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given time in the curriculum, elements of rhythm, melody, harmony, ear
training, rhythmic reading, and sightsinging will be spread about various
sections of the book; yet this very featureallows for some reordering of those
elements. Onthe otherhand, Ear Training and Sight Singing and Ear Training
Through Literature both require that their various materials be presented in
order. In Benward’s words, “For best results. .. assignmentsin Melody Unit
1, Harmony Unit1, and Rhythm Unit1 should be made during the first week
of the semester or the quarter and continued in like fashion throughout the
year."”*

All three of the books introduce the complexities of rhythm and pitch
in roughly the same order. The rhythmic materials progress from simple
meters with only a few durations, through compound meters and various
beat divisions, to complex and changing meters; the pitch materials prog-
ress from stepwise motion and skips within the tonic triad, through diatonic
chordal configurations, to chromaticism and some atonality. Each book is
accompanied by an instructor's manual that describes its contents and
sequence, provides excerpts for ear training, and offers guidelines for
classroom presentation and pacing.

The authors of these texts rely to varying degrees on music literature
to accomplish their goals. The greater part of the music in Musicianship has
been newly composed by the authors. Approximately half of the music in
Benward’s Ear Training is excerpted from music literature. Levin and
Martin, although they do include self-composed exercises, lean even more
heavily on literature. They write, “This text is based upon a belief that the
best way to stimulate the ear is with real music and the actual difficulties
encountered in performance and listening. Literature spanning eight
centuries has been chosen with painstaking care to inspire and to promote
continuous progress.”s

EAR TRAINING: A TECHNIQUE FOR LISTENING

Bruce Benward'’s Ear Training: A Technique for Listening is divided into
16 units(i.e., chapters), each of which contains one or more sections devoted
to each of the topics melody, harmony, or rhythm. To coordinate these
sections, Benward suggests that, “For best results, material from all three
[topics] should be presented concurrently.” (Instructor's Manual, p. xi) This
locks the user into Benward’s sequence of study.

Thebook isintended tobe used in two semesters—and in thatit differs
from the other two books, which are meant for a two-year sequence—but
Benward advises that some instructors may wish to spread the book over
three or four semesters. Still, in discussing the coordination between aural
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skills and theory books, Benward recommends that Ear Training “is de-
signed to accompany most first-year theory texts” (Instructor’s Manual, p.
xi). Instructors who wish to continue beyond Ear Training might choose
Benward’s Advanced Ear Training.

Benward justifies the study of aural skills by the following statement:
“the vast array of tonal configurations found in music comprises the basic
material of the art, and the ingredients are digested to produce aesthetic
pleasure. Thus, listening for recognition of musical devices and structures
should not hinder aesthetic enjoyment, but should, on the other hand,
enhance it considerably” (p. xi). He continues, “Intelligent listening is the
most important thing a musician does. No matter what high level of
dexterity and accuracy is achieved with an instrument or voice, success is
inevitably limited and regulated by the ability of the ear to discriminateand
guide the musical performance ” (p. xiii).

Benward also discusses his text’s point of departure: “The book must
begin at the beginning. The most basic elements of music are intervals,
simple melodies, simple triads, scales, and simple rhythms” (p. xi). But are
these truly the “most basic elements” of music? For that matter, should they
necessarily be taught first in the curriculum? He asserts that “Until the
basics are mastered, the complex idioms of composition cannot be under-
taken” (p. xi). To what manner of “complex idioms” is Benward referring?
I have taught business majors to hear the difference between open and
closed cadences while music majors struggle to distinguish between tri-
tones and minor sixths. He states his case most fully in the Instructor’s
Manual: “The author cautions that thorough training in the fundamentals is
a prerequisite for the study of larger relationships, the structural forces in
music. Students who cannot identify a perfect fifth are incapable of
perceiving a modulation to the dominant in a two-part or three-part
composition” (Instructor's Manual, pp. xi-xii). I think that this is not
necessarily true. Thereare “naive” listeners who hear and understand such
musical structures without learning their labels and without connecting
them to “fundamentals” such as perfect fifths. We must have a better idea
of what the fundamentals are to teach meaningful aural skills in a more
successful sequence. Although the matter is far from being resolved, the
notion of interval and chord training as a prerequisite to contextual study
has been seriously and, I believe, correctly challenged.”

Benward lays out the goals to be achieved by the student who success-
fully completes the text. These include mastery of the following: 1) Interval
identification; 2) Melodic dictation; 3) Chord progression identification; 4)
Identification of rhythmic patterns; and 5) Recognition of “larger patterns”
such as “sequences, rhythmic repetitions, harmonic rhythm, phrase
extensions, cadence types, and so on” (pp-xi-xii).
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The final levels of difficulty reached in the text incorporate the recog-
nition of short two- and three-part forms, harmonic identification of non-
dominant seventh chords, modulations, secondary dominants,augmented-
sixth chords, and therhythmicdetection of “subtriplets,” syncopations,and
changing meters (Instructor's Manual, p. xi).

Ear Training incorporates the following types of activities: mode
identification from melodies or scales; error detection (melodic, contrapun-
tal, and harmonic); melodic dictation; multi-voice dictation; interval iden-
tification (melodic and harmonic); chord-function identification; chord-
quality identification; chord-position identification (i.e., chord member in
the soprano voice); chord-inversionidentification; rhythmicdictation; scale-
degreeidentification; mode identification (from scales and melodies); iden-
tification of harmonic vs. non-harmonic tones; melodic-figure identifica-
tion (e.g., sequence, rhythmic repetition); harmonic dictation; cadence-type
identification; identification of phrase relationships; identification of small
forms. That is a rather long list of activities, but one of the advantages of
using a text for ear training is that it forces an instructor to present a variety
of drill and testing environments and forces a student to use his ear in a
variety of ways.

An issue which I must address concerns how some of the above
activities are carried out. Benward directs the student taking melodic
dictation to memorize the entire melody, sing it, then write it down (p. 2).
I have a few guarded reservations concerning this procedure. First, stu-
dents should be made aware that, at times, remembering an entire musical
passage will not be possible or practical. Thus, students should develop the
skills required to focus on and remember portions of a heard event—a
process similar to that presented in Unit 7B (more on that in a moment).
Second, there seems to be no indication of how students should bridge the
gap between memory and notation. Certainly, most students must be
taught how to understand what they remember of a dictation. Benward
suggests attention to this all-important stage only in Unit 7B, which covers
two-phrase melodies. There he recommends that students “try to memo-
rize each phrase” and to “Think of the scale degree each pitch represents by
including solfeggio syllables or numbers” (p. 78). This, to me, is a more
practical description of the kind of intelligent music listening these books
aim at developing,.

Benward makes other recommendations in the Instructor’s Manual,
where he indicates that it “might be wise” to help the students “have the
scale well in mind,” through singing it, before playing a melodic dictation
(p4). It seems to me that an important and basic skill (more basic than
identifying intervals or triad quality) is the ability to infer the tonic (and
scale structure or mode) from the context of a heard musical passage. After
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a listener remembers a particular passage, that listener ought to be able to
determine which pitch is the tonic and thereby determine the functions of
the other pitchesin the passage. Alongthosesame lines, Benward’s practice
of providing the student with a starting pitch written on the staff moves the
aural-skills classroom one more step away from actual experience. Ben-
ward is not alone in this practice—it appears in many aural-skills textbooks
and classes—but he even doubles it in two-phrase dictations. In them,
Benward provides pitches for the beginning of each phrase (see, for ex-
ample, p. 78), thereby revealing two “basic” pieces of information: the
rhythmic placement and pitch level for the beginning of each phrase. Itis
precisely such information that students should learn to infer from listen-
ing. Once again, a basic skill in aural perception is the identification of all
pitches in a passage, even (perhaps especially) the starting pitch.

Benward also directs the student to “count the meter” as the prepara-
tory measures are heard (p. 9). What preparatory measures? He seems to
assume that all instructors would naturally count aloud a measure or two
before beginning to play a dictation—a fair assumption based on many of
the aural-skills classes I have observed, but this is another routine that
separates the classroom from real life. Even more drastically, Benward
urges, “In extreme cases . . . tapping the meter during dictation, or drasti-
cally emphasizing the accented meter beats often helps” (Instructor’s Man-
ual, p. 13). Once again, meter should be inferred from the musical experi-
ence, not laid upon it by the theory teacher. Does this make things harder
for the student? Perhapsat first, but this is one of the “basic” skills that must
be developed if we are to begin truly at the beginning.

Many of the preceding criticisms might be leveled at almost any ear-
training text. Ear Training: A Technique for Listening bears the brunt of those
criticisms in this article for two simple reasons: 1) it is the only one of the
threebooksreviewed heredevoted entirely to ear training; and 2) ithappens
to be the first book in this article. Ear Training is a fine text; it has continued
to improvein its second and third editions, and is remarkably free of errors.*
Mostinstructors will find that Ear Training can meet their needs ina number
of ways. Even after careful consideration of my caveats, you may wish only
to white out all of those starting pitches.. ..

MUSICIANSHIP: EAR TRAINING, RHYTHMIC READING,
AND SIGHT SINGING

Earl Henry and James Mobberley claim that Musicianship: Ear Training,
Rhythmic Reading,and Sight Singing is “three books in one:a complete course
in EAR TRAINING, RHYTHMIC READING, and SIGHT SINGING” (vol.
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I, p. ix). Musicianship is published in two volumes, and each volume is
divided into three sections: Ear Training, Rhythmic Reading, and Sight
Singing, but the Ear Training sections occupy more than half of each of the
volumes.” Most exercises in the book appear in two sets. SetI is intended
for classroom use; Set II (also available on tape) is intended for individual
use outside of the classroom.

Coordination among the three sections of the book (Ear Training,
Rhythmic Reading, Sight Singing) is problematic. The authors provide
some tables (Instructor s Manual, pp. 2-9) that suggest pacing and coordina-
tion of the book’s materials, but these suggestions raise some pedagogical
questions. As an example, consider the authors’ recommendations for
study during week eight of the freshman year. They recommend working
on Ear Training exercises R-4, M-8, and M-9 while covering Chapter 6 in
Rhythmic Reading and Chapter 14 in Sight Singing. While assuring the
reader that I have chosen this particular correlation at random, I would like
to point out certain inconsistencies and difficulties in coordinating such
activities. Firstof all, merely finding each of these places in the textisrather
awkward. Page footers are often nonexistent, occasionally incorrect (for
example, in vol. I, p. 168—the second page in the Rhythmic Reading
section—is labelled “Ear Training”), and never indicate the number of a
chapter; one must constantly refer to the table of contents when moving
from one section of the book to another. Secondly, the materials found in
each of these sections do notalways correlate with oneanother. Intheabove
example, R-4 contains rhythmic dictations in only compound meters, M-8
and M-9 involve scale degree recognition, Chapter 6 “introduces” the
dotted quarter note (although it has already appeared in R-2), and Chapter
14 drills the singing of seconds through an intervallic approach entirely in
simple meters. While it might be argued that this approach provides a
certain amount of variety, it seems to me that there is little or no coordina-
tion toit. For example, the two sectionsentitled Ear Training and Rhythmic
Reading are not well coordinated. The very first set of rhythmic dictation
exercises (R-1) contains duple divisions of the beat; such division is not
introduced in Rhythmic Reading until after extensive exercises consisting
‘of rhythms one beatand longer. Similarly, the dotted beat in simple meters
is introduced immediately after compound meters in the Rhythmic Read-
ing section whereas there is a delay of several chapters between the two in
the Sight Singing section.

Musicianship is intended for use over a two-year course of study, and
(as mentioned above) the Instructor’s Manual includes various tables con-
taining recommended pacing for those two years. The book was designed
to accompany Earl Henry’s Music Theory,'° but the authors claim that it is
“compatible with most any theory text” (Instructor’s Manual, p. 1).
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