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Why study music? There are many reasons, but perhaps the most important are 

pleasure and understanding. We have designed this book and digital companion 

MindTap to introduce undergraduates to the study of music the world over. The 

only prerequisites are a curious ear and an inquisitive mind.

An Authoritative Case Study Approach

The authors of this textbook agree that the best introduction to the music of the 

world’s peoples is not a survey or musical world tour, which is inevitably superficial. 

Instead, our approach explores in some depth the music of a smaller number of rep-

resentative human groups. This approach is not new; we have employed it in every 

edition of this book since it first appeared thirty-two years ago. It adapts to ethno-

musicology the case method in anthropology, the touchstone approach in literature, 

and the problems approach in history. The object is not to offer students a sampling 

of a great many musical worlds, but instead to encourage experiencing what it is like 

to be an ethnomusicologist coming to understand an unfamiliar music on its own 

terms. We decided on a limited number of case studies rather than a broader sur-

vey because that is how we teach the introductory-level world-music course at our  

colleges and universities. We thought also that by writing about music in societies 

we know firsthand from our fieldwork, we could produce an authoritative text. 

We designed the chapters following six guiding principles. 

1. We think a textbook in world music should go beyond merely avoiding elitism 

and ethnocentrism. Students need to understand an unfamiliar music on its 

own terms—that is, as the people who make the music understand it. 

2. In order to know music as a human activity, not just a sequence of organized 

sound, we need to ask what the life of a musician is like in different societies 

and find answers in life histories and autobiographies. 

3. We single out the words of songs for special attention because they often con-

vey the meaning and purposes of musical performances as the music makers 

comprehend them. 

4. We have made certain that the musical examples discussed in the book can be 

heard online. 

5. Student music-making projects—singing, and building and playing 

instruments—should, if properly directed and seriously approached, greatly 

increase appreciation of a musical style. 

Preface
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6. And most important, an introduction to world music should provide pleasure 

as well as knowledge. To appreciate and understand the structures and styles of 

the music under discussion, students are provided with print and digital Active 

Listening Guides describing musical features as they occur in real time on the 

accompanying recordings that may be heard via MindTap. 

Using Worlds of Music

The first chapter of this book introduces the elements of world music. Using as 

illustrations the popular Ghanaian postal workers’ stamp-canceling music and 

the songs of hermit thrushes, Chapter 1 asks how one draws the line between 

sound that is music and nonmusical sound. Using everyday ideas of rhythm, meter, 

melody, and harmony, it sharpens these rudimentary concepts and shows how 

they can help one understand the various musics presented in this book. In an 

ethnomusicological context, rudiments include not only those familiar elements 

of musical organization, but also a basic approach to music’s place in human life. 

For that reason, Chapter 1 introduces a performance model showing how music 

relates to communities and their history; the chapter also introduces a component 

model that includes musical sound and structure as well as other elements of a 

music-culture, including ideas, social behavior, and material culture. We introduce 

musical worlds as ecological, sustainable, human systems—a theme that is picked 

up in many of the succeeding chapters. 

Chapters 2-10 concentrate on music in a particular geographical and cul-

tural area featuring core recordings, like a demonstration of Javanese gamelan in 

which the orchestral layers are gradually incorporated, thereby showing how the 

ensemble’s parts relate to the whole (Chapter 7). We also include the same kind of 

demonstration featuring the component parts of the drum ensemble that performs 

Agbekor (Chapter 3). These demonstrations help students to understand the way 

these complex ensembles function. We encourage instructors to add or substitute a 

case study based on their own research.

The last chapter guides students through a fieldwork project in which they 

are encouraged to do original research on nearby music-making. Because any 

fieldwork project should begin well before the end of the term, we suggest that 

Chapter 11 be read just after the first case study and that students begin field-

work immediately afterward, based on a proposal in which they present both a 

subject and a preliminary topic, describe their projected role and access to the 

musical culture, and present a tentative work plan. Many students say the field 

projects are the most valuable experiences they take away from this introductory 

course, particularly insofar as they must make sense of what they document in the 

field. The field project encourages original research. Students find it attractive and 

meaningful to make an original contribution to knowledge.

Worlds of Music comes in two versions: the full one and this shorter one. Based 

on Worlds of Music, 6th Edition (2016), this shorter version offers a textbook aimed 

squarely at students without prior musical training who want an authoritative and 

pleasurable entry-level introduction to the music of the world’s peoples. It provides 
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readers with curious ears a chance to experience in depth the varying sounds, musi-

cal expressions, and aesthetic and cultural principles of varying groups in different 

parts of the globe. 

This edition of the shorter version differs from the previous shorter edition 

in several ways. Most important, first, a new chapter on Native American music, 

by Christopher Scales, replaces the former chapter by the late David McAllester. 

Second, the chapters have been revised and updated with new material. See the 

following list for details of the revisions. 

New to This Edition

Global Changes

 ● Learning Objectives start every chapter so that students can preview what 

they will be expected to learn from the chapter.
 ● Salient Characteristics are featured more consistently throughout 

the chapters, highlighting musical characteristics and social-cultural 

characteristics of music cultures.
 ● The Close Listening feature is now called Active Listening.
 ● Ten Study Questions appear at the end of every chapter so that students 

can review and advance their understanding of the chapter’s learning 

objectives.

Chapter 1: The Music-Culture as a World of Music

 ● New recording of hermit thrushes; updated and revised text.

Chapter 2: North America/Native America

 ● New to the fourth edition; written by Christopher Scales; replaces the 

former chapter by the late David McAllester yet retains some of its classic 

features. 

Chapter 3: Africa/Ewe, Dagbamba, Shona, BaAka

 ● A new section, “Fela and Afrobeat,” outlines how Fela Anikulapo Kuti forged 

the musical style he popularized as “Afrobeat,” including an Active Listening 

feature for his song “Teacher Don’t Teach Me Nonsense.”

Chapter 4: North America/Black America

 ● A revised Introduction contrasting an early African-American blues 

recording, by Ma Rainey (a new musical example), with a typical popular 

recording from the same period.
 ● Further discussion of Ma Rainey’s “Hustlin’ Blues” examines the lyrics.
 ● A new section, “Blues in the New Millennium,” discusses Americana music 

and the work of James “Super Chikan” Johnson, including a new Active 

Listening feature for his song “Poor Broke Boy.”
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Chapter 5: Europe/Central and Southeastern Regions

 ● Revised Active Listening features.
 ● Updated interpretations of European musics in the world context.

Chapter 6: Asia/India

 ● A revised section, “The Aryans,” includes a discussion of Vedic chant.
 ● A new section, “Religion and Music in South India,” discusses a major genre 

of music, the bhajan.
 ● A new section, “A Piece from the Dance Tradition: ‘Krishna Nee Begane 

Baro’,” closely examines a song from the dance tradition.
 ● A revised section, “Pop Music,” moves to later in the chapter, and now includes 

a discussion of the more up-to-date Indian popular song “Urvasi Urvasi.”

Chapter 7: Asia/Indonesia

 ● A revised Introduction compares Javanese musical examples. 
 ● A new section, “Gigi: Indonesian Rock Music,” features the popular Indonesian 

rock group, Gigi, and an Active Listening feature of their song “Dan Sekarang.” 

Chapter 10: The Arab World

 ● A revised section, “Wedding Traditions of the Eastern Mediterranean Arab 

World (The Levant),” discusses how poetry, music, and dance have helped 

catalyze social protest and resistance in the Arab World. 
 ● A new section, “Musical Biodiversity in the City of Salalah, Sultanate of 

Oman,” discusses the author’s recent fieldwork related to how the traditional 

arts impact the tourism economy as well as the national narrative and her 

experiences at the Salalah Tourism Festival, including a close examination 

of and an Active Listening feature for the song “Batal al Bab,” including one 

new transcription. 

Chapter 11: Discovering and Documenting a World of Music

 ● A revised section, “Ethics,” includes a discussion of applied ethnomusicology 

and how the ethnomusicologist’s advocacy for and partnership with music 

cultures has increased in the new millennium. 

 MindTap 

The Shorter Version can be accompanied by MindTap, a fully online, highly per-

sonalized learning experience built upon Worlds of Music. MindTap combines 

student learning tools—readings, multimedia, activities, and assessments—into a 

singular Learning Path that guides students through their course. Instructors can 

personalize the experience by customizing authoritative Cengage Learning content 

and learning tools with their own content in the Learning Path via apps that inte-

grate with the MindTap framework. 
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The MindTap reader, which contains the full text and all illustrations of the 

printed chapters introduces concepts and provides context and depth. More than a 

digital version of a textbook, MindTap is an interactive learning resource that creates 

a digital reading experience. The robust functionality allows learners to take notes, 

highlight text, and even find a definition right from the page with the Merriam-

Webster MindApp. The core musical examples are available online with the chapter 

reference, either streaming or with suggestions for finding the music online. 

All of the core musical examples are accompanied by interactive Active  

Listening Guides, which provide a real-time visualization of the music playing 

in perfect synchronization with descriptions of what is happening in the music.  

Listening activities open every chapter; most chapters provide links to videos 

related to chapter content; and every chapter includes quizzes with listening 

questions, content questions, and essay questions. Flashcards of key terms gives 

students the ability to study while on the go.

The marginal cues in this book signal that music, practice and testing opportu-

nities, and interactive features are available via MindTap. If you’d rather just have 

access to the music, you can bundle Worlds of Music with a pass code to access the 

streaming music and links to the music not otherwise available.

Ethnomusicology: The Study of People 
Making Music

The authors of this book are ethnomusicologists; our field, ethnomusicology, is the 

study of music as culture, underlining the fact that music is a way of organizing 

human activity. By culture, we do not mean “the elite arts”; rather, we use the term 

as anthropologists do: Culture is a people’s knowledge and their particular way of 

life, learned and socially transmitted through centuries of adapting to the natural 

and human world. Ethnomusicologists investigate all music: not just music in non-

Western societies, but also Western folk, popular, art and ethnic musics. 

I like to define ethnomusicology as the study of people making music. People 

“make” music in two ways: They make or construct the idea of music—what music 

is (and is not) and what it does—and they make or produce the sounds that they 

call music. Although we experience music as something “out there” in the world, 

our response to music depends on the ideas we associate with that music, and 

those ideas come from the people (ourselves included) who carry our culture. In 

that way, music also makes (affects) people; the relationship is reciprocal. To use 

academic language, people make music into a cultural domain, with associated sets 

of ideas and activities. We could not even pick out musical form and structure, how 

the parts of a piece of music work with one another, if we did not depend on the 

idea that music must be organized rather than random, and if we had not learned 

to make music that way. (Analyzing form and structure is characteristic of some 

cultures, including Western ones, but in other areas of the world people do not 

habitually break a thing down into parts to analyze it.)

Furthermore, because ethnomusicologists believe that there is no such reality 

as “the music itself”—that is, music apart from cultural considerations—we are 
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not satisfied merely to analyze and compare musical forms, structures, melodies, 

rhythms, compositions, and genres. Instead, we borrow insights and methods 

from anthropology, sociology, literary criticism, linguistics, science, and history to 

understand music as human expression. Ethnomusicology is therefore multidisci-

plinary, combining elements of the arts, humanities, and sciences. Because of its 

eclectic methods and worldwide scope, ethnomusicology is well suited to students 

seeking a liberal arts education.

Changing Worlds of Music

When the first edition of this textbook appeared in 1984, formal study of the music 

of the world’s peoples emphasized the musics of indigenous (formerly termed 

“tribal” or “native”) peoples, classical musics of Asia and the Middle East, and 

the folk, ethnic, and immigrant musics of the Western continents. The integrity 

of any curriculum in ethnomusicology today requires that a historical, geographic, 

cultural, and genre-based emphasis continue, and yet in the past twenty years 

ethnomusicologists have moved toward a more complex and nuanced picture. The 

older map of a world divided into markedly different human groups, each with its 

own distinct music, is no longer accurate; perhaps it never was. Transnationalism,  

which connects individuals and institutions without much regard for national 

boundaries, has been facilitated by the increasingly globalized world economy and 

by worldwide information systems such as the internet. This phenomenon has 

changed many twenty-first-century people into musical cosmopolitans, participat-

ing in more than one music-culture.

Musical transnationalism is the result of at least four major changes in the 

previous century. First, the enormous influence of media on contemporary musical 

life, not only in the largest cities but also in the remotest villages, has enabled peo-

ple to hear many new and different kinds of music. Second, increasing migration 

of people has engendered musical exchange and interchange. In the nineteenth 

and the first half of the twentieth centuries, these migrations were chiefly one-

way trips, forming diasporic settlements linked to a homeland mainly by memory; 

but today, with globalized information systems and easier travel, migrations are 

transnational and more fluid, with the migrants moving back and forth among 

different geographic and cultural spaces. Third, modernization and Westerniza-

tion throughout the world has brought Western music and musical institutions 

to non-Western cultures, where they have been variously resisted, adapted, and 

transformed. Finally, “world music,” a new category of popular, mass-mediated 

music based on a mix or fusion of elements associated with one or more musical 

cultures, a music with a market niche of its own, has become an intriguing path for 

musicians and a significant commodity of the media industry. Globalization today 

characterizes virtually all commerce, and many people regard music primarily as a 

commodity.

Indeed, some musical consumers equate world music with the music of the 

world’s peoples. Of course, because most music making throughout the world falls 

outside of that marketing category, no responsible introduction to the music of the 

world’s peoples should focus primarily on world music; yet, the rise of world music 
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and a global economy challenges ethnomusicologists’ categories, whether they be 

categories of genre or geography. It presents new challenges to fundamental con-

cepts such as ethnicity and culture as well.

Worlds of Music has had a long run, going through six major editions, four 

shorter editions, and translations into Italian, Greek, and Chinese. On its first pub-

lication in 1984, it became the bestselling textbook in its field, a position it has 

never relinquished. As it went through a succession of editions, adding music-

cultures (the current edition has nine), we maintained a community of coauthors 

and our belief that in-depth case studies of particular music-cultures is the best 

introduction to the music of the world’s peoples. The genius of Worlds of Music, 

as one of my colleagues told me, is that it is complete in itself: it not only encour-

ages students to learn the subject but it teaches the professors how to teach it. 

While no such book could ever be complete, perhaps its combination of depth 

and user-friendliness has accounted for its success over the years. It has taught 

generations of students to consider not just the world’s musical sounds but also 

music-cultures; to think not only about musical structures and genres and instru-

ments, but also about the ways in which people within music-cultures experi-

ence music; to think about lyrics and their meaning; to learn by doing—by singing 

and by building and playing instruments; and to accomplish an original fieldwork 

project and experience what it is like to be an ethnomusicologist. That is, for more 

than three decades now, this book in all its editions has promoted an in-depth, 

experiential, hands-on, ears-open, and thoughtful introductory approach to the 

study of people making music.
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