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What can an author do to improve on the successful previous editions of Music Listening 
Today? How does one make a good thing even better? To begin with, by keeping the essential 
qualities of the book. Therefore, the basic virtues of the previous editions have been retained. 

These include:

 1. Providing a solid foundation in Western concert music.
 2. Presenting information in a clear, concise, and interesting manner, including many 

informative margin notes.
 3. Keeping four chapters on music from non-Western cultures, two chapters on American 

popular music, and another on stage and film music.
 4. Retaining ninety-two Listening Guides keyed to its accompanying CDs and downloads. 

These guides offer  timetables for important works and indicate their important features. 
They provide timing cues to assist listeners in identifying key elements in each music 
selection.

In short, the fifth edition of Music Listening Today: Advantage remains very useful and 
user-friendly.

improvements
Many minor improvements were implemented, however. Several musical works have 
been replaced by ones that better apply to the points being discussed. For example, 
the integration of film music with what’s seen on the screen seems best illustrated by 
Bernard Hermann’s score for Alfred Hitchcock’s Psycho. Similarly, the first movement 
of Bach’s Brandenburg Concerto No. 5 seems to be a better choice for demonstrating a 
concerto grosso and the musical capabilities of the harpsichord. And Hovhaness’s And 
God Created Great Whales represents twentieth-century eclecticism very well.

promote perceptive Listening
There have been several major improvements. The most significant of these involves 
helping students to perceive music. A music appreciation course and textbook need to 
help students make connections between useful information about music and the ability 
to hear what’s happening in a work. Information alone is sterile; it’s only useful in talk-
ing about music. On the other hand, just being aware of the sounds in a work of concert 
music is largely useless, unless one has an understanding of what is being played or 
sung. Therefore, in Music Listening Today: Advantage, the “bridge building” role between 
information and attentive listing has been improved significantly.

The fifth edition does this in two important ways. First, thirty-nine of the forty-three 
chapters in the new edition conclude with several multiple-choice Listening Practice 
questions that correspond directly with selections on the CDs. It’s not necessary for read-
ers to find a track number and then try to guess at or look for a timing to know what they 
are supposed to listen for. It’s much simpler to have the examples begin at a track number. 
The Listening Practice questions are generally easier than those found in the Student 
CourseMate. However, they can be very useful in getting students to pay careful attention 
to what they hear, which is an essential first step in developing perceptive listening.

xv

Preface
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The STudenT CourSeMaTe and 
aCTive LiSTening guideS
The second valuable way in which the fifth edition contributes to improved listen-
ing skill is through the Active Listening Guides, which are included in the Student 
CourseMate. If your new book did not come packaged with the optional passcode, 
or if you purchased a used book, you can purchase ISBN #9781133045366 at www.
cengagebrain.com

The Student CourseMate includes: 

 1. The newly designed Active Listening Guides for the 
ninety-two works presented in the book. These guides 
provide students and instructors with a graphic on a 
computer screen (or projected using an LCD projec-
tor) of a work with an arrow that moves from left to 
right in perfect synchronization with the music. When 
using one of these Active Listening Guides, it’s virtually 
impossible for anyone to become lost while listening to 
a work! These guides also present pop-up text describ-
ing features in the music and translations of vocal works 
that are not in English. Also included is an interactive 
practice listening quiz for each work consisting of five 
to nine questions, as well as other features such as a 
glossary, brief biographical sketches of composers, and 
 access to relevant web sites.

 2. Interactive demonstrations of the elements of music—
scales, chords, meters, dynamic levels, and so on.

 3. YouTube examples of the operas and ballets featured in 
chapters, as well as many examples of music and dance 
from different cultures and areas of the world. The web 
site and YouTube lists will be updated periodically to 
keep them current.

 4. Several short Hear It Now lectures with interactive 
musical examples to help students understand certain 
aspects of music that are difficult to describe apart from 
a musical context. Four Connecting the Dots lectures 
help students in distinguishing among works in  different 
styles and genres.  

 5. A video that demonstrates orchestral instruments and 
presents a complete performance of Britten’s Young 
 Person’s Guide to the Orchestra.

 6. Flash cards of musical terms and reviews of the informa-
tion presented in each chapter.

For Students
When the two CDs included with the book are combined with the four-CD set, each of 
the ninety-two works in the book becomes available. These CDs, or their downloadable 
versions, are keyed to both the Listening Guides in the book and the Active Listening 
Guides in the CourseMate site. All the CDs were prepared by Sony Music. The Active 
Listening Guides were built on the outstanding work of Dr. Darrell Bailey of Indiana 
University-Indianapolis.
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For Instructors
Resources available to instructors on the instructor companion site include:

• a Test Bank containing more than 600 questions (about 450 information and 
150  listening questions) that are grouped by chapter to make it easier to create 
the desired number of examinations

• a PowerPoint lecture for each chapter
• an extensive instructor’s manual
• chapter outlines

Also available for instructor’s is the Cognero® testing system available through 
Instructor SSO accounts. Cengage Learning Testing Powered by Cognero® is a flexible, 
online system that allows you to author, edit, and manage test bank content for Music 
Listening Today: Advantage, fifth edition. Create multiple test versions instantly and 
deliver through your LMS, from your classroom, or wherever you may be with no special 
installs or downloads required.
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2

1 Music Listening  
and You

Imagine a world without music — no songs to sing, no recordings to listen to, no music 
to dance to, no soundtracks with music for films, no music at worship services or football 
games. What a depressing thought! The world would certainly be a bleaker and drearier 
place. No wonder that music has existed in every civilization throughout history and 
can be found everywhere in the world, even in the remotest places!

Why would the world be a less desirable place? The answer is clear: Music contributes 
to the quality of life. Music is not the only thing that makes our lives more than physical 
existence, of course, but it plays an important role in enriching human expression and 
feeling.

Do people need music? Not in the sense that they need to eat, sleep, and be healthy. 
But they do require it in terms of the quality of their lives. Human beings need music, 
beauty, gentleness, sensitivity to others, and all the civilizing elements that create a 

meaningful life. Music contributes to living, 
in contrast to just existing physically.

What does music have to do with adding 
quality to our lives? Perhaps the American 
patriot and second president of the United 
States, John Adams, summarized best the 
value of the arts in a letter he wrote to his 
wife, Abigail, in 1780 during the hard times 
of the Revolutionary War:

I must study politics and war, that my sons 
may have liberty to study mathematics and 
philosophy, geography, natural history and 
naval architecture, navigation, commerce, and 
agriculture, in order to give their children a right 
to study painting, poetry, music, architecture, 
statuary, tapestry, and porcelain.

DIffeRenT	TYpes	
Of	MusIc
Although music can be found throughout 
the world, it varies tremendously from one 
culture to another, as you will discover in 
Part VIII of this book. Not only does it differ 
from place to place, it also differs greatly in 
its uses and characteristics within the same 
culture and society. For this reason, we need 
to consider also the types and uses of music. 
Music is used to express feelings while sing-

ing or dancing; heighten the drama of a motion picture; provide a “sonic background” 
while studying, working, or driving a car; and much more. And some of the time, peo-
ple just listen carefully to music for the intellectual and psychological satisfactions it 
provides.
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3Chapter 1 Music Listening and You

Are some uses of music better than others? Not really. Some music is better for unify-
ing a crowd at a football game, but other music is better for expressing love. Some music 
is more rewarding to listen to in a contemplative way, while other music is very suitable 
for dancing. People find or create music that is effective for a particular activity, and 
what they create differs very much according to its purpose.

“cLassIcaL”	MusIc:	MusIc	fOR	LIsTenIng
Music created for the intellectual and psychological satisfactions it provides is referred 
to as art music or concert music, or by most people as “classical” music. (The term clas-
sical music, however, refers to a particular type of concert music that is presented in 
Part IV.) It is usually the kind composed for performance in concert halls and opera 
houses. It is music with exceptional qualities that people find psychologically reward-
ing. In fact, the word art describes objects that are created with outstanding skill and 
devotion. Often the word fine is coupled with art to distinguish between works that 
can be made by most people and those that demand exceptional skill, effort, and 
talent.

ORDInaRY	MusIc	anD	
exTRaORDInaRY	MusIc
It’s true. Concert music is heard far less often and in far fewer places than the various 
types of popular music we encounter every day. Virtually no performer or composer of 
concert music makes the millions of dollars that some popular musicians do from the 
sales of their recordings and tickets to performances, and they are given nowhere near 
the public attention by the media and general public. Few people play it on their radios 
or listening devices, encounter it at parties or other social occasions, or attend concerts 
at which it is performed. So why is concert music the main (although not the exclusive) 
fare in music appreciation courses and college music schools? And why is it considered 
culturally so important?

It comes down to the difference between things that are ordinary and things that are 
extraordinary. Most of what we encounter in life is ordinary —  the clothes we wear, the 
food we eat, the work we do, the pictures we see in advertisements and magazines, and 
the music we hear. Usually we don’t give a lot of thought to ordinary things, because 
they are ordinary. They are not bad or worthless; they are just easily forgotten or over-
looked. If someone asks you what you had for dinner two days ago, you would probably 
need to think a bit to remember it, if indeed you could recall it at all. But suppose you 
had a dinner at an especially good restaurant and were served something exceptionally 
delicious, then that experience would be easy to remember. That’s why almost all every-
day music is “Here today, gone tomorrow,” but a lot of concert music is “Here today, 
here tomorrow.”

Fortunately, we don’t need to eat extraordinary food at every meal (although that is 
an attractive thought). Nor do we need to listen only to music of extraordinary qual-
ity. But there are times when such experiences are truly enjoyable and psychologically 
meaningful. And as a part of a college education, it is proper and right that you gain at 
least a basic level of listening skill and knowledge so that you can understand and value 
musical works of extraordinary quality. It would be unfortunate to acquire a college edu-
cation and be culturally illiterate about music and the arts.

Because most works of concert music contain more substance in terms of what hap-
pens in them, they often require some instruction to be understood and appreciated. 
They also require a modest degree of skill in hearing what is happening with the sounds. 
The good news is that efforts at gaining knowledge and listening skill will greatly 
enhance your enjoyment of music that is more than ordinary.

Just	as	we	have	different	clothing	for	
different	occasions,	we	have	different	
music	for	different	occasions.

crafts	such	as	needlepoint	and	basket	
weaving	are	often	referred	to	as	“folk	
arts.”

even	watching	a	football	or	baseball	
game	is	dull	if	you	don’t	understand	
the	game.
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4 Part I The Nature of Music

THe	TwIn	gOaLs:	UsefuL	InfORMaTIOn	
anD	peRcepTIve	LIsTenIng
A music appreciation course has two interrelated goals: 

 1. Acquire useful information about music and musical works 
 2. Develop the ability to hear most of the features contained in them  

Just knowing that a musical work was composed by a particular person and contains 
certain techniques of composition is of limited usefulness. On the other hand, listening 
to a musical work that seems like an incoherent mishmash of sounds is an unpleasant 
waste of time. Think about this analogy: You could get around campus by hopping along 
on one leg. But it’s far more successful and enjoyable if you walk using both legs. It’s 
much the same in dealing with most of the music you will study in this course. For this 
reason, remember this simple proposition:

Useful information + Careful listening = 
Enjoyable and meaningful listening to concert music

“I KnOw	WHaT	I LIke”
Everyone likes at least one kind of music. Usually, it’s the type of music they are familiar 
with —  and it’s often the only kind they listen to. The saying I know what I like is true. But 
so is the phrase I like what I know. It is not surprising that people feel more comfortable 
and competent with the music they know. The problem with stopping at this comfort 
level, however, is that it usually confines you to only a tiny bit of the rich world of music.

Consider this analogy: Suppose you had the chance to advise a person from a foreign 
country about what to see on a tour of the United States. You might suggest seeing 
the part of the country where you live, and that would be fine. But is that all a visitor 
should experience of the United States? What about its other great cities and natural 
wonders? The analogy with music seems clear. There is a vast and varied world of music 
out there. Why confine yourself to just one small piece of it and miss out on other kinds 
of  music that could enrich your life? The more people know about music, especially 
concert  music, the more quality they add to their lives.

Why do musical tastes differ so greatly? The most important reason is familiarity. 
The surest way to develop positive feelings about a musical work is to listen to it five or 
six times over a period of a few weeks. People enjoy what is familiar and comfortable 
to them, which is the type of music they have heard for much of their lives. A type 
of music may also encourage feelings associated with good times in their lives, which 
encourages positive attitudes toward it. In addition, people have different personalities. 
Some simply seem to take to music and the arts more than others. Although people 
differ about the types of music they like, everyone has the capacity to develop a better 
understanding of and ability to perceive music, and thereby increase their appreciation 
of more types of music.

LeaRnIng	TO	LIsTen
You deal with acquiring information in every course you take in college. But music is 
probably the only course that requires listening skill, because hearing what happens to 
the sounds is the very essence of music. For this reason, it is vital to know what to do 
to improve your ability to perceive musical sounds. The following are suggestions for 
doing that.

four	short	lectures	demonstrating	
the	relationship	between	listening	
and	information	are	included	in	the	
courseMate	for	this	book	under	the	
heading	“connecting	the	Dots.”
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5Chapter 1 Music Listening and You

Realize that hearing sounds and listening to them are not the same thing. Most people use 
the word listen in a very casual way. When musicians talk about listening, however, they 
mean an activity requiring concentration. There is a vitally important and fundamental 
point here: Listening to music is much more than just being aware of its sounds. Unless you 
really grasp the basic difference between hearing and listening, chances are that you will 
hear music only superficially, and as a result, will find limited meaning and satisfaction 
from listening to it. Unless you have a rather strong background in music, listening per-
ceptively is going to require some effort. It doesn’t happen automatically.

Adopt the habit of listening for the features of the particular musical work. Don’t just let 
the sounds wash over you. Don’t stop with just being aware that some music is playing. 
Don’t daydream or think about other things or visualize scenes while listening to con-
cert music.

Instead, as you listen, decide something about:

• The nature of melodies and themes
• The texture of the music
• The nature of the rhythm and its patterns
• The changes in dynamic levels
• The more important tone qualities
• The forms and other musical techniques

At first, this will probably not be easy to do. But over time, you will get better at 
noticing and describing these aspects of music. Try to determine these six points, even if 
you’re not sure your answers are correct. The effort will help you to listen better.

Develop different modes of listening. At least three different modes are available, and 
each has its place when listening to music. One mode involves listening for the sensuous 
qualities in a musical work, for the physical effects it produces. The chills that run down 
a listener’s back when an orchestra or choral group reaches a climactic point in a musical 
work is an example of music’s sensual power.

A second mode of listening centers on the expressive power of music. A musical work 
may give an impression of sadness, for example, but it does not describe what has caused 
that feeling. The emotional responses produced by music are general, not specific. The 
fact that music does not express definite meanings is one of its virtues. Words are too 
conventional and inflexible to allow for full expression. Music can be, and often is, a 
direct route to one’s deepest feelings.

A third mode of listening is sometimes termed “sheerly musical.” It consists of lis-
tening for what happens in the music, what notes are being played or sung, at what 
speed, in what combinations with other notes, on what instruments, with what degree 
of loudness, and so on. It is also the mode in which you become aware of the skill and 
imagination that musicians bring to creating interesting combinations of sounds. This 
mode usually requires some education to achieve, something this course and book and 
its ancillaries seek to provide.

The three modes of listening are not mutually exclusive, of course. People frequently 
switch back and forth among them as they listen. They can sense the rich warmth of a 
particular chord, respond to the romantic power of a flowing melody, and also under-
stand that the music follows a certain form.

Develop different expectations about different types of music. Everyday life encourages us 
to avoid careful listening. People learn to ignore the sounds of traffic, clocks ticking, and 
air conditioners turning on and off. People learn to “tune out” music, too. They must, 
because music is heard nearly everywhere —  in airports, supermarkets, dentists’ offices, 
and while driving a car. Music accompanies almost every activity from cleaning house 
to jogging. People would become mentally exhausted if they listened intently to all the 
music they hear each day.

What’s more, most people don’t listen carefully to the popular music they hear. 
Instead, they get most of what it has to offer by “absorbing” it, much as they absorb 
the impression of the pattern in wallpaper. It’s not a question of which kind of music 

Remind	yourself	often	of	this	crucial	
fact	as	you	progress	through	the	
course.

fantasizing	may	be	enjoyable,	but	it	
takes	your	attention	away	from	the	
music.

all	of	these	musical	terms	are	
explained	in	the	following	three	
chapters.

adopting	the	habit	of	listening	for	
specific	features	applies	to	all	kinds	of	
music	from	all	parts	of	the	world.

Sensuous	means	“of	or	appealing	to	
the	senses.”

Listening	perceptively	is	an	active	
experience.	It	requires	that	listeners	
mentally	participate	in	the	process.
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6 Part I The Nature of Music

is better! Popular music and concert music simply have different uses, and therefore they 
have different listening requirements. You should use a casual style of listening for most of 
the music you hear every day. But you should also learn to listen in a contemplative, 
thoughtful way to concert music.

And what are the differences in listening to classical and popular music?

• Most concert music is not played as loudly as popular music. To a novice listener, 
concert music may seem pretty pale when heard at its much more restrained level of 
sound.

• Most popular music consists of short pieces that last only a couple of minutes. The 
time span of many concert works is much longer. To someone not used to it, listening 
to concert music may seem like watching a video of a basketball game in slow motion.

• Popular music rarely contains any development of themes or the other more complex 
musical practices found in concert music. It is simpler and requires little or no effort 
to understand.

• With the exception of stage productions, concert music is presented without theat-
rics, flashing lights, or gyrating performers.

Improve your memory for music. Remembering is absolutely essential for under-
standing music. At any particular moment, only one millisecond of a piece of music 
can be heard. What was sounded before that millisecond exists only in your memory. 
What will be heard in future moments can only be a guess based on what was heard 
previously.

It’s not like that with what you see. An entire painting or piece of sculpture can be 
seen in a second or two. If memory were made an essential part of looking at a paint-
ing, it might be something like this: An unfamiliar picture is covered except for one 
thin, vertical opening. You can see the picture only as that opening moves across the 
painting from one side to the other. Your comprehension of the picture would result 
from: (1) your memory of what you’ve seen, (2) the tiny portion you could see at the 
millisecond, and (3) your guess about what would be revealed in succeeding moments.

Would this be a difficult way to see a picture? Definitely! But that is the way music is 
perceived, and that is why memory is so important in listening to music. To pursue our 
analogy further, the more times you see the opening drawn across the picture, the better 
you would recall its images and the more accurate your comprehension of the whole. 
That is why listening to a musical work several times, especially a complex one, is neces-
sary for understanding it.

Become more sensitive to musical sounds. Each sound in a musical work evokes some 
response, if it is noticed. A changed rhythm, a note in a chord, or the instrument playing 
a melody affects a listener’s response. A sensitivity to what is heard in music is nearly as 
important as remembering it.

Listening to music with no feeling must be something like watching a soccer game 
in which the goals have been removed. Likewise, listening to music with no feeling has 
little point. The psychological involvement is missing, and only a sterile, intellectual 
experience remains.

How can you become more responsive to musical sounds? It seems simple, but just 
trying to be more sensitive to what you hear is a good first step. Open yourself up to the 
qualities of music. You can play a short section of a work, say, five seconds. Then, ask 
yourself, What response did I have to that portion of the music?

Listen to music, especially the works you study in this course, on adequate equipment for 
rendering music. The sound systems on most laptop computers are not designed for music. 
Listening to music on a laptop must be something like watching a PowerPoint presenta-
tion from the back of a brightly lit lecture hall. You can sort of guess what’s there, but 
you miss some of the words and most of the visual images are hardly recognizable. If at all 
possible, consider buying moderately priced ear buds or speakers. They will make a huge 
difference in the quality and clarity of sound. You might also consider using the music 
listening facilities at your college or public library.

The careful analysis of an artwork 
requires more time, of course.

Not only is hearing the same work 
several times a good way to remember 
it better, it also helps in acquiring 
positive feelings for the work.

You can’t respond to something you 
don’t hear.
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7Chapter 1 Music Listening and You

active Listening Guides to Develop Listening skills
The Active Listening Guides are a very valuable part of the CourseMate, which can be 
accessed by logging in to CengageBrain.com with a passcode (available separately). The 
guides offer a visual overview of each work. They provide a graphic representation of 
the pattern of a work, an arrow that moves in perfect synchronization with the music, 
and short bits of text. To hear a section again, you can drag the arrow to any point in the 
music or click on one of the colored sections. In addition, there is a practice listening 
quiz for each work to help you practice listening for specific aspects in the music. These 
quizzes allow you to repeat a question or the entire quiz as often as you wish.

UsIng	THe	LIsTenIng	guIDes	In	THIs	
BOOk	TO	DeveLOp	LIsTenIng	skILL
The Listening Guides in this book have several features. The elapsed times from the 
beginning of the work are listed in the left-hand column. The timings in the next col-
umn to the right are from the preceding track point. These times apply only to the ancil-
lary CDs for this book. You don’t need to follow the times while listening. But because 
they offer an idea of how much time will pass between features of the work, the timings 
can be helpful.

To the right of each track time is a brief description of a feature of the music. These 
descriptions may refer to the form of the music, instruments playing, quality of the 
rhythm, or other noticeable elements in the music. The notation for the main themes 
is sometimes provided as a visual representation of what is being sounded. It is not 
expected that you be able to read music, but the suggestions offered in the enrichment 
boxes in Chapters 2 and 3 will help you understand notation better.

LIsTenIng	anD	sTuDYIng
You have a good idea of how to study for most courses: Read a book and take notes in 
class, then organize the information in your mind and, if all goes well, remember it. It’s 
somewhat different in a music course because there is an important additional element: 
listening to music.

The	cumulative	times	in	the	left-
hand	column	appear	on	the	screen	
when	using	the	downloadable	
active	Listening	guides.	when	the	
recordings	are	played	on	cD	players,	
the	times	revert	to	0:00	with	each	
new	track.

a	different	recording	of	the	same	
work	will	not	have	exactly	the	same	
timings	but	will	be	approximately	 
the	same.

Most PoPular Music� is heard 
in situations that focus on 
activities other than music.Fr
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8 Part I The Nature of Music

When beginning to study/listen to an unfamiliar work, you should:

 1. Listen to it while following the arrow and pop-up text using the Active Listening 
Guide on your computer. If you have trouble hearing something described on the 
monitor, drag the arrow back to that place and listen to that portion again —  and 
again, if necessary. It’s also an excellent idea to go through the listening practice 
questions for that work.

 2. After you feel comfortable in following a work using the Active Listening Guide, 
listen to it following the Listening Guide in the textbook. When you are able to 
notice the features as they are pointed out, then you are ready to move to the next 
step. If you have trouble following the music, you should either go back to the Active 
Listening Guide or try listening again with the Listening Guide in the book.

 3. When you are reasonably successful in following the music with the Listening Guide, 
listen to the work without any visual aids or cues. This is the way one normally lis-
tens to music, of course. See if you can hear the aspects of the music that have been 
presented in the Active Listening Guide and in the printed Listening Guide.

geTTIng	sTaRTeD	wITH	cOpLanD’s	
“HOe-DOwn”	fROM	Rodeo
Talking and reading about music is useful to a point, but then the time comes to listen 
to a musical work. “Hoe-Down” is one section of a collection of music for symphony 
orchestra that the composer, Aaron Copland, extracted from music he wrote for a ballet, 
Rodeo. The music is very American with its energetic square-dance qualities. In fact, it 
has been used as background music for a number of television commercials.

The music can be divided into three sections, with the opening section returning after 
contrasting music is heard. The Listening Guide is simple in that it covers only the main 
parts of “Hoe-Down” and uses as few musical terms as possible. Two short examples of music 
notation are included to help give the idea of what the theme is like at a particular point.

In “Hoe-Down,” Copland took a folk music style and created an artistic piece of music, 
something more than ordinary square dance music. Did you notice he used a short pat-
tern of notes? It appears several times at the beginning of the work, and it also appears at 
the beginning of the first theme. Did you also notice places where the music slows down 
and becomes quieter, only for the more vigorous music to start up again? It is such things 
that make it more interesting to listen to than just simple square dance music.

These	practice	questions	could	easily	
be	the	types	of	listening	questions	
included	on	examinations.
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“Hoe-Down” from Rodeo

cD	1,	Tracks	 1  – 3

3	Minutes	29	seconds

Three-Part Form (ABA)

0:00 1  0:00 Orchestra begins with rather loud and fast music.

  0:40 First section (A) begins with strings and other instruments playing this theme.
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Best-Known worKs

orchestra:
•	 A	Lincoln	Portrait
•	 El	salón	Mexico
ballet:
•	 Billy	the	Kid
•	 Rodeo	
•	 Appalachian	Spring
film scores:
•	 Of	Mice	and	Men
•	 The	Red	Pony
•	 Our	Town

Aaron Copland (1900–1990) was born in 
Brooklyn, New York, the son of Russian 
Jewish immigrants. His family had little 
money, and he took his first music lessons 
from an older sister. He studied books and 
scores at the New York Public Library. 
After graduating from high school, he 
studied piano and harmony in New York.

In 1921, Copland went to the American 
School of Music at Fontainebleau in 
France. The teacher there was a remarkable 
woman named Nadia Boulanger. Copland 
became the first of a long list of young 
American composers to study with her.

Copland became interested in jazz in the 
late 1920s, and several of his compositions 
contain elements of jazz. In the early 1930s, 
his music tended to be more abstract. He 

Aaron Copland

began to be concerned, however, about 
the gap between concert audiences and 
contemporary compositions. Copland 
wrote, “It made no sense to ignore them 
and to continue writing as if they did not 
exist. I felt that it was worth the effort to 
see if I couldn’t say what I had to say in 
the simplest possible terms.”

His efforts at greater simplicity were 
successful, and he was able to retain the 
interest and respect of trained musicians 
while at the same time pleasing the 
general concert-going public. Many of  
his best-known works are excellent 
examples of music with an American 
quality. In addition to his music, he 
lectured at many universities and wrote 
several very readable books about music.

  0:48 Violins continue with “square-dance” music as brasses and lower strings sound chords off the beat.

  1:20 First theme repeated.

1:40 2  0:00 Trumpet plays theme for the second section (B).
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2:13 3  0:00 Violins and other instruments take up square-dance theme.

  0:34 After the music slows down, the first theme is played again.

  0:54 First theme played again before “Hoe-Down” closes with three quick chords.

The	active	Listening	guides	are	available	via	the	courseMate	for	Music Listening Today: Advantage,	5th	edition.	 
visit	http://login.cengageBrain.com/	to	access	courseMate.

MaIn	pOInTs	Of	THIs	cHapTeR
 1. Music contributes much to the quality of life.
 2. Music exists for many different purposes, each of which encourages a particular style 

of music.
 3. People tend to like the type of music they know, and usually it is the only kind they 

listen to.
 4. “Classical” or concert/art music is an extraordinary type of music created for the 

mental and emotional satisfaction it provides. Most people need some guidance to 
perceive the qualities in concert music.
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