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Let’s begin at the begin ning—no, before the begin ning—with the first sen
tence of the acknowl edg ments: “This book is an offer ing to the Association for 
the Advancement of Creative Musicians (AACM), an orga ni za tion that has had 
a pro found effect on my life” (ix). The prose is cleareyed and unpre ten tious, vir
tues in all  of Steinbeck’s writ ing, but the sen ti ment is hardly sim ple; it is del i cately 
poised. Note the word “offer ing.” Steinbeck does not ded i cate the book to the 
art ists of the AACM, but offers it to them, in grat i tude for the “pro found effect” 
they have had on him. The tone is one of care, appre ci a tion, and giv ing back. 
Steinbeck writes as a white male musi cian—a lanky bass player from Nebraska, 
as it hap pens—who has unfolded his schol arly and musi cal life in the vast cre a tive 
space that the AACM has opened and cul ti vated for over half a cen tury.1 As he 
goes on to detail in the acknowl edg ments, he was intro duced to the AACM while 
an under grad u ate at the University of Chicago, via for mer AACM chair Mwata 
Bowden. Steinbeck went on to per form with sev eral AACM mem bers, and for his 
PhD ulti mately landed at Colum bia, where he stud ied with one of the AACM’s 
brightest lumi nar ies: George Lewis. Steinbeck’s schol arly work in the years since 
has cen tered largely on the AACM, offer ing an ana lyt i cal com ple ment to Lewis’s 
own com pen di ous his tory of the orga ni za tion (2008). Steinbeck’s first book, Mes-
sage to Our Folks (2017), delved into the music of the Art Ensemble of Chicago, 
one of the AACM’s pre miere groups. The pres ent book is a widerrang ing study 
of music from other AACM fig ures and ensem bles. It is thus no exag ger a tion to 
say that the AACM cre ated the con di tions of pos si bil ity for Steinbeck’s career, a 
debt he acknowl edges in his thought ful open ing ges ture.

The state ment’s tone is rep re sen ta tive of the book as a whole: gen er ous, 
warm, unfussy, and deeply sub stan tive. What it is not is angsty. Steinbeck spends 

1  For  those new to  the orga ni za tion,  let Steinbeck  intro duce  it:  “Founded on Chicago’s South Side  in  1965 and still active 
today, the AACM was—and is—the most sig nif i cant col lec tive orga ni za tion in the his tory of jazz and exper i men tal music. 
The AACM united doz ens of Afri can Amer i can musi cians who were inter ested in exper i men tal approaches to com po si tion 
and impro vi sa tion” (2).
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van ish ingly lit tle time fret ting about the eth ics of ana lyz ing the AACM’s music. 
Nor does he turn to highflown crit i cal the ory to address thorny ques tions of 
race, rep re sen ta tion, and the schol arly gaze. There are no cita tions of Hartman, 
Moten, Sharpe, Okiji, or even Baraka.2 There is instead page after page of closely 
heard, lov ingly detailed ana lyt i cal prose. Steinbeck writes as a prac ti tioner—a 
per former within this tra di tion—who knows the major play ers well. Indeed, 
three of the AACM’s big gest names blurb the book: Lewis, Roscoe Mitchell, and 
Wadada Leo Smith. Perhaps as a result, Steinbeck is less concerned about the eth
ics of anal y sis, as he has had ample oppor tu ni ties to dis cuss his work with AACM 
mem bers. Scholars who don’t enjoy that prox im ity may well have appre ci ated 
some reflec tion on the mat ter.3

Yet Steinbeck’s approach of div ing right into anal y sis with out undue hem
ming and hawing has its vir tues. It places the sounds of the AACM at cen ter 
stage, lavishing on them the kind of ana lyt i cal atten tion that elite white musics 
have long enjoyed. Moreover, his nonon sense ana lyt i cal descrip tion leaves 
ample space for read ers to sup ple ment it with their own the o ries, whether crit
i cal or musi cal. Crucially, the low the o ret i cal load makes the book acces si ble to 
non ac a dem ics, includ ing AACM mem bers. Steinbeck’s demystifying, mat terof
fact nar ra tion of musi cal events will also be espe cially wel come to those new to 
the music. For these read ers, the book amounts to some thing of a decoder ring: 
every thing you ever wanted to know about the AACM but were afraid to ask.

Steinbeck has done read ers an enor mous ser vice in mak ing the music dis
cussed in the book avail  able on his website in highqual ity audio files (paulstein 
beck.com/av).4 Every reader—espe cially AACM neo phytes—should nav i gate 
the text with the website open and head phones on. Indeed, Steinbeck rec om
mends lis ten ing while read ing the ana ly ses (4). When I did, I often found my 
read ing pro ceed ing at about the pace of the music’s inthemoment unfolding, 
a felic i tous coor di na tion. At other times, I fin ished the prose before the rel e vant 
musi cal sec tion ended, allowing me to pause read ing and lis ten freely until the 
next timestamp, also felic i tous. I nev er the less rec om mend that read ers new to the 
AACM do some ini tial lis ten ing to the given chap ter’s music before dig ging into the 
ana lyt i cal prose, get ting the sounds in their ears and devel op ing some first impres
sions before work ing through Steinbeck’s momenttomoment  nar ra tive. Such an 

2  See, e.g., Hartman 1997; Moten 2003; Harney and Moten 2013; Sharpe 2016; Okiji 2018; and Baraka 1963 and 1967.

3  In this respect, Steinbeck’s work dif fers from that of Marc Hannaford, another Lewis protégé from Colum bia. Hannaford 
writes often about his sub ject posi tion as a white male musi cian, and about the eth i cal stakes of ana lyz ing Black music from 
that posi tion. See esp. Hannaford 2017, as well as the inter view excerpt with AACM founder Muhal Richard Abrams in Han-
naford 2019: 91–92.

4  Steinbeck only men tions the exis tence of the website in pass ing within the intro duc tion (4). I wish he or his edi tors at the 
University of Chicago Press had flagged it more prom i nently in the front mat ter, per haps pointing read ers to it via a ded i cated 
page (turns out those unlovely “About the com pan ion website” pages have their uses). Having missed the brief men tion on 
p. 4, I read sev eral chap ters before real iz ing that all  of the audio was col lected in one place. Much time spent seek ing out 
stream ing ver sions and order ing used LPs would have been saved had  the site been adver tised more con spic u ously.  (I’m 
delighted to own the LPs, though!)
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ini tial “naive” lis ten ing can pro vide a holis tic first encoun ter that Steinbeck’s ana
lyt i cal nar ra tive can then focus and shape, bring ing local details into sharper relief.

Steinbeck calls the book a “sonic his tory” (3). It is an apt locu tion: his
tory taken in through the ears. Its nine chap ters are arranged in chro no log i cal 
order, each one braid ing his tor i cal con text with ana lyt i cal deep dives. Eight of the 
chap ters are ded i cated to a sin gle work and/or album by one of the AACM’s pre
miere art ists or ensem bles. The one excep tion is the first chap ter, which focuses 
on early albums by Roscoe Mitchell and Muhal Richard Abrams. Table 1 repro
duces the book’s table of con tents with years added in brackets.

To get a sense of Steinbeck’s approach, let’s dip into the first anal y sis in the 
book, on Roscoe Mitchell 1966 track “Ornette.” Mitchell’s debut album Sound 
fea tures a sex tet consisting of sax o phon ists Mitchell and Maurice McIntyre, 
trum peter Lester Bowie, cel list Lester Lashley, bass ist Mal a chi Favors, and drum
mer Alvin Fielder. I’ve iden ti fied these musi cians by their pri mary instru ments, 
but it is impor tant to know that multiinstru men tal ism has always been cen tral 
to the AACM. Players reg u larly switch between dif fer ent instru ments within a 
sin gle com po si tion or impro vi sa tion, and the stage for AACM per for mances is 
typ i cally arrayed with doz ens of instru ments large and small. Among these are 
count less “lit tle instru ments,” which include musi cal toys of var i ous kinds, small 
per cus sion such as fin ger cym bals, har mon i cas and slide whis tles, and much else.

Two of the three tracks on Sound fea ture lit tle instru ments prom i nently. The 
first track, though, does not, in part because it is an hom age to freejazz pio neer 
Ornette Coleman, fol low ing his tra di tional instru men ta tion of alto sax, trum pet, 
bass, and drums (to which the sex tet adds a tenor sax and cello). Here is Stein
beck’s prose descrip tion of the open ing of the track. I’ve reproduced a sig nif i cant 
chunk of it to give the reader a good sense of his ana lyt i cal voice. To fol low the 
dis cus sion, I rec om mend that read ers pull up the audio at paulsteinbeck.com/av.

“Ornette” opens with a star tling fan fare (see exam ple 1.1 [reproduced here as Figure 
1]). Bowie (on trum pet), Mitchell (on alto sax o phone), and McIntyre (on tenor 
sax o phone) reach for a high note, then fall into the mid dle reg is ter. An instant 
later, the other musi cians enter: Favors (on bass) and Lashley (on cello) cre ate a 

Table 1: Table of Contents 

Chap. 1: Roscoe Mitchell, Sound [1966]; Muhal Richard Abrams, Levels and Degrees of Light [1968]
Chap. 2: Roscoe Mitchell, Nonaah [1976]
Chap. 3: Anthony Braxton, Composition 76 [1977]
Chap. 4: Air, Air Time [1977]
Chap. 5: George Lewis, Voyager [1987/1995]*

Chap. 6: Fred Anderson, Volume Two [1999]
Chap. 7: AACM Great Black Music Ensemble, At Umbria Jazz 2009 [2009]
Chap. 8: Wadada Leo Smith, Ten Freedom Summers [2011]
Chap. 9: Nicole Mitchell, Mandorla Awakening II [2015]

*Lewis first com posed and programmed Voyager, a piece for per former and live elec tron ics, in 1987. Steinbeck ana
lyzes a 1995 per for mance.
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 poin til lis tic back ground tex ture by plucking their instru ments’ strings, while Fielder 
(on drumset) dou bles the horn play ers’ rhythms. Together, Bowie, Mitchell, and 
McIntyre play a fournote leap ing fig ure, then a chro matic ascent from E♭ to A, and 
finally a lon ger phrase that begins with a sixnote stut ter and ends with a play ful 
tag in the key of B♭. The B♭major tag sounds a lot like some thing Ornette Cole
man could have writ ten, as does the next phrase—a slowpaced inter lude, starting at 
0:11, where Bowie and Mitchell play in har mony rather than in uni son. These two 
phrases, according to one critic [Bill Shoemaker], seem to emu late the “caper ing and 
plain tive veins of Coleman’s melodic sen si bil ity,” and it is easy to hear this por tion 
of the piece as a straight for ward hom age to the sax o phon istcom poser who was one 
of Mitchell’s for ma tive influ ences. But then McIntyre returns to the tex ture, inter
rupting Bowie and Mitchell’s lowreg is ter chord with a shrill, altissimo squall. (15)

Steinbeck’s plainspo ken prose has a way of mak ing the unfa mil iar approach  able. 
He not only names what one can hear, he char ac ter izes it. The open ing fan fare 
is “star tling,” McIntyre’s interrupting “squall” is “shrill.” There is noth ing fancy 
about these words, but they do impor tant work, let ting the reader know how one 
musi cian deeply involved in this tra di tion (Steinbeck) expe ri ences the sounds in 
ques tion. This can be affirming, espe cially for new lis ten ers: “Ah yes, it is a star
tling fan fare! I wasn’t wrong.” Or one might dis agree: “Hmmm, doesn’t sound 
very poin til lis tic to me.” But Steinbeck is a gen tle guide, and such dis agree ments 
feel low stakes. Welcoming acces si bil ity is the watch word.

Higher stakes dis agree ments may arise with regard to Steinbeck’s deci sion 
to pro duce all  tran scrip tions in the instru ments’ trans posed keys. I sus pect he 
may have done so to make the tran scrip tions acces si ble to the play ers them selves 
(includ ing, in this case, Roscoe Mitchell, who is still active). It is hard to argue 
with this goal, espe cially given the book’s sta tus as an offer ing to the AACM. 
But it raises a bar rier for read ers who are not play ers of trans pos ing instru ments. 
Among other things, it makes it dif fi cult to deter mine the inter val lic rela tion ships 
among the parts. Figure 1, for exam ple, includes two B♭ instru ments (trum pet 
and tenor) and one E♭ (alto). One has to trans pose all  three to con cert pitch to 
fig ure out, for exam ple, whether they are playing in uni son or not; for what it’s 
worth, the first sys tem is entirely in uni son except for the first note. Of course, 
our ears can tell us this too, but in music as poten tially disorienting as this, any 
hur dles to com pre hen sion are costly.

For exam ple, the trans po si tions dis guise the fact that, on the third sys tem 
(starting at 0:11), Bowie and Mitchell are playing in thirds. This delays rec og ni
tion that the two of them are not merely playing in the style of Ornette Coleman 
here—their phrase begins as a near cita tion. Figure 2a shows Bowie’s and Mitch
ell’s parts renotated at con cert pitch on a sin gle tre ble clef. Figure 2b tran scribes 
the sec ond phrase (0:06–0:10) of Coleman’s “Congeniality,” the pen ul ti mate 
track from his sem i nal 1959 album The Shape of Jazz to Come. The heads of both 
tunes are in B♭ major. In each, a jaunty uni son phrase in that key is followed by 
a brief pause, and then a slower, quiz zi cal pas sage in thirds. As the lines between 
the sys tems indi cate, Mitchell and Bowie match the first two thirds in the Cole
man exactly. Further, Coleman and trum pet player Don Cherry take the same 

D
ow

nloaded from
 http://read.dukeupress.edu/journal-of-m

usic-theory/article-pdf/68/1/172/2099960/172rings.pdf by W
ASH

IN
G

TO
N

 U
N

IV IN
 ST LO

U
IS user on 28 June 2024
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lines as Mitchell and Bowie: alto below, trum pet above.5 Steinbeck doesn’t men
tion the near cita tion between the two tunes, and it took me awhile to source it, in 
part because of con fu sion cre ated by the trans pos ing scores, which hid the thirds 
from my eyes (though my ears reg is tered them). A con certpitch tran scrip tion 
would have aided my rum mag ing through Coleman snip pets in mem ory.

5  That is, until the char ac ter is ti cally blurred voice cross ing in the Coleman, indi cated by the crossed arrows. At this point, 
though, Mitchell’s pas sage is no lon ger track ing the orig i nal.

Figure 1. Steinbeck’s example 1.1, a transcription of the opening of “Ornette,” by the Roscoe 
Mitchell Sextet. NB: all instruments notated at transposing pitch, though discussed in the main 
text at concert pitch. Initials to the left of each stave indicate the players.

Figure 2. (a) The slow phrase in thirds from “Ornette,” 
at sounding pitch. (b) The slow phrase in thirds 
(0:06–0:10) from “Congeniality” by Ornette Coleman, 
off of the 1959 album The Shape of Jazz to Come, also at 
sounding pitch. The players in both transcriptions are 
indicated by initials: RM = Roscoe Mitchell, LB = Lester 
Bowie, DC = Don Cherry, OC = Ornette Coleman.
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One can of course quib ble about other details in the tran scrip tion in Figure 
1. For exam ple, I hear the chro matic uni son line at the end of the first sys tem in 
the rhythm (16th–16th–8th), rather than trip lets. But such dis putes are, again, 
largely petty. Steinbeck’s tran scrip tions are merely a point of ref er ence—inex
act, mne monic, a place holder for focus ing hear ing. And even when one dis agrees 
with a tran scrip tion, that very dis agree ment can lead to sharper audi tion. At 
times, though, nota tion lags what we can hear con sid er ably, leav ing much for the 
reader to fill in. Figure 3 repro duces Steinbeck’s exam ple 1.4, a tran scrip tion of 
the open ing of “The Little Suite,” track 2 on Sound. Here, as in his first book, 
Steinbeck uses tri an gles to indi cate impro vised sec tions. Just what is impro vised 
in these pas sages is not spec i fied, nor can con ven tional Western  nota tion really 
do such sounds jus tice. This is a famil iar short com ing: staff nota tion is only use ful 
when rel a tively dis crete “notes” are involved. When the sounds are unpitched, or 
when the pitches are so blurred together or rapid as to be all  but indis tin guish able 
(think of Cecil Taylor at his dens est), Western nota tion loses its effi cacy. This is 
espe cially evi dent in the pas sages for “lit tle instru ments,” with their unpre dict
able play of sound and silence, their skittering caprice. In these cases, prose is far 
more ver sa tile, and Steinbeck uses it deftly.

But prose also has its lim i ta tions. Among other things, it can lead to play
byplay nar ra tion; Steinbeck’s prose admit tedly often pro ceeds in this inch worm 
fash ion. The dan ger of this approach is of course a loss of the for est for the trees. 
It can also make for a tedious read ing expe ri ence, though this greatly improves if 
one lis tens while read ing. Steinbeck fur ther ame lio rates the tedium by per fo rat
ing his ana lyt i cal nar ra tive with crit i cal and his tor i cal asides, as well as by using 
for mal tables such as that shown in Figure 4 below, which parses sec tions in three 

Figure 3. Steinbeck’s example 1.4, a 
transcription of the opening of “The Little 
Suite,” by the Roscoe Mitchell Sextet. 
Triangles indicate improvised sections.
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con sec u tive move ments of Nicole Mitchell’s Mandorla Awakening II. Tables like 
these are indis pens able when lis ten ing to a large stretch of the music, help ing the 
sonic for est to reassemble from the many local ana lyt i cal trees.

The playbyplay does, though, have one cru cial vir tue: it allows one to 
track the inthemin ute inter ac tions of the per form ers—the fleet ing con tin gency 
and dyna mism of their deci sions. Often in Steinbeck’s book the result is a per
former’seyeview of the music: the per spec tive of an impro viser lis ten ing intently 
to the other musi cians and responding in real time. This per formercen tric per
spec tive is espe cially evi dent in the chap ter on Anthony Braxton’s Composition 
76.6 The score of this piece con sists of forty dif fer ent notated mod ules arranged 
on twentyseven cards that can be shuf fled and played in any order. The mod ules 
vary in prescriptiveness: some are tightly com posed with stan dard nota tion; oth
ers leave ample room for impro vised real i za tion; all  can be tra versed via mul ti ple 
dif fer ent paths (e.g., two notes from this sys tem, three from that, and an impro
vised flour ish to wrap it up). Staves often lack clefs. Braxton also employs geo met
ric shapes in var i ous col ors to indi cate impro vi sa tional ges ture of dif fer ent lengths 
and subgroupings. Steinbeck describes how the play ers nav i gate the score, tell
ing us who plays what and how it relates to the cur rent mod ule. The result is a 
kind of foren sic music anal y sis; it reads like a who dunit. But such an approach 
tells us much more about the per former’s per spec tive than that of the lis tener 

6  A slightly dif fer ent ver sion of this chap ter was published as an arti cle in this jour nal (Steinbeck 2018). Material from chap
ters 2 and 5 also appeared pre vi ously (Steinbeck 2016 and 2019, resp.).

Figure 4. Steinbeck’s example 9.4, a form chart for three consecutive movements 
in Nicole Mitchell’s Mandorla Awakening II.
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inno cent of the score. For that lis tener, the expe ri ence can be of a con stant flux 
of seem ingly impro vised sec tions, bro ken by moments of clear com po si tional 
coor di na tion (say, via sur pris ing uni son lines). The anal y sis, like the book as a 
whole, tilts heavily toward the poietic side of JeanJacques Nattiez’s (1990) semi
otic tripartition—the side focused on cre a tive activ ity—rather than the esthesic 
level (focused on lis tener response) or the niveau neutre (the sound ing trace as 
imma nent object).

Steinbeck’s prose nar ra tion is also well suited to documenting the inter ac
tion of per former and audi ence in a live con text. His anal y sis of Roscoe Mitchell’s 
per for mance of the piece Nonaah at a jazz fes ti val in Willisau, Switzerland in 1976 
is the most vivid exam ple. Mitchell had been asked to replace head liner Anthony 
Braxton at the last min ute, as Braxton was delayed in tran sit. Mitchell agreed—
bravely—to play a solo con cert. The audi ence was, at first, not happy, greet ing 
Mitchell with hoots and cat calls. As Steinbeck puts it, “Mitchell came to the stage 
to play a solo con cert, but he soon found him self in an unex pected show down 
with Anthony Braxton’s sup port ers” (43). As the bel lig er ents hol lered, Mitch
ell played the first phrase of his piece Nonaah, hold ing the last note a bit lon ger 
than expected. He then repeated the phrase, hold ing the note lon ger still, thus 
 fill ing the sonic space and pre vent ing fur ther inter jec tions from the heck lers. 
Then he repeated the phrase again. And again. And again. And on and on, for a 
total of ninetysix iter a tions. Steinbeck explores the play of dif fer ence and rep
e ti tion among these iter a tions in exhil a rat ing detail, his ear cocked as much for 
sounds from the audi ence—dis ap proval giv ing way to excite ment—as for the 
sub tle shifts in nuance from Mitchell’s alto. Steinbeck offers here not an anal y sis 
of a piece, or even an anal y sis of a per for mance, but an anal y sis of a total social 
event involv ing player and audi ence. The music, from this per spec tive, is no mere 
aes thetic object of dis in ter ested con tem pla tion but a medium of social encoun ter 
and affec tive ric o chet.

To con clude, let’s return to Steinbeck’s light the o ret i cal touch. As stated 
above, there is pre cious lit tle crit i cal the ory in the book. I find this largely a fair 
trade, as Steinbeck pro vi des such a wealth of engage ment with the AACM’s 
sounds in the ory’s stead. At only one point did I acutely miss a more crit i cal
the o ret i cal per spec tive: the chap ter on Nicole Mitchell’s Mandorla Awakening II. 
Steinbeck men tions Mitchell’s sta tus as one of the few prominent female musi
cians in the AACM—she would in fact become the orga ni za tion’s chair—but he 
does not dwell on the fact. Nor does he delve into the cen tral ity of gen der in the 
story behind Mitchell’s albumlength piece, an Afrofuturist par a ble that hov ers 
some where between Octavia Butler and Black Panther. Since the advent of bebop 
in the 1940s, exper i men tal jazz has been over whelm ingly male, riven with mas
cu line com pet i tive energy.7 The AACM in its first decades was sadly not much 
dif fer ent; at one point the group even seated men and women on oppo site sides 
of the audi ence for con certs. George Lewis has discussed the gen der pol i tics of 

7  For an inci sive set of essays on gen der in jazz, see Rustin and Tucker 2008.
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the AACM in some depth (Lewis 2008: 203–4, 459–80), but I would have wel
comed more explicit gen der the o riz ing in Steinbeck’s chap ter, the only one to 
focus on music by a female com poser and band leader.8 This isn’t just a mat ter 
of con text, but of music anal y sis. For the music’s fluc tu at ing tem po ral i ties and 
enveloping son ics richly reward a gen derthe o ret i cal per spec tive.9

There also isn’t much music the ory in Sound Experiments—or at least 
much of the field’s jar gon. Readers will search in vain for ref er ence to set clas
ses, trans for ma tional net works, or other highpres tige con cepts. In their place 
is a wealth of plainspo ken descrip tion of musi cal events ripe for exten sion and 
elab o ra tion in future stud ies.10 Steinbeck more over leaves sig nif i cant swaths of 
the record ings he discusses only min i mally ana lyzed. For exam ple, his com
men tary on the first track on Fred Anderson’s Volume Two, titled “Look Out!” 
pri mar ily con cerns tempo, groove, and inter ac tion; there are no tran scrip tions, 
and not much finegrained anal y sis. But a wealth of fur ther detail remains to be 
explored ana lyt i cally in this elec tri fy ing track. An intrepid ana lyst might even dig 
into some of Anderson’s pitch mate rial to see if it man i fests any of his etudelike 
prac tice rou tines, which Steinbeck (2010) discusses in an ear lier arti cle. In this 
and many other pas sages, the book invites fur ther anal y sis and inter pre ta tion, 
which will be espe cially wel come to those the o rists looking to diver sify what 
they teach—which is, at pres ent, most the o rists. For exam ple, I have employed 
the book in posttonal anal y sis courses, ask ing stu dents to use Steinbeck’s ana
lyt i cal over view as a jumpingoff point for their own ana lyt i cal explo ra tions. It 
has worked remark ably well. The stu dents’ writ ing often involves a finer grain of 
musicana lyt i cal detail, which is as it should be in a grad anal y sis class, as opposed 
to a book aiming at a broad read er ship. I have also asked the stu dents not sim ply 
to aug ment Steinbeck’s obser va tions with pcset anal y sis, but rather to adopt his 
broad approach to musi cal param e ters. Their inven tive treat ments of tim bre, ges
ture, tex ture, groove, and the like has been a breath of fresh air in a class all  too 
often dom i nated by pitchbased abstrac tion.

The more time I spent with Sound Experiments, the more I found it a mar
vel ously gen er ous book. It is, first of all , rhe tor i cally gen er ous to the musi cians 
of the AACM, begin ning with that open ing sen tence of the acknowl edg ments. 
It is also citationally gen er ous. Steinbeck has seem ingly read every word ever 
writ ten about the AACM, and he cites copi ously and metic u lously. His gen er
os ity is also evi dent in his writ erly voice. It is, after all , an act of gen er os ity to 
write clearly, and he does so on every page. With such writ ing, Steinbeck makes 
an entire body of chal leng ing music acces si ble to a wide read er ship. That’s a 

9  As Audrey Slote (2021) has shown in a paper writ ten for a posttonal anal y sis class I led, in which Mitchell was one of our guests.

10  Concerning the rel a tive mer its of descrip tion and anal y sis, see Dubiel 2000 and Forte 2000. Steinbeck’s book is an excel lent 
exhibit A for Dubiel’s argu ment that the dis tinc tion between descrip tion and anal y sis is at best unpro duc tive, at worst unten a ble.

8  Steinbeck also discusses cel list Tomeka Reid, another prominent female AACMer of the later gen er a tion, in the con clu sion 
(spe cif i cally, her trio with Nicole Mitchell and Mike Reed).
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gift, both to the musi cians who made it, and to the read ers who now have a 
far greater oppor tu nity to hear their sounds sym pa thet i cally. The very fact that 
there is more to say, more to notice, more to pon der speaks not to lack but 
 abun dance, a plen i tude of future lis ten ing, engag ing, and the o riz ing. Talk about 
con di tions of pos si bil ity.
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