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The	  Edwin	  Gordon	  Lecture	  at	  The	  Choral	  Institute	  at	  Oxford	  will	  be	  	  given	  each	  year	  in	  memory	  of	  
one	  of	  the	  great	  music	  psychologists	  of	  our	  time.	  	  His	  students	  were	  taught	  to	  ask	  the	  big	  questions,	  
and	  to	  seek	  answers	  that	  would	  make	  us	  understand	  the	  miracles	  and	  mysteries	  of	  music	  teaching	  
and	  learning.	  	  My	  life	  as	  a	  teacher	  and	  conductor	  has	  been	  shaped	  in	  countless	  ways	  by	  his	  teaching	  
and	  presence	  for	  most	  of	  my	  adult	  musical	  life;	  in	  fact,	  much	  of	  my	  pedagogical	  life	  has	  been	  molded	  
by	  his	  teaching.	  	  He	  taught	  me	  how	  to	  think	  and	  write	  about	  how	  we	  teach	  and	  how	  we	  learn.	  	  	  He	  
was	  an	  artist,	  researcher,	  thinker	  and	  passionate	  music	  educator	  who	  was	  a	  direct	  successor	  to	  
America’s	  pioneer	  educator	  Lowell	  Mason.	  This	  is	  one	  student’s	  grateful	  thanks	  for	  all	  he	  has	  given	  to	  
me,	  and	  indirectly	  to	  the	  people	  I	  music	  with,	  and	  now	  all	  of	  you.	  
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Note:  All materials in this lecture are drawn from an upcoming book that will become one 
of the texts for The Choral Institute at Oxford; Conductor as Prism, GIA, January 2017. 
 
 
Artistic growth, more than it is anything else, a refining of the sense of truthfulness.  The stupid 
believe that to be truthful is easy; only the artist, the great artist, knows how difficult that is (p.172). 
 
Willa Cather 
In 
Julia Cameron 
Finding Water 
 
 
 
 
Taking Your Addison’s Walk 
 
The very essence of our life as conscious beings, all day and every day, consists of something 
which cannot be communicated except by hint, smiles, metaphors, and the use of emotions 
(themselves not very important) which are pointers to it (p.179). 
 
 
C.S. Lewis 
In 
George M. Marsden 
C.S. Lewis’s Mere Christianity 
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Just before 3 am on the Sunday morning of the 20th September, 1931 J.R.R. Tolkien, C.S. Lewis 
and another friend, Hugo Dyson, took a stroll along the Cherwell in the grounds of Magdalen 
College. All the previous evening the three of them had been discussing their lifelong fascination 
with myths. It was sad, Lewis declared, to think that classic tales of courage, beauty, sacrifice and 
virtue are all untrue and ultimately worthless. 
 
Tolkien stopped his sceptical friend cold by forcefully arguing: No, they are not lies. Myths 
contain great spiritual truths. 
 
This is how Lewis remembered it two days later in his letter to Arthur Greeves: 
 
He (Dyson) stayed the night with me in College -I sleeping in in order to be able to talk far into the 
night as one cd… Tolkien came too, and did not leave till 3 in the morning: and after seeing him 
out by the little postern on Magdalen bridge Dyson and I found still more to say to one another, 
strolling up and down the cloister of New Building, so that we did not get to bed till 4, It was really 
a memorable talk. We began (in Addison's walk just after dinner) on metaphor and myth --
interrupted by a rush of wind which came so suddenly on the still, warm evening and sent so 
many leaves pattering down that we thought it was raining. We all held our breath, the other two 
appreciating the ecstasy of such a thing almost as you would. We continued (in my room) on 
Christianity: a good long satisfying talk in which I learned a lot: then discussed the difference 
between love and friendship - then finally drifted back to poetry and books. 
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On Sunday he came out here for lunch and Maureen and Minto and I (and Tykes) all motored him 
(Dyson –taught English at Reading University) to Reading - a very delightful drive with some 
lovely villages, and the autumn colours are here now. 
 
I am so glad you have really enjoyed a Morris again. I had the same feeling about it as you, in a 
way, with this proviso - that I don't think Morris was conscious of the meaning either here or in 
any of his works, except ‘Love is Enough’ where the flame actually breaks through the smoke so 
to speak. I feel more and more that Morris has taught me things he did not understand himself. 
These hauntingly beautiful lands which somehow never satisfy, - this passion to escape from 
death plus the certainty that life owes all its charm to mortality ~ these push you on to the real 
thing because they fill you with desire and yet prove absolutely clearly that in Morris's world that 
desire cannot be satisfied. 
 
The Macdonald conception of death - or, to speak more correctly, St Paul's - is really the answer 
to Morris: but I don't think I should have understood it without going through Morris. He is an 
unwilling witness to the truth. He shows you just how far you can go without knowing God, and 
that is far enough to force you… to go further. 
 
From Magdalen College Blog: Inklings 
 
 
As a fiction writer and English teacher, Lewis knew the power of the imagination—it’s one of the 
reasons he’s been so influential as a writer. Lewis knew that any kind of reasoning began with the 
imagination’s ability to make meanings—that is, to connect symbols to objects and ideas. Lewis 
understood that meaning precedes reasoning and not all meanings are the kinds of abstract 
propositions which are the bread and butter of the act of reasoning. 
 
C.S. Lewis and the act of Metaphor 
From 
C.S. Lewis Blog 
 
 
 
 
All our truth, or all but a few fragments, is won by metaphor.  We don't grasp the meaning of a 
word or concept until we have a clear image to connect it with (p.178). 
 
 
C.S. Lewis 
In 
George M. Marsden 
C.S. Lewis’s Mere Christianity 

	  
 
Metaphor as A Pedagogy: ABIDE as a Philosophy of Being and Doing 
 
 
Forgive me if I forget 
with the birdsong and the day’s 
last glow folding into the hands 
of the trees, forgive me the few 
syllables of the autumn crickets, 
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the year’s last firefly winking 
like a penny in the shoulder’s weeds, 
if I forget the hour, if I forget 
the day as the evening star 
pours out its whiskey over the gravel 
and asphalt I’ve walked 
for years alone, if I startle 
when you put your hand in mine, 
if I wonder how long your light. 
Had taken to reach me here. 
 
 
Jake Adam York 
  

His aesthetic mission, his life’s work, was to deconstruct, disrupt, and demand more of these 
expectations, to reconfigure what was known and understood into a space that had more 
breathing room and more opportunities to grow, to change, and to become something more 
than it already was. 
 
David Biespiel 
In 
Poetry Wire: Remembering Jake Adam York 
December 17, 2012 

 
 
 
 
All our truth, or all but a few fragments, is won by metaphor.  We don't grasp the meaning of a 
word or concept until we have a clear image to connect it with (p.178). 
 
 
 
I don’t love detached creation.  I can no longer conceive of the mind as detached from itself. Each 
of my works, every one of my maps, every one of the glacial blooms of my inner soul dribbles all 
over me. 
 
I recognize myself as much in a letter written to explain the intimate shrinkage of my being and 
the insane castration of my life, as an essay exterior to myself that seems to me like an indifferent 
pregnancy of my mind (p. 26) 
 
Antonin Artaud 
In  
Artaud Anthology 
 
If we are to master the power of the music as listeners and communicators, we have to be silent, 
attentive, and sensitive to its shape.  We have to intuit a silent rhythm that has the power to unite 
us.  We each have unique capacities to respond to music, and the better we understand, the 
more we feel, the closer we will come to the true spirit, and the more artistry we shall have to 
express (p.43) 
 
Barry Green 
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In 
The Mastery of Music 
 
 
 
There are two kinds of listening which becomes increasingly difficult to experience in the mad 
rush of everyday living.  The first has to do with knowing how to be alone, how to listen long 
enough and carefully enough and carefully consider our own thoughts, until we gather a series of 
tappings of our own inner resources.  The second has to do with learning to listen to others, just 
not accommodatingly and passively, but to LISTEN to others (p.2). 
 
Elaine Brown 
In  
Singing City Newsletter, 1961. 
 
	  
	  
Abiding	  and	  Listening	  
	  
Illumination grows within us, sometimes like a swift mutation, sometimes like the yellowing aura of 
spring. But most readily it comes if we give up all that we have in order to be open-minded when it 
comes.  That it may take its shape whole in us (P. 147) 
 
M.C. Richards 
In 
Centering 
 
According to another ancient teaching, man has three ears; the outer organ, which bears the 
name ‘ear’ but does not hear anything; the inner ear, with all its intricate resonating devices, 
which connects the brain and the rest of the body and tells us what sound the ether is carrying; 
and the whole man, from the top of his head to the soles of his feet and from his heart to his 
intellect, who ‘hears’ the meaning of what the sound is saying (p.58). 
M.C. Richards 
In 
Centering 
	  

The ear of Faith is, I suggest, the ear of one who keeps faith with agitation and the peace, and 
who, through the sacrament of his body, experiences their union. The ear of Faith is, to my 
hearing, neither deaf nor slavish. It does not falsify, noir does it reduce the tidings to explanations. 
If it aspires to convey what it hears, it re-composes, for the EAR. The body of man is a listening 
chamber, it is a lyre which reverberates. Any instrument, in a sense, an ear, responds to impact, 
whether of breath or stroke. You can think of the world as a vast orchestra astir with sound, its 
strings and chambers and disks set into motion by motion. But the strings and chambers are 
already moving, already alive. An orchestra of living instruments whose capacities to hear and to 
resound are transformed through the processes of growth. 
 
An ability to receive is an ability to hear.  If we are good receivers, through us may play the music 
of the spheres.  The relation of receiving to responding is yet another dimension of Moral 
Acoustics (p.117). 
 
M.C. Richards 
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In 
Centering 
 
	  The	  Telescope	  Metaphor	  
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REFRACTION: The Power of Refractive Breath 
 
‘Une seule chose est exalante au monde; le contact avec puisannces de l’espirit” 
Only one thing in the world is exalting: contact with powers of the spirit (p.126) 
 
Antonin Artaud 
In 
M.C. Richards 
Centering 

	  
Music should be ninety percent ART and ten percent craft (p.41) 
 
Richard Floyd 
In The Artistry of Teaching and Making Music 

	  
Let’s talk more about effortlessness in change. I thought of a nice image for that, a sailboat. 
When a sailboat has a mighty wind in its sail, it glides along so effortlessly that the boatman has 
nothing to do but steer.  He makes no effort; he doesn’t push the boat.  That’s an image of what 
happens when change comes about through awareness, through understanding (p.159) 
 
Anthony deMello 
In  
Awareness 
 
 
Polishing Your Refractive Lens: Conflict between “Being and Doing” 
(extracted from The Musician’s Walk, Chicago: GIA, 2006) 

 
Core Positive Energies       Force Negative Energies 

                                   (Above 400)                 (Below 400) 
 

                               Abundant                              Excessive 
                               Accepting                              Rejecting 
                               Allowing                                 Controlling 
           Appreciative                           Envious 
           Agreeable                               Condescending 
   Authoritative                Dogmatic 
   Aware                  Preoccupied 
   Being                  Having 
   Believing   Insisting 
   Brilliant   Clever 
   Candid   Calculating 
   Charitable  Prodigal 
   Concerned  Judgmental 
]   Conciliatory  Inflexible 
   Confident   Arrogant 
   Confronting  Harassing 
   Conscious  Unaware 
   Considerate  Indulgent 
   Determined  Stubborn 
   Devoted   Possessive 
   Doing   Getting 
   Educating   Persuading 
   Energetic   Agitated 
   Enlivening  Exhausting 
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   Ethical   Equivocal 
   Fair   Scrupulous 
   Forgiving   Resenting 
   Grateful   Indebted 
   Healing   Irritating 
   Honest   Legal 
   Humble   Diffident 
   Inspired   Mundane 
   Inviting   Urging 
   Involved   Obsessed 
   Kind   Cruel 
   Leading   Coercive 
   Noble   Pompous 
   Nurturing   Draining 
   Observant   Suspicious 
   Patient   Avid 
   Peaceful   Belligerent 
   Powerful   Forceful 
   Principled   Expedient 
   Receiving   Grasping 
   Respectful  Demeaning 
   Serene    Dull 
   Sharing   Hoarding 
   Spontaneous  mpulsive 
   Valuing   Exploitive 
   Virtuous   Celebrated 
    
    
 
Being and Doing 
 
I have a quote from Elaine Brown on a sticky note on my desktop: If our being is right, our doing will take care of itself. 
 
I love this idea; and it sums up the embodied approach to conducting in a lovely, poetic way. But it’s so much more complicated than it 
seems, and I’ve been thinking about it a lot since my last post about policing my own tone in order to communicate truth in a more 
broadly palatable way. And thinking it through makes me suspect that Elaine Brown was wrong. The Doing doesn’t take care of itself. 
 
I suspect that Elaine Brown had a genius for Doing, and that she was gifted with Doing that did take care of itself. I suspect this is true for 
lots of the most gifted conductors and performers in all media. So she was probably correctly describing her own experience. But I don’t 
think it’s true for everyone. 
 
In polite society, the relationship between being and doing is complicated. For example, I love and respect people of all races, genders, 
sexualities, and even musical tastes. I want them to have equality in the world. As I wrote in the previous post, being a loving, respectful 
seeker of justice sometimes means doing things differently than my instincts dictate. We all spend our childhoods learning to reign in our 
mammalian instincts, so we don’t act upon every urge and emotion we feel. We are taught the rules for preventing our being from 
becoming our doing, because our being is naturally interested in self-preservation; so it is selfish, gets angry, gets hurt. Therefore, polite 
society requires us to keep a strong barrier between our being and our doing. I’ve gotten so good at it that, as in my Girly Voiced poster, 
my being and my doing can actually contradict each other at one particular moment while they serve the same long term goal. The ends 
justify the compromises? 
 
In terms of conducting, I’ve always believed in the being/doing truth — that if I have the music in my ears, and the composer’s expressive 
intention in my mind, then the most effectively communicative gestures will pour out of my body. And I still believe that’s true. But it’s 
only true for me now because I’ve taught my body how to do it. A lot of my conducting training has been about dissolving the socially-
mandated barrier between instinct and action, to allow the music to pour out of me immediately and clearly. So it turns out the truth of 
“being and doing” as a musician is longer term than I first thought. Because the Doing did not take care of itself. I had to give the Doing 
permission, teach the Doing that I trusted it, make the Doing comfortable with exposing my Being. 
 
Now, in front of the ensemble, my barriers are down. My doing is my being. It’s why I love it so much. There’s no filter, no editing, no 
apology. Just the music and my whole heart and mind, expressed with physical expertise refined over decades of kinesthetic training. 
 
And the best part — the BEST part!!! — is that I get to teach it to my singers, and give them a safe space to experience unity of being 
and doing, of feeling and expression. For me, it’s thought and gesture. For them, it’s emotion and voice. For all of us, it’s mind and body. 
And discovering that they aren’t two separate things after all. 
  
Taken from a Blog 
Amelia Nagoski 
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ENTANGLEMENT IS REFRACTION 
 
When you observe the world, you see people, you see houses, you see the sky, you see tangible 
objects.  But when you observe yourself within,  you see moving images, a world of images 
generally know as fantasies. Yet these fantasies are facts (p.233). 
 
Carl Jung  
In  
The Quotable Jung 

	  
Tone is more difficult to speak about. But I do know that it is a living substance and cannot be 
mechanically reproduced.  Man is a tone-being: Ton-Mensch. Listening to tone has shaped my 
teaching and writing and social behavior.  It connects person, organism, spirit center and living 
ether (p.128) 
 
M.C. Richards 
In  
Centering 
 
 
Good art is a truing of vision, in the way a saw is trued in the saw shop, to cut more cleanly.  It is 
also a changing a vision.  Entering a good poem, a person feels, tastes, hears, thinks, and sees 
in altered ways. Why ask art into life at all if not to be transformed and enlarged by its presence 
and mysterious means?  Some hunger for more is in us---more range, more depth, more feeling, 
more associative freedom, more associative freedom, more beauty.  More perplexity and more 
friction of interest.  More prismatic grief and unstinted delight, more longing, more darkness.  
More saturation and permeability in knowing our own existence as also the existence of others.  
More capacity to be astonished.  Art adds to the sum of lives we would have, were it possible to 
live without it.  And by changing selves, one by one, art changes also the outer world that selves 
create and share (p.vii). 
 
Jane Hirshfield 
In 
Ten Windows 
 
 
 
 
 
SOURCES OF REFRACTED LIGHT AND THE ORIGINS OF 
REFRACTION:  
TEXT AND HARMONIC RHYTHM 
 
 
 
The part of the psyche that works in concert with consciousness and supplies a necessary part of 
the poem---the heat of the star as opposed to the shape of the star, let us say---exists in a 
mysterious, unmapped zone: not unconscious, not subconscious, but cautious.  It learns quickly 
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what kind of courtship it is going to be.  Say you promise to be at your desk in the evenings, from 
seven to nine.  It waits, it watches.  If you are reliably there, it begins to show itself---soon it 
begins to arrive when you do. But if you are only there sometimes and are frequently late or 
inattentive, it will appear fleetingly, or it will not appear at all (p.8). 
 
Mary Oliver 
In 
A Poetry Handbook 
 
	  
Radical amazement has a wider scope than any other act of man. While any act of perception or 
cognition has as its object a selected segment of reality, radical amazement refers to all of reality; 
not only to what we see, but also to the very act of seeing as well as to our own selves, to the 
selves that we see and are amazed at their ability to see (p.46). 
 
 
 
Abraham Joshua Heschel 
In 
God in Search of Man 
 
 
 
In order for musical life to truly begin, something petrified in him, something like stone in him, 
must die in order for life to happen in his singers.  The conductor’s stony insensitivity is rooted in 
his mimetic contagion and is fed by the envy born of his hunger for prestige and the resentment 
arising from his exercise of power.  And, as the conductor can begin to awaken his own heart’s 
stoniness, he can begin to enter the miracle of stillness that all great music possesses.  No 
technique in the world, either musical or spiritual can bring the conductor even one inch toward 
that miracle.  Only in fully, penitentially, and self-emptyingly loving the other….can he begin to 
draw near the miracle (p.172) 
 
Donald Sheehan 
In 
The Musician’s Soul 
 
 
 
 
 
 
 

ALEPH 
a·leph 
ˈälif,ˈälef/ 
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The coming of something beautiful into the world is a matter of cultivation. It is sometimes a 
matter of intense labor: physical, emotional, spiritual.  Speaking to artists of all kinds about the 
creative process, I have noticed that very few will attribute their works to their brilliance alone.  
They may acknowledge their inner struggle, their manifest work, but they also speak of 
‘inspiration,’ perhaps from something outside themselves that they had nothing to do with.  Some 
speak of God (p.136). 
 
Peter C/ Bouteneff 
In 
Out of Silence 
 
 
 
To assume an identity between conventional symbols and the things they represent has been 
seen as a key feature and flaw of magical thinking.  Yet Newton’s Triumph was to equate 
mathematical functions and physical reality and thus smuggle magic, and a sort of silent music, 
into the age of reason.  Music and mathematics remain, significantly, two areas of rational culture 
in which mystery, ineffability and awe still function (p.23) 
 
Ian Bostridge 
A Singers Notebook 
 
 
 
 
And so I am suggesting that artists use the concept of “aleph”  as a newfound sign of  what 
silence IS to us as artists.  Aleph for artists is a deeply internal quieting, a vibrant solitude that 
resonates onto itself.  And then, music becomes simply a resonance of our silence.  Strange, isn’t 
it, that we are assigning  the multi-faceted experience of silence to Aleph.  So for musicians, 
Aleph is the silence, the way we anticipate hearing something that is to follow.  Aleph, for artists is 
THAT moment of miraculous creation that is born, yes, out of what an ordinary person would 
deem as “nothing.”  But to an artist it is everything.  And it is that Aleph moment that I believe is at 
the very keystone of why artists need their art to live. Aleph is rujuvenative, fulfilling, deepening, 
anticipatory and most of connecting.  It is Aleph that we must develop in our artisitic toolbook.  
Aleph for musicians is THAT moment where idea and honest idea marrying themselves to be 
sounded IN sound. 
 
James Jordan 
In 
Conductor as Prism 
 
 
 
Where there is simplicity there are hundreds of angels. Where there is cleverness, there isn’t a one. 
(p.35). 
 
Arvo Part referring to a Russian Saying 
In  
Peter Bouteneff 
Out of Silence. 
 
 



 14 

 
 
I am alone with Silence. 
Everything that is unimportant falls away (p.100) 
 
Arvo Part 
In  
Peter Bouteneff 
Out of Silence 
 

 
 
	  
	  

Silence	  as	  represented	  in	  Icon	  of	  St.	  John	  of	  the	  Cross	  

	  
	  
	  
 

Pure	  
Honest	  
Simple	  
Essential	  

Transparent	  
Spacious	  

Angelic	  
Oceanic	  

Contemplative	  
ReNlective	  
Mystical	  
Etheral	  

Transcendent	  

 
	  

Silence as depicted in icon d St, John the Theologian. 
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SEEKING	  the	  “Thin”-‐LIVING	  IN	  THE	  “Thin.”	  
The	  Fruits	  of	  Refraction	  
(with	  Gratitude	  to	  Colton	  Martin)	  

	  
One of the strongest needs of the soul is for community, but community from the soul point of 
view is little different from its social forms.  Soul yearns for attachment, for variety in personality, 
for intimacy and particularity.  So it is these qualities in community that the soul seeks out, and 
not likemindedness and uniformity (p.92). 
 
Thomas Moore 
In  
Care of the Soul 

 
There is a name for spaces such as this: "thin places", a Celtic Christian term for "those rare 
locales where the distance between heaven and Earth collapses", as Eric Weiner puts it in his 
spirituality travelogue, Man Seeks God. They've been called "the places in the world where the 
walls are weak", where another dimension seems nearer than usual. They might be traditionally 
religious spots, but they needn't be: Weiner's personal list includes Istanbul's Blue Mosque, but 
also Hong Kong airport and a hole-in-the-wall Tokyo bar. The Irish origins of the phrase won't 
surprise anyone who's stood on windswept Donegal cliffs or watched dolphins off the Sheep's 
Head peninsula, when thought falls away and only a luminous quality remains. 

  

Oliver Burkeman 
In 
“Where Heaven and Earth Collide”

 

in 
The Guardian 
March 22, 2014 

 
 
 



 

 
	  

Sound as Teacher • James Jordan

In Sound as Teacher, James Jordan shares a new perceptual pedagogy for training conductors, which he 
discovered while teaching at the Choral Institute at Oxford, a program he co-directs with British composer 
James Whitbourn. This book focuses on imageries to guide conductors into a more multi-dimensional 
hearing process. The text outlines the framework of Jordan’s teaching at the Choral Institute at Oxford.

Sound as Teacher focuses on various independent but related paradigms for hearing “into” sound. The 
principles presented in this book are useful to all conductors and teachers, regardless of the level of the 
ensemble. Among the principles discussed:

• Developing the ability to hear “into” sound for components beyond correct pitch and rhythm
• Hearing sound as a fluid medium
• Hearing into the spiritual content of  sound
• Where one looks affects an ensemble’s sound
• How to connect with sound and people with the hands and body
• How to become aware of  the neurological phenomenon of “feeling synesthesia”
• Visual imagery that immediately deepens a conductor’s ability to hear “into” sound
• Relationship between generosity and gesture

G-8991  Hardcover, 194 pages . . . . . . . . . . . . . . . . . . . . . $24.95

Laudate Essential Chants for All Musicians • James Whitbourn
“One way or another, this is music that choral musicians have to know  

and understand just as a writer has to know the alphabet.” 

—James Whitbourn

 

Laudate is a collection of chants presented so all musicians—not only liturgists or specialist singers—
can explore a repertory so rich and extraordinary that it has dominated and influenced musical composition 
for centuries, even to the present day.

Laudate is the companion volume to an important new pedagogical study of chant and its uses in 
teaching and performance, Discovering Chant, by Grammy-nominated conductor James Jordan. Dr. Jordan 
is Professor of Conducting and Senior Conductor at Westminster Choir College in Princeton, New Jersey. 
He is conductor of the Westminster Schola Cantorum and the Westminster Williamson Voices.

G-8812A  Saddle-stitched, 64 pages.  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  . $8.95
Audio files of all the chants in this volume are available for download at www.giamusic.com/laudate

GIA Publications, Inc.
7404 S. Mason Avenue • Chicago, IL 60638
Phone 800-442-1358 or 708-496-3800 • Fax 708-496-3828
www.giamusic.com

Discovering chant
Teaching Musicianship and

Human Sensibilities through Chant

ames JorDan and

ames Whitbourn

with Dominic gregorio,
 steven Pilkington, isabella burns

Discovering Chant asks conductors, teachers, and music educators to reconsider
the use of plainchant as an essential pedagogy for teaching intonation, phrasing,
and understanding of musical line—while building community within an ensemble.
This revolutionary pedagogical application uses chant for teaching aural awareness
and a natural and intuitive understanding of musical line. The pedagogy was borne
out of the Westminster Choral Institute at Oxford, where chant has become a part
of the daily regimen of the Grammy-nominated Westminster Williamson Voices.
James Jordan incorporates this pedagogy into the daily warm-ups of his choirs.
Collaborating with James Whitbourn and Isabella Burns, this book provides the philosophical
and pedagogical foundation for this method. The enclosed CD demonstrates the performance
of chants for study by conductors.
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 asks conductors, teachers, 
and music educators to reconsider the use of 
plainchant as an essential pedagogy for teaching 
intonation, phrasing, and understanding of 

G-8812  Hardcover with cd . . . . . . . . . . . . . . . . . . . . . $32.95
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