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 String Quartet in F Major, op. 96 (“American”), third movement     320  

   LISTEN TO THIS FIRST: Timbre; Melody; Form     320   
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 Mark Evan Bonds  is the Boshamer Distinguished 

Professor of Music at the University of North 

Carolina at Chapel Hill, where he has taught since 

1992. He received his B.A. from Duke University 

and earned his Ph.D. at Harvard. He has written 

several books and numerous essays on music, 

including  Music as Thought: Listening to the 
Symphony in the Age of Beethoven  and  A 
History of Music in Western Culture,  now in 

its fourth edition.  Listen to This  ref ects his 

experience and dedication to teaching music 

appreciation to undergraduates for more 

than twenty years.

 Dear Reader, 

 Why study music? Isn’t it enough just to enjoy it? It’s certainly my hope that you  will  enjoy the music in this 

book, but I f rmly believe that the more we understand things, the greater the pleasure we can take from them. 

Think about food: we can certainly enjoy a good dish without the foggiest notion of how it was made. But if we 

know what goes into it and how it was prepared, we’re likely to enjoy it that much more. It even  tastes  different. 

 Music works the same way: if we know what goes into it—how it’s put together—it will  sound  different. Music 

can also tell us a lot about ourselves, not only as individuals, but as members of a larger community and culture. 

The  music we love is a big part of who we are. People often say that music is a universal language, but the fact is 

that every culture has its own particular way of “speaking,” and some of these languages can seem very foreign to 

us,  especially if we go back in time. The challenge for me in writing this book was to connect our passion for the 

music we already love with the immense varieties of music from throughout history and from all over the world. 

 When I started thinking about how to do this, I stumbled onto a very basic fact that others had discovered long 

before: that all music, no matter where or when it comes from, is built on some combination of only a few basic 

 elements—melody, rhythm, harmony, texture, timbre, dynamics, and form—and that if we listen for those ele-

ments we can better understand how a piece of music actually works, no matter how unfamiliar it may seem to us 

at f rst. The elements of music  are  universal. They can give us a good foundation for learning—and enjoying—

many new musical languages. 

Listen to This  will change the way you hear  music—

all kinds of music, from many different times 

and places, including what’s already on your 

own personal playlist. It will give you the tools 

that will help you listen to the music, hear the 

elements, and ultimately expand your own 

musical horizons. There is some great music 

in this book, from plainchant to Gospel, from 

Beethoven to Chuck Berry, and my hope is that 

you’ll make connections here with the music you 

already know and love.   Happy listening! 

         Mark Evan Bonds 

  Evan.Bonds@gmail.com  
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  What’s New in the Third Edition of  Listen to This ? 

 T
    his new edition of  Listen to This  retains the much admired focus on the basic elements of 

music and the chronological arrangement that readers have appreciated in earlier editions, but 

we have relied on extensive feedback from users nationwide—faculty and students alike—to 

develop a number of important new features and to offer an even richer text and an enhanced 

online learning experience. 

In The Text 
   •      New Learning Objectives  at the beginning of each chapter offer a quick overview of the key 

content in the chapter, so students read more eff ciently. All assessments in MyMusicLab (as 

well as in the book’s accompanying instructor resources) are now aligned with these objectives 

to encourage students to analyze, synthesize, and apply the content covered in each chapter.  

  •      New chapters  examine John Cage’s  Sonata II  for prepared piano, John Williams’ score for the 

original  Star Wars  movie, Corey Dargel’s crossover song “On this Date Every Year” (2010), 

and Austin Wintory’s music to the hit video game  Journey .  

  •      Updated “Connect Your Playlists” boxes  include many new and updated suggestions for 

students to relate their own favorites to the works described in each chapter. New examples 

include current artists such as Gotye, Daft Punk, and Mumford & Sons.  

  •      A new Audio Glossary  in the eText provides audio examples of selected musical terms such 

as  ostinato, polyphony , and  pentatonic .    

Beyond The Text 
   •      Redesigned online Listening Guides,  accessible via desktop and mobile devices, encourage 

student engagement and understanding through the use of visuals, tailor-made assessments, 

social networking, and personalized learning tools. Improvements include the following: 

   •      Musical elements made visible.  Distinctively colored lines now reinforce both continuity 

and change in basic musical elements across time. Users can now track the ways in which 

melody, harmony, rhythm, texture, timbre, and dynamics work together in any given piece.  

  •      Customizable listening levels.  A new toggle on/off feature allows users to set the level of 

listening to suit their individual needs and abilities. Users can now make each Listening 

Guide as basic or as layered as they wish.  

  •      New animated visualizations.  Animations for selected works, developed by Stephen 

Malinowski, allow users to “see” the way the music sounds.  

  •      Incorporation of Pearson’s powerful  MediaShare  learning tool .  MediaShare  enables stu-

dents to blog their thoughts as the Listening Guides play, improving their active listening 

 ability through focused ref ection on the musical elements of each piece. Students can also 

write journal entries and share comments on popular online performance videos.  

  •      New Listening Guide assessment.  Every automated Listening Guide features new 

 corresponding assessment questions, including listening analysis questions and compari-

sons between pieces.    

  •     Revised and expanded assessments throughout  MyMusicLab   ref ect the new learning objec-

tives in the third edition of  Listen to This.  In addition to the new Listening Guide assessments, 

xvi
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pre- and post-tests, which include the popular Needle Drop exercises, have been  signi�cantly 
expanded and fully reviewed to ensure both quality and alignment with the third edition.

•	 The new Writing Space learning tool adds writing opportunities to the already robust MyLab 
Study Plan and Part Exams. Writing Space contains prompts re�ecting the text’s content, as 
well as tools to help students write higher quality essays, grading rubrics, and plagiarism-
detection technology for ef�cient instructor review.

•	 19 new stand-alone online modules give instructors even more �exibility to cover works of 
their own choosing. Topics in the new modules include forms (sonata form, theme and varia-
tions, minuet form, rondo, fugue), genres (opera, symphony, string quartet, song, concerto), 
and major composers (Bach, Haydn, Mozart, Beethoven). In addition, a new online template 
allows instructors to create Listening Guides for works not covered in Listen to This.

formats
Listen to This is available in a variety of electronic and print versions. Select the appropriate version 
for your class, or provide your students with information about all their options. For additional 
information about any of these alternate formats, contact your local Pearson representative.*

Formats What Does It Offer? Where Do I Get It? Price

Printed  
Textbook

The full textbook is available in 
printed format as an attractive, colorful 
paperback.

Order this version to be stocked 
in your  university bookstore.  
ISBN 0205978614

Traditional textbook 
pricing.

MyMusicLab 
Instant Access 
with Pearson 
eText

Instant online access to the full eText of 
Listen to This and access to Pearson’s 
MyLab, including digitally streamed 
music.

Available for direct purchase  
by students at www.pearson-
highered.com.
ISBN 0205986714

Substantial  savings 
compared to the 
suggested list price of the 
print  textbook and CDs.

MyMusicLab 
Standalone 
Access with 
Pearson eText

The full eText of Listen to This and access 
to Pearson’s MyLab, including digitally 
streamed music via the purchase of an 
access code.

Order this printed card to be 
stocked in your university 
bookstore.
ISBN 0205986692

Substantial  savings 
compared to the 
suggested list price of the 
print textbook and CDs.

Books a la  
Carte

The complete print textbook packaged 
in an unbound, three-hole punched, 
loose-leaf format.

Order this version to be stocked 
in your university bookstore.
ISBN 0205979173

Substantial savings 
compared to the print 
textbook’s suggested list 
price.

Pearson 
Custom 
Publishing / 
Custom Library

A custom textbook tailored to meet your 
instructional needs. Select the individual 
works that you want to include in your 
course, or add your own original material.

Talk to your local Pearson 
representative.*

Price depends on length. 
Substantial savings are 
possible.

CourseSmart Online text. Does not include 
accompanying audio selections for the 
book that are streamed in MyMusicLab or 
on the 4-CD set.

Students subscribe to 
CourseSmart by visiting www.
coursesmart.com.

Substantial savings 
compared to the print 
textbook’s suggested list 
price.
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   •     Valuepack Card  

 Offer your students access to the extensive resources of 

 MyMusicLab, a complete eText, and streaming audio by 

ordering the  Valuepack Access Code Card packaged with 

print copies of the text. Package ISBN 0205994431  

  •     Audio Download Code  

 For students who wish to download the music, we’ve made 

the process simple.  To get started, students should visit 

 www.pearsonstore.com  and enter ISBN 0133773760.  

  •     Four CD Set  
 Are CDs are your preferred means of audio delivery? Then  order 

the supplementary 4-CD set, which includes all of the musical 

selections discussed in  Listen to This.  ISBN 0205986617  

  •     Instructor’s Manual  
 Completely revised and updated for the third edition 

by Professor Candace Bailey of North Carolina Central 

 University, this robust Instructor’s Manual provides you 

with detailed teaching strategies and in-depth information 

about each chapter of  Listen to This.  Sections include 

Chapter Overview, Key Terms, Lecture and Discussion 

Topics, Resources, and Writing Assignments. Available 

as a free download at  www.mymusiclab.com  and 

 www.pearsonhighereducation.com .  

  •     Test Item File  

 Build your own exams and quizzes using this downloadable set 

of questions, including multiple choice, short answer, and essay 

questions. Available as a free download at  www.mymusiclab.

com  and  www.pearsonhighereducation.com .  

  •     MyTest  
 Create customized tests quickly and easily using this f exible, 

online test-generating software that includes all questions found 

in the Test Item File. Available at  www.pearsonmytest.com .  

  •     PowerPoints  

 Use this Microsoft PowerPoint® program to enhance your 

lecture presentations on  Listen to This . Available to 

instructors as a free download at  www.mymusiclab.com  

and  www.pearsonhighereducation.com .   

Teaching and Learning Resources 

  *For further information on Teaching and Learning Resources, please contact your local Pearson sales representative.   
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MyMusicLab is an online homework, tutorial, and assessment program that truly engages 
students in learning. Now with enhanced features developed speci�cally to support the third 
edition of Listen to This, MyMusicLab will enhance students’ ability to understand, analyze, 
and appreciate music as never before. Here’s how:

• Streaming audio lets students listen on multiple devices.
•  State-of-the-art Listening Guides are now tablet-ready and include animations, 

 enhanced assessment tools, and other new features designed to provide a richer, more 
 �exible, and more effective learning experience.

•  Study Plan assessments, which include the popular Needle Drop exercises, are now 
 signi�cantly expanded and aligned with the new third edition learning objectives.

•  Two new writing spaces, Writing Space and MediaShare, support student writing about 
music and offer blogging and journaling opportunities.

•  Interactive Closer Look features offer students in-depth analyses of relevant art works, 
historical documents, musical instruments, and ensembles.

•  Additional multimedia features, including music tutorials, documentaries, and Inside the 
Orchestra videos, provide students with an immersive online experience that complements 
the main text.

*  To �nd the name of your Pearson representative, go to http://www.pearsonhighered.
com/educator/replocator/.

MyMusicLab™

A01_BOND8618_03_SE_FM.indd   19 5/12/15   1:08 PM



  Acknowledgments 

 F
   rom the very start, this book has been a collaborative 

effort. I am particularly grateful to my co-contributors, 

Jocelyn Neal, University of North Carolina at Chapel Hill; 

William Gibbons, Texas Christian University; Joe Kaminski, 

Queens College; and Scott Robinson, Towson University, for 

their outstanding work on chapters dealing with popular, video 

game, and world musics. Candace Bailey (North Carolina Central 

University) played an essential role throughout the development 

of this new edition, including the revision of MyMusicLab and 

Listening Guides, as well as the learning architecture that was 

implemented for the program; she wrote the new Instructor’s 

Manual as well. Thanks, too, to Brian Jones, for creating the Test 

Item Files; Samuel Brannon, for authoring the PowerPoint slides; 

Chris Reali, who wrote the Listening Guide assessment; and 

Naomi Graber, who wrote the Study Plan assessment. 

 At Pearson, I am grateful to Roth Wilkofsky, senior publisher and 

his assistant, Christopher Fegan; Sarah Touborg, editor-in-chief for 

the arts; Rochelle Diogenes, editor-in-chief of development; Helen 

Ronan, sponsoring editor; Melissa Feimer, senior managing editor; 

Joe Scordato, project manager; Kathryn Foot, interior and cover 

designer; Brandy Dawson, director of marketing; Kate Stewart, 

executive marketing manager; Paige Patunas, editorial assistant; 

and Kelly Morrison, senior project manager, GEX Publishing 

Services. For their work on MyMusicLab, thanks to David Alick, 

senior digital media editor; Paul Deluca and Billy Grieco, executive 

digital product managers; Blair Brown, associate director of design; 

Sarah Ergen, digital strategy and market development specialist; 

and Rich Barnes, media project manager. On the permissions front, 

Elaine Willis and James Hodgson (Laurence King Publishers) and 

Tom Laskey (Sony) made the extraordinary routine. 

 For their assistance creating and authoring MyMusicLab, I 

owe many thanks to Anthony Paul De Ritis, PhD (Chair, Music 

Department, Northeastern University); Dan Brown; Maureen 

Ton (Web site maintenance, Music Department, Northeastern 

University); Suzanne Stanton; Cherrie Llewellyn (Yosemite 

Community College); Ruth Spencer (CCNY/CUNY); Nan 

Childress-Orchard (Caldwell College); Ross Hagen (University of 

Colorado, Boulder); Alan Theisen; and Richard Kassel. Stephen 

Malinowski graciously agreed to develop a number of animated 

scores: these are an exciting new feature of MyMusicLab. 

 I am also grateful to students in my Music 141 and 142 classes at 

the University of North Carolina at Chapel Hill, who “test-drove” 

earlier versions of a number of chapters. Their feedback was invalu-

able. Thanks, too, to Alicia Levin, who kindly recorded the piano 

examples for the “Elements of Music” section of the book, and to 

Paul Cole, who contributed his expert skills as a recording engineer. 

  Developing  Listen to This, Third Edition  
 The third edition of  Listen to This  is the result of an extensive 

development process involving the contributions of hundreds 

of instructors, as well as their students. Student reviews have 

sharpened the clarity of the  writing style and the value of in-text 

learning tools, examples, and assessment features. We are grate-

ful to all who have provided feedback on the manuscript, design, 

and resource package over the course of these three editions, 

 including the following: 

    Alabama   
     Howard Goldstein,    Auburn University  

         Katrina Phillips,    Alabama State University  

         Aleesa J. Naish,    University of Alabama at 

Birmingham  

         Carolyn Sanders,    University of Alabama in Huntsville  

         Alan Flowers,    University of North Alabama  

         Nancy Kudlawiec,    University of West Alabama  

       Arkansas   
     Cynthia Thompson,    Carrell Harding University  

         Patricia Cox,    Harding University  

         Cliff Ganus,    Harding University  

         Steve Cooper,    Northwest Arkansas Community 

College  

         Andrew Bishko,    Ozarks Technical 

Community College  

         Betsy Wahl,    Ozarks Technical Community College  

         Larisa Hart,    Ozarks Technical Community College  

         Milton Lites,    Pulaski Technical College  

         Barry McVinney,    Pulaski Technical College  

       Arizona   
     John T. Brobeck,    University of Arizona  

         Patricia Cox,    Harding University  

         Cliff Ganus,    Harding University  

       California   

     Thomas W. Acord,    California State University 

Eastbay, Hayward Campus   

         William Toutant,    California State University, Northridge  

         Richard Scott Kravchak,    California State University, 

Dominguez Hills  

xx

A_78614_FM_ptg01_hr.4c.indd   xx 11/21/13   2:15 PM



Acknowledgments xxi

         Timothy Howard,    California State University,  Northridge  

         Gigi Rabe,    California State University, Northridge  

         Shulamit Hoffman,    College of San Mateo  

         Gary McRoberts,    Fullerton College  

         Bill Alves,    Harvey Mudd College  

         Nedra Wheeler,    Los Angeles Southwest College  

         David Chapman,    Modesto Junior College  

         Gary Fair,    Modesto Junior College  

         Laura Basini,    Sacramento State  

         Maurice Poe,    Sacramento State  

         Stephanie Robinson,    San Diego City College  

         Scott Fogelsong,    San Francisco Conservatory  

         Robert Busan,    San Francisco State University  

         Ray Ashton,    Sierra College  

         Cynthia McGregor,    Southwestern College  

         Barbara Bennett,    University of California, Riverside  

         Eric Wood,    University of the Pacif c  

         Scott Walton,    Palomar College  

Colorado   
     Tyson Alishie,    Front Range Community College  

         Betsy Glesner,    Metropolitan State College  

         Peter Schimpf,    Metropolitan State University  

Connecticut   
     Laura Nash,    Fairf eld University  

District of Columbia   

     Emily Green,    American University  

       Delaware   
     Paul K. Fessler,    Wilmington University  

       Florida   

     Josh Martin,    Chipola College  

         Matthew Shaftel,    Florida State University  

         John Anderson,    Polk Community College  

         Mary Macklem,    University of Central Florida  

         Scott Warf eld,    University of Central Florida  

         Nick Curry,    University of North Florida  

         William P. Hayden,    University of South Florida  

         Zoe Lang,    University of South Florida  

       Georgia   

     Robert L. Harris,    Armstrong Atlantic State College  

         Sharyn Battersby,    Clayton State University  

         Michelle Debruyn,    Columbus State University  

         Greg McLean,    Georgia Perimete College  

         Francisco Albo,    Georgia State University  

         Marva Carter,    Georgia State University  

         Gayle Melton,    Gwinnett Technical College  

         Edward Eanes,    Kennesaw State University  

         Tom Rule,    Macon State  

         Andrew Kosciesza,    Montgomery County 

Community College  

         Melvin Foster,    Morehouse College  

         Robert Tanner,    Morehouse College  

         Beth Farber,    Southern Polytechnic State University  

         David Haas,    University of Georgia  

         Linda C. Ferguson,    Valparaiso University  

       Iowa   

     Jeanette Hinkeldey,    Buena Vista University  

         Carol Ayres,    Iowa Lakes Community College  

         Jonathan Sturm,    Iowa State University  

         Elizabeth Aubrey,    University of Iowa  

         Jonathan Chenoweth,    University of Northern Iowa  

Idaho   
     Eric Schneller,    Idaho State University  

         Paul Moulton,    the College of Idaho  

Illinois   

     Chris Woods,    Greenville College  

         Rudolf Zuiderveld,    Illinois College  

         Norman Engstrom,    Illinois Valley Community College  

         Nora Beck,    Lewis & Clark Community College  

         Elinor Olin,    National-Louis University  

         Rebecca Bennett,    Northwestern University  

         Megan McFadden,    Northwestern University  

         Peter Webster,    Northwestern University  

         Michael Barta,    Southern Illinois University  

         Tim Pitchford,    Southern Illinois University  

         Meng Chun-Chi,    Southern Illinois University, 

 Carbondale  

         Jeanine Wagner,    Southern Illinois University, 

 Carbondale  

         Gail Fleming,    Southwestern Illinois College  

         Ed Jacobs,    Southwestern Illinois College  

         Joseph Jones,    University of Illinois at 

 Urbana-Champaign  

         Maria M. Chow,    DePauw University  

Indiana   

     Heather Platt,    Ball State University  

         Linda Pohly,    Ball State University  

         Cathy Ann Elias,    DePaul University  

         Matthew Balensuela,    DePauw University  

         Constance Cook Glen,    Indiana University  

         Carole Miklos,    Indiana University Northwest  

         Todd Guy,    Indiana Wesleyan University  

         Valerie Meidinger,    Marian College  

         Sr. Mary Karita Ivancic,    Notre Dame College  

         Patricia Hales,    Purdue University Calumet  

         William Briegel,    Indiana Tech  

Kansas   
     Steven Maxwell,    Kansas State University  

         Bradford Blackburn,    Truman State University  

Kentucky   

     Dr. Pamela Hopton-Jones,    Appalachian State University  

         John Day,    Elizabethtown Community College  

         Diane Earle,    Kentucky Wesleyan College  

         Robert Reynolds,    Lindsey Wilson College  

         Tom Jordan,    Northern Kentucky University  

         Seow-Chin Ong,    University of Louisville  

Louisiana   
     La Wanda J. Blakeney,    Louisiana State University  

         Ann Sorensen,    Louisiana Tech University  

         Carol Britt,    Nichols State University  

         David Johansen,    Southeastern Louisiana University  

         Gene Ditch,    St. Charles Community College  

         John Walker,    St. Charles Community College  

         Jonathan Kulp,    University of Louisiana at Lafayette  

Massachusetts   
     Janice Salvucci,    Curry College  

         Marjorie Ness,    Fitchburg State College  

         Vincent Cee,    University of Massachusetts, Amherst  

         Miriam Jenkins,    University of Massachusetts, Amherst  

         Lance Lehmberg,    University of Massachusetts, Amherst  

         David Patterson,    University of Massachusetts, Boston  

         Mary Brown-Bonacci,    Westf eld State College  

         Sonya Lawson,    Westf eld State College  

         Matt Rippere,    Westf eld State College  

Maine   

     Dennis Harrington,    Thomas College  

Michigan   

     Keith Clifton,    Central Michigan University  

         Margaret Skidmore,    Eastern Michigan University  

         Richard Scott Cohen,    Ferris State University  

         Marlen Vavrikova,    Grand Valley State University  

         Christina Hornbach,    Hope College  

         Beth May,    Hope College  

         Tom Donahue,    Muskegon Community College  

         Linda Christensen,    Wayne State University  

         Christian Matijas-Mecca,    University of Michigan  

         Christopher Heidenreich,    University of Michigan–Flint  

       Minnesota   

     Gerard Aloisio,    Minnesota State University  

       Mississippi   
     Jeremy Owens,    Blue Mountain College  

         Teri Herron,    Delta State University  

         Darcie Bishop,    Jackson State University  

         Sandra Cox,    Northwest Mississippi Community 

 College  

       Missouri   
     Kierstin Bible,    Crowder College  

         Robert Ensor,    Crowder College  

         Leigh Graf,    Mineral Area College  

         Tom Schneideer,    Missouri Western State University  

         Karen Werner,    Moberly Area Community College  

         Pamela Shannon,    Northwest Missouri Community 

College  

         James Sifferman,    Southeast Missouri State University  

Montana   

     Fern Glass,    University of Montana  

         James Randall,    University of Montana  

         Jeri Bonnin,    University of Montana, Western  

       Nebraska   

     Ting-Lan Chen,    University of Nebraska at Kearney  

         Melissa Derechailo,    Wayne State College  

A_78614_FM_ptg01_hr.4c.indd   xxi 11/21/13   2:15 PM



xxii Acknowledgments

       New Hampshire   

     Theresa Arsenault,    Nashua Community College  

       New Jersey   

     Kim Hunter,    Burlington Community College  

         James Ieraci,    Burlington Community College  

         Michael Billingsley,    Camden County Community 

College  

         Allen Cohen,    Fairleigh Dickinson University  

         Karen Goodman,    Montclair State University  

         James Stepleton,    Stevens Institute of Technology  

         Peter Coll,    William Paterson University  

         Darren Gage,    William Paterson University  

       New Mexico   

     James Leger,    New Mexico Highlands University  

       New York   

     Anne Swartz,    Baruch College of the City University of 

New York  

         Andrew Tomasello,    Baruch College of the City Univer-

sity of New York  

         Elizabeth Wollman,    Baruch College of the City Univer-

sity of New York  

         Giuseppe Gerbino,    Columbia University  

         Laura Silverberg,    Columbia University  

         Carmelo Comberieti,    Manhattanville College  

         Laura Peterson,    St. Bonaventure University  

         Brian Campbell,    St. John’s University  

         Max Lifchitz,    State University of New York at Albany  

       North Carolina   

     Stephanie Lawrence-White,    Bennett College for 

Women  

         Ran Whitley,    Campbell University  

         Jocelyn Nelson,    East Carolina University  

         Lori Wacker,    East Carolina University  

         Glendora Powell,    Louisburg College  

         Michael Day,    North Carolina A&T State  

         Candace Bailey,    North Carolina Central University  

         Alison Arnold,    North Carolina State University  

         Katharine Boyes,    Saint Augustine’s College  

         Anne Harley,    University of North Carolina, Charlotte  

         James A. Grymes,    University of North Carolina, 

Charlotte  

         Soo Goh,    University of North Carolina, Pembroke  

         Emily Orr,    University of North Carolina, Pembroke  

         Barry Salwen,    University of North Carolina, Wilm-

ington  

         Donna Gwyn Wiggins,    Winston-Salem State University  

       North Dakota   

     Dorothy Keyser,    University of North Dakota  

       Ohio   

     Karen McCall Dale,    Cleveland State Community 

College  

         Will Benson,    Cleveland State University  

         Eric Ziolek,    Cleveland State University  

         Ron Emoff,    Ohio State University at Newark  

       Oklahoma   

     Mary Susan Whaley,    Northeastern Oklahoma A&M 

College  

         Kristen Todd,    Oklahoma Baptist University  

         Celeste Johnson,    Oklahoma State University  

       Oregon   

     Hugh Foley,    Rogers State University  

         Judy Cepetto Hedberg,    Portland Community College  

         Reeves Shulstad,    Salem College  

       Pennsylvania   
     Mark Jelinek,    Bloomsburg University  

         Ann Stokes,    Bloomsburg University  

         Barry Long,    Bucknell University  

         Michael Boyd,    Chatham University  

         Arlene Caney,    Community College of Philadelphia  

         Bruce Kaminsky,    Drexel University  

         Lynn Riley,    Drexel University  

         Thomas Kittinger,    Harrisburg Area Community 

College  

         Victor Vallo Jr.,    Immaculata University  

         Dr. Matthew Baumer,    Indiana University of Pennsyl-

vania  

         Ronald Horner,    Indiana University of Pennsylvania  

         R. Todd Rober,    Kutztown University of Pennsylvania  

         Mahlon Grass,    Lock Haven University  

         Glen Hosterman,    Lock Haven University  

         Dr. Daniel M. Heslink,    Millersville University  

         Stephen Hopkins,    Penn State University  

         John Packard,    Penn State University  

         Charles Youman,    Penn State University  

         Fred Dade,    Shippensburg University  

         Margaret Lucia,    Shippensburg University  

       South Carolina   

     Audrey L. Barksdale,    Morris College  

         Fabio Parrini,    North Greenville University  

       South Dakota   

     Christopher Hahn,    Black Hills State University  

       Tennessee   
     Stephen Clark,    Austin Peay State University  

         Francis Massinon,    Austin Peay State University  

         Gail Robinson Oturu,    Austin Peay State University  

         Ann L. Silverburg,    Austin Peay State University  

         Ken Cardillo,    Chattanooga State University  

         Amanda Hyberger,    Chattanooga State University  

         Mark Lee,    Columbia State Community College  

         David Bubsey,    East Tennessee State University  

         Lee Weimer,    Lambuth University  

         Eric Fisher,    Middle Tennessee State University  

         Steve Shearon,    Middle Tennessee State University  

         Laura Feo-Fernandez,    University of Memphis  

         Julie Hill,    University of Tennessee at Martin  

       Texas   
     Kevin Lambert,    Angelo State University  

         Sharon Davis,    Austin Community College  

         Kimberly Harris,    Collin College  

         Kurt Gilman,    Lamar University  

         Charlotte Mueller,    Lee College  

         Charles Carson,    Lone Star College–Montgomery  

         Mandy Morrison,    McLennan Community College  

         Norval Crews,    Midwestern State University  

         Gary Lewis,    Midwestern State University  

         Beth May,    Northwest Vista College  

         Ryan Gilchrist,    Sam Houston State University  

         Sheryl Murphy-Manley,    Sam Houston State University  

         Karen Marston,    San Jacinto College Central  

         Cecilia Smith,    South Texas College  

         James Weaver,    Stephen F. Austin State University  

         Vicky Johnson,    Tarleton State University  

         Marianne Henry,    Texas A&M University  

         Prudence McDaniel,    Texas A&M University  

         Michael Berry,    Texas Tech University  

         Eric Fried,    Texas Tech University  

         Lynn Lamkin,    University of Houston  

         Josef Butts,    University of Texas  

         Ronald Noble,    University of Texas at San Antonio  

         Drew Stephen,    University of Texas at San Antonio  

         James Syler,    University of Texas at San Antonio  

         Dr. Jeffrey Emge,    University of Texas at Tyler  

         Melissa Colgin-Abeln,    University of Texas, El Paso  

       Utah   

     Luke Howard,    Brigham Young University  

         Thomas Priest,    Webster State University  

       Virginia   

     Gary Evans,    Ferrum College  

         Mary Kay Adams,    James Madison University  

         Vicki Curry,    James Madison University  

         Jonathan Gibson,    James Madison University  

         Brenda Witmer,    James Madison University  

         Lise Keiter-Brotzman,    Mary Baldwin College  

         Louise Billaud,    New River Community College  

         Wendy Matthews,    Northern Virginia Community 

 College  

         Robert C. Ford,    Tidewater Community College  

         John Husser,    Virginia Tech  

       Virgin Islands   

     Vanessa Cornett-Murtada,    University of St. Thomas  

       Washington   
     Keith Ward,    University of Puget Sound  

         Bertil van Boer,    Western Washington University  

         Laura Stambaugh,    Western Washington University  

       West Virginia   

     Lloyd Bone,    Glenville State College  

       Wisconsin   
     Daniel Fairchild,    University of Wisconsin–Platteville  

       Wyoming   

     Katrina Zook,    University of Wyoming                            

A_78614_FM_ptg01_hr.4c.indd   xxii 11/21/13   2:15 PM



     Listen to This 
 THIRD EDITION  

A_78614_FM_ptg01_hr.4c.indd   xxiii 11/21/13   2:15 PM



The Elements of Music:     A Brief Introduction 
   No matter what the period or style, all music grows out of some combination of these basic elements:  

         
Melody  

  Melody: The Tune.  Melody is a single line of notes heard in succession as a coherent unit. A melody 

has shape, moving up or down in ways that capture and hold our attention over a span of time. A 

melody is like a story: it has a beginning, a middle, and an end. 

         
Rhythm  

  Rhythm: The Time.  Rhythm is the ordering of music through time. Not all music has a melody, but 

all music has rhythm. A drum solo, for example, makes its effect primarily through rhythm. Rhythm 

can operate at many levels, from a repetitive, underlying pulse or beat to rapidly changing patterns of 

longer and shorter sounds. 

         
Harmony  

  Harmony: Supporting the Melody.  Harmony is the sound created by multiple voices playing or singing 

together. Harmony enriches the melody by creating a fuller sound than can be produced by a single 

voice. 

         
Texture  

  Texture: Thick and Thin.  Texture is based on the number and general relationship of musical lines or 

voices. Every work of music has a texture from thick (many voices) to thin (a single voice). Sometimes 

one line or voice is more important; at other times, all the lines or voices are of equal importance. 

         
Timbre  

  Timbre: The Color of Music.  Timbre is the character of a sound. The same melody sounds very differ-

ent when performed by a violin, a clarinet, a guitar, or a human voice. These sources can all produce 

the same pitch, but what makes the same melody sound different is the timbre of each one. 

         
Dynamics  

  Dynamics: Loud to Soft.  The same music can be performed at many degrees of volume, from very soft 

to very loud. Dynamics determine the volume of a given work or passage in a work of music. 

         
Form  

  Form: The Architecture of Music.  A single melody is usually too short to constitute a complete work 

of music. Typically, a melody is repeated, varied, or contrasted with a different melody. The way in 

which all these subunits are put together—the structure of the whole—is musical form. Form is based 

on repetition ( A A ), variation ( A A’ ), contrast ( A B ), or some combination of these three possibilities. 

         
Word-Music 
Relationships  

  Word-Music Relationships: How Words Shape What We Hear.  If there is a text to be sung, we must 

consider the relationship of the words to the music. How does the music capture the meaning and 

spirit of its text? And even if there is not a text to be sung, many works have titles that suggest how 

we might hear them. Titles like  Winter ,  Rodeo , and  The Rite of Spring  strongly inf uence the way 

in which we hear these works. Some composers have even written detailed descriptions of what a 

particular work is about in what we call “program music.” 
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The Elements of Music: A Brief Introduction 1

In any given piece of music these elements work together quite closely.  By isolating 

and examining the nature and function of each separately, we can better appreciate their specif c 

contributions to the music we hear. 

 We can best hear how each of these elements works by considering how each one can 

change the nature of a single, well-known piece of music. We all know “The Star-Spangled 

Banner” from having heard it countless times, but how often have we actually  listened  to it? We 

can hear and recognize the tune easily enough, but listening demands that we focus on its vari-

ous elements and the ways they work together. Let’s look at each of the basic elements of music 

to see how it functions in this song. 

 Melody 
Melody  is a single line of notes heard in succession as a coherent unit. A  note  is the smallest 

unit of music, the building block out of which larger structures are created. So what makes the 

notes of a melody hang together? How is the melody of “The Star-Spangled Banner” organized? 

What are its individual units, and how do we know it’s over, other than by having heard it so 

often? Think about how we sing this melody and where we draw a breath: 

 O, say can you see (breath) by the dawn’s early light (breath) 
 What so proudly we hailed (breath) at the twilight’s last gleaming? (breath)      

 These breaths correspond to the ends of  phrases  in both the poetry and the music. The f rst 

line of the text breaks down into two phrases (O, say can you see / by the dawn’s early light), 

which together make a larger phrase (the entire line). This larger phrase constitutes a complete 

unit of thought, which happens to be a question. But do we feel a sense of closure when we sing 

“dawn’s early light”? Not really. The phrase sounds as if it hasn’t quite f nished yet, which indeed 

it has not. Only when we get to the end of the second line (“twilight’s last gleaming”) do we feel 

anything approaching a sense of musical completeness. The second line is organized on the same 

principle as the f rst (two subphrases), but by the time we sing “at the twilight’s last gleaming,” 

we feel as if we have reached a goal of sorts. This is the end of a still larger phrase, a complete 

musical statement that covers the f rst two lines of text. When we hear a point of arrival like this, 

we are hearing what is called a  cadence . A cadence is like a period in a sentence: it signals the 

end of a unit that can stand on its own. We sense a point of resolution, of closure. 

       Explore  a melody tutorial on 
MyMusicLab

Complete Musical Statement

phrase

subphrase

O, say can 
you see

subphrase

by the dawn’s 
early light

subphrase

What so proudly 
we hailed

subphrase

at the twilight’s 
last gleaming?

phrase
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2 The Elements of Music: A Brief Introduction

 The melody of “The Star-Spangled Banner” is typical of the way melodies in general are 

constructed: smaller units (subphrases) combine into larger units (phrases), which in turn com-

bine into still larger units (complete statements), which end with a cadence. These complete 

statements—musical sentences, in effect—combine to create an entire musical work. Sometimes 

it is helpful to listen to the structure of the smallest units; at other times, it is helpful to listen 

to the medium- and large-scale units. In the end, we can listen to how all these units operate 

together to form a complete and satisfying whole. 

 Another important component of melody is the nature of the  melodic motion . Do the notes 

move smoothly in stepwise fashion (as in “land of the free”)? Or do they make big leaps (as in 

“O, say can you see”)? Smooth, stepwise motion with notes very close to each other is called 

 conjunct motion ; motion by leaps, especially large leaps, is called  disjunct motion . Most mel-

odies, including “The Star-Spangled Banner,” consist of a combination of both kinds of motion. 

“The Star-Spangled Banner” alternates between the two, opening with disjunct motion (“O, say 

can you see by”) followed by a brief passage of conjunct motion (“by the dawn’s”), followed 

in turn by a large leap downward (between “dawn’s” and “early”), followed by more conjunct 

motion. Graphically, this variety of motion can be represented in such a way that even if you 

cannot read music, you can see the relationship between the downward or upward movement of 

the notes and the distances between them. 

Disjunct

Disjunct Disjunct

DisjunctConjunct

Conjunct

Conjunct

& 43

43

.œ œ
O,

œ œ œ
say can you

˙ .Jœ Rœ
see, by the

œ œ œ#
dawn’s ear - ly

˙ .jœ rœ
light, what so-

& .œ Jœ œ
proud ly we

˙ .jœ Rœ

hailed at the

œ œ œ
twi light’ s last

œ œ
gleam ing?- - -

       The opening of “The Star-Spangled Banner” with a line indicating steps and leaps   

 Very few melodies are entirely conjunct or disjunct. The national anthem is typical in com-

bining both kinds of motion, and in balancing downward and upward movement.   

 The notes of any given melody typically derive from the notes of a  scale . The familiar 

“do-re-mi-fa-so-la-ti-do” is a scale, a series of notes that moves stepwise and covers a complete 

span called an  octave  (so-called because it covers eight notes). The distance between each note 

is called an  interval . The intervals in the standard scale are mostly whole steps, with two stra-

tegically placed half steps. Every adjacent note on the keyboard, whether it is a white key or a 

black key, is a half step apart.   

        Listen  and View the 
Animated Graphical Score 

 on MyMusicLab   
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C

C# D# F# Ab Bb

W

W = Whole step        H = Half step

D E F G A B C

& œ œ œ œ œ œ œ œ
W H W W W H

C

W

D E F G A B C

DO RE MI FA SO LA TI DO
W H W W W H

 A scale by itself is not as particularly interesting as a melody, but a scale provides the 

notes—the essential building blocks—of a melody. 

 
Downward

motion
Upward
motion

Downward
motion

Upward
motion

C

C

D E F G A B C

CE G

& .œ œ
O

œ œ œ
say can you

˙ .Jœ Rœ
see by the

œ œ œ#
dawn’s ear ly

˙
light?-

       The opening of “The Star-Spangled Banner” in the key of C major    

 The upward or downward movement of notes is conveyed graphically in music notation. 

A melody that moves downward also moves downward on the staff (the system of parallel hori-

zontal lines). Again, even if you cannot read music, you can see that higher notes appear higher 

on the staff than lower notes. This kind of visual aid can help reinforce what we hear.       

 

A higher note is on a higher line or space

A lower note is on a lower line or space

& ww

        Listen  on MyMusicLab   

        Listen  on MyMusicLab   

        Listen  on MyMusicLab   
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4 The Elements of Music: A Brief Introduction

 What makes the notes in a melody move up or down and 

sound different from one another? What makes some parts 

of a melody louder than others?  Acoustics  is the science of 

sound—how it is produced, transmitted, and perceived—and 

a few basic principles of acoustics help explain the most basic 

elements of melody. 

 From a technical point of view, sound is vibrating air. 

Musicians can cause air to vibrate in three basic ways: 

   •   By striking a surface (drums, cymbals, xylophones, and 

any other percussion instrument)  

  •   By plucking or stroking a taut string (guitar, banjo, violin, 

and any other plucked or bowed instrument)  

  •   By blowing air (f ute, clarinet, trumpet, and any other 

wind instrument, including the human voice)   

 The patterns of vibration set in motion by these actions 

determine the pitch and volume of the sound.  Pitch  is the 

position of a sound on a range from very low (the bass 

register) to very high (the soprano register). Through an 

oscilloscope, we can “see” the shape of the  sound wave  of 

any sustained pitch. In its simplest form, the sound wave of 

a single pitch looks like this:  

 PERFORMANCE   The Science of Melody 

 The distance between the peak of each wave is known as 

the  wavelength , and the number of wavelengths in one sec-

ond—the  frequency —determines the pitch of the sound. The 

higher the frequency, the higher the pitch. The pitch to which 

most North American orchestras tune their instruments is an 

“A” played at a frequency of 440 cycles per second (cps, also 

known as hertz or Hz—named after Gustav Hertz, the nine-

teenth-century German physicist who studied sound waves). 

The lowest note on the standard modern piano is also an “A,” 

but at a frequency of only 27.5 cps; the highest note, a “C,” 

vibrates at 4,186 cps. The normal human ear can perceive 

frequencies in a range from approximately 20 cps (extremely 

low) to 20,000 cps (extremely high). Some animals have a far 

wider range of hearing: dogs, for example, can respond to 

frequencies as high as 50,000 cps, even though the sound of 

the dog whistle producing this frequency is inaudible to us. 

 What makes sounds loud or soft?  Dynamics —the volume 

of sound—is determined by the size of each wave, its  amplitude . 

The same pitch—440 cps—at softer volume would look 

like this:  

Time

Amplitude

Amplitude
(dynamics)

Frequency � oscillations
per second

Wavelength

       The structure of a sound wave   

Amplitude

Time

Lower amplitude =
lower volume of sound

Frequency

Wavelength

       The same pitch as the previous sound wave, with a smaller ampli-

tude, producing a lower volume of sound   

 The frequency—the distance between the peaks of 

each wave—is the same, but the amplitude is smaller; thus 

the same pitch sounds softer. The wavelengths in a louder 

version of this same pitch would have the same frequency, 

but the amplitude would be higher. 
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The Elements of Music: A Brief Introduction 5

 Scales can begin and end on any pair of notes. The diagrams     on page  4   show a scale that 

begins and ends on the note “C,” and a melody that centers on this same note (on “O,  say  can 

you  see ”). Because C is the central note of the scale on which this melody is based, we would 

say that this melody is in the  key  of C. But the same melody can be played in any key. Thus 

“The Star-Spangled Banner” can also be performed in the key of D, the key of A-f at, or in any 

other key. 

 In the standard system in use in Western music since about 1600, there are 12 keys, one 

on each of the 12 half steps in any octave. An octave is an interval between two notes with the 

same name (a lower “C” to a higher “C,” or a lower “do” to a higher “do”: see the earlier scale 

diagram). In notation, the sharp sign (#) indicates that a note is raised a half step, while a f at 

sign (b) indicates that a note is lowered a half step. For each of these keys, whether it is E-f at 

or F-sharp or A, there are two modes: major and minor. The  major mode  corresponds to the 

scale produced by singing “do-re-mi-fa-so-la-ti-do.” Melodies using these notes tend to sound 

brighter and somehow happier. “The Star-Spangled Banner” is in the major mode. Because it 

seeks to convey a mood of optimism and joy, it uses a melody derived from a major-mode scale. 

 The  minor mode , by contrast, strikes most listeners as darker, more somber, and less opti-

mistic. Most of the notes in the minor mode are also in the major. But two of the seven notes—

the third (“mi”) and sixth (“la”)—are slightly lower, and this creates a very different kind of 

sound. Listen to what “The Star-Spangled Banner” would sound like in the minor mode; all the 

notes are the same as in the original except for “mi” and “la.” 

 Very few national anthems begin and end in the minor mode (Israel’s  Hatikva —”The 

Hope”—is one notable exception). Many national anthems (and many melodies of all kinds), 

however, mix minor-mode phrases into the middle of melodies that begin and end in major. This 

creates a sense of contrasting moods that can be very effective in creating a sense of triumph 

over adversity, for the minor mode is especially well-suited for settings of texts that express 

grief or anguish or (as in the case of Israel’s  Hatikva ) longing. (In fact, “mode” and “mood” 

come from the same root word in Latin.)   

   Rhythm 
Rhythm  is the ordering of music through time. The most basic framework of this temporal 

ordering is  meter . In music, as in poetry, meter is an underlying pattern of beats that maintains 

itself consistently throughout a work. If we slowly read aloud the f rst line of “The Star-Spangled 

Banner,” we can hear that it falls into a regular pattern of three-beat units: LONG-short-short, 

LONG-short-short, etc., with the long syllables accented (emphasized) and the short ones 

 unaccented (

  ̆     ̆    ̆         ̆   ̆      ̆  ˘   
 O, | say can you | see, by the | dawn’s early | light? 

    In poetry, this meter is known as  dactylic  (LONG-short-short). In music, this meter cor-

responds to what is known as  triple meter : one accented (strong) beat followed by two unac-

cented (weak) beats. The rhythm of the music to “The Star-Spangled Banner” is thus organized 

within the framework of triple meter ( 1 -2-3,  1 -2-3,  1 -2-3, etc.), following the meter of its poetry. 

        Listen  on MyMusicLab   

       Explore  a rhythm tutorial on 
MyMusicLab

C_78614_IC_ptg01_hr.4c.indd   5 11/18/13   1:13 PM




