
University of South Carolina University of South Carolina 

Scholar Commons Scholar Commons 

Theses and Dissertations 

Spring 2022 

Redefining Ornamentation as Formal Functions in 21Redefining Ornamentation as Formal Functions in 21stst-Century -Century 

Popular Music Popular Music 

Matthew Kolar 

Follow this and additional works at: https://scholarcommons.sc.edu/etd 

 Part of the Music Theory Commons 

Recommended Citation Recommended Citation 

Kolar, M.(2022). Redefining Ornamentation as Formal Functions in 21st-Century Popular Music. (Master's 
thesis). Retrieved from https://scholarcommons.sc.edu/etd/6737 

This Open Access Thesis is brought to you by Scholar Commons. It has been accepted for inclusion in Theses and 
Dissertations by an authorized administrator of Scholar Commons. For more information, please contact 
digres@mailbox.sc.edu. 

https://scholarcommons.sc.edu/
https://scholarcommons.sc.edu/etd
https://scholarcommons.sc.edu/etd?utm_source=scholarcommons.sc.edu%2Fetd%2F6737&utm_medium=PDF&utm_campaign=PDFCoverPages
https://network.bepress.com/hgg/discipline/522?utm_source=scholarcommons.sc.edu%2Fetd%2F6737&utm_medium=PDF&utm_campaign=PDFCoverPages
https://scholarcommons.sc.edu/etd/6737?utm_source=scholarcommons.sc.edu%2Fetd%2F6737&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:digres@mailbox.sc.edu


 

REDEFINING ORNAMENTATION AS FORMAL FUNCTIONS IN 21ST-CENTURY 
POPULAR MUSIC 

 
by 
 

Matthew Kolar 
 

Bachelor of Music 
Wayne State University, 2019 

 
Master of Music 

University of South Carolina, 2021 
 
 
 

Submitted in Partial Fulfillment of the Requirements 
 

For the Degree of Master of Music in 
 

Music Theory 
 

School of Music 
 

University of South Carolina 
 

2022 
 

Accepted by: 
 

Bruno Alcalde, Director of Thesis 
 

Daniel Jenkins, Reader 
 

David Garner, Reader 
 

Tracey L. Weldon, Interim Vice Provost and Dean of the Graduate School



 
 
 

 ii 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

© Copyright by Matthew Kolar, 2022 
All Rights Reserved. 



 iii 

Abstract
 

Ornaments are embellishments and decorations of pre-established music; 

therefore, their existence relies on comparison to that original basis.1 Because pop 

music’s text is the recorded track rather than a written score, the determination of what is 

the main melody is strongly influenced by its first iteration, and ornaments can be found 

by comparisons of further iterations to the primary source. The goal of this thesis is to 

categorize the types of ornaments that exist in this repertory as well as define their overall 

functions. In this sense, ornamentation is being redefined; ornaments are not just 

decorations to a melody, but a process used to enhance formal functions. In the top 20 

songs from Billboard’s Top Pop Chart from 2011 to 2020, which consists of 197 songs, 

there are two general categories of ornaments: harmonization and insertion. These trends 

were uncovered through the tracking and detailing of variations in each song. 

Harmonization is the homorhythmic addition of a countermelody to a melody, resulting 

in layered vocals in harmony. Insertion is either the addition of lyrics or the addition of 

new pitches to a melody. Examples could be single words added between lines, potential 

small changes to the melody, or added melismas. There are two general functions of 

ornamentation: accumulation and accentuation. Accumulation is the continued adding of 

ornaments to magnify the function of a formal structure. Accentuation is when ornaments 

 
1 Kenneth Kreitner, Louis Jambou, Desmond Hunter, Stewart A. Carter, Peter Walls, 
Kah-Ming Ng, David Schulenberg, and Clive Brown, “Ornaments,” Oxford University 
Press, 2001. https://doi.org/10.1093/gmo/9781561592630.article.49928. 
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are used to highlight certain lyrics, which is used to help convey the narrative the lyrics 

are portraying.  
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Figure 3.2. The overall form to Justin Bieber’s “Love Yourself” 

 

The lyrics being accentuated by the ornaments also create a new emphasis on the 

narrative of the song. In the first repetition, the line with harmonization added is “go and 

love yourself,” with “yourself” being the emphasized pronoun. This same pronoun is 

further accented in the second repetition twice through the addition of the second 

ornament. The harmonization in the third repetition is also all added to any lyric that 

includes “you,” and “yourself.” The consequence is that the emphasis is placed on the 

other person in the narrative, and off the narrator whose pronoun is left unmodified by 

accents, “I.” Because harmonization by default includes accentuation, it could be 

considered secondary to the accumulation that occurs, however it is still worth noting the 

affect it has on the narrative. While the lyrics of each chorus do not change, the focus of 

each do slightly shift, which creates a more interesting narrative for the audience to 

experience.  

 Another consideration is the sequence of ornament placements. The first 

ornament added is at the very end of the chorus; at this point, the audience is not 
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expecting a modification from the original iteration, and the addition at the end creates 

intrigue. In the second repetition, the ornament added occurs before the original addition, 

which is again a surprise from the expected. This is continued through the third iteration, 

where the placement of the new ornament is right at the very start. So, the audience 

expectation is also continually subverted based on their placement within the chorus, 

which parallels the placement of the choruses in the overall form.  

 The accumulation of ornaments, the subverting of formal expectations, the 

accentuation of the narrative, and the placement of the ornaments within the choruses all 

work in tandem to create a continual rise in audience satisfaction through the entire song.  

  

CASE STUDY #2: Insertion in the Chorus: Bruno Mars’ “That’s What I Like” 

 Bruno Mars’ “That’s What I Like” is an example of using vocal insertion for 

accentuation in the chorus. There are three iterations of the chorus, but the ornaments 

only occur in the last; thus, the lyrics that are included as part of the ornamentation are 

highlighted over the established repeating text. Although the addition of vocal insertion is 

not limited to just accentuation as the resulting function, accumulation requires at least 

two subsequent iterations to have ornaments, and this song does not exhibit that trait.  

 Figure 3.3. shows the established lyrics of the first two choruses versus the lyrics 

of the added ornament in chorus three. In this example, the words that are added in the 

ornaments are derived from the original lyrics. The narrative is simplified to include only 

specific elements. For example, the words, “strawberry,” “lucky for you,” and “silk 

sheets and diamonds” are all dropped in favor of highlighting the words, “champagne on 

ice,” “That’s what I like, babe,” and “All white” respectively. Furthermore, the lyrics of 
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the ornaments are drawn out, at a higher pitch level, and include added melismas when 

compared to the original text. The vocal insertion is thus meant to be the new primary 

line, with the original chorus melody becoming background support.21  

Figure 3.3. The established lyrics of choruses 1 and 2 versus the lyrics of the added 

ornament in chorus 3 of Bruno Mars’ “That’s What I Like” 

 

 
21 There are also examples of harmonization in the third chorus, however, this case study 
is meant to isolate the vocal insertions. In this example, both ornaments work together to 
create the resulting function of accentuation.  

Established Lyrics of Chorus 1 and Chorus 

2 (Hyperlinked) 

Added Vocal Insertion Ornaments of 

Chorus 3 (Hyperlinked) 

Gold jewelry shining so bright 

Strawberry champagne on ice 

Lucky for you, that’s what I like, that’s 

what I like 

Lucky for you, that’s what I like, that’s 

what I like 

Sex by the fire at night 

Silk sheets and diamonds all white 

Lucky for you, that’s what I like, that’s 

what I like 

Lucky for you, that’s what I like, that’s 

what I like 

Gold jewelry shining so bright 

Champagne on ice 

That’s what I like, babe, 

 

Oh, oh 

 

Sex by the fire at night 

All white 

That’s what I like, babe 

 

Ooh, Ooh, Ooh 
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Another potential reason for the accentuation is to give an audience something 

specific to remember at the end of the song. Figure 3.4. shows the overall form, and 

chorus three, which has the added ornament, is the last part. This specific subunit would 

be the last chance to make an impression on the audience. The ornament plays a dual role 

in leaving this impression: it increases the sonic energy, and it gives the audience’s ear 

something new to latch on to. By virtue of an added ornament, the sonic texture becomes 

denser, which results in a higher sonic energy. However, this new energy is not 

expected—the previous repetition had no change from the first, so an informed audience 

would not predict a change to the next. The change itself is also incredibly jarring 

because it is an entirely new melody in a new vocal range with a new melismatic text 

setting. As a result, this new change, completely unexpected and surprising, is likely 

satisfying for the listener. The simplification of the lyrics, along with the new vocal 

range, also reduces the amount of work it would take the audience to remember the song 

name. In the original choruses, “that’s what I like,” the title of the song, are secondary to 

the lyrics “lucky for you” based on their linear placement. In the ornament, the, “lucky 

for you” is erased, leaving room for “That’s what I like” to be extended and therefore 

more likely to be remembered by the audience.  

 

 

 



 
 
 

 22 

 

Figure 3.4. The overall form of Bruno Mars’ “That’s What I Like” 
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CHAPTER 4: ORNAMETATION IN THE VERSE

 

CASE STUDY #3: Harmonization in the Verse: Kelly Clarkson’s “Stronger (What 

Doesn’t Kill You)” 

Kelly Clarkson’s “Stronger (What Doesn’t Kill You)” is an example of 

accentuation from harmonization in the verse. By default, harmonization places emphasis 

on certain lyrics; in the specific case of this song, the accented lyrics support the 

narrative. With this analysis restricted just to the verse, the argument cannot be made that 

accumulation is also occurring because there are only two iterations of the verse in this 

song, and accumulation requires at least three instances where more ornamentation 

occurs in each repetition. Also, verses, by their nature, present a difficulty when 

determining ornaments. In a chorus, the lyrics are almost always repeated, which makes 

comparison of the repetitions to the original section simple. While each verse in a song 

has different lyrics, a comparison can still be made between them because the pitch 

content of the melody is still, generally, similar.  

The lyrics of the first and second verses of “Stronger (What Doesn’t Kill You)” 

can be seen in Figure 4.1. The entirety of the second verse has an added harmonization 

ornament; however, there are distinct layers that suggest that some text lines are more 

important than others. In the first half, the first and third lines are a thinner texture than 

the second and fourth, and in the second half, the thicker texture is prevalent. Overall, the 

lyrics of the second verse are more important than the first through the accentuation 
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because of the ornament. The use of just a single voice in the first verse reflects the 

feelings of the lyrics—the narrator of the song is newly alone and is attempting to prove 

that she is not devastated by the loss of their romantic interest. In the second verse, the 

addition of harmonization, or in more general terms, the addition of more voices to the 

main melody, creates a sense of community and security. While in the first verse, the 

singer is attempting to prove she was not devastated, in the second she is proving she’s 

not devastated through the denser (stronger) texture provided by the added voice.  

Metaphorically, the fact that all these voices belong to the same singer reflects her 

growing strength.  
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Figure 4.1. The lyrics of verse 1 and verse 2 of Kelly Clarkson’s “Stronger (What 

Doesn’t Kill You)” 

Another effect of the ornament is that the accentuation allows for the arrival of the 

second chorus sooner. Figure 4.2. shows the form of the full song. The pre-chorus texture 

part at the end of verse 2 is half as long of that at the end of verse 1. The potential 

minimization of this section through a shorter duration in verse 2 is counteracted but the 

addition of the harmonization. Therefore, it can be argued that although it is present for 

less time, it includes more voices, which creates a higher sonic energy through a denser 

sonic texture. This, in turn, creates a bigger set-up for the arrival of the sonic climax, the 

Verse 1 (Hyperlinked) Verse 2 (Hyperlinked) 

You know the bed feels warmer 

Sleepin’ here alone (Sleepin’ here alone) 

You know I dream in color 

And do the things I want (Do the things I 

want) 

You think you got the best of me 

Think you’ve had the last laugh 

Best you think that everything good is 

gone 

Think you left me broken down 

Think that I’ll come running back 

Baby, you don’t know me, ‘cause you’re 

dead wrong 

You heard that I was starting over with 

Someone new 

They told you I was moving on and  

Over you 

 

You didn’t think that I’d come back 

I’d come back swinging 

You tried to break me, but you see 
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chorus. In terms of expectation, not only is the audience surprised by the addition of new 

voices to thicken the texture, but they are also surprised by a sooner-than-expected chorus 

based on the set-up they were given in the first VCU.  

 

 

Figure 4.2. The formal structure of Kelly Clarkson’s “Stronger (What Doesn’t Kill You)” 

 

The argument for accumulation occurring within the second verse is plausible. In 

the verse texture of the second verse, although harmonization occurs the entire time, only 

half of it experiences the denser texture. In the pre-chorus texture, the denser texture is 

used the entire time. So, on a micro-level, there is an example of accumulation, although 

the argument cannot be made at the macro-level since the verse does not have a second 

repetition. The primary function is still accentuation to support the narrative—the 

emphasis on verse 2 compared to verse 1 allows for an interpretation of character growth.  
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CASE STUDY #4: Vocal Insertion in Taylor Swift’s “Shake It Off” 

 Taylor Swift’s “Shake It Off” has an example of accentuation via vocal insertion 

in the verses. The ornaments in this case are just repetitions of the main lyrics already 

given, so they exist to reinforce those lyrics and make them more memorable to the 

audience. Furthermore, the ornament creates a denser overall texture, which increases the 

sonic energy and creates a bigger build-up into the pre-chorus and chorus, which is the 

peak sonic energy of the VCU. 

 Figure 4.3. shows the comparison of lyrics in the two verses, with the ornaments 

in italics. Although the text between the two verses is different, the ornament can still be 

isolated. In the first verse, the fifth and sixth lines have no repetition after them, while in 

the second verse there is a clear repetition. The added repetition is the vocal insertion, 

and it serves to accentuate the repeated lyrics. There are two potential reasons why this 

specific text was chosen. Narratively, in the first verse, the two lyrics of the fifth and 

sixth line have a negative connotation. “Too many dates” and “can’t make them stay” 

both support that the singer is doing something wrong or bad. However, the lyrics 

“dancing as I go” and “moves up as I go” both have a more positive connotation; the 

singer is spontaneously enjoying life and not focused on how people interpret them. So, 

the ornament emphasizes the positive emotions over the negative ones. Furthermore, 

these ornaments occur in the second half of the verse, which leaves the first half of the 

second verse to trick the audience into not expecting a change in the sonic texture. An 

informed audience will be aware that the energy will increase into the pre-chorus, but the 

addition of the ornaments creates a sort of mid-step on the way to the next formal 

structure. This halfway increase creates audience satisfaction through an unanticipated 
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jump in energy. And as sonic energy does not decrease until it has reached its peak, the 

perception is then that the pre-chorus and chorus of the second VCU are at higher energy 

levels than the previous iterations. This is further supplemented by the addition of a 

harmonization ornament on the last line of the verse as well. 

 

 

The change between the two verses is subtle, however the differences in sonic 

texture create different trajectories in energy for the rest of their respective VCUs. In the 

scheme of the overall song, which is three minutes and forty seconds long, this is 

important in creating an overall increase in energy on a macro-scale. If the ornament did 

Verse 1 (Hyperlinked) Verse 2 (Hyperlinked) 

I stay out too late 

Got nothing in my brain 

That’s what people say, mm, mm 

That’s what people say, mm, mm 

I go on too many dates 

 

But I can’t make ‘em stay 

 

At least that’s what people say, mm, 

mm 

That’s what people say, mm, mm 

I never miss a beat 

I’m lightning on my feet 

And that’s what they don’t see, mm, mm 

That’s what they don’t see, mm, mm 

I’m dancing on my own (dancing on my 

own) 

I make the moves up as I go (moves up as I 

go) 

And that’s what they don’t know, mm, mm 

 

That’s what they don’t know, mm, mm 

Figure 4.3. Comparison of the verses in Taylor Swift's "Shake It Off” with the vocal 

insertion shown in italics.  
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not exist, the first and second VCUs would be at a more similar sonic energy level, which 

would create a sense of inertness in the audience. The ornaments create a bigger 

difference in energy, which keeps the audience continually satisfied through a constant 

overall increase in sonic energy (Fig. 4.4.).  

Figure 4.4. Hypothetical sonic energy trend of the first and second VCUs of Taylor 

Swift’s “Shake It Off” 
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CHAPTER 5: FULL SONG ANALYSIS

 

CASE STUDY #5: Ornamentation through a full song in Ariana Grande’s “Thank You, 

Next” 

Ariana Grande’s “Thank You, Next” is an example of how both harmonization 

and vocal insertion can be used in tandem to create a more satisfying song through the 

resulting accumulation and accentuation. Each VCU is modified using ornaments to 

create a different experience for the audience, one that results in an overall increase of 

sonic energy and density each time. This creates a listening experience in which the 

audience is perhaps presented with an oversaturation of listening options; melodic 

structures are repeated, but also with so many different ornaments layered on top that 

even with repeated listening, audiences could still have new experiences.    

 Comparison of the verses shows the fewest number of changes relative to the 

comparison of changes between iterations of other sections of the form. Figure 5.1. shows 

the lyrics of the verses and the added ornaments in bold. The same ornament is added in 

both the second and third verses; this is accumulation in its simplest form. The ornament 

that was added in the first repetition is retained for the second. Because of the repeated 

lyrics, this is also by default an example of accentuation. However, in this case, the 

placement of the ornament is most likely not due to the focus on the narrative, but rather 

as a way of creating a larger build of energy into the pre-choruses. The vocal insertion is 

placed in the first last line of both verses, which creates denser sonic texture, which 
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increases the sonic energy. A verse builds in sonic energy into the pre-chorus, which in 

turn builds into the chorus. The increase of energy at the very end of the pre-chorus 

creates a larger change in energy between the verse and pre-chorus and is interpreted by 

audiences as a bigger build-up. This sets the pattern for an even larger build-up into the 

peak sonic energy, the chorus; this ornament builds anticipation for the next sections. 

  

 

 

 

There is a much more accumulation in the pre-choruses. Figure 5.2. shows the 

comparison between the three iterations—insertions are in bold, harmonizations are in 

Verse 1 (Hyperlinked) Verse 2 (Hyperlinked) Verse 3 (Hyperlinked) 
Thought I’d end up with 
Sean 
 
But he wasn’t a match 
 
 
Wrote some songs about 
Ricky 
 
Now I listen and laugh 
 
 
Even almost got married 
 
 
And for Pete, I’m so 
thankful 
 
Wish I could say, “Thank 
you” to Malcolm 
 
‘Cause he was an angel 

Spend more time with my 
friends 
 
I ain’t worried ‘bout nothin’ 
 
 
Plus, I met someone else 
 
 
We havin’ better 
discussions 
 
I know they say I move on 
too fast 
 
But this one gon’ last 
 
 
‘Cause her name is Ari 
 
 
And I’m so good with that 
(So good with that) 

One day I’ll walk down the 
aisle 
 
Holding hands with my 
mama 
 
I’ll be thanking my dad 
 
 
‘Cause she grew from the 
drama 
 
Only wanna do it once, 
real bad 
 
Gon’ make that shit last 
 
 
God forbid something 
happens 
 
Least this song is a smash 
(Song is a smash) 

Figure 5.1. The verses of Ariana Grande’s “Thank You, Next” compared 
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red, and in the third chorus there is also harmonization added to vocal insertions—which 

are both red and bold. The accentuation that results from the ornamentation changes the 

narrative in the second and third pre-choruses. The first and second line are the same 

between both repetitions; the words “love,” and “patience,” are added; these are 

highlighted because these are the things the narrator learned from their past relationships. 

In the third line, “pain” is added in the second pre-chorus, and then that insertion has 

added harmonization in the third pre-chorus. This is the third skill that the narrator 

learned, and the change in ornaments between the two repetitions puts a greater emphasis 

on it, making it more important than the other two skills. This process is also repeated in 

the next line, with the addition of “yeah, she’s amazing” in the second pre-chorus, and in 

the third the entire line and the insertions are harmonized, again putting greater emphasis 

on it. The process is reversed in the following line, harmonization is added in the second 

pre-chorus but taken away in the third for the line “I’ve loved and I’ve lost.” The 

accentuation is not continued (in a reverse accumulation), taking the emphasis away from 

this line and allowing the connotation of the other ornaments to be more prominent. This 

also occurs in the second to last line, “ain’t no need for searching.” So, the different 

ornaments between the two repetitions brings out different narratives, which allows the 

audience a more dynamic listening experience.  

 While not every ornament is repeated into the third iteration, the accumulation 

that occurs from the addition of ornaments to previous ornaments (the added 

harmonization to vocal insertions; the red and bold text) creates enough of an increase in 

sonic energy to make-up for the ornaments that are lost. The texture overall is perceived 

as denser, which is equivalent to a boost in the sonic energy. In which case, the pre-
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choruses, just as the verses did, support an overall rise in sonic energy throughout the 

entire song and creates perceived “motion” towards the climax of the last VCU, despite 

the drop in energy that occurs after the climaxes of the previous VCUs.  

 
 

 
 
 

There are considerable differences between iterations of the chorus due to the 

added ornaments, which creates noticeable differences in the sonic peaks of the song. The 

original melody presented in chorus 1 a secondary texture in choruses 2 and 3 as vocal 

insertion takes over as the primary melody. Figure 5.3. compares the choruses. The 

Pre-Chorus 1 
(Hyperlinked) 

Pre-Chorus 2 (Hyperlinked) Pre-Chorus 3 (Hyperlinked) 

One taught me 
love 
 
One taught me 
patience 
 
And one taught me 
pain 
 
Now, I’m so 
amazing 
 
Say I’ve loved and 
I’ve lost 
 
But that’s not what 
I see 
 
So, look what I got 
 
 
Look what you 
taught me 
 
And for that, I say 

She taught me love (love) 
 
 
She taught me patience 
(patience) 
 
How she handles pain (pain) 
 
 
That shit’s amazing (Yeah, 
she’s amazing) 
 
I’ve loved and I’ve lost (yeah, 
yeah) 
 
But that’s not what I see 
(yeah, yeah) 
 
‘Cause look what I’ve found 
(yeah, yeah) (I’ve found) 
 
Ain’t no need for searching, 
 
 
And for that, I say-ay 

I’ve got so much love (love) 
 
 
Got so much patience (patience) 
 
 
And I’ve learned from the pain 
(pain) 
 
I turned out amazing (turned 
out amazing) 
 
Say I’ve loved and I’ve lost 
(yeah, yeah) 
 
But that’s not what I see (yeah, 
yeah) 
 
‘Cause look what I’ve found 
(yeah, yeah) (I’ve fou-ou-ound) 
 
Ain’t no need for searching 
 
 
And for that I say 

Figure 5.2. Comparison of the choruses in Ariana Grande’s “Thank You, Next” 
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ornaments in the second chorus sound as a main melody and completely overshadow 

what was originally given in the first chorus. This is largely due to the fourth line, “I’m 

so fuckin’ grateful for my ex” (in italics) which is considered a vocal insertion because 

the contour of the melody is different than what was originally given. Another supporting 

item that the true melody is the ornamentation is that in the original iteration, the last line 

is incomplete; the full statement is only in the second and third choruses. This is clear 

accentuation—although (almost) all the lyrics were present in the first version, the 

change in melodic contour, added insertions, and competition of the phrase make the 

lyrics more memorable and highlight, specifically the line “I’m so fuckin’ grateful for my 

ex”. All these ornaments are copied over into the third iteration, and in this case, there is 

harmonization added to a small portion at the end. This accumulation of ornaments 

continues to increase the sonic density and thus energy of the music, which creates a 

sequence of larger and larger sonic peaks.  
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The post-choruses do the opposite of the rest of the formal units; there is a 

deaccumulation. The texture of the second and third post-choruses are less dense (and 

therefore a lower sonic energy) than the first. Figure 5.4. shows the comparison, we the 

deaccentuation in blue. This does make sense, however, as the third chorus was 

determined to be the highest peak in sonic energy; the second and third post-choruses 

come after that, so they are a part of a decline in sonic energy to the end of the song (see 

Fig 5.5.). While this is not a characteristic of all music, in this specific case it does makes 

Chorus 1 
(Hyperlinked) 

Chorus 2 (Hyperlinked) Chorus 3 (Hyperlinked) 

Thank you, next 
(next) 
 
Thank you, next 
(next) 
 
Thank you, next 
 
 
I’m so fuckin’ 
grateful for my ex 
 
Thank you, next 
(next) 
 
Thank you, next 
(next) 
 
Thank you, next 
(next) 
 
I’m so fuckin’– 

Thank you, next (thank you, 
next) (ne—ext) 
 
Thank you, next (thank you, 
next) (ne—ext)  
 
Thank you, next (thank 
you) 
 
I’m so fuckin’ grateful for 
my ex 
 
Thank you, next (thank you, 
next) (ne—ext) 
 
Thank you, next (said thank 
you, next) (ne—ext) 
 
Thank you, next (ne—ext) 
 
 
I’m so fuckin’ grateful for 
my ex 

Thank you, next (thank you, 
next) (ne—ext) 
 
Thank you, next (thank you, 
next) (ne—ext) 
 
Thank you, next 
 
 
I’m so fuckin’ grateful for my 
ex 
 
Thank you, next (thank you, 
next) (ne—ext) 
 
Thank you, next (said thank 
you, next, yeah) (ne—ext) 
 
Thank you, next (ne—ext) 
 
 
I’m so fuckin’ grateful for my 
ex 

Figure 5.3. Comparison of the choruses in Ariana Grande’s “Thank You, Next” 
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sense as the sonic energy dissipates as the song ends, and the second and third post-

choruses are a part of that process.  

 

 
  

 

The ornaments (or in the case of the post-chorus, lack of) create a more dynamic 

narrative and vary the sonic energy of the whole song to create a more satisfying listening 

experience. Fig. 5.6. shows a hypothetical sonic energy diagram of the entire song. Each 

chorus has a higher peak than the previous, and the continue increase in energy is due to 

Post-Chorus 1 
(Hyperlinked) 

Post-Chorus 2 
(Hyperlinked) 

Post-Chorus 3 
(Hyperlinked) 

Thank you, next 
 
Thank you, next 
 
Thank you, next 
 
I’m so fuckin’– 

Thank you, next  
 
Thank you, next 
 
Thank you, next 
 
Yeah, yee 

Thank you, next 
 
Thank you, next 
 
Thank you, next 
 
Yeah, yee 

Figure 5.4. Comparison of the post-choruses in Ariana Grande’s “Thank You, Next” 

Figure 5.5. The full form of Ariana Grande’s “Thank You, Next” 
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the added ornamentation of each section. Narratively, the different ornaments accentuate 

specific parts of the text each repetition, which creates a more dynamic storyline than if 

they were just being repeated without any change. Overall, the accumulation and 

accentuation the vocal insertions and harmonizations bring create a more unique listening 

experience for the audience that allows for even continued listening of the same song to 

create new experiences, because there are so many ornaments added that it would be 

difficult for even an experienced audience member to pick-up on every change.  

 

 

Figure 5.6. A hypothetical sonic energy level throughout Ariana Grande’s “Thank You, 
Next” 
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CHAPTER 6: CONCLUSION 

 

This study outlined two broad categories of ornaments in 21st century pop music: 

vocal insertion and ornamentation. Vocal insertion is the addition of either new melodic 

material in addition to or substitutes what was previously established. Harmonization is 

the addition of a second layer over the initial melody; a homorhythmic countermelody 

within the context of the established harmony. Harmonization, as it highlights specific 

lyrics, will always function as accentuation of a part of the narrative a song. Vocal 

insertion can potentially accentuate, although it is possible that the insertion is not related 

to the narrative at all (for example, nonlexical syllables). If an ornament is retained into a 

third iteration of a formal unit, it can function as accumulation: the increased presence of 

ornaments through several repetitions, which increases the sonic density and by result the 

sonic energy.  

 While only two categories and two functions were defined in this thesis, it is 

possible that as the pop genre grows and changes, other ornaments and functions will 

arise: especially with the increase of technology. One possible further avenue of research 

could be the choice of ornaments added by an artist versus a production team for a song; 

the two different lines of thought could produce an interesting difference in the types or 

placements of ornaments. Another area of continued study could be the comparison of 

recorded ornaments to live performances by artists; recorded ornaments are likely 

different than embellishments a vocalist would use live just by nature of their being. 
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While this study was limited to one specific genre, the analysis of different repeating 

sections of recorded music could be applied to other recorded traditions as well; the 

analysis of new traditions of music requires innovative approaches, and as genres evolve 

so will the techniques to study them. 



 
 
 

 40 

BIBLIOGRAPHY

 

Adams, Kyle. “Musical Texture and Formal Instability in Post-Millennial Popular Music: 

Two Case Studies.” Intégral 33 (2019): 33–45. Accessed December 7, 2021. 

https://www.esm.rochester.edu/integral/33-2019/adams/. 

Ashley, Richard. “Musical Structure: Form.” In The Routledge Companion to Music 

Cognition, edited by Richard Ashley and Renee Timmers, 179–190. New York: 

Routledge, 2017. 

Attas, Robin. “Sarah Setting the Terms: Defining Phrase in Popular Music.” Music 

Theory Online 17, no. 3 (October 1, 2011). 

https://mtosmt.org/issues/mto.11.17.3/mto.11.17.3.attas.html. 

Barna, Alyssa. “The Dance Chorus in Recent Top-40 Music.” SMT-V 6, no. 4 (2020). 

https://vimeo.com/440793933. 

Biamonte, Nicole. “Triadic Modal and Pentatonic Patterns in Rock Music.” Music Theory 

Spectrum 32, no. 2 (2010): 95–110. https://doi.org/10.1525/mts.2010.32.2.95. 

Covach, John. “Form in Rock Music: A Primer.” In Engaging Music: Essays in Music 

Analysis, ed. Deborah Stein, 65–76. New York: Oxford University Press, 2005. 

https://hcommons.org/deposits/item/hc:27437/.  

de Clercq, Trevor Owen. “Embracing Ambiguity in the Analysis of Form in Pop/Rock 

Music, 1982–1991.” Music Theory Online 23, no. 3 (2017). 

https://mtosmt.org/issues/mto.17.23.3/mto.17.23.3.de_clercq.html.  



 
 
 

 41 

———. “Interactions between Harmony and Form in a Corpus of Rock Music.” Journal 

of Music Theory 61 no. 2 (2017): 143–70. 

———. “Sections and Successions in Successful Songs: A Prototype Approach to Form 

in Rock Music.” Dissertation, Eastman School of Music, 2017. 

http://www.midside.com/publications/declercq_2012_diss.pdf.  

Doll, Christopher. Hearing Harmony: Toward a Tonal Theory for the Rock Era. Ann 

Arbor: University of Michigan Press, 2017. 

———. “Rockin’ Out Expressive Modulation in Verse-Chorus Form.” Music Theory 

Online 17, no. 3 (2011). 

https://mtosmt.org/issues/mto.11.17.3/mto.11.17.3.doll.html.  

Huron, David. Sweet Anticipation: Music and the Psychology of Expectation. Cambridge, 

MA: MIT Press, 2008. 

Kreitner, Kenneth, Louis Jambou, Desmond Hunter, Stewart A. Carter, Peter Walls, Kah-

Ming Ng, David Schulenberg, and Clive Brown. Grove Music Online, “Ornaments.” 

Oxford University Press, 2001. 

https://doi.org/10.1093/gmo/9781561592630.article.49928. 

Lalitte, P. and E. Bigand. “Music in the Moment? Revisiting the Effect of Large Scale 

Structure.” Perceptual and Motor Skills 103, No. 3 (2006): 811–28. 

Marshall, Wayne. “Unlocking the Groove: Rhythm, Meter, and Musical Design in 

Electronic Dance Music”. Music Theory Spectrum 31, no. 1 (2009): 192–99. 

https://doi.org/10.1525/mts.2009.31.1.192. 

Meyer, Leonard B. Style and Music: Theory, History, and Ideology. Chicago: The 

University of Chicago Press, 2013. 



 
 
 

 42 

Moore, Allan F. “Song Means: Analysing and Interpreting Recorded Popular Song.” 

Twentieth-Century Music 11, no. 1 (2014): 183–88. 

https://www.cambridge.org/core/journals/twentieth-century-music/article/abs/allan-

f-moore-song-means-analysing-and-interpreting-recorded-popular-song-farnham-

ashgate-2012-isbn-9781409428640-hb-9781409438021-

pb/57AA4ADEB4D3496DB4BAD8B91B0FDC32.  

Murphy, Scott. “A Pop Music Progression in Recent Popular Movies and Movie 

Trailers.” Music, Sound and the Moving Image 8, no. 2 (2014): 141–62. 

Neal, Jocelyn R. “Narrative Paradigms, Musical Signifiers, and Form as Function in 

Country Music.” Music Theory Spectrum 29, no. 1 (2007): 41–72. 

Nobile, Drew F. “Counterpoint in Rock Music: Unpacking the Melodic-Harmonic 

Divorce.” Music Theory Spectrum 37, no. 2 (2015): 189–203. 

Osborn, Brad. “Beyond Verse and Chorus: Experimental Formal Structure in Post-

Millennial Rock Music.” Ph.D. diss., University of Washington, 2010. 

Peres, Asaf. “The Sonic Dimension as Dramatic Driver in 21st-Century Pop Music.” 

Ph.D. diss., University of Michigan, 2016. 

http://gateway.proquest.com/openurl?url_ver=Z39.88-

2004&rft_val_fmt=info:ofi/fmt:kev:mtx:dissertati2on&res_dat=xri:pqm&rft_dat=xri

:pqdiss:10391742. 

“Pop Airplay – Billboard.” Accessed December 7, 2021. 

https://www.billboard.com/charts/pop-songs/. 



 
 
 

 43 

Richards, Mark. “Tonal Ambiguity in Popular Music’s Axis Progressions.” Music Theory 

Online 23, no. 3 (2017). 

https://mtosmt.org/issues/mto.17.23.3/mto.17.23.3.richards.html.  

Rolison, Jonathan J. and Judy Edworthy. “The Role of Formal Structure in Liking for 

Popular Music.” Music Perception: An Interdisciplinary Journal 20, No. 3 (2012): 

269–84. 

Spicer, Marc. “(Ac)Cumulative Form in Pop-Rock Music.” Twentieth-Century Music 1, 

no. 1 (2004): 29–64. 

Summach, Jason. “Form in Top-20 Rock Music, 1955–89.” Dissertation, Yale 

University, 2012.  

Summach, Jay. “The Structure, Function, and Genesis of the Prechorus.” Music Theory 

Online 17, no. 3 (2011). 

https://mtosmt.org/issues/mto.11.17.3/mto.11.17.3.summach.html. 

Tagg, Philip. Everyday Tonality: Towards a Tonal Theory of What Most People Hear. 

New York: Mass Media Scholar’s Press, 2012. 

Temperley, David. “The Melodic-Harmonic ‘Divorce’ in Rock.” Popular Music 26, no. 2 

(2007): 323–42. 

Temperley, David, and Trevor de Clercq. “Statistical Analysis of Harmony and Melody 

in Rock Music.” Journal of New Music Research 42, no. 3 (2013): 187–204.  


