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Preface

This new edition of LISTEN incorporates substantial revisions. First, LISTEN:
THIRD BRIEF EDITION is a simpler and shorter book than the second brief edi-
tion. It has fewer pages, more streamlined discussions, and fewer long words
(one can nearly always find strong, simple words that are just as good as com-
plex ones). With clear, direct exposition as our goal, we overhauled three of
the five units, beginning with Unit I, Fundamentals. This unit has been improved
by reordering certain of its topics, and also by supplementing them by recorded
examples drawn from the various recording sets accompanying LISTEN.

Other units have also been reorganized, and the sequence of material is
now tighter and more logical. In Unit III, the discussion of Classical music be-
gins by focusing on the symphony; all the Classical forms are taught by way of
a single symphony. In Unit V, late twentieth-century music has a chapter for
itself, and so does jazz and music influenced by jazz (Gershwin, Bernstein): this
is our new last chapter, Chapter 24 “American Music: Jazz.” In the never-
ending search for the most effective teaching pieces, we have replaced about
15% of the musical selections.

There are other new features of various kinds; more about these in a mo-
ment. First, for those unacquainted with the LISTEN texts, we should explain
that their emphasis has always been on music, rather than on theory, history,
or listening techniques in the abstract. As far as possible, theoretical and his-
torical materials are introduced not for their own sake, or for the sake of
“memorization,” but to help convey the aesthetic qualities of actual pieces to
which students listen. We also attempt to place music in its cultural context—
at least partly for practical reasons. People who find careful listening difficult
or abstract can often listen more intensely and fruitfully when the music is an-
alyzed in relation to history, painting, literature, and ideas.

To assist in this learning process, the main discussions of Baroque, Class-
ical, Romantic, and twentieth-century music are preceded by “Prelude” chap-
ters summarizing the culture of the times, especially as this involves music.
The extensive color illustrations and captions in these chapters (and others)
are a LISTEN specialty. The “Prelude” chapters also include concise accounts
of the musical style of the era, so that they furnish background of two kinds—
cultural and stylistic—for listening to the specific pieces of music discussed in
the chapters that follow.



Preface

Coverage, that perpetual problem for teachers, is also a major problem
for textbook writers. How much emphasis should be placed on music of the
so-called common-practice period, and how much on “early music” and music
of the twentieth century? We believe that this text will work for instructors
who feel a special sense of commitment to any one of these broad areas. Our
main emphasis is indeed on the standard repertory—once again, on practical
grounds: only so much can be accomplished in a short time, and we are con-
vinced that students learn more from the presentation of a limited amount of
material in some depth than from overambitious surveys. A strong argument
can be made that beginning courses in music should introduce students to the
good music they are most likely to hear.

So we want to stress that Unit II, Early Music: An Ouverview, is strictly
optional in the book’s sequence. Since some courses will omit Unit II alto-
gether, nothing in the book depends on having studied it. Those who start with
Unit I, The Eighteenth Century, will not have to skip back for explanations
of continuo texture, recitative, fugue, and so on. On the other hand, for those
who wish to include selections of early music without teaching the entire unit,
the fairly modest amount of prose in Unit II should prove manageable as a
general orientation for the music chosen.

There are many pedagogical highlights in LISTEN: THIRD BRIEF EDITION:

7 Rather than starting directly with the elements of music, the book opens
with an “Overture”—an immediate listening experience to engage students at
the very beginning of the course. The Overture to The Bartered Bride by Bed¥ich
Smetana is traced through simply, with an emphasis on direct impressions
rather than on terminology (though en route we unobtrusively slip in some
basic technical terms, which are explained more fully in Chapters 2 through 5).

Instructors often like to work out a special presentation in the first week
to break the ice and interest students in the subject matter (and keep them
from wandering off in the direction of other courses). Chapter 1 of LISTEN
offers a specific suggestion for such an ice-breaker.

7 As fundamental concepts are introduced in Unit I—dynamics, syncopa-
tion, melody, mode, form, and more—students are guided through recorded
examples illustrating them, drawn from the various recording sets accompany-
ing LISTEN. This resource is of course also available on LISTEN!, our soft-
ware supplement (see below).

7 Between the short chapters in Unit I, there are optional “interludes” cov-
ering “Musical Notation” and “Musical Instruments.” You can assign these
interludes whole or in part, or omit them without loss of continuity. We use
musical notation in this book; we do not rely on it.

7 Brief biographies of all the main composers are included close to where
their music is discussed. The revised format of this edition sets the biographies
and composer portraits off clearly from the main text, with easy-to-read lists
of chief works provided for study purposes or reference.

7 Tabular guides to listening, with timings geared to recordings issued with the
text, are now a fixture in music instruction. Our Listening Charts have always
been superior in format, and in this edition their design has been further refined.
And there are more of them—40% more. In addition, timings are now given for
recorded selections that do not require full-scale, annotated Listening Charts, i.e.,
pieces with text and short compositions. Thus nearly every piece on the six-CD
and six-cassette sets have timings in the text making it easy for students to follow.
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7 All of the 75 compositions discussed in the text appear on the accompany-
ing six-CD and six-cassette recording sets. Much effort has been spent to find
the very best possible recordings—performances that we think are likely to in-
terest, excite, and captivate the listener. Many students will keep listening to
these recordings long after the course is over.

Three-CD and three-cassette sets are also available, for instructors who do
not have time to cover as much of the book or who prefer students to have ac-
cess to a less expensive listening package. These smaller recording sets contain
33 selections, including all seven of the selections from Chapter 24, “American
Music: Jazz”; 23 of the selections have Listening Charts.

To make maximum use of disk space (over 99%), certain selections in the
CD sets have been placed out of order, that is, not in the sequence of their
treatment in the book. Logos in the text margins tell the listener which number
CD or cassette to select (this is the numeral inside the circle or box) and then
which track or band to play (the numeral below it).

For selections with multiple CD tracks, CD-track reference boxes to the left
of the Listening Chart show where each new track begins; the green track num-
bers refer to the six-CD set and the black numbers refer to the three-CD set.

7 Previous editions of LISTEN covered only one complete multi-movement
work, Beethoven’s Fifth Symphony. Responding to many suggestions, we have
added several more to the text and to the six-CD/cassette sets: a Corelli trio
sonata (Op. 3 No. 1) and a Vivaldi concerto (Op. 4 No. 12), Haydn’s Sym-
phony No. 88, and Music for Strings, Percussion, and Celesta by Barték. Not
everyone will want to use all the movements—indeed, not all of the Barték
movements are included in the three-CD/cassette sets, and none of the Corelli—
but the option is offered for instructors who want to teach entire pieces rather
than the single movements that are usually made available.

7 Features carried over from earlier editions include timeline charts showing
the life spans of composers and other important historical figures, and the in-
dispensable Glossary. A new feature in LISTEN: THIRD BRIEF EDITION is the
inclusion of short marginal quotes from musicians and others, drawn from let-
ters, diaries, treatises, and the like. Each of them, we think, throws at least a
thin shaft of extra light on the text, making it more personal and vivid.

The supplements for this text include:

7 The Instructor’s Resource Manual (by Mark Harbold) offers Chapter
Outlines, Important Terms, Teaching Objectives, and Lecture Suggestions for
each chapter, and Class Discussion Ideas, Lecture-Demonstration Ideas, and
Listening Ideas that go beyond the textbook chapters. A Multimedia Resources
section gives many suggestions for video and software enhancements, addi-
tional Listening Charts, and much more.

7 The Test Bank (by Julie Brye) has 1274 multiple-choice and 529 essay
questions. It serves as a data-base for a Computerized Test-Generation System
that makes it easy to produce tailor-made exams on your IBM PC and
Macintosh.

7 New to this edition is LISTEN! (by Janice Kindred), interactive CD soft-
ware for use with HyperCard and the three-CD set. With its immediate music
examples and easy access to glossary definitions, historical timelines, and
scrolled listening charts keyed to the music, LISTEN! is an ideal interactive tu-
torial in a lab; it can also be used with projection apparatus in class.

6-CD 6-cassette
set set
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3-CD cassette
set set
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viii Preface

We are extremely grateful to the many battle-scarred music appreciation in-
structors who agreed to review draft chapters of the book and give us the ben-
efit of their advice for this revision. Some (whose names are marked by
asterisks in the list following) even took the time to meet with us in focus
groups. Their responses ranged from brisk red-pencilings to detailed arguments
about matters of pedagogical and historical principle, and there wasn’t one
from which we did not derive something to improve the text. In addition to
many users of our previous editions who over the years have given us sugges-
tions, we wish to thank:

Hugh Albee, Palm Beach Community College Mark Harbold, Elmburst College
Janet Averett, San Jose State University *Steven Johnson, Brigham Young University
*Jeanne Marie Belfy, Boise State University Phyllis Juszczyk, St. Francis College
*Mark Benson, Bucks County College Ronald J. Klimko, University of Idaho
Tharald Borgir, Oregon State University *Steven Kreinberg, Temple University
Roger L. Briscoe, Raritan Valley Community Leo Kreter, California State University,
College Fullerton
Andrew D. Brown, Central Missouri State Robert C. Mann, Stephen E. Austin State
University University
Steve Brown, University of Northern lowa Bruce Mayhall, University of Nevada, Reno
Julie Brye, University of Kansas B. G. McCloud, Appalachian State University
*Richard Burke, Hunter College Earl B. Miller, University of Tennessee at
William K. Burns, Seton Hall University Chattanooga
John Clark, Santa Barbara City College Dale E. Monson, Penn State University,

*Vicki Curry, University of Utah Uniduexsity Rark

Nancy L. Davis, Lorain County Community Raymond . Moore, University of Georgia
College Arthur Motycka, University of Rhode Island

Mark DeBellis, Columbia University R. C. Nelson, Lock Haven University of

David DeBolt, Kent State University Pennsylvania

Cralig De Wilde, University of California Jo-Ann Reif, Penn State University, Scranton

Savitn Barbara Patricia Root, Washington State University
David P. Doerksen, University of Oregon William R. Rudolph, Burlington County College
David M. Edris, Peru State College “Bryce Rytting, Brigham Young University
G. Daniel Fairchild, University of Wisconsin, K. Robert Schwarz, Brooklyn College

Platteville Terence S. Small, University of Florida

*David Feller, Weber State University *Edgar J. Thompson, University of Utab
Stephen G. Gates, University of Arkansas Jane B. Weidensal, Manhattan School of Music
William B. George, San Jose State University Robert L. Weiss, Southern Illinois University at
Richard H. von Grabow, lowa State University Carbondale
Sharon Davis Gratto, Gettysburg College William T. Whitener, University of Alaska,
David Grayson, University of Minnesota, Anshiorage

Minneapolis Steven Winick, Georgia State University
Richard D. Green, Northwestern University Thomas Wright, Florida State University

Thanks also to Jan Robinson for specific editorial assistance. Tom Laskey of
Sony Special Products was efficient and patient beyond the call of duty.
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However imperfectly, writing about music should evoke the quality of an
art—music; therefore we have always felt it should be read from pages that are
artistic, too. One of the many satisfactions of our long association with Worth
Publishers has been working with the distinguished designers Malcolm Grear
Associates. Once again, Pat Appleton has made this book beautiful in itself,
and also functionally beautiful: the two-color press works wonders to clarify
diagrams, music examples, and listening charts, and the design allows these to
be integrated vividly into the text. To George Touloumes, the miracle man
who has implemented this design, and to our support system at Worth—
project editor Liz Geller, picture editor Elaine Bernstein, our admirable new
development editor Richard Wallis, and the astonishingly resourceful and
tenacious, the indispensable Tom Gay—warm thanks.

JOSEPH KERMAN
VIVIAN KERMAN

Berkeley, California
June 1995
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UNIT I

Fundamentals

Unit 1, the introductory unit in this book, covers music fundamentals and
their standard terminology. In Chapter 1 we are introduced at once to a piece
of music, the Overture to The Bartered Bride by the Czech composer Bedrich
Smetana. Chapter 2 presents the basic concepts of sound and time—pitch,
dynamics, tone color, and duration—and Chapter 3 explains how time is
organized into rhythm and meter, and how pitch is deployed in scales. Then
Chapter 4 deals with melody, harmony, and other combinations of the basic
elements that have already been treated. Chapter 5 carries the discussion one
stage further, to a consideration of musical form and style. Our “Interludes”
treat musical instruments and musical notation.

Listening

The basic activity that leads to the love of music and to its understanding—to
what is sometimes called “music appreciation—is listening to particular pieces
of music again and again. Such, as least, is the premise of this book. Its pages
are filled mostly with discussions of musical compositions—symphonies, con-
that people have found more and more rewarding

certos, operas, and the like
as they have listened to them repeatedly. These discussions are meant to intro-

duce you to the contents of these works and their aesthetic qualities: what goes
on in the music, and how it affects us.

The kind of hands-on knowledge of music that is necessary for a music
professional—for a composer or a performer—is of no special use to you as a
nonprofessional listener. But an acquaintance with musical concepts and musi-
cal terms can be useful, by helping you grasp more clearly what you already
hear in music. Analyzing things, pinpointing things, even simply using the right
names for things all make us more actively aware of them. Sometimes, too, this
process of analysis, pinpointing, and naming can actually assist listening. We
become more alert, as it were, to aspects of music when they have been pointed
out. And sharper awareness contributes to greater appreciation of music, and
of the other arts as well.

Since our emphasis is on music, that is where we start—uwith an actual lis-
tening experience, our “overture” to this book. This will exemplify in a general
way some of the concepts to be introduced in the following chapters, and make
understanding the terminology of music, when we come to explain it, seem less
abstract and mysterious, more immediate and alive.



