
CHAPTER 2—THE ISLAND OF MUSIC IN A MAJOR KEY 

What happened differently to Ben Qweller when he heard Smells Like Teen Spirit for the first 

time? Here is one way to find out. We phone him up, then hire a car to take him back to the roller 

rink, then put him into an MRI machine and ask him to lie very still. Then we resurrect Kurt 

Cobain and ask him to compose another song that is just as good as Teen Spirit. 

This is not meant to be sarcasm. Rather this is meant to show how utterly impossible it is 

to reproduce the conditions in which Qweller heard Smells Like Teen Spirit for the first time. 

Throughout this book I will share many more stories like the ones told by Qweller and the other 

people we met in Chapter One. The same themes will appear again and again in these stories, but 

by far the most prominent theme will be the near-total randomness of these critical, life-changing 

musical encounters. You can never predict when, or where, or under what circumstances, a piece 

of music will change a person’s life. Even the top selling hit of the year does not affect everyone 

who hears it the same way. Smells Like Teen Spirit was a huge hit when it was released in 1991, 

but not every teenager who heard it formed his own indie rock band. Even the Eroica, recognized 

by many to be the best symphony of all time, does not affect everyone the same way. Yes, there 

will always be people who will listen to the Eroica and love it, but they will be in the minority. 

There will be many more people who listen to it and do not love it. The majority of people living 

on this planet will never get chills from listening to the Eroica, or from listening to Teen Spirit, 
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for that matter, regardless of the stellar production or the seminal performance or the perfectly 

crafted program note or the heroic effort of a charismatic professor of music appreciation. A 

person may be able to learn to appreciate a piece of music, but nobody can learn to love a piece 

of music. This love is unteachable.  

Until we have the ability to go back in time, there is no actual experiment that can give us 

a view into the mind of Ben Qweller at the moment when he heard Teen Spirit. But there is 

another option, a thought experiment, and this, it turns out, has distinct advantages over a real 

experiment. One advantage is that we can perform a thought experiment on a young subject. We 

want a young subject because the majority of the life-changing encounters that people recall 

happened in the teenage years or earlier. Another advantage is that we can thoroughly shield our 

young subject from hearing the new piece of music up until the very moment we are ready for 

her to hear it. That is hard pull off in real life, as we are constantly surrounded by music whether 

we like it or not. Another advantage, and by far the most important one, is that we can perform 

the experiment more than once on the same subject. By performing the experiment multiple 

times, we will see that there are a very limited number of ways that a person can respond in an 

encounter with any new piece of music under any circumstances. In fact there are only three 

ways that a person can respond in an encounter with a new piece. They are neutral, negative and 

positive. 

The most common of the three responses is neutral. This happens every day, all day long. 

You hear a new piece of music, on the radio, on television, in the elevator or at a coffee shop. It 

sounds like something that you have heard before. You may like it or you may not like it, but 

either way, you have heard it before. It does not change your life. It does not change anything. 
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The second most common response is negative. It does not sound like any music that you have 

heard before. In fact it does not sound like music at all. The least common response, which was 

Ben Qweller’s response to Smells Like Teen Spirit, is positive. It is an open and shut case. There 

is nothing to discuss. No words can describe it. Holy shit, you love it. 

Right now you probably can recall your own real encounters with music in which you 

experienced each of these three responses, neutral, negative and positive. This makes you the 

perfect subject. So with your permission, let’s get started. I promise that no listeners will be 

harmed in the writing of this thought experiment. 

II 

Imagine that you were born on an island where all music was in a major key. As a child you sang 

and danced to songs like Row, Row, Row Your Boat and the Barney song. You learned to play 

Twinkle, Twinkle on your quarter size violin. Everything on this island was sparkling and 

beautiful. There were no stray accidentals, no dissonant chords. Your musical world was a clear 

field of pure melodies, all entirely playable on the white keys of the piano, all harmonized by 

triads with a light sprinkling of dominant seventh chords. Then one day, everything changed.  

Right after your eighth birthday, your family moved to the mainland. At first, you did not 

notice much of a difference. There were trees and flowers. The neighbor had a dog. You ate the 

same cereal for breakfast that you ate on your island. But one day around lunchtime you came 

into the kitchen looking for a snack. The radio was tuned to the local station, and you heard 

something that you had never heard before. You heard a melody in a minor key. 
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This melody had both sharps and flats. You could not play it on the white keys of the 

piano if you tried. There was a dominant seventh chord resolving to a minor triad. There were 

sounds you never heard on your island. How did you react to that twisted melody and those 

startling chords? We will run the experiment three times, once for each of the three responses, 

beginning at the moment you come into the kitchen looking for a snack. We will start with the 

neutral response.   

You are hungry. You burst into the kitchen. The radio is playing a song in a minor key. 

The vibrations from the radio are detected by your ear. This sends a signal via the nerves to your 

brain. What do you hear? You hear a male voice singing and a guitar picking. You hear a mostly 

stepwise melody, some vaguely familiar chords. You hear a gentle rhythm in the drum set. You 

hear many features of this song which you like. You think the song is nice. But you do not notice, 

you do not hear, the few features that make this song different from the songs that you heard for 

the last eight years on your island. You do not hear the sharps and flats or the dominant seventh 

resolving to a minor triad. These sounds are right there in the hearing equivalent of plain sight, 

yet somehow they are not right there for you. These sounds have no presence. As far as you are 

concerned, the song is nice but it is nothing special. It is nothing new. How do you respond? You 

breeze through the kitchen, grab a banana, and go on your way, skipping and singing Row, Row, 

Row Your Boat. 

People in our highly connected culture encounter a vast amount of music. There are 

sounds in this music, like the sharps and flats, like the dominant seventh resolving to a minor 

triad, that many if not the majority of people in our culture do not notice, that they do not hear, 

neither the first time they encounter these sounds in a piece of music nor the fiftieth time. I 
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would wager that a significant percentage of people in our culture go through their entire lives 

without noticing, without ever hearing, the particular sounds that distinguish a song in a minor 

key from a song in a major key. It is not that they are tone deaf. It is just that they do not hear 

these particular sounds. They are preoccupied listening to other sounds. Maybe they are listening 

to other kinds of music where the difference between major and minor is not important. They 

inhabit a musical world in which the difference between major and minor has no real relevance. 

And they like it just fine. It would be no different if they had literally spent their entire lives 

confined to the island of music in a major key, or perhaps some other island, say, the island of 

music made of pentatonic scales. A neutral response to hearing a new sound is the same thing as 

not hearing that sound at all. 

III 

Not all of our responses to music are neutral. There are times when you encounter a piece of 

music that has a new sound, and you in fact notice the new sound. Then the response can be 

either negative, “that is not music,” or positive, “I love it.” We will run the experiment again, this 

time to observe the negative response.  

You are hungry, you burst into the kitchen, the radio is playing a song in a minor key, and 

the vibrations are detected by your ear. What do you hear? You hear a voice singing. It sounds 

bad. You hear a melody. It is full of wrong notes. You hear a guitar picking. The guitar is out of 

tune. Then the melody leaps up to a screeching high note, then sustains it, painfully, for what 

seems like an eternity. You call this music? This is not music. It sounds terrible. It is out of tune. 
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It is full of wrong notes. Your response? You grab a banana and run out of the kitchen as fast as 

you can.  

The difference between the neutral response and the negative response is obvious. In the 

neutral response, your ear glides right over the sharps and flats and the dominant seventh 

resolving to a minor triad. It is as if the sounds are not even there. But in the negative response 

the sounds are there. You hear the sounds. They have a presence for you, but it is a presence that 

is painful. You recognize that these are sounds you never heard on your island. So what are they 

doing in a piece of music? These sounds are noise. It is as if someone started up a lawn mower 

right in the middle of the song. The sharps and flats and the weird chords have no more business 

being in a piece of music than the sound of your neighbor mowing the lawn. 

At first it might seem ridiculous to compare the sound of the sharps and flats to the sound 

of a lawn mower. But let us take a step back for a moment. A negative response can occur, as it 

does in the thought experiment, on an individual level, when a person encounters a sound that 

she, in her limited experience, has not heard before. It also can occur on a cultural level, as it has 

throughout history, when a composer introduces sounds into music that nobody has heard before. 

The examples are well-known, even if they do not come along every day. It happened in the 

early twentieth century when Stravinsky introduced the ear-shattering orchestral dissonances of 

The Rite of Spring. It happened again in the sixties when Jimi Hendrix expanded the palette of 

the electric guitar to include the controlled use of amplifier feedback in Third Stone from the 

Sun. For many people at the time, these sounds were mistakes or worse. These sounds were 

noise. They had no business being in a piece of music. 
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That leaves only the positive response. We will run the experiment once more beginning 

at the same moment. You are hungry, you burst into the kitchen, the radio is playing a song in a 

minor key, and the vibrations are detected by your ear. What do you hear? 

IV 

At first you hear a guitar picking one chord, then another, then another. Each chord in itself is not 

so strange, but you know that you never heard those chords together in the same song. The 

chords stop, then start again, but this time with a man singing a plain melody at first. Then 

suddenly the melody leaps up to a note that makes a dissonance with the chords underneath. You 

never heard a note like that on your island. It is weird. It is indescribable. The verse repeats so 

the note comes back again and again. You stand there, spellbound, until the end of the song. Then 

you turn off the radio so you can stay as long as possible in the resonance of that note. By the 

time your mom comes in, you have forgotten that you are hungry. Instead of asking for lunch, 

you ask if she can go out and buy you a CD. When she does finally, a few days later, you put it 

on and the same thing happens. Hearing that note makes you cry on the inside. You use 

headphones so nobody knows you are listening to the same song over and over again. 

Of the three ways that a person can respond to a new piece of music, a positive response, 

like this one, is the most rare and the most important. The song, and above all that note, have a 

huge effect on you. The song holds you in its spell for weeks or months or even longer. Years 

later whenever you hear this song, you are transported back to that kitchen. You feel the same 

tightness in your throat that you felt the first time you heard that weird lonely high note. 
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To call this a positive response is an understatement. This song, let’s call it “House of the 

Rising Sun,” is a Mount Everest in your musical world. Hearing it for the first time was a turning 

point. There was your life before you heard it and your life after you heard it. This song, together 

with the other major peaks in your musical world, define music for you. This song is your 

answer to the question of what music is. If somebody asks who your favorite singer is, you think 

of this song. If somebody asks you what kind of music do you like, you think this song. If 

somebody asks, simply, “do you like music,” again, you think of  “House of the Rising Sun.” 

People do not love music in general. Do I have to write that twice? People do not love 

music in general. People only love the special case. People love their own personal Everest, 

whether it is “House of the Rising Sun” or “Smells Like Teen Spirit” or the first movement of the 

Eroica. What this means, folks, is that nobody loves music in general. Nobody loves the overtone 

series or meter or sonata form. When we talk about the power of music, we are not talking about 

the power of the overtone series or the power of meter or the power of sonata form. Rather, we 

are talking about the power of the special case, the one piece in a million that, ten or twenty or 

forty years ago, kicked a door open in your mind. And you have not been the same ever since. 

We are talking about the positive response to hearing a new piece of music. 

A positive response is rare. It is very important. It has a lasting effect on you. This effect 

does not dawn on you gradually. It is a blow, immediate, physical. It is a defining moment in a 

lifetime of music. Yet, for all of our advanced understanding of music theory and music 

cognition, there is no name for this. We have names for all kinds of things in music, but there is 

no name for the one thing that, for each of us, defines what music is. Almost all music leaves us 

unchanged, exactly as we were before the encounter. But this music, the rare piece that 
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engenders a positive response, changes us. It deserves a name. It needs a name to distinguish it 

from the vastness of music that we hear every day, that has no impact whatsoever, that goes in 

one ear and right out the other. 

I call it a salient. I mean the noun. It has to be a noun. It has a presence and a solidity for 

the person who experiences it that makes it stand out from all other music. Salient is used as a 

noun rarely, and usually in reference to a risky military operation. The Battle of the Bulge is a 

famous example. It is not an exaggeration to suggest that the military connotations apply to 

music. There are elements of risk, luck and even danger in an encounter with the music that 

changes us. Why did people react so violently at the premiere of the Rite of Spring? Why is the 

pop music of any era so liberating to the young but so great a threat to their parents? 

There is always a map for a military salient, so here, I will draw you a map for a musical 

salient. Picture a circle. It represents the musical world of a person at a point in time. The map 

for a military salient has a before and an after. The same is true for a musical salient. Thus, the 

circle represents the before, your musical world as you walk into the kitchen. At that moment, 

the circle encompasses your established musical territory. This includes Row, Row, Row Your 

Boat and the Barney song and dozens of other songs, all in a major key, that you heard in your 

life up until that point. Then the radio plays “House of the Rising Sun,” which is represented by a 

dot outside the circle, a noticeable distance, but not too far, from the edge. Many of the sounds 

that make up this song are familiar, so the dot is still within shouting distance of the edge. But 

some of the sounds are definitely new, notably the sound of the sharps and flats and the sound of 

the dominant seventh chord resolving to a minor triad. Your response to this new song will be 

either neutral, negative or positive. If your response is positive, if you hear the new song and 
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love it, then the circle expands to include the dot. In that a-ha moment, your musical world 

becomes larger. But there is much more going here than the simple addition of one new song to 

your playlist. When you hear the new sounds in “House of the Rising Sun,” the circle increases, 

making space in your musical world for many more new songs, also in a minor key, that have 

these same new sounds. Suddenly many more new pieces of music that you never heard before 

have come within your reach. 

V 

In the thought experiment, the negative and the neutral response seemed very different from each 

other. When you had a neutral response to the new song, you left the kitchen skipping and 

singing “Row, Row, Row Your Boat,” but when you had a negative response, you ran from the 

kitchen as fast as you could. But the map with the circle and dot shows that both of these are 

essentially the same response. For both, there is no expansion of the circle. 

The map for both the negative and the neutral response starts the same way as the map 

for the positive response. A circle represents your musical world as you are headed towards the 

kitchen looking for a snack. The circle encompasses your established territory, “Row, Row, Row 

Your Boat” and all of the other songs that you sung on your island. You enter the kitchen and the 

radio is playing “House of the Rising Sun.” This is represented by a dot outside the circle. Many 

sounds of the song are familiar. They are literally the same sounds that you heard on your island. 

But there are some sounds in the song that you never encountered before, the sharps and flats 

together in the same melody for instance. In the negative response, you notice the strange 

sounds. In fact your ear is fastened on them. They sound like wrong notes. Your response is that 
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these sounds are not even music. There is no expansion of the circle. Hearing “House of the 

Rising Sun” does not change your musical world one iota. This is not so different from the 

neutral response in which you do not notice the new sounds, the sharps and flats mingling 

together in the same melody, not even for a second. Your ear glides over the new sounds. Your 

musical world stays intact. Not noticing a new sound is the same thing as not hearing it at all. In 

both the negative and the neutral response, your experience of music is the same as it would have 

been if you had never left the island of music in a major key. 

There is a mysterious barrier to hearing a new sound. A person must make a special effort 

to break out of his musical world. When I taught ear training, I noticed that some students had 

gaps in their hearing. These gaps were most apparent in the exercises to identify melodic 

intervals. There were intervals that some students simply did not hear. It was no different from 

the thought experiment, in the neutral response, when you did not even notice, when you did not 

hear, that there were sharps and flats mixed together in the same melody. Your ear glided right 

over the critical notes. You did not hear the difference between this melody, with the sharps and 

flats, and all of the melodies from your island, which were free of accidentals. I recall one 

student who could correctly identify all of the intervals, every time, except for one of them, a 

minor sixth. If I played a minor sixth on the piano, he could only guess that it was one of the 

larger intervals. He might call it a perfect fifth or a major sixth. Sometimes he would seem to get 

it right and call it a minor sixth, but that was only because he was guessing. He could not tell that 

he had guessed correctly. If each interval were a color, then that crayon, the minor sixth, was 

missing from his box. 
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VI 

A special effort is required to bring about a salient. What is the nature of this effort? What did 

Ben Qweller actually do that day, at the roller rink, when he heard the first three notes of Smells 

Like Teen Spirit? What did Brooks do on the day he finally discovered off beats? Brooks had 

many opportunities before that, every time, in fact, that he got stuck with the rhythm sticks. What 

did he do differently on the day he sang and played “Pick a Bale of Cotton?” What had my ear 

training student done differently when, one day late in the semester, he showed up to class and 

finally was able to hear a minor sixth? The question is not what happened to Qweller or to 

Brooks or to my student. Rather the question is what did they do. In all three cases, the answer is 

the same. They heard a new sound. 

That’s it? They heard a new sound? But don’t we hear new sounds every day? No we do 

not. The act of hearing a new sound, what I call a salient, is rare. It is a defining moment in a 

lifetime of music. We do not experience a defining moment every day. Whatever Qweller and 

Brooks and my student did was something rather special. But what was it? 

We know what it was not. It was not difficult. Nor was it easy. It did not involve learning 

or preparation. I know that because the learning and preparation that I delivered to my students 

in ear training class was no help to the poor boy who could not hear a minor sixth. We could give 

up right now and conclude that the act of hearing a new sound is a mysterious, marvelous leap of 

intuition, a moment of pure inspiration. But I will not quit that easily. However, before I can 

explain what hearing a new sound is, I need first to explain, precisely, what a sound is.  

In all of the examples of a salient so far, the sound was not a single note. For Ben 

Qweller, the sound was the first three notes of the four-note guitar riff. For Brooks, it was a string 
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of notes evenly spaced in time, like a metronome, between which he heard the off beats. For my 

student, I don’t know what the sound was because his encounter with a piece of music in which 

he heard a minor sixth happened outside of my classroom. So it could have been anything, a 

melody, a baseline, a chord. But I do know one thing. His sound was not a single note since the 

minor sixth itself is two notes. 

In the chapters to come on melody, rhythm, harmony and timbre, there are many more 

examples of a salient, and every one of them involves more than a single note. In the course of 

my research for this book, I searched for an example of a salient that is a single note. Every time 

I found someone who said, “I love a note,” it turned out, as it did in the case of Sally, that what 

the person loved was not a single note but a sound made up of multiple notes. The Law and 

Order “chung chung” is many notes sounding together. If there is anyone out there who thinks 

that he has experienced a salient that was just one note, please give me a call and we can talk 

about it. 

A sound is not a single note. It is not any number of notes. A sound is not the notes 

themselves. Rather a sound is the relationship between the notes. For example, the sound called a 

major sixth is a relationship between two notes. The sound called a minor sixth is a different 

relationship between two notes. By the way, the sound called a minor sixth is not smaller or 

bigger or less this or more that, or, despite its name, less major or more minor. The sound called 

a minor sixth is just different. It is, just, itself. It is its own sound. 

Most sounds have more than two notes. For example, the sound of do-re-mi, a.k.a. the 

first three notes of the major scale, has of course three notes, but the sound of do-re-mi is not the 

the notes themselves. It is the sound of the relationships between the notes, between do and re, 
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between re and mi, and between do and mi. The sound, which I am calling for lack of a better 

name do-re-mi, is a total of these three relationships. Likewise, the sound of do-re-ma, the first 

three notes of the minor scale, is a different set of relationships, between do and re, between re 

and ma, and between do and ma. On the face of it, do-re-mi and do-re-ma seem to have a lot in 

common. They have two of three notes in common. But, as I said, a sound is not the notes 

themselves. Rather, a sound is the relationship between the notes. So while do-re-mi and do-re-

ma have two of three notes in common, they have only one of three relationships in common. 

Do-re-ma is a whole different story from do-re-mi. Do-re-ma is not smaller or bigger or less this 

or more that, or even less major or more minor. The sound of do-re-ma is just different. It is its 

own sound. 

If a sound is not the notes themselves, if a sound is the relationships between the notes, 

then what is hearing? This will be easier to understand if we answer, first, what is not hearing? In 

my ear training class I got to see many examples of not hearing. What was my student not 

hearing when he still could not identify the minor sixth? He was not hearing that this particular 

relationship, the interval called a minor sixth, was distinctly different from all of the other 

relationships, the other intervals, that he could hear, a major sixth or a perfect fifth for instance. 

He was not hearing the difference. He was not recognizing the minor sixth as its own sound, 

distinctly different from any other sound. 

Here is another example of not hearing. The first three notes of “House of the Rising 

Sun” are do-re-ma. In the thought experiment, in the neutral response, what is the subject not 

hearing when she does not notice already, with the first three notes, that the song is in a minor 

key? She is not hearing that the relationships in do-re-ma are different from the relationships in 
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do-re-mi. Her ear glides right over the difference between, for instance, the sound of do-ma and 

the sound of do-mi. What is not hearing? It is the failure to recognize a particular relationship. 

So then, what is hearing? It is the recognition of a particular relationship. It is hearing the 

relationship, do-ma, as its own sound, utterly different from the relationship do-mi. 

Finally, what is a salient? It is hearing a particular relationship, do-ma, for instance, for 

the first time. 

VII 

This excerpt is from an essay by philosopher Frank Jackson about a fictional character, a brilliant 

scientist named Mary: 

Mary is confined to a black-and-white room, is educated through black and-white 

books and through lectures relayed on black-and-white television. In this way she 

learns everything there is to know about the physical nature of the world. She 

knows all the physical facts about us and our environment, in a wide sense of 

'physical' which includes everything in completed physics, chemistry, and 

neurophysiology, and all there is to know about the causal and relational facts 

consequent upon all this, including of course functional roles [1]. 

This thought experiment draws attention to the gap between what Mary knows about the 

world through her understanding of the physical facts and what she comes to know later on 

through her direct experience of the world. “It seems, however, that Mary does not know all 
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there is to know. For when she is let out of the black-and-white room or given a color television, 

she will learn what it is like to see something red, say” [2]. 

It is not just the question of what Mary will learn when she sees something red, but when 

she will learn it. Will she learn it quickly, the moment she opens the door and someone on the 

other side shows her a photograph of a tomato? Or will she learn it two weeks later, when 

shopping at the farmers market she picks up an overripe tomato and squashes it in her hand? Or 

will she learn it months later, when she takes out the pastels that she got for her birthday and 

draws a still life of a tomato? Or will she ever learn it? She may not. Nobody can say when Mary 

will learn what it is like to see red because it is entirely up to Mary. 

I know, in the case of music, that being in the presence of a new sound, a tri-tone, for 

instance, is not the same thing as hearing a new sound. In order to hear a new sound, you need to 

do something. You need to hear the specific difference. You need to hear how a tri-tone is 

different from other intervals, a major 3rd, for instance, or a 4th or 5th, sounds that are already part 

of your musical world as of the moment you encounter the tri-tone. I was fifteen when I heard 

West Side Story in a live performance. I still remember the sensation of hearing Maria for the 

first time. The melody for Maria is filled with tri-tones. The first time I heard it, I was amazed. I 

wondered what are those notes? It sounded like a melody from outer space! 

The tri-tone is relatively rare in music in our culture, so many people could be fifteen 

years old, or older, before they ever encounter a piece of music that features a tri-tone. But I was 

not one of those people. I played classical piano. In particular, I played Bach Inventions, which 

are filled with tri-tones. Moreover I have perfect pitch. If someone played two notes on the 

piano, I could use my perfect pitch to identify the notes, a C and an F-sharp for instance, then 
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count the half steps between them, six, and correctly identify the interval as a tri-tone. I never 

made a mistake. By the time I was fifteen and went to hear West Side Story, I was like Mary, a 

walking library of knowledge about pitch. And yet all of the perfect pitch in the world did not 

prepare me to hear this song. All of my knowledge, which in some way enabled me to imagine a 

new sound, was no substitute for the actual experience of hearing a new sound. 

Hearing Maria was the strangest thing. I had no words to describe it. I felt like a little kid. 

The sound of that melody was both vivid and unfamiliar, all at the same time, which seems like a 

contradiction. Unfamiliar things are usually fuzzy, indistinct. But in that moment, these notes 

that I could not name were both totally different and clear as a bell. The notes had presence and 

weight. I could have held them in my hand.  

Recently I noticed a comment about Maria on YouTube, “Say it loud and there's music 

playing has to be the beautiful line of the whole song!” I was delighted because this describes my 

own experience at that same moment of the song. The line gives me chills every time I hear it. 

The song begins with two long phrases that are saturated in tri-tones. But the third phrase, 

“Maria, say it loud and there’s music playing,” has no tri-tones whatsoever. How strange is it that 

I and at least one other person in the world consider the third phrase, the one with no tri-tones, to 

be the most beautiful line of the song? 

Each of the first two phrases begins with a tri-tone and repeats it throughout, usually 

coinciding with the first two syllables of the word Ma-ri-a. It is as though the melody is obsessed 

with the tri-tone, just as the character who sings it is obsessed with the girl. Then a third phrase 

begins, again with the word Ma-ri-a, but this time the melody uses, in place of the tri-tone, three 

ordinary descending notes, re-do-ti. But these notes, coming in the place of the tri-tone, sound 
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even more amazing than the tri-tone. The newness of the tri-tone Maria transfers to the re-do-ti 

Maria. We hear these notes, re-do-ti, for the very first time, again. The gift of this song is more 

than the tri-tone. It is three little notes, re-do-ti, that we have sung since early childhood, that 

have been part of our musical world for as long as we all can remember. The gift is that these 

three notes can be new, again. 
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