this. 

In his theory of multiple mtelligences, Howard Gardner established 

that each individual possesses a unique combination of intelligences. 

Usually, one or a combination of several of the seven intelligences 

(linguistic, logical-mathematical, spatial, musical, bodily-kinesthetic, 

interpersonal, and intrapersonal) tends to dominate a person's intellectual 

profile. The research on leaming styles and developmental stages suggests 

that even within a single intelligence group, people tend to prefer different 

types of leaming activities and to develop at different rates. 

Connected teaching, a concept rooted in recent gender-based 

research, is an attempt to quash the confusion arismg from these issues of 

diversity and to channel them so that diey actually enhance die leaming 

process rather than hinder it. By doing so, connected teachers ensure diat 

all motivated students have equal chances to succeed m their pursuit of 

knowledge. 
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When teaching music theory, connected teachers may greatly 

increase the success rate of a given group of students. In general, the study 

of music naturally divides into four areas that correspond to the different 

leaming styles (analytic, common sense, innovative, and dynamic) while 

the specific study of music theory naturally progresses from performing 

dualistic activities to diinking about music relativistically. By consciously 

integrating these areas of diversity into the curriculum, connected teachers 

may enable students to use their strengths to strengthen their weaknesses. 

Adopting a connected approach to teaching music theory is not a 

decision to be made lighdy. It will require time and a constant 

commitment to developing increased awareness of each new group of 

students. Complex issues such as the evolving canon, problems with 

assessment, and a myriad of professional limitations will continue to 

occupy the dedicated connected teacher. Educators must weigh the benefits 

of connected teaching against its inevitable difficulties. A half-hearted, ill-

planned attempt to become a connected teacher will surely fail, causing 

unfortunate students to suffer needlessly. 

Before committing to connected teaching, music theorists should ask 

this question: am I more committed to the subject matter than I am to the 

students I teach? If the answer is a definitive "yes," a shift toward 

connected teaching might prove to be disastrous and a traditional approach 

to teaching theory may indeed be in the best interest of bodi the instmctor 

and the students. In this case, a switch to connected teaching will most 

likely mean a major shift in teaching strategy, classroom management, and 

curriculum development. If the answer is unclear, gradual 

experimentation with connected teaching strategies may eventually lead to a 
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decision. If the answer is "no," already integration may play a part in 

making teaching decisions. In this case, the instmctor may use the ideas 

presented in this dissertation to strengthen existing teaching methods or to 

better understand the background of connected teaching. 

Regardless of the outcome of this type of self-evaluation, instmctors 

must not shy away from instigating change especially when it appears to be 

in the students' best interest. It is easy to rest on one's laurels and past 

successes and ignore the possibility that advances are being made in 

educational research which might positively enhance teaching efforts at the 

university level. Change rarely comes easily; it is costly for all. Even so, 

those involved in higher education will do well to remember the words of 

John F. Kennedy: "Our progress as a nation can be no swifter than our 

progress in education" (Bolander, 1987, p. 91). Freshman students like 

Allen, Chad, Becka, and Darla, begin the difficult transition into adulthood 

during their first semester in college. As they move into adulthood they 

will begin to make their first life commitments. The quicker they realize 

their own individual potential, make strides to improve their limitations, 

and recognize the stt-engths and limitations of others, the quicker they will 

become contributing members of society—an important goal of any 

educational system. Connected teaching provides students widi a means by 

which they may progress more swiftly toward this goal. 

145 



LIST OF REFERENCES 

Andrews, John D. W. "Teaching Format and Students' Style: Their 
Interactive Effects on Leaming." Research in Higher Education 14 
(1981): 161-78. 

Armstrong, Thomas. Multiple Intelligences in the Classroom. Alexandria, 
VA: Association for Supervision and Curriculum Development, 
1994. 

Astone, Barbara, and Nunez-Wormack, Elsa. Pursuing Diversity: 
Recmiting College Minority Students. ASHE-ERIC Higher 
Education Report No. 7. Washington, D. C: The George 
Washington University, School of Education and Human 
Development, 1990. 

Belenky, Mary Field; Clinchy, Blythe McVicker; Goldberger, Nancy Rule; 
and Tamle, Jill Mattuck. Women's Ways of Knowing: The 
Development of Self, Voice, and Mind. New York: Basic Books, 
Inc., Publishers, 1986. 

Bloom, Allan. The Closing of the American Mind: How Higher Education 
has Failed Democracy and Impoverished the Souls of Today's 
Students. New York: Simon and Schuster, 1984. 

Bloom, Harold. The Western Canon: The Books and School of the Ages. 
New York: Harcourt Brace and Company, 1994. 

Bolander, Donald O., compiler. The New Webster Quotation LHctiormry. 
United States: Lexicon Publications, Inc., 1987. 

Boyer, Emest L. College: The Uruiergraduate Experience in America. 
New York: Harper and Row, Publishers, 1987. 

Bull, Bemard. "Mixed Emotions About Celebrating Diversity." Kappa 
Delta Pi Record 30/2 (1994): 92. 

CABC: The Center for Arts in the Basic Curriculum. 77î  Balanced Mind: 
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APPENDIX A 

MAJOR AND MINOR SCALES WORKSHEETS 
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WORKSHEET 1: SCALES AND KEY SIGNATURES 

I. Notate the following scales using key signatures and accidentals when necessary. 
(N=natural form, H=harmonic form, MA=melodic ascending, MD=melodic 
descending) 

$ 

Relative minor (N) 

$ 
Relative minor (H) Relative minor (MA) 

1 

F55J m I 
Eb Relative minor (N) 

P 
Relative minor (H) Relative minor (MA) 

Parallel minor (N) 

i Parallel minor (H) Parallel minor (MA) 

m 
B Parallel minor (N) 

m 
Parallel minor (H) Parallel minor (MA) 

153 



SCALES/KEYSIGNATURES, p. 2 

pqs 
^ 

e(H) Db 

m 
g# (MA,MD) 

FE5J m 
c#(H) d#(N) 

i 

$ 

C# eb(H) 

n 
Ab c(N) 

* 

d# (MA, MD) 

m 
D g(H) 

154 



SCALES/KEY SIGNATURES, p. 3 

II. Notate the key signatures for the following MAJOR scales in both treble and bass clefs. 

i 
=CE 

^ 

Ab F# Gb F C# 

* 

1 
Bb D Db G C 

III. Notate the key signatures for the following MINOR scales in both treble and bass clefs. 

4=^ 
^ — 

e 

li. 1 4=^ 

d eb g d# 

^^^^^__^^^^^—. 

L 

a 

r 

1-

i-

\ 

f# g# c ab c# 
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WORKSHEET 2: PROBLEM-SOLVING (SCALES/KEY SIGNATURES) 

1. F# is the (scale-degree name) of the 
ascending melodic minor scale whose relative major has a key 
signature of two flats. 

2. (pitch name) is the subdominant of the minor scale whose 
parallel major has four sharps. 

3. B is (scale-degree number) of the major scale whose 
parallel minor has two sharps. 

4. List all major and minor scales containing the pitch D#. Specify each 
form of the minor scales containing the pitch. 

5. List all major and minor scales containing the pitch G-natural. Indicate 
each form of the minor scale containing the pitch. 

6. Create an original problem such as those in numbers 1-3. State the 
problem, provide steps to arriving at the solution, and the answer. 
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WORKSHEET 3: MELODIC ANALYSIS 

The purpose of this assignment is to identify scale usage in simple 
diatonic melodies. 

The tunes are from Music For Sight Singing, 3rd edition, Robert 
Ottman. 

Group I Group II Group II Group IV Group V 
#89 #113 #167 #176 #232 
#238 #170 #253 #213 #244 

For each tune, your group should be ready to do the following in a 
class presentation: 

1. Perform the tune; you may sing, play instmments, or involve the 
entire class. 

2. Identify tonic; provide information that supports your decision. 
3. Discuss the use of any form(s) of the minor scale if applicable. 
4. Identify the form of the melody. Is it a period? If so, what kind? 

Are the phrases regular? 
5. Discuss compositional techniques such as motivic development or 

the use of melodic or harmonic sequence. 
6. Conclude your presentation with a second performance using a 

different medium than the opening performance. 

(Feel free to include charts, diagrams, or any visual aids that might 
enhance your presentation.) 

Grading Criteria: 
• General organization and clarity of presentation. 
• Correctness of information. 
• Creativity and thoroughness of presentation. 
• Each member of the group will receive the same grade. 
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WORKSHEET 4: COMPOSITION ASSIGNMENT (SCALES) 

Select the option with which you feel most comfortable. Grading 
will be determined by both the difficulty of the assignment and how well 
you complete it. 

Your work should be neat with each part of the assignment clearly 
labeled. 

OPTION I 
• Compose three parallel periods using the following as the opening 

subphrase. 

^mm a 

• The first should be in the original major key. 
• The second should use the parallel minor (harmonic form). 
• The third should use the parallel minor (melodic form). 
• Use the normative phrase length of four measures for each phrase. 
• Indicate the specific key and label all cadences. 

OPTION II 
• Compose three two-phrase periods. 
• Each period should incorporate a different scale form and have a 

different formal stmcture (i.e. one, a parallel period; two, a 
contrasting period; three, a parallel period with an extension 
of the consequent). 

• Label the scales and formal stmcture used for each period. 

OPTION III 
• Compose a theme and three variations with each variation using a 

different scale form. 
• Label the form of the theme and the scale forms used for each 

variation. 
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APPENDIX B 

SECONDARY DOMINANTS WORKSHEETS 
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WORKSHEET 1: SECONDARY DOMINANTS 

I. Notate the following chords in the appropriate inverison. 

$ 

1 
6 X # 

G: VÂ  d: vii W A: V/ii 

m 
X 
5 

BrviiVvi 

7 
# 

e:V/iv 
^ 

F#: vii Vii 

')' I —I I II II I II 

2 \?5 ^ k,7 5 6 
D:V/V giviiViv Eb: V/V C#:V/IV a:vii°/V E: V/ii 

II. Notate the following chords in four voices. Use a key signature, the 
appropriate inversion, and resolve the secondary dominant. 

J7 
M_ r m lUJ 
« ) 

- ^ ^ 

7 
Ab: viiVv 

V 
M_ r m IQ\1 

4fc 

5 
g#: vii°/V 

6 
5 

e: V/iv 

2 
c#: V/iv 

6 
D:V/ii 

6 
5 

B: V/ii 
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SECONDARY DOMINANTS, p. 2 

III. Analyze the following chorale fragments. Include key, Roman 
numerals and complete figured bass. 

* 

^ I r -& 

V 

^ipi i F 

te ^ ZZ 

^ 

^ 

ZT 

ZZ ig 

f 
i zz 

i9-

^ ^ 

^ 

:g 

_ ^ 

t 
S 
r 

i 
:s: 
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WORKSHEET 2: READING LIST (SECONDARY DOMINANTS) 

The following are on reserve in the Music Listening Library. Read 
them and include short summaries in your semester notebook. Be prepared 
to discuss the readings in class. 

a. "Applied dominants": The New Grove Dictiormry of Music and 
Musicians. Ed. Stanley Sadie. Volume 1. London: MacMillan, 
1980 

b. Christ, William, et al. Materials and Structure of Music, 
Volume I. New Jersey: Prentice-Hall, Inc., 1967. 

Carefully read pages 383-388 paying close attention to the 
"generalizations" on p. 384. 

If you wish to read more and observe many examples of 
secondary dominants in music literature, continue 
reading through p. 438. 
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WORKSHEET 3: FIGURED BASS (SECONDARY DOMINANTS) 

Realize the figured bass in chorale style. Be sure to make a 
convincing resolution of the secondary dominants. Include the three upper 
voices and Roman numerals. 

a. 

i h 

# # 

^ f 

b. 

* 

t 

5̂ I 
2 

6 
5 

# 

c. 

^ 

^ ^^=f f=H^ 
7 6 4 6 6 

4 2 5b 
7 

f 
^ : 
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WORKSHEET 4: EAR TRAINING 
(LOCATING SECONDARY DOMINANTS) 

Mark an "X" in the blank whenever you hear a secondary dominant. 
Feel free to identify any other chords in the progression. 

a. 

d. 

e. 

f. 
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EAR TRAINING: SECONDARY DOMINANTS 
ANSWER KEY TO WORKSHEET 4 

6 
5 6 

a. D: I IV V I IV V/V V I V I 

# t̂ 7 # 
b. e: i VI iv V i viiViv iv V VI 

7 6 
# 4 7 

c. G:I V/ii ii I V I 

6 
5 

^ 6 # # 
d. a: i vii° i iv VA^ V I 

6 6 6 
e. F:I vi IV V I I ii VA^ V vi 

7 7 
# # # # # 

f b : i iv V i viiW V i iv V I 
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WORKSHEET 5: COMPOSITION ASSIGNMENT 

WRITING SOLFEGE EXERCISES USING SECONDARY DOMINANTS 

1. In your small groups, create a melody using at least two 

secondary dominants. 

2. Determine the solfege syllables necessary for each chord. 

3. Place syllables in a metric context (probably one chord per 

measure). 

4. Plan to perform your exercise for the entire class. 

5. Prepare a copy to tum in (see example below). 

6 
8 

mi 
D M S D 

mj. 
R F L F 

11 

m J. 
Fi L Fi R 

VA^ 

m J. 
s s s s 

(low) 

D M S D D M S Te 

V7/IV 

mm 
L F L S R T 

IV 

J n. 
D S D 

(low) 
V I 
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WORKSHEET 6: HARMONIZING MELODIES 
(SECONDARY DOMINANTS) 

The harmonization below is similar to die one discussed earlier in class. 

• Using the same basic melody, re-harmonize the chorale, this time 
incorporating at least one secondary dominant. 

• Include all four voices, Roman numeral analysis, and complete 
figured bass. 

Previous Harmonization 

^ 

I . . . J J 

^ 

22 

I IV I V I V 

11 

I V 

New Harmonization with Secondary Dominants 
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WORKSHEET 7: SMALL-GROUP CRITIQUE 
(SECONDARY DOMINANTS) 

The harmonization below contains errors in both chord selection and 
part-writing. 

• Identify the errors on the score itself. 

• Without altering the basic melody more than necessary, provide a 
more acceptable harmonization in the space provided. 

* 

* i E PF' 
^ 

T 

i 

Frrr T 

^ ^ ^ 

J J j I 

-ô  X T 

XE 

- © -
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