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58 Luc• Marenzio: Solo e pensoso 

59 Corlo Gesualdo: "lo parto" e"°" pi,l dissi )e ...... ,._) 

60 Claudin ele Sermisy: 'fant que vi,,ror I C••"~ "-l 

61 Orlande de Lassus: La 11uic1 froide er sornbrt 

62 Claude LeJeune: Rei-·ecp,enirduprintans 

63 Thomas Morley: My bon,,J'lass she smi!e1/1 (§;.<,,. ;iJ 

64 Thomas Weelkes:As Vwa was )co • .,wS\J 

Gn id e lo NA\VM Recordings 

Text 
Page 

199 

202 

202 

204 

206 
207 

217 
217 
218 
219 

221 
221 

224 

225 

227 

231 

229 

234 

234 

23? 

244 

245 

247 

250 

254 

255 

257 

258 

259 

260 

261 

xxl xxii Guide 1.0 NA\VM Recordings 

NAWM 
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65 Joh11 Oowland: now. m)'tears [çonc11• S\] 

66 Tielman Susato: Dances, from Danser:re 
a) No. 5: Basse danse la mo risque IC•••"• S\ 1 

b) No. 38: Pavane La cwna bi .. aj 
e) No. 50: Ga!Jiarcl La dona JComche S\ I 

67 Amhony Holborne: Dances 

a) TheNigh11Va1ch, almain 

b) The Pairte-round, g•lliard 

68 Luis de Narvãcz: From Los seys lihrosd"t Delphin 
a) Cancion Mille regres lconc-~~I 
b) Cuatro diferencia.sobre "Cuárdame las vacas·· )C•nd>< s-.) 

69 William Byrcl :/ohncomekiss menow )Concls,S\I 

70 Giovanni Gabrieli: Canzonsep1imi toni o 8. fromSo.crae s;mphonio.t 

71 Claudio Monteverd i: Cn.,daAmari!li Jc-1,.S\) 

72 Giulio C, ccini: Vedró '!mio sol [Co•c,,.aj 

73 Jneopo Peri: Lemusichesoprol'Ewidice: Excerpts 
a) A ria: Nel pt,rordor 

b) Dialogue ín recitative: Per que! vago boschetro 

74 Claudio Monteverdi: J;Oifeo: Excerpt írorn Act li 
a) Arin/c:1t1zonetta: Vi ricorda o bosch, ombrosi [Canc:is•fil 
b) Song: Mira. dth n1ir/J Oifeo 
e) Dialogue ir1 recit.1tive: Alti, ca.so acerbo ~ c,,e aj 
d) Recitative: Tu.se' morta IConcbe ~ I 

e) Chorai madrigal:Alti, coso acerbo )Conc,,.s-.) 

75 Claudio Montcrvcrdj : L'incoronazionedi Poppea: Act 1. Sccnc 3 

a) Dialogue ín recítative: Signor. deh non partíre &_..,.,,~ 
b) Aria: ln un sospir !Con<h• "- I 
e) Aria: Signor, sempremived, (ç:,n(.l.ci.\] 
d) Dialogue in mixed Sl)'les! Adoran miei rai lconc•S(!~I 

76 Anton io Cesii: Oroniea: Excerpis from Act 11 

a) Scene 16: Recít•tive: E chesi fo.? 
b) Scenc 17: Opcninga ría: /ntomoall'idolmio 

77 Barbara S1roní: wgrime mi<! ICon, .. • "-I 

78 Cio\1nnni C:'lbrielli : fo ecclesii.s [C01K,si§] 

79 Alessondro Grandi: O quam tu pulchra es 

80 Giacomo Carissimi: His1oria di Jephte: Excerpts 
o) Kecitotive: Pl-0ra1ecolles )c •• c1 .. "-I 
b) Chorus: Ploruu: fllii lsruel [C,;,nuM',&I 
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262 

272 
272 
272 

272 
272 

273 
275 

277 

284 

297 

311 

314 

314 

318 

318 
318 

319 

319 
319 
319 

323 
323 

311 

333 

334 

336 
336 
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81 Hei 11 rich Schtllz: S<1ul. was verfolgs1d" ,nich. SWV 415, 
from Spnphon,ae sacro.e Ili lc-... aj 

82 Girolarno Frescobald i: Toccata No. 3 !C••""~I 

83 Girolamo Frescobald i: lticcrcare aíter Lhe Credo from Mass for lhe Madonna. 

in flori nmsicali 

84 Biagío Mariní: Sonata IV per il violino per sonar con d,., corde 

85 Jean-Baptiste Lully:Armide: Excerpts 
a) OvcrtUIC I Canciu• ~ l 
b) Conclusion of divertissemcnt froni Ac1 11. Scene 4: 

laissons au tendre amour 
e) Act l i. Sccnc 5: Enfm il est enmapu.i.ssance IConc•s-c.·~1 

86 Jean-Baptiste Lully: Te Deum: Conclusion 

87 Denis Caul,ier: lacoqueuevir111ose 

88 Elis•be1h-Claudc Jacquet de 13 Cuerre: S11i1e in A Minor. from Piices de cla;-ecin 
a) Prelude [c •• ,,,.aj 
b) Allem:rnde f Conci,e ~ ) 

e) Cour·a,uc, ,.,d [I ls:o..:, .. aj 
d) Sorabande 
e) Cigue 
f) Chaconne 
g) Covotte 
h) Menuel 

89 Henry Purcell: Dido and Aenea~: Conclusion 
a) Recitalive: Th,-hand. Belir1d<1 1 e •• ,,~ ~I 
b) Lament. (ground bass a ria) : When { amlmd i.nearth lconct141 i\l 
e) Chorus: Wirh droopingwinb'S 

90 Tomás de Torrejón y Velasco: La púrpura dela rosa: Excerpts 
a) Dialogue ln stropbic song: Ybien. ,;qué es /.o que advienes? 
b) Chonas: Corred, corred. crisroles 

91 Juan de Araujo: Los c-onfladesde la estfoya 

92 Alessanclro Scarlotti: Clori venosa. e bella: Conclusion 
a) Rccit•tive: Vivo penando 
b) Aria: Si, si be11 mio 

93 Alessondro ScMlatti: La Grisei.da: Excerpt írom Act 1, Scene 2 

94 Arcangelo Corelli: Trio Sonata in O Major. Op. 3. No. 2 
:1) Gr:.we Jconci~~~I 
b) Allegro [Con<l,caj 
e) Adagio !Co•ci•• ;:. I 
ti) Allegro @;11c.11-e !t\] 

95 Dietericb Buxtehu<le: Praelu<lium in E Major. Bux\W l 41 lt,;,waj 
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358 

358 
359 

362 

365 

366 
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96 Antonio Vivaldi: Concerto íor Violin and Orchestra in A Mirror, Op. 3. No. 6, 
írom L'estro amlonico 

a) Al legro fc.., ... ~1 
b) L.1rgo 
e) Presto 

97 François Coupe,·in: Vi,,gi-cinquiémeordrc: Excerpts 

a> La vi.sionaire lcº"°'·~I 
b) Lo muse v,ctorieu.se I Cone,"' ~I 
e) Les ombres errantes 

98 Jean-Philippe Ranieau: Hippol)ie et Aricie. Act fV: Excerpt 
a) Conclusion of Sccne 3 IConchc- ~ I 

b) Sccnc 4 IConc•se ~ 1 

99 Georg Philipp Telemann: Paris Quanet No. 1 in G Major (Conceno Primo). Movements 3- 5 

Text 

Page 

417 
418 
41 7 

424 
424 
424 

429 
429 

a) Presao 435 
b) 1..u~o 43~ 

e) Allegro 435 

100 Johann Sebaslian Bach: Prelude and l'ugue in A Mi nor, llWV543 
•) Prelude 439 
b) Pugue 439 

1 OI Johaun Sebas1iau Bach: Cliorale Prelude ou D"rchAd<1ms FaU , B\W 637 440 

102 Johann Sebast ian Bach: 11te 1Vcll-1empered Cl0i>1cr, Book 1 
a) Prelude No. 8 in E- llat Mino r ~, ... aj 441 
b) Fugue No . 8 in O-sharp Minor g., .. ,,. ;:,] 441 

103 Jobancr SebaSLian Bacb: Nunkomm, der Heiden Heiland. BWV 62 
o) No. l. Chorus:Nunkomm. derl-feidenHeiland jc...,, .. ~I 445 
h) No. 2. Aria (tenor): Bewundert. o Menschen 145 
e) No. 3. Recilative (bass): So gehl au.s Cottes Herrlichkeil und 11iron 445 
d) No. 4, Aria (bass): Streite. siege. starker/Md! 145 
e) No. 5. Accompanicd rccitativc (soprano and aho): Wlrehren diese Herrlichkeit 445 
f) No. 6, Chorale: Lobsei~rr. dem. Vater, ron. 445 

104 Johann Scbastian Bach: St. Matthew Passion. B\W 244: Exccrpl 
a) No. 36. Biblicol narra1ive: Undder llohepriesteranrwonere 
b) No. 37. Cboralc: Werhatdichsogescl,lagen 
e) No. 38, Biblicol narr.i ive: Perru.s aber safl drwflen in, Palas, 

d) No. 39.Aria: Erbannedich 
e) No. 40. Chorale: Bil\ichgleicl, •on dirgewichen 

105 George Frideric Handel: Ciiúio Ccs0-re: Act 11. Scenes 1- 2 
n) Rccitative: Eseguisri. oh Nire,1 
b) Aria: V'odoro. pupillc Lçonc1,. ~] 

106 George Friderie Handel: Sa .. !: Act li. Scene I O 
a) No. 66. Accompanied recitarive: 7lte 7.me at len~nh is come ~.,, .. ;,J 
h) No. 67, Recitalive: 117hereistheSonofJesse? tt,;, .. aj 
e) No. 68. Choms: O fatal Conoequ,mceof Rage lc..,, .. ~1 

446 
446 
446 

446 
446 

454 

454 

457 
457 
457 
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VOLUM E Z: CLASS I C TO R0MANTI C 

107 Giovanni Ba1ris1a Pergolesi: laseivo podrono: Excerpt 

t'l) Recit:ttive: Ali. quanro mi sta mole lcondse~I 
b) Aria: So,1 iml>rogliaio io Jcon,,.• ;;-.1 

108 Johann Adolf Ha$$e: Cleoftde: Act 11, Scene 9: Digii ch'ioson fedele 

109 John Cay: '11,e BeggorsOpel"(l: Excerpl írom Scene 13 

a) Aria XV: M,-1,earttuas so free 
b) Aria XVI : Were l làid o,, Creer1/a,1d's coosl 

1 1 O Cbristoph Willibald Gluck: O,feo ed Eurid,ce: Excerpt from Act 11, Scenc 1 

11 1 Ciovanna Bauista Pergolesi: Staóar morer: Excerpt 

Text 

Page 

481 
481 

484 

489 
489 

492 

a) No. 4. Alto solo: Quae maerebatet dolebat 495 

b) No. 5. Duct: Quis est homo 495 

11 2 William Billings: Creation. from The Continental Ham,onr 496 

1 13 Domenico Sc.1rlani: Son.ia in D Major, K. 119 jc.,. ,,,. ;;-.1 509 

114 Carl Philipp Emanuel Bach: Sonata in A Major. H. 186. Wq. 55/4: 

Seco nd movemenr. Poco adagio ÍÇonq.,fil 511 

11 5 Giovonni Battisrn Sammartini: Symphonyin F Mojor. No. 32: F'irst movement. Presto 513 

11 6 Johann Stamitz: Sinfonia a 8 in E-na, Major. Op. l 1. No. 3: F'irst movemem. Allegro assai 514 

11 7 Johann Christian Bach: Concer10 for 1-farpsichord or Piano and S1r ings in E- na, Major, 

Op. 7, o.5: F'irstmovement. Allegrodi mollo 516 

11 8 Joseph Haydn: StringQuarcet i11 E- flat Major. Op. 33. No. 2 ('11,e}oke). Hob. 111:38 

a) First movement, AJlegro moderato. cantabile 

b) Second movement. Scheno:Allegro 

e) Third move,11e111. La rgosostenuto 

d) fOlfflh movement. Finale: Presto lcon,t,e s\ l 

119 Joseph Haydn: Symphony No. 88 in G Major. Hob. 1 :88 

:1) Fi rst movemrent. Adagio- allegro IConcue :i\ l 

b) Second mo"ement. Largo 

e) Third movement. Menuetto: Alltb'Tetto 

d) f'ourlh mo,·ement. Fiuale: AJlcgro coo spirit 

120 Joseph Haydn: The C.eanon: No. 2. ln rhebe6~nningCod 

12 1 Wolfgnng Amadeus Mo,an: Piano Son31> in F Major, K. 332: First movement, Alleg-ro 

122 \Volfg:mg Amadeus Mozart: Piano Concerto in A Major. K. 488: F'irst movemcnt. 
Allegro [Conme.&J 

123 WolfgnngAmadcus Mozan: Sympbony No. 41 in C Major (Jupiter). K. 55 1: Finalc 

124 Wolfgang Amadeus Mozan: Don Ciovonni: Act 1 
a) Scene I jc . . .... ;;-. 1 

b} Scene 2 lfiic,s, ;iil 

521/ 535 

524/ 534 

524/ 535 

524/535 

529 

529 

529 

529 

537 

545 

548 

551 

554 

554 
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125 Ludwigvan 8eechoven: Pia110 So na13 in C Minor, Op. 13 (Poiliérique): 

Fir$t movernent I Cot1ci~ aj 

126 Ludwig van Beethoven: Sympbony No. 3 in E- ílat Major. Op. 55 (Eroieo}: 

firs, movement. AJlegro con brio ~n• fil 

127 Ludwigvan Beethoven: StringQuartet in C-sharp Minor. Op. 13 1 

a) First movemem, Ad3gio ma no11 troppo e moJto espressivo jConcke s\ l 

b) Seconcl mO\'ement.Allegro molto vivacc (c-1~~ s\ ) 

128 Franz Schubert: Gretchen am Spinnrade. D. 118 !Con«« ;;-. j 

129 Franz Schuben: Winterreise. D. 91 I. No . 5: Der Lindenbaum [c • ..,,., ;;-. J 

130 Robert Schumann: Dichierliebe. Op. 48. No. 1: lm wundersch~nen Manai Mai !Co•<>•• ;;-.! 

131 Stephen Foster: Jeanie wirh rhe Ught Brown fia ir 

132 Robert Schumann: Corn<1Vol. Op. 9: Excerpts 
a) Nv. 5: Eu~tLius [c .... , ,,i: ih] 
b) No. 6: florestllll !Coo<1,. ;;-.1 
c) No. 7: Coquerre 

·133 Fanny Mendelssohn Hensel: Dós)ahr. No. 12: Deoember 

134 Fryderyk Chopin: Ma1.urka in 8- íla, Major. Op. 7. No. 1 jeo.cr,. ;;-.1 

135 Fryde,ykChopin: Nocturne in D- 11,n Majo r. Op. 27. No. 2 !Conro, ;;-.1 

136 Franz Liszt:'/'rois éwdesde concer1 , No. 3: Unsospiro t.ç;;í .. aj 

137 Louis Moreau CottschaJk: Socweoirde Porto Rico (Morcliedes Giboros). Op. 31 

I 38 Hecto r Berlioz: Spnplioniefanra,tiq1te: Fiftb movement, 

-o,eam ora Witches· SabbaLh- !Co•••••;;;-. I 

139 Fclix Mendelssohn: Violin Conccno in E Miaor. Op. 64: f'irs t movcment. 

140 

Allegro molto appassionato lfone:•$~..hl 
Robert Schwnann: Syrnpbouy No. 4 in D Minor. Op. 120: First 1110\'Cmcnt. 

Ziemlieh l•ngsam- lebhoft 
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Page 

567 

571 

581 

581 

599 

601 

603 

605 

610 

610 

610 

612 

616 

616 

618 

622 

630/633 

637 

638 

14 1 

142 

Franz Schubert: StringQuintct in C Major. D. 956: First movemcnt. AJJcgro ma non lroppo 641 

Clara Schumann: Piano Trio in G Minar. Op. 17: Third movemenr. Andam• !Con,,w: ;;-.1 643 

143 Fclix Mendclssolm: l:lijoll, Op. 70: Chorus, And 1/ien sl1all J'011r /iglu brwk foril, 

144 Pra n, Schubert: Die Nacht, Op. 17, No. 4. D. 983c 

145 Gioachino Rossini: llbarbiere diSiviglia: Actl. No. 7: Unavocepocofo [c°""'":aj 

l 46 Vincenzo Bellini: Norm.a: Act I. Scene 4. exeerpt: Casta di,•a 

646 

647 

6591660 

664 



Gn id e lo NA\VM Recordings 

NAWM 
No. Composer and Title 

147 Giacomo Meyerbeer: Les Huguertots: Conclusion or Ac1 l l 
a) Orchestral introduction and scene: Entrée de la Cour (Entrance oíthe Court). 

Oui. d'ttn heu reu.r hrme11 
b) Slow section, Sermenl (Oath). fürd"honr,eur 
e) Accompanied recitative: Scêne (Scene). Er maituenant 

d) Fast conclusion: Streue (Streua). O 1ra,,sport! 

l 18 Carl Maria voo \Veb~r: Der Frcischatz: Act I l. Finale. \Volí's Glen Scenc 
a) Cho ms at1d dialogue: Mi/eh des Moridesjieloufs Kroul 

b) Accompanied recita tive with spokcn dialogue: Treplich bedient! 
e) Melod rama: Sch<ilw. der im Dm,k<lln wachl 

149 rticha.rd Wagne r: Tristan und /solde: Exccrpts 
a) Prcludc 
b) Conclusion or Act l. Scene 5 IConc, .. ll>i 

150 Ciuseppe Verdi : uuroviata. Ac1 11 l, Sccno anel Due1 
a) Sl:eua: Si1511vru [Cuu01.1~ib] 
b) Tempod'au,cco: Colpel'Olsono ICon<i•• ll> i 
e) C,111abile: Parigi. o cora ~ .. "-] 
d) Tempo di mezzo: Ah non pit, lconcl,e-~ I 
e) Cabaleua:AI,! Gron Dio! Morirslgiovone ~"-üil 

151 Giacomo Puccini : Madama Butterfly: Excerpt fromAct 1 

152 Georges Bizet: Gc,nnen; Acl 1. No. 10: Seguidi lla anel Duel 

153 Modest Musorgsky; Boris Godunov; Coronation Scene 

154 Arthur Sull iv,n: 'lhe Pir'IJl<$O/ Pentál\Ct: Act IJ. No. 17: Whe,11ilefoemo,, barts hiss1eel 

155 Johannes Brahms: Symphony No. 4 in E Minor. Op. 98; Fourtb movemeul jc.."''•• "- 1 

156 Jobannes Brahms: Qulatet for Piano and Strings in F Mlaor. Op. 34: rirs t rnovement. 
Allegro nou troppo 

157 Anton Bruckncr: Virgafesse. WAB 52 

158 Rich.rd Strauss: Don Qufa:ore, Op. 35: Themcs ,nd V.iriorions 1- 2 IConc1 .. ll>i 

159 Gabriel Fau ré:Avanl quelu nel'en ai/les. from La bonnuhanson. Op. 61. No. 6 

160 Piocr ll'yich Tchaikovsk')" Symphony No. 6 in B Minor (Po1hêtique) . Op. 74: 
Third movemcn1. Allegro moho vivocc 

161 A111onin Dvor:lk:Slavonic Dances. Op. 46, No. 1, Pres10 

162 Amy Beaeh: Piano Qu i11 1.c1 in r•sharp Mif\01·, Op. 67:Third move,nen1, Allcgro :1gi1~10 

163 John Philip Sousa; The Sta,.. anel Stripes Forever 
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Page 

668 
668 
668 

668 

671 
671 
671 

693 
694 

700 
700 
700 
700 
700 

703 

705 

710 

716 

726 

728 

735 

739 

743 

745 

748 

755 
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VO LUME 3: T H E TWENTI ETH CENT URY AND AFTF.R 

164 Scon Joplin: Maple Lea/Hag 
a) piano rol I 
b) as played by Jelly Roll Monon 

165 Cusrav Mahler: Kindertow,lieder: No. 1. Nun willdieSonn' so helloufgeh'n b"•aj 

166 Richard S11·auss: &t/011,e. Op. 51: Scene 'i. Conclusion: 11/1! /eh hobe deiner, ,\ft,nd gekilsst 

167 Claude Debussy: Noc1umes : No. 1, Nuage< IConawll>! 

168 Mourice Ravel: Le 1ombcau de Coupcrin: Menuet 

169 Serge Rachmaninoff; Prelude in G Min.or, Op. 23. No. 5 

170 AlexanderScriabi11: Verslaflammc. Op. 72 IConm• "- I 

171 Erik S,iie: Embry·onsdesséchés: No. 3, De Podophrho.lma 

172 Arnold Scbocnbcrg: Pi~rro, l11n.afre. Op_ 2 ) : E.xce.rpt-' 

3) No. 8: Naclu íêõiisi~ !aj 
b) No. 13: En1haup1ung ICona" "-1 

173 Arnold Schoenberg: Piano Suite, Op. 25: Excerprs 
a) Prel11dc ICon,;,. ,,_! 
b) Mcnuc1 anel Trio li;onds,aj 

17 4 Alban Berg: Woueck. Op. 7: Ac1 11 l. Exce rpt 
a) Scene 2 
b) Scene3 lk, .. fil 

175 Anton Webern: Sym phony. Op. 21: Firs , moveme,11. Ruhigschrei1end 

176 lgor Stravinsky: 7'he /!ire ofSpring: Exce:rpls 
a) Darise dcs adoles~r11es jc.,,., .. li\ 1 

b) Danse sacrale 

177 li;or Stravinsky; SJ·mphor1rof Psalrns, Pi rsi ,novemen, 

178 Béla Bartók:Mikrokosmos: No. 123.Swccatoanduga,o !Conm•~I 

179 Bél:1 Ba rtôk: Music for Strings. Percussion and Celesta: Third movemem, Adagio [Conc,,e ~ 1 

J 80 Charles lves: Genffal Jli'i/liam Boolh Eniers inlo Hea ven lc-... "-1 

181 GcorgcGcrshwin: /GotRhphm. from GirlCrazy [Conc,.,ll>! 

182 BessieSmith: Back WarerB!ue< ICon,,., ;:,.t 

183 King Oliver: West ond 8/ues !Con,, .. ,.,1 
a) Original sheet music (no, on recorcling) 
b) Transcription of recording by Louis Armstrong and His llot Five 

184 Duke Ellingt0n: Gouon Tail ~•"-l 

185 Oarius Milhaud: Lacréation d11 monde, Op. 81a: First tableau 

186 Kun \Veill: Oie Dreigrosclienoper: Prelucle. Die Morito, •on Mockie Messcr t.ç;,;;@ 

Text 

Page 

775 
776 

786 

788 

795 

798 

800 

802 

809 

820 

820 

82 1 
82 1 

825 

826 

829 

833 
833 

837 

813 

815 

852 

861 

863 

866 

866 

870 

879 

881 
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187 Paul H i nde,nit h: S)mpl1011r Mnrl1is der Maler: Second rnovemen ,. Crableg,wg 

188 Sergey Prokofrev:AlexanderNe1>Sk)', Op. 78: Fourtb movement, 

Arise. YeRussian PeopLe iC•••'••" l 

189 Dnútri Shostakovicb: Symphouy No. 5, Op. 4 7: Seconcl movement, Allegreuo 

190 Heitor Vill•-Lobos: Bacltiánas brasileiras No. 5: No. 1. Aria (Cantilena) [i;;, ... i!IJ 

191 Silvestre Re,~rcltas: Home1ia1ea Fedelico Ga,-cía Lorca: First movemcnt. Baile 

192 Edgard Va rêse: f!Jperplism 

193 Henry Cowell: The Banshee 

194 l\mh Crawford Secger: String Quartel 1931: Fourth movement. 
Allegro possibile lc ... ,,.,,I 

195 Aaron Copland:AppolacMan Spring. Exccrpt with Variations on 
'Tis 1he Gift ro Be Simple [Cone1 .. i<.f 

196 Willi>m GrantStill:.Afro -AmericanSymphon)' (Symphony No. 1): 

Firs1 movemem. Mode1·:uo assai li:o"C1$~ :\\] 

197 Charlie Parker and Dizzy Gillespie: A11thropológr 
a) Lead sheet 
b) Transcription of Charlie Parker's solo 

198 Leonard Bernstein; Wes1 Side S10,:,-: Act 1. No. 8. ·Coor· 

199 Vincent Persicheui: SJmplwnrfor Bond (Symphony No. 6), Op. 69: 
Firsi movemem. Adagio-Alleg-ro 

200 Benjanún Briuen: Pernr Crimes: Act 11 1. Scene 2: To Irei! wirlr all rour mercr! 

201 Olivier Messfaen: Quoriet for1h, End o['frme: l'irsl movemem, 

Uttugie de cristal I Condie ~ , 

202 Plerre Boulez: Lema rteau. sans m.aitre: Movernent 6, Bourreaux de solitude 

203 John Cage: Sonatas and lnterlud~s: Sonata V !Cona~;:\J 

204 John Cage: Mu,ic of Chan1,'Es: Book [ 

205 George Crumb: Black Ange/.s: 11,irtMn lmagesfrom,he Dark La11d: Excerp1s 
a) lmage 4: Devil -Mu,ic !Con"'c ill f 
b) lm~ge 5: Dol'<Se macobre !Conc1 .. illl 

206 Edgard Va rese: Poêm-e électronique (Con~ ili f 

207 Milton Babbiu: Philomel: Secrion 1 [Coneiso ill] 
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PREFACE TO THE 

NINTH EDITION 

THE STORY OF A HISTORY OF WESTERN MUSJC 

The science nction writer Ursula K. LeGuin once wrote, ''The story-from 
Rumplestiltskin to War and Peace- is one ol' lhe basic lools invented by lhe 
human mind, for the purpose of gaining underslanding. There have been 
~reat societies that did not use the wheel, but there have been no societies that 
did not tel1 s tories." 

A Hist,oryofWestem Music is a story about wbere music in lhe Western tra­
dition carne from and how il bas changed over the centuries frorn ancient 
times to tbe present. The story naturally focuses on the musical works. styles, 
genres. and ideas that have proven rnost influcntial. cnduring. and signif1cant. 
Yet it also encompasses a wide range of music, from religious 10 secular, from 
seriousto humorous, ifrom art music to popular music, and li-om Europe tothe 
Americas. ln telling this tale. I have lried lo bring severa! themes to the fo1·e: 

the people who created, performeel, heard, and paid for this music; 
the choices they made anel why they made them; 
what they valued most in the music: anel 
how these choices re11ected both lraelilion anel innovation. 

We study music history in part beca use it gives greater understanding to 
ali music, past anel pi-esent. lt may be surprising to discover how much and 
how often musicians from ancient times to the presem have borrowed from 
musical traditions of otber lands or earlier eras. Repertoires from Gregorian 
chant to Baroqi.te opera represent a fusion of elemenls from many regions, 
anel musicians in Europe anel the Ame ricas have been trading ieleas for more 
tban fou r centuries. Composers from the Renaissance to the twenty-ftrst cen ­
tury dTew inspirntion from ancient Greek music. Bach. Mozart. Beethoven. 
Brahms, Schoenberg. and many composers living today ali borrowed ideas 
from music written long before they were horn . lt may be even more sur­
prising to learn that jazz arrangers used harmonies they heard in rnusic by 
Debussy anel Ravel, or that tbe multiple simultaneous melodie anel textual 
layers in hip hop music were ftrst trieel out in lhe thirteenlh-century motet. lt 
is not tl1at there is nothing new u.nder the sun. hut 1hat almost anything new is 
a fresh twist on what Uias become traditional. Sometirnes what seems newest 
is actually borroweel in part frorn music of the distant past. 

)()()(i 
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We may also be surpl·ised to learn that tbings we take for granted about 
music have not always heen a round. Pop music aimed at teenagers nrst 
emergeel after World \Var li. Most wind anel brass instruments assumed 1heir 
currelll form in Lhe rnid-nineteenlh cemury or later. Concerts of rnusic from 
the past, which are standard features of today's musica l life, nrst appeared 
in the eighteenth century anel were rai-e before the nine teenth. Tonality, ou,· 
common musical language of major and minor keys. is not even as o ld as 
New York City. Knowing tbe origins of these anel other aspects of musical life 
increases ou.r underslanding. 

Many questions about music can only be answered historically. Why do 
we use a seven-note dialoníc scale? Why do we have a notation system wilh 
lines, s taffs, clefs, anel noteheads? Why do operas have recita tives? Why is the 
music oi' Haydn and Moicarl called "classical"? Why do Bach anel Schumann 
often use the sarne rhythmic figure in measure after measul'e, while Mozal'I 
anel SchoenJierg rarely do? How did jazz change from heing a popular form 
of dance music to a kind of art music? None of these has a common-sense 
answer. bul ali can be answered by tracing lheir history. As a rule, if some­
thing does t101 make sense, there is a hisiorical reason for it, anel only know­
ing its histo1y can explain it. 

lt is with these themes in minei that I have writtcn the new Ninth Eeli ­
tion of A History of Wesrem Music. The text is strnctured in short chapters and 
arranged in six parts corr espondingto broad historical periods-TheAncient 
:md Medieval Wodds, The Renaissance. The Seventeenth Century. The 
Eighteenth Cenlmy , The Nineteenlh Cenhuy. and The Twentieth Century 
anel After. The parts are further divided into subperiods, each treated in one 
to three chaplers. The n rstchapter in each ch.ronologicalsegment hegins with 
a summary of the times in order to odent you 10 some of the mosl importan1 
themes oi' the era. ln addition, each chapter starts with an overview ol' lhe 
music that will be discussed and ends with a sketch of its reception and ongo­
ing impact. By structuring the narrativc of music history in this fashion. [ 
have attempted to establish a social anel historical context for each repertoire 
anel to suggest its legacy anel its sih'l1incance today. The heart of each chapter 
explores changing musical styles. the primary composers. genres. and works. 
and lhe tension between tradition and innovalion, always trying 10 make cleai­
what is important, where it-E1ts, wbyit matters, anel wbo cares. Each pari, each 
chapter. and each seclion tells a story that is in some ways complete in itselí 
but also connects to ali thc others, like pearls on a string. to forma single nar­
ra tive th.rcad rooted in human choices anel values. 

USING THE BOOK 

A HistoryofWestem. Music, Ninth Edition, is designed for maximum reaclabil­
ity. The narrative is accompanied by rnany features to assis! you: 

• Brief Part lntroductions highlight lhe mosl importan! themes in each 
period. 

• Chapte r Overviews anel Smnmaries establ ish social anel histo ri­
cal context at the outset and reception history anel musical legacy at 
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lhe end of each chapter 10 racUitate an 
understanding of each period and musical 
repertoire. 

• EW ln Pe rformance sidebass lrace lhe 
careers of major performers. illustrating 
what ir was like to be a professional singer 
or instrumentalist from ancient times to 
the presem, and highlight issues relevam 
to performers today. including ornamenta­
tion. improvisation. historically informed 
performance, and bel canto. The coverage 
of performance practice has been greatly 
expanded tluoughout this new edition. 

• Composer Biographies highJight compos­
ers· li ves and works. 

• Mnsic in Conte~1: sidebars emphasize the 
importance of music in the daily life of 
people at eve1y levei of society, sbowing 
what they valued in it and how they pro­
duced and consumed il. 
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• lnnovations sidebars-one for each part, 
plus one for the twenty-ftrst century- focus 
on key 1echnological or sociological innova­
lions that signjfJcantly changed the dissemi­
natio11. performance, and consumption of 
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slraightforwarcl, visual formal for maximu m 
clarity. 
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book . 

• Source Readings, with new reaclings in this 
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XXXV 

'- • ' EW StreamJined T imelines in every 
chapter set the music in a social and histori­
cal context, J'acilitating a clear view of the 
interrelationship between musical m d his ­
torical events-of what happened when. =:.i:- -*t""' 

• Four -Color MaaJs establish a location and 
contexl for lhe m usical evenls and works. 

• Vivi.d Artwork and Photoi,'l"aphs throughout 
provide essential cultural context and high­
ligbt impo1iant ideas, arcbitecture, people, 
and events. including portraits of many of 
the composers and performers discussed. 

• De tailed Oiagrams clarify forms of musical 
works anel genres to help you grasp some o r 
lhe essential slructures of music. 
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scores and recordings are found throughout =:;.=:~E[~;:~;~;:,;::~.:·:· 
the Lext , The scores are iclenti.f1ed by their =;:;·;;;.--;,;:~~::;;;;;;,::·,;;::.:;•·;::;::.,~.,;,;,;:.:,.:-; 
numbers in the .NortonAnthology of Westeni ;I...:.:~;;~:;,::~..;;·!°:i::~~;z,;-:;~=;; 
A1usic (NA\VM). Seventb Edition. Sym_bols in '.27!~~~!:;~7~ .. .:~:!'~f.Z--1'.:.7~ ~:':.":,·t· 
the marE,rins ind icate which pieces are in the 
Concisc edition of this text (ali of them are 
in the PuJI version). 
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• Video excerpts from Metropolitan Opera 
p.-oductions are indicated in the margins. 
The Ninth Edition features over two hours of 
stun.ning performances, from Gluck·s O,feo ed 
Euridice to Adams's Doctor Atomic, anel access to 
stream.ing excerpts is included free with every 
new text. 

• For Ftu-ther Reading, collected ai the back of 
tl1e book, provides an up-to-date bibliogra­
phy corresponding to each part. chapter. and 
section . 

USING THE ANTHOLOGY AND RECORDINGS 

Although this book stands on its own as a narrative history. your understand­
ing will be enriched by using it in tanclem with the accompanying anthology 
and recordings: 

• Available in three spiral-bound volumes, the Norto11A.J1tl1ologyof 
Western Musie (NAWM). Seventh Edition. by J. Peter Burkholder and 
Claude V. Palisca (Volume l: Ancient to BaroqueNolwne 2: Classic 
to RomanticNolume 3: The Twentieth Century and After), provides a 
comprehensive collection of scores. illustrating the most signincant 
musical lTends, geni-es , and national schools in the \Ves tem world 
from anticruity to tbe present. Thirty-nine pieces are new to tbis edi ­
tion, including nve selections from the past nfteen years, offering 
unprecedented access to recent music. 

• Each piece is followed by commentary that relates the p iece·s orí­
gins; describes ils form, contents, and important stylislic traits; and 
addresses issues or lhe edition and performance when appropriate. 
ln addition , ali foreign-language texts are accompanied by Englisb 
translat1ons. 

• The record ings that accompany the anthology include outstand-
ing performances of the enti.re NAWM repertoire by some of the best 
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musicians and ensembles working today (see below, pp. xio.-viii-xxxix). 
A variety of formats-iocluding streaming and MP3 d ises-are now 
available. Fifty- six performances are new to this edilion. 

USING TOTAL ACCESS 

The new Total Access program unlocks a fu.11 suite of media resources with 
every new book, including: 

• Strea:ming recordfoh'S of the entire NortonAnthologyofWestem Music 
repertoire. 

• Stunning Metropoli tan Opera video of scenes from selected operas. 

• An interaclive ebook thal allows you lo lake notes. highlight. and lis­
ten to audio examples at the click of a mouse. 

• NEW lis teníngqurLzes by Jessie Fillerup and Joanna Love. 

To access these resources and more, go to wwnorton.com/ studyspace and 
regisler with lhe code in lhe fronl of this hook. 

TO THE INSTRUCTOR 

ABOUT THE TEXT 

The new Ninth Edition of A Historx of ll7estem Mu.sic offers the most cur­
rent. authoritative scholarship available. Each chapter has been revised 
and u.pdated to rel1ecl recent research and to incorporate suggestions from 
reviewers and instructors. 

A new fmal chapter on music in the twenty-fi.rst centuty brings the story 
u.p to the present, with a focus on new technologies fo r producing, distribut­
ing. and hearing music and on growing lrends toward fusion of traditions 
to create new approaches to music. The discussion of music in the twenti­
eth century has been reorganized both to delineate the differences between 
veroacu.lar and classical traditíons and 10 emphasize the commonalí lies 
between them. Such common themes include engagement with political and 
social concerns between the wars, the emergence of music of the Americas 
onto the world stage. and shared trends in the decades after \Vorld \Var II 
such as increasing demands on performers and listeners. focus 011 atten ­
tive listeníng, experimentation with new techniques, and incorporation of 
non-Western traditions. 

Throughout lhe text. there is greater emphasis on performers and perfor­
mance. including ln Pe1formance sidebars on major performers from ancient 
times to today and on issues such as historically informed performance. the 
use of voices or instruments in perfomúng medieval and Renaissance secu­
lar music. the careers of performers from medieval minstre ls to a modem 
string qual'tel, how to add embellishmem and ornamentation to music from 
the Renaissance and Baroque eras through the nineteeoth century, and the 
cbanging relalionships between opera singers and composers. 
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ABOUT THE ANTHOLOGY AND RECORDINGS 

Responding to extensive feedback from instructors and students. 1 have 
expanded the repertoire in the Seventh Edition of the NortonAnthologyofWest­
em Mi,sic from 205 to 220 works, with new works from the late Middle Ages 
by Petn1s de Cruce, Philippe de Viny. Gui llaume de Machaut. and Prancesco 
Landiní: from the Renaissance by Josquin Desprez. Marchetto Cara. Nico ­
las Gombert, Thomas Tallis, Anthony Holborne, and William Byrd; from the 
seventeenth and eighteenth centuries by Jean-Baptiste Lully. Georg Phfüpp 
Telemann, Johann Sebastian Bach. Giovanni Battista Pergolesi, anel Joseph 
Haydn; from the nineteenth centmy by Franz Schubert, Felix Mendelssohn, 
Fanny Mendelssohn Hensel. Anton Brnckner. and Gabriel fauré: from lhe 
twentierh century by Richa rd Strauss, Maurice Ravel, Edgard Varese, Alban 
Berg. Km1 Weill. Heitor Villa-Lobos, Silvestre Revueltas. Leonard Bernstein. 
and Vincent Persichetti; and l'rom the twenty-first century by Elliott Carter, 
Kaija Saariaho. Osvaldo Colijov. John Adams, and Jennifer Higdon. 

The anthology empltasizes complete works or movements. Each work 
selected is a good teaching píece-representatíve of its period, genre, and 
Mm posr,i·. Majorr.ompoi<ers s11r.h ~s M~r.ha11I. Land in i . D11 Pay. Josquin. Ryrd. 
Gabrieli, Monteverdi, Scarlatti, Bach, Handel, Haydn, Mozart. Beethoven, 
Schube11, Mendelssohn, Chopin, Schumann, Brahms, Schoenberg, Stravin ­
sky. Bartók. John Cage. and John Ada.ms are represented by mu.lliple works. 
reflecting the composers· range of style. Other pieces revea l chains of devel­
opment, inch1ding genr,es, conventions, forms, anel techniques, from the 
mass to sonata form and from counlerpoinl to seria.lism. Selections encom -
pass not only lhe standard canon but also music from Spain, Eastern Europe. 
and the Americas; music of the African American tradition: music by women : 
and music by living composers. 

The newly expanded recorded anthology features updaled recordings 
from some of the best p,erfonners and ensembles work.ing today alongside 
classic recordings by great artists, including: 

• Early music ensembles Academy of Ancient Music, Altramar. 
Anonymous 4. LesArt Florissants. Chapelle Royale, Chiaroscuro. 
Circa 1500, Concerto Cologne, Concerto Vocale, Dunedin Consort 
and Players, Englis h Baroque Soloists, Ex Cathedra, Gabrieli 
Consort. Gothic Voices. The Harp Consort, Hilliard Ensemble, His 
Majestys Sagbutts & Cornetts, Les Musícíens du. Louvre, Lionheart, 
London Baroque. Ma11in Best Medieval Ensemble. Orlando Consort. 
Sequentia. Tallis Scholars. Theatre ofVoices. and La Venexiana. 

• Singers Elly A.me ling, füyan Asawa, Julianne Baird, Cecilia Bartoli, 
Belhany Beardslee. Ian Bostridge, Montserral CaLallé, Paul Elliotl. 
Gerald Finley. Dietl'ich Fischer-Dieskau, Renée Fleming, Ellen Hargis. 
Paul Hillier, Lorraine Hunt, Emma Kirk.by, Guillemette Laurens, 
Evelyn Lear, Christa Ludwig, Ethel Merman. Birgit Nilsson , Nigel 
Rogers. Renata Scott o. William Sharp. Bessie Smith. Joan Sutherland. 
and F urio Zanasi, 
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• Harpsichordists Gustav Leonharclt. Byron Schenkman. Geneviêve 
Soly, and Colin Tinley. 

• Lutcnists Eduardo Egüez, Lcx Eiscnhardt, Paul O'Dctte, anel 
Hopkinson Sm ith. 

• Violinists James Ehnes. Gidon Kramer. Sigiswald Kuijken. lngrid 
MaLthews. and Jaap Schroder. 

• Ccllist Yo-Yo Ma. 

• Pianisls Pie rre-LaurenlAimard. VlaclimirAshkenazy. Malcolm 
Bilson, Aldo Ciccolini, Henry Cowell, Jorg Demus, Scou Joplin. Lil i 
K,·aus, Jelly Roll Morton, U,·sula Oppcns, Sergci Rachmaninoff, Art1.J r 
Rubenstein. Rudolf Serkin. and Yuji Takahashi. 

• Orchestras Atlanta Symphony Orchestra, Berlin Phi]harmonic. 
Chicago Symphony Orches1ra. Conce!'lgebouw Orchestra. London 
Philharmonic Orchestra, London Symphony Orchestra, New World 
Symphony. New York Philharmonic, Orchestre Revolutionnaire et 
Romantique. San Francisco Symphony. Memhers of lhe Simón Bolivar 
Youth Orchesrra ofVenezuela, Tafelmus ik Baroque Orchesrra, anel 
Vicnna Philharmonic. 

• Conductors MarinAJsop. Herbert Blomstedt. Karl Bohm. Pierre 
Boulez. William Cbristie. Aaron Copland. Colin Davis. John Eliot 
Gardiner, Bernard Hailink, Philippe Herreweghe, René Jacobs, Paavo 
Jarvi, Erich Leiusdorf, James Levine, Sir Charles Mackerras, Kent 
Nagano Seiji Ozawa. Robert Shaw. Robert Spano. lgor Stravinsky. anel 
Michael Tilson Thomas. 

• Opera companies Bayreuth Festival Opera, Deutsche Oper Bcrlin , 
Kirov Opera, and Royal Opera House at Covent Garden. 

• Chambcr ensemblcs thc Concord StringQuartct, Ensemblc 
lotcrContcmporain. Guarocri String Quartel. Kodály Quartel. Tokyo 
String Quartet, anel Yuval Trio. 

• Bands the Royal Aliil]ery Band anel United Stales Marine Band. 

• Jazzartists Louis Ar mstrong, Duke Ell ington, Dizzy Ci llcspie. Earl 
(Falha) Hines, Charlie Parker, anel Bud Powell. 

US ING THE INSTRUCTOR'S RESOURCES 

A füsto,y of Westem Mlisic. Ninth Edition. comes with a suite of instructor 
materiais lhat have been carefully developed to align with the goaJs anel con­
tem of 1he tex1. 

• lnstructor's Resom·ce Disc is a helpful classroo:m too! that includes 
PowerPoiot lectw·e slides-with au<l io excerpts-and ali the an from 
the text. 
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• Test Ban.k by Anthony Barone (University of Nevada- Las Vegas). 
Stephanie Schlagel (Coliege-Conservatory of Music, University of 
Cincinnati). anel Laurel Zeiss (Baylor University) includes over2.000 
multiple -choice. true/ false. sbort-answer. ma tching. anel essay ques­
rions. Some q-uestions include musical examples, and each question is 
identined with a topic. question cype (factual. conceptual. or applied). 
anel dU'nculty levei. 

• lnstructor's Manual by Rogcr Hickman (Californ ia Statc Univcrs ity­
Long Beacb) includes detaiJed teachlng advice for new anel experienced 
instrnctors alike. ln addition to suggested syllabi, the manual contains 
an overview and list of learning objectives, lecture suggestions and 
class activities. discussion questions. anel a comprehensive annotated 
b ibliography. 

• No.rton Coursepacks enables students to access quizzes, reco rdings , 
and more via their campus learning managemenl system. Organized 
by chaptcrs in a playlist. ali thc recordings are ava i lab le as streaming 
music witb.in the coursepack, wb.ich also includes chapter diagnostic 
quizzes ( witb 25 questions per chapter exclusive to the coursepack), 
new listening quizzes for each musical work, flashcards. and more. 

• Norton Opera Sample r DVD conta i ns over lwo hours of lop-quali•y 
live performances from the Metropoli tan Opera. The DVD is ava ilable 
Lo adopters frcc of charge. 
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· PART· 

1 
THE ANCIENT AND 
MEDIEVAL WORLDS 

# 
very aspect of today·s music has a his tory. and 

many fundamental elements can be traced back 
thousands of years. Prehistoric societies developed 

instruments. pitches. melody. and rhythm. Early civiliza­
tions used music in religious ceremonies. to accompany 

dancing, for recreation, and in education-much as we do 
today. Ancient writers directly iníluenced our ways of thinking about 
music. from concepts such as notes. intervals. and scales. to notions of 
how music affects our feelings and character. Medieval musicians con­
tributed further innovations, devising systems for notating pitch and 
rhythm that led to our own, creating pedagogical methods that teach­
ers continue to use. and developing techniques of polyphony. har­
mony, form. and musical structure that laid the foundation for music 
in all subsequent eras. Church musicians sang chants that are still used 
today: court poets and musicians composed songs whose themes of 
love·s delights and torments are reílected in songs of our time: and 
both church and secular musicians developed styles of melody that 
have inlluenced the music of later periods. 

The music and musical practices of antiquity and the Middle 
Ages echo in our own music. and we know ourselves better ií we 
understand our heritage. Yet only fragments survive Írom the musical 
cultures of the pasr, especially the distant pasr. So our fi rst task is to 
consider how we can assemble those fragments to learn about a musi­
cal world of long ago. 

' 

• 

Part Outline 

1 MUSIC IN ANTIQUITY 4 

2 THE CHRISTIAN 

CHURCH IN THE FIRST 

MILLENNIUM 22 

3 ROMAN LITURGY AND 

CHANT 46 

4 SONG AND DANCE 

MUSIC TO 1300 67 

5 POLYPHONY THROUGH 

THE THIRTEENTH 

CENTURY 84 

6 NEW DEVELOPMENTS 

IN THE FOURTEENTH 

CENTURY 111 

MUSIC IN ANTIQUITY 

.... 

The cullure of Europe and the Americas- known 

as Western culture to dist inguish it from the tra ­

ditional culturcs of Asia- has decp roots in the 

civili,;ation~ of antiquity. Our agriculture, writing, 

cities, and systerns of trade derive frorn the ancient 

Near East. Our mathematics, calendar, astronomy, 

and medicine grew from Mesopotamian, Egyp -

dan, Greek, and Roman sources. Our philosophy is 

founded on Plato and Aristotle. Our primary religions, Christianity and 

Judaism. arose in tl1e ancient Near East and were iniluenced by Greek 

thought. Ow· literature grew out of Greek and Latin trndilions and dsew 

on ancient myth and scripture. Our arlists imitated ancient sculpture 

anel arclútectw·e. From medieval em pires to modem democracies. gov­

ernments have looked to Creece and Rome for cxamples. 

The music ofWestern cuhure , known as Weslern music, also has 

roots in antiquity, from the scales wc use to the functions rrnusic 

serves. The strongesl direct iníluence comes through Greek wril ­

ings, which became the foundation for European views of music. 

Thc influence of ancient music itsclf is more difncuh to trace. Little 

notated music survived, and few if any European musicians before 

the sixtecnth century could rcad tbc ancient notation. Yet sorne musi­

cal practices continued, passed down through oral tradition. 

These echoes of ancient music in the \Vestem tradition are reasou 

enough to begin our survey by examining the roles of music in ancient 

cultures. t he links between ancient practices and those of la.ter ,cen­

turies. and the debt \Vestem music owes to ancient Greece. Starting 

with ancient music also lets us consider how we can learn ahout music 
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of the past anel wha1 types of eviclence we can use to recons1ruct the history 

of music from any age. 

Music is souncl. anel sounel by its nature is impennanent. What remains Types ofevidence 
of the music from past eras are its historical traces. of four main types: 

(1) physicaL remains such as musica l instruments anel performing spaces: 

(2) visual images of musicians. inslruments. anel performances: (3) writings 

aboul music anel musicians; anel (4) music itself preserved in nota­

Lion. through oral tradition. o r (sincc thc 1870s) in rccordings. Using 

1.hese traces. we can l. ry to reconsl rucl what. music o f a past cullure was 

like. recognizing that our unclerstaneling wi ll always be partia! anel 

will be iníluenced hy our own values anel concerns. 

Wc are most conlielent of success when we havc &li four types of 

evielence in abundance. But for ancient music, relatively little remains. 

Even for Creece. by for the best- elocumented ancient musical tracli ­

tion. we have ouly a small portion of the instrumencs, images, wric­

ings, anel music that once existeel. For other cultures we have no music 

at all. By examiningwhat traces survive and whal we can conclude from 

them, we can explore how each type of evidence contributes to om­

understanding of music of the past. 

The Earliest Music 

The earliest evidence of music- making lies in surviving instruments 
and representations. ln lhe Stone Age. people bored fmger boles in 
animal bones and marnmoth ivory to make whistles and llutes. F'igure 
1.1 shows onc of thc olelcst anel most complete bone llutcs yet found 
in Europc. dating from about 40,000 e.e.E. Paleolilhic cave paintings 
appear to show musical instruments being p layed. Pottery llu tes, rat­
tles, and elrums were common in tbc Neolithic era. and wall paintings 
in Turkey from lhe sixth millennium _e.e.E. show drummers playing 
for dancers and for thc hunt. to drive out game. Such imagcs provi de 
our primary evidcnce for the roles music played in these cultures. 
Once people learneel to work with metal, in the Bronze Age (begin-
11ing i11 the fourth millennium e.e.E.). they made met;il instnnncnts. 
inclueling bells, jingles, cymbals, rattles , and horns. Pluckeel s tring 
instruments appeared arounel the sarne time, as shown on stone carv­
ings; the inst111ments themselves were maele ofperishable materiais, 
and few have surviveel. 

AJt11ough we can learn about vaYious facets of prehistoric musical 
cultures from images anel archaeologicaJ remains. our unelerstaneling 
is severely limiled by the lack of any wrillen record. The invention 
of writ ing, which marked the end of the prehistoric period, aelded a 
new type of evielence. and it is with these accounls thaL lhe h.istory of 
music properly hegins. 

FIGURE 1.1, Frontview of a 
bone jliite made Jrom the radins 
(wingbone) ofagriJJon vulture. 
unearthed in 2008 at Hohle Fel.s 
Cave in theAch Valleyin Swabia 
(southwestem Cerma,ny) and 
eslimated to date Jrom alwut 
40.000104-2.oooyearsago. JVith 
five finger lwfos. it ts the most 
complete ofthe early flutes yet 
recovered. {SASIIA SCIIUEKMA.S~'/Al'l'/ 
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FIGURE 1.2 : 771e 
ancient Neor Eo.sl. 
s/10 wi11g 1/t-e loca1ion 
ofthe mai11 cities and 
civüizatiMs of Mesopo­
tarnia and q;Jpt. 

I,istniments 
andiniages 

Music in Ancient Mesopotamia 

Mesopolamia. the land between the Tigris and Euphrates rive rs (now part of 
L-aq and Syria). was home to a numher of peoples in ancienl limes. The map 
in F'igure 1.2 shows severa! of the mosl importanl civil izalions lhal developed 
rhcrc and in nearby rci,•ions ovcr a span o i' more than two thousand yca rs. 
Herc in thc fourlh millcnoium e.e.E .. lhe ftrst true cil ics and civilizations 
emerged- from Nagar anel Hamoukar in the nor1h to Un1k in the south- ancl 
tbe Sumerians elevelopeel onc of the first know11 forms of writing. using 
cuneiform (weclge-shaped) impressions on ílat clay tablels. This system was 
adopted by later civilizations. including thc Akkaelians anel the Babylonians. 
Many tablets have been dcciphered, anel some mention music. 

Archaeological remains anel images are still crucial for understanding 
the music of this time. Pictures show how instruments were held and pi ayed 
anel in what circumstances music was useel, while surviving instruments 
reveal details of their construction. F'or example, archaeologists exploring 
the royal tombs at Ur. a Sumerian city on the Euphrates. founel severa! lyres 
anel /,arps. two k.inds of plucked string instruments. as well as picwres of 
them bei.ng played , ali from ca. 2500 n.c.r.. ln a lyre, the strings run paraJ ­
lel to the resonating sounelboard anel attach to a crossbar supporteel by two 
arms; in a harp. the strings are pe rpendicular to lhe soundboard, and lhe 
neck that supports them is attached directly to the soundbox. Pigure 1.3 is a 
reconslruclion of one of the i.nstruments from Ur: a bull lyre. a distinctively 
Sumerian lyre whose soundbox fealu res a hull's head. which had religious 
signiÍlcance. F'igure 1.4 is pari ol'an inla id panei dep ict inga music ian playing 
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a bull lyre ata victory banque!. Tbe player holds the lyre. supported 
by a strap around bis neck. perpendicular in front of llim and plays 
it with both hands. Together image and instrument reveal that the 
lyre had a variable number of strings runningfrom a bridge on lhe 
soundbox to che crossbar, where they were knocted around sticks 
that could be turned to change the tension and thus Lhe tuning of 
each string. 0lher instruments of the period included lutes. pipes. 
drums, cymbals, clappers. ra1 Lles , and bells. 

Combining wrillen recoreis with images of music- making allows 
a much full er understanding of how Mesopolamian cultm·es used 
music, showing 1hat tbeir repen o ries included wedding songs. 
funeral laments, milita r)' music, work songs. nurscry songs, dance 
music. tavern music. music for ente rtaining at feasts, songs to 
address the gods, music to accompany ceremonies and process ions, 
and epics sung with instn1mentnl accompaniment- all but thc last 
uses that continue today. As is true for eve,)' era until the nineteenth 
ccntury. wc '111d the bcst cvidcncc for music of the elite classes, pri ­
mariJy rulcrs and priests , wbo had the rcsources to induce artisans to 
makc instruments, musicians to make music, artists lo depict il, and 
scribes to wr ite about it. 

7 

Written sources also provide a vocabulary for music and some 
information on musicia11s. Word lists from ca. 2500 s.c.e. 011 include terms 
for instrumeuts. ttmingprocedures. performers. performingteclrniques. and 
ge11res or rypes of musical composil ion. The earliest composer known LO us 
by name is Enheduanna (íl . ca. 2300 B.C.F..) , an Akkadian high priestess at 
Ur. who composed hymns (songs lo a god) to lhe moon god Nanna and moon 
goddess lnanna: thei r text.s. but not her music. survive on cuneiform tahlets. 

FIGURE 1.3: Recon­
stn1ctio11 of a S11m erio.n 
bu.11 lyre Jrom l11e 

A.round 1800 B.C.P.., Babylonian musicians began to write down what they 
knew instead of passing it on by word of moulh only. Their writings describe 
Luning, i nlerva.ls. im p rovisatio n, perfo rming techniq u es. and genres. incl ud­
i ng love songs, laments, anel hymns. Here again we frnd many aspects of mus ic 
1:hat continucd into la ter times. 

Royal Ceme1esy,11 Ur. 
ca. 2500 a.e.E. 
(O TILtTJtUSTtl!S OPTIII; 

IUUTISU MUSJ!.UM/ AR1' 

ktSOUI\CE. XY) 

FIGURE 1.4 : Tnlaid panei from 
Ur. ca. 2600 B.C.f •. showing 
a bu.11 lyre being pla.yed ar. a 
vi.ctory bonque t.(TH E KKITISH 

,.,ustU),I , t.ONl>ON , l'UOTI); EKICU 

U SSING/AJlT Hl:SOUJlCE, NY) 
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TIMELINE 
Mesopotamia. 

Greece. an.d Rome 

MUSICAL H ISTORICAL 

• ca. 3500- 3000 B.C.E. Rise of 
Sumerian cities 

• ca. 3100 Cuneiform writing 
established 

• ca. 2SOO Royal tombs at Ur 
built 

• ca. 2300 Enheduanna com­
poses her hymns 

• ca. 18 00 Babylonian writings 
about music 

• ca . 1400- 1250 Oldest nearly 
complete piece 

• ca. 800 Rise of Greek city­
states 

• ca. 800 Homer, 1/iad and 
Odyssey 

• 753 Rome founded 

• ca. SOO Pythagoras dies 

• ca. SOO Roman Republic 
begins 

Among the writings are instructions for mning a st ring 
instrumcnt that indica te the Babylonians used seven- note 
dicaonic scales. They recognized seven scales of this type. 
corresponding to the seven diatonic scales playable on the 
white keys of a piano. These scales have parallels inche ancienc 
Greek musical system as well as in our own. suggesting that 
Bahylonian theory and practice inlluenced that of Greece. 
d irectly or indil-ectly. and 1.hus Em·opean music. 

The Babylonians used their names for intervals to c1·ea1e 
t.he earliest known musical 110/atio11. The oldest nearly com­
plete piece, f'rom ca. 1400- 1250 B.C.E. , is on a tablet shown in 
Figure 1.5 tha1 was found at Uga1·it, a merchant city-state on 
Lhe Syrian coast. Scholars have proposed poss ible transcrip­
tions for thc music. but the notai ion is too poorly understood 
to bc read with conftd ence. Despi te tbe invention of notation, 
mos! music was either played from memory or improvised. 
Musicians most likcly did not p lay or s ing írom notation, as 
modern performers do, but used it as a written record from 
which a melody could be reconstrncted. as cooks use a recipe. 

OTHER CIVILIZATIONS 

for other ancient culhrres we also have insh·uments. images. 
and wl'iüngs that cestify to thei.t· musical praclices. India and 
China developed independently from Mesopotamia and were 
probahly too distant to affect Greek or European music. Sur­
viving sou ,·ces thai shed light on Egyp1ian musical tradit ions 
are especially rich, including many artifacrs, paintings, 
and hieroglyphic writings preserved in tombs. Archaeological 
remains and images that relace to mus ic a re relalively scanl for 
ancient Israel, hut music in religious observances is described 
in Lhe Biblc. Although some scholars have tricd to discover 
and decipher musica l indicat.ions in Egyptian h ie roglyphics 
and wall paintings and in ancient copies of the Bible, no con­
sensus has been reached that musical notation is even pres-

FIGURE 1.5: Cl!ly t!lblcl 
Jro,n.Ugarii, ca. 1400-
1250 B.C. E .• witl, lext 
and musical notation 

for a hyrnn IO Nikkal. 

ent. Through physical remains, images. and writings abou t music we can ga in a 
sensc of a vibrant musicaJ life in the ancient Near East, but without actual music 
to perform, it remains almost entirely silent. 

a, wife oftlie moon god. 
The words are writ· 
ten abooe lhe double 
line. lhe m u.sic below. 
( l)M,IASCIJS N'ATIONAL 

M USEUM , J'ltc>TO; OR, ANNI! 

KIU.t E.H} 
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Music in Ancient Greek Life 
and Thought 

Ancient Greece is the earliest civil ization that offers us 
enough evidence to construct a well- rounded view oi' musi ­
ca] culture, alLhougb there are s lill many gaps. As s hown 
in Figure 1.6, Creek civil ization e ncompassed not C>n ly Lhe 
Greek península but islands in the Aegean. much of Asia 
M inor, sou1 he rn lialy, a nd Sicily. and colonies ring i ng 1 he 
Mcdite rrancan and Black Seas. From this anc ienl cuhwc, wc 
have nume rous images, a íew s urviving instruments. writ­
ings about mus ic's roles and effects, theoretical writi ngs on 
the elements of music, and over l'orty examples of mus ic in a 
notation wc can read. 

INSTRUMENTS ANO THEIR USES 

We kuow about aneient Greek instrumcnts aud how to p lay 
them from writiugs, archaeological remains, and bundreds 
of images on clay pocs. The most importam instruments were 
the cmlos (pi. au.loi). lyre. and /..·ithcira.. The Greeks also 
used harps , pan pipes, horns, an early form of organ, anda 
variety of percussion instruments such as drums, cymbals. 
and clappers . 

The aulos was apipe typicaJly played in pairs. as pictured in 
Figure 1.7. Each pipe had fmgerholes anda mouthpiece litted 
with a reed. No reeds survive . but wri tten descriptions sug­
gesl lhat lhey were long lubes with a beating longue. lmages of 
aulo i be ing played s how both hands in the sarne linger posi­
tion. lcading most scholars to concludc that thc two pipes 
were played in unison, with slight diffe rences in pitch creal-
ing a plangent sound. But mode m reconstructions based on 
s urviv ing auloi can also be played to produce parallel oclaves, 

• 458 e.e.e Aeschylus. 
Agamemnon 

• 408 Eurípides. Orestes 

• ca. 380 Plato. Republic 

• ca. 330 Aristotle. Policies 

• ca. 330 Aristoxenus. 
Harmonic Elements 

• 146 Greece becomes prov­
ince of Rome 

• 128-127 Second Delphic 
Hymn to Apollo composed 

• 29- 19 Virgil. Aeneid 

• 27 Rome becomes empire 
under Augustus 

• 1st cent. e.E. Epitaph of 
Seikilos 

• 98-117 e.e. Roman Empire 
reaches ics peak 

• ca. 127-48 Ptolemy. 
Harmonics 

• 2nd cent. Cleonides. 
Harmonic lntroduction 

• 4th cent. Aristides Quintilia­
nus, On Music 

lifths, o r fourths. or a drone or separai.e li ne in one pipe aga inst a me lody in 
the othe r, so that 1hese mcthods cannot be n1 led our. 

The autos was used in lhe worship of Oionysus, god of fer1i li ty and wine. 
Links to fertilily and wine explain its prcscnce in thc drinkingscenc in Figure 
1.7; the instrument is playcd by a womau who was likely a prostimte as wel Ias 
musicia11. The grea1 tragedies by Aeschylus, Sophocles, and Eurípides, cre­
ated for the Dionysian festivais in Athens. have choruses and other musical 
porüons that were accompanied by or aJcernated with t he aulos. 

Lyres us ually had seven strings aud were strummed with a plecrrum, or Lyre 
piek. There were severa! forms of lyre. the most characteristic of which used 
as a soundbox a Lortoise shell over which oxhide was s Lretched. As shown in 
Figure 1.8, rhe player bel d til e lyre in front, resting rhe instrument on the hip 
and supporting it by a strap around the left wrist. The right hand strummed 
with lhe plectrum while the f1ngers of the lefl hand touched 1.he strings. 
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FIGURE 1.6: Creece tuHl Creek seulemenrs aboui 550 n.c.t. The maiti ce,11ers of Creek popul1J1io1t and culiure were ihe 
Creek, península. 1heAegeon Jslands, 1/ie wes, coo.st of Asio, Minor (modem Turke,y). and. souihem Ttalycrnd Sicily. 
lmow,i to the Romo.ns as Magna Graecia (GrealerGreece). 

Kithara 

Memoryand 
improvisation 

perhaps to produce harmonics or to dampen cerla in s crings to prevenr chem 
from sounding. 

The lyre was associated with Apollo. god of light. prophecy. learning. anel 
the a ri s, especially music and poel ry. Learning lo play lhe ly re was a core e le­
mc n1 of educat ion in Athens. Both men and women played 1he lyre, which was 
uscd to accompany dancing, singing, or rec il.a l ion of cpic poet1y like Horne r·s 
/Uad and Odyssey; to provide mus ic for weddings; o r to play for recreation. 

The ki tha ra was a Jarge lyrc, used cspccially for processions and sacrcd ccr­
emonies and in the theater, aad normally played whiJc lhe musician was sl:and ­
ing. Figure 1.9 s hows a kilharode. a s inger accompanying h imself on the kitha ra 
(see ln Performance: Compctitions and Professional Musicians, p . 12). 

lmages from ancient Greece rarely show performers reading frorn a scroll 
or tablct whilc p laying. lt is clear from l'his and from the writtcn record tha t 
the Greeks , despite having a well- developed form of notatiou by the fourth 
ceumry n.c.E. (see below), primarily learnecl music by ear; 1hey played and 
sang from memory or improvised using conventions and formulas. 

GREEK MUSICAL T HOUGHT 

More wrilings abouL music su1·vive from anc ient Greece Lha.n from any earlier 
civilization. As a resulr, we know a great deal about Greek thought concerning 
music. There were two principal k:iuds of writings ou music: (1) ph.ilosophical 
doctr ines on the nature of music. ils effects. and ils proper uses: and (2) sys­
tematic descri ptions of i-he marer ials of music, whaL we now ca ll mus ic 1heory. 
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FIGURE 1.7: Greek red·figu.redrinkingcup s/1-0wing 
o. scen e o.to. spnposium. or drinking po.rty. where o. 
womo,n plo.ys thedoi,ble aulos. A drinkingcttp. like 
the one on ·whic/1. this pai11ti11g o.ppeo.rs, is seen on the 
lower riglu . Ort the left is lhe pi<,yer's o.ulos bag. wilh 
asma/ler baga uached 10 ir. 1ha1 held. tl1e reeds for tlie 

ottlos. (THt LOUVRE, PARIS, PllANCE. PIIOTO: RéU-SION DtS 

\fOSÊtS XATIONAOX/ART Rt SOU-11.Ct. NY) 

FIGURE 1.8. Greek red·figure drinking cup showing a lyre 
lesson . The teacher Oeft) /10s jusl strummed the s1ri11gs using 
1/1e plectrum in his ri€h1 hand. Viewing the studenL ·s !JTC 
Jrom the ba.ck. we can see the tortoise·shdl sound box. tli e 
s1rap around the left wrist, and the J111ge1·s of lhe left lwnd 

tótJCJiin,g lhf! $ln'ngs. ( IUl,.UANt ll IV YltCUSSISC ll ~ ft Kl) l.1'1,HUH; l)I I l'U AftT 

lt t SOUtte; i,; , NY ) 

ln borh realms, lhe Greeks achieved ins igh ts and formulated principies rhat 
have remained importanr to this day. The most influential writings on the uses 
and e ffects of music are passages by Plato (ca. 129- 347 a.e.E.) in bis Rep1,b· 
lic and Timae11s and by Aristotle (384- 322 n.c.t:.) in his Polit.ics. Greek music 
theory evolved continually fro m the time oi' its founder, Pythagoras (d. ca. 
500 s .c .E.) . to Aristides Quintilianus (fourth ccnlury e .E.) . its last imporlanl 
write r. As we might expect in a trad ition lasting nearly a mi llennium , write rs 
cxpressed diffe ring views, and the meanings of many te rms changcd. The fol ­
lowi ng emphasizcs the featu res Lhat were mos t character is tic of Greek music 
and most important fo r the la ter histo ry ofWestern music. 

ln Greek mythology, music's inventors and ea r liest practitioners were gods 
and demigods , such asApollo. Hermes, Amphion, and Orpheus. The word rnusic 
(Greekmou,sikê) clerives from theword forthc Musesaod originally denotecl any 
of the arts associated wüh them, from history to dance. For the Greeks, musie 
was both an art for enjoyment and a science closely related to ar ithmetic and 
astronomy. 1t pervaded ali of Greek life. from work. the militai)'· schooling. and 
recreation to retigious ceremonies. poeu-y. and the thea'!e1·. 

Musicas a performiug ait was called melos. from which the word m elody 
derives. The surviving Greek music is monophouic. eonsisling of a single 
melodie line. but that does nol mean il was always performed that way. We 
know from pietures tha t singers accompanied themselves on lyre or kithara, 
but we do not know whether they sounded no tes in the melody. played a vari ­
ant of lhe melody (c reating /1ctcr<1pho11y), or played an inde pe nde nt part 
(creating polyf}ltony ). Melas cou ld denote an ins trumental mclody alone 

M11sic, religion, 
andsociety 

Music, poetry. 
anddance 
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COMPETITIONS AND 
PROFESSIONAL MUSICIANS 

From the sixth century B.C.E. or earlier. the autos 
and kithara were played as solo instruments, and 
competitions were held for the best performers. 
Contemporary accounts related that Sakadas 
of Argos won the prize for solo aulos playing at 
the Pythian Games in 586, 582, and 578 a.e .E., 

performing the Pythic Nomes. a virtuoso com· 
position that portrayed Apollo's victory over the 
serpent Python. O ne writer attributes the piece 
to Sakadas, making him the earliest composer of 
instrumental music whose name we know. 

Contests of kithara and autos players. as 
well as festivais of instrumental and vocal music, 
became increasingly popular after the fifth cen· 
tury B.C.E. lndeed, the image in Figure 1.9 is from 
an amphora. a jar for wine or oil. awarded as a 
prize to the winner of a competition. 

As instrumental music grew more indepen· 
dent, the number of virtuosos rose and the music 
became more complex and showy. When famous 
artists appeared, thousands gathered to listen. 
Some performers accumulated great wealth 
through concert tours or fees from rich patrons. 
particularly after they garnered fame by winning 
competitions. Among the musicians acclaimed 
for their performances were a number of women, 
who were excluded from competitions. But out· 
side the competitions. most professional per· 
formers were of low status. often slaves. 

FIGURE 1.9, Kitharodesingingwhisownaccom· 
panimenl on the kithara. w,th liis head lilted 
back. thefingers ofhis left luind touching some 
of the strings. apparently to damp them. a.nd the 
right han{I. holding rhe plec1rum, which he has 
jusL strummed across thestrings. Greek red·ftgure 
amphorafrom thefounli century B.c.c .. attributed to 

the Berltn Pointer. <1·11r. ,.,,:rttm-ouTAN MUSf,uM oF A10'. 

t't,f.Tc';IIF.ll t>tJND, l'->$(1 (54. 11' . ~11) 1).IAÇt'! O'l'H t. ~t."l'KOll()J.l"fAN 

MUSl!UM OP AR1') 

or a song with text, and "perfect meios" was melody. text. and siylized dance 
movement conceived as a whole. For the Greeks. music and poet1-y were 
neasly synonymous. ln his Repnblic. Plato defmed meios as a blend of text. 
rhythm, and harmonia (here meaning relationships amo11g pitehes). ln his 
Poetics. Aristotle enumerated the elemen ts of poelry as melody. rhythm. and 
language. a.nd noted tha1 the re was no name for artful s peech. whether prose 
or verse. that did not include musie. ·' Lyric'º poetry meant poetry sung lo the 
lyre: "tragedy" incorporates the noun õdê, ·'lhe art of s inging: · Many o Lher 
Greek words fo r diffe renl kinds of poel ry, s ueh as hymn. were mus ical te,ms. 
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For Pythagoras and his followers. numhers were tlie key to the universe. Mttsic and number 
and music was inseparahle from numbers. Rhytbms were ordered by num-
bers, because each note was some multiple of a primary duration. P)<thagoras 
was crediled with discovering that the octave. úíth. and fourth. long recog-
nized as consonances, are also related to numbers. These incervals are gen-
erated by the simplest possible ratios: for example. when a string is divided. 
segments whose lengths are in lhe ralio 2: 1 sound an octave. 3 : 2 a f1fth. and 
4 :3 a fourc.h. 

Because mus ical sounds and rhythms were ordered by numbers, they were Harmonia 
Lhought to exempliíy lhe general concepl of lw m w11iu , lhe unií1calion of parts 
in an orderly whole. Through th is flexible concepr- which could encompass 
mathcmatical p ropo,·tions, philosophica l idcas, or the st.ructurc or socicty as 
well as a particular musical inlerval, scale type. orstyle of rnelocly-Greek wril-
ers conceived of musicas a reflection of the order of the universc. 

Musicwasclosc lyconnected to astronomythrough this notion ofhannonia,. Musicu.nd 
lndeed, Claudius Ptolemy (fl. 127- 48 e.E.), the leaeling astTOnomer of antiq- astronomy 
uity. was also an important writcr on music. Mathcmatical laws and propor-
tions were considered rhe underpinnings of both musical intervals and the 
heavenly boelies, and certain planets, thei r elistances from each other. anel 
thei r movements were believed to correspond to particular notes, intcrvals. 
and scales in music. Plato gave this idea poetic form in his myth of c.he "har-
mony of the spheres:· the unheard mus ic produced by c.he revo lutions of the 
planets. This notion was invoked by writers throughout the Midclle Ages anel 
!ater, inclucling Shakespeare in The Tempest and John Milton in Paraàise Lost, 
anel underlay the work of Johannes Kepler (1571-1630), the founder of mod-
em astronomy. 

MUSIC ANO ETHOS 

Greek write rs believed that music could affecl e th1,s , one's eth ical character 
or way of bcing and bchaving. This idca was built on thc Pythagorcan vicw of 
mus icas a system of pitch and rhythm govcrned by thc sarne mathemalical laws 
that operated in lhe vis ible and invisib le world. lfarmonia, in music rellecleel, 
and could thcreforc influcncc. /ia,rmoni,a (usually translatcd "harmony") in 
other realms. The human sou! was seen as a composite whose parts were kep t 
in harmony by numcrica l relationships. Bccausc it rcflcctcd this orderly sys­
tcm, music could pcnetratc the souJ and rcsrore its inner harmony. 

Through the doctrine oi' imitation outlined in his Polit.ics , Aristotle The doctrine of 
described how music affected behavior: music that imitated a cer tai n ethos imitution 
aroused that e thos in the listener (see Source Reading, p. 14). The imitation 
of an ethos was accomplished partly through the choice of harmonia. in the 
sense of a scale type or style of melody. While !ater centuries would interpret 
hlm as auributing such effects to a mode or scale alone. ArislOt le probably 
also had in mind the melodie turns and style characteristic of a hannonia 
and the rhythms and poetic genres most associated with it. 

PI ato andA.ristotleboth ar(,'Ued thal eclucation shoul ds1ressgymnastics (to Music in eclucation 
discipl ine thc body) and music (to discipline the mind) . ln his Republic, Piai.o 
insisLed that the t.wo must be balanced. because too much music made one 
weak and irrilable while too much gymnasties made one uncivilized, violent. 
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ARISTOTLE ON THE DOCTRINE OF IMITATION, ETHOS. 
AND MUSIC IN EDUCATION 

Music'"s iinportance in ancient Greek culture is shown 

by its appearance as a topic ln books about society. 
such as Aristotleºs Pol,tics. Arlstotle believed that 
music could imitate and thus directly affecl charac­
ter and behavior. and therelore should play a role ln 
education. 

-* -
[Melodies] contain in themselves imitations of 
ethoses; and this is manifest, for even in the nature 
of the harmoniai there are differences. so that 
people when hearing them are affected differ­
ently and have not the sarne feelings in regard to 
each of them. but listen to some in a more mourn­
ful and restrained state. for instance the so-called 
Mixolydian, and to others in a softer state of mind, 
for instance the relaxed harmoniai, but in a midway 
state and with the greatest composure to another. 
as the Dorian alone of the harmoniai seems to act, 
while the Phrygian makes men divinely suffused; 

for these things are well stated by those who have 
studied this form of education, as they derive the 
evidence for their theories from the actual facts 
of experience. And the same holds good about 
the rhythms also, for some have a more stable and 
others a more emotional ethos. and of the latter 
some are more vulgar in their emotional effects 
and others more liberal. From these consider­
ations therefore it is plain that music has the power 
of producing a certain effect on the ethos of the 
sou 1. and if ít has the power to do this, lt is clea r 
that the young must be direc ted to music and 
must be educated in it. Also education in music is 
well adapted to the youthful nature; for the young 
owing to their youth cannot endure anything not 
sweetened by pleasure. and music is by nature a 

thing that has a pleasant sweetness. 

Aristotle. Po/irics 8.5. trans. Harris Rackham. in SR 3. 
p.29. 

and ignorant. Only ccrta in music was suitab lc, sincc habitual listcning to 
music that roused ignoblc statcs of mind disto rtcd a pcrson·s character. Thosc 
being tra ined to govern should avoid melod ies expressing soflness and indo­
lence. Plato endorsed two harmoniai- the Dorian and Phrygian. because they 
fostered temperance anel courage- and exclucled others. He deplorecl music 
that used complcx scalcs or mixcd incompatible gcnres, rhythms, and instru­
ments. ln both bis Repub!ic anel Laws, Pia to asserted that musical conventions 
must not be changed, since lawlessness in art anel eclucation led to licen:se in 
man ners and anarchy in society. Similar ideas have been articulated by gov­
errunents and guarcliaus of morality ever since, aud ragtime, jazz, rock, punk, 
and hip hop all been condemned for these very reasons. 

Aristotle. in his Politics. was less restrictive than Plato. He hei d that music 
could be used for enjoymem as well as education and c.ha1 negarive emotions 
such as pity and fear couJd be purged by iuducing them through music and 
drama. However. he felt that sons of free citizens should not seek professional 
iraining on instmments or aspire io the virtuosiry shown by perfonners in 
competitions because it was menial and vu lgar to play solely for the p leasure 
of others rather than for one·s own improveme nt. 
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GREEK MUSIC THEORY 

No writings by Pythagoras survive. and those of his :followers exist only in 
f'ragments quoted by !ater authors. The earliest theoretical works we bave 
are Harmonic Ele111e11ts and Rhythmic Element.s (ca. 330 D.e.E.) by Aristoxenus, 
a pupil of A:ristotle. Important !ater writers include Cleonides (ca. second 
or tbird century e .E.) . Ptolemy. and Aristides Quintilianus. These theorists 
deftned concepts stiU used today. as well as ones specifac to anciem Greek 
music. Their writings show how much lhe Greeks va lued abstract thought, 
logic. and systemalic defrnilion and classif1cation. an approach that has inllu­
enced all later writing (ln music. 

Only part of Aristoxenus' Rhrt,hmic ELemenis survives. but enough remains 
to show us that rhythm io music was closely aligned with poetic rhythm. Aris­
toxenus delines durations as multiples of a basic unit of time. This scheme 
parallels Crcck poctry, which fcaturcs patt.crns of longcr and shorte r sylla­
bles, nol stressed anel unstressed syllables as in English. 

ln Harmonic Elemenls, Aristoxenus dist inguishes between continuou,s 
movcment ofthevoice, glidingupand downas i11 spccch, auddiastematic (o r 
intervatlíc) movement, in which the voice moves between sustained pitches 
scparated by discrete intcrvals. A melody consists of a series of notes, each 
on a single pitch; an i11terval is formed between two notes of different pitch; 
and a scalc is a series of three or more different pitches in ascending or 
descendingoreler. Such seemingly simple delinitions established a ftrrn basis 
for Greek music anel aU !ater music rheory. By comrasc , Babylonian musi­
cians apparently had no name for intervals in general, but had names only 
for intervals forrned between particular pairs of strings on the lyre or harp. 
The grear.er abstraction of the Greek system marked a s ignificam advance. 

Unique t.o the Creek system were the concepts of te11·(1chord and ge1111s 
(pi. genera.). A tetrachord Oiterally. "four strings'') comprised four noles 
spanning a perfect fourth. There were three genera (classes) of tetrachord. 
shown in Example 1.1: dicltonic , chro111.c11ic , and e11lwrmo11ic. The outcr 
notes of Lhe l.ctrachord wcrc considcrcd slalionary in. pitch, whilc lhe inner 
two notes could move lo form different intervals with in the tetrachord and 
create the different genera . Normally the smallest i11tervals were at the bot­
tom, lhe largest at lhe top. Tbe diatonic tet rachord included two whole tones 
anel a semitonc. ln thc chromatic, thc top interval was .a tone anda half (cc(1lal 
to a minor th ird) and the others semilones. ln the enharmonic, the top 
interval was the size of two tones (equal to a major thi.rd) anel tbe lower ones 
approximately quartcr tones. AJI these intervals could vary slightly in size. 
giving rise to ··shades" within each genus. 

Aristoxenus remarked that the diatonic genus was the oldest and most 
natura l. the chromatic more recent. and the e11harmonic the most refmed 

EXAMPLE 1.1, Tetrachords 

'a.Diat0nic 
V • M 

l,. Cl1romatic e. Enhannonic 

(J -IPfN&id " • 11•&- 81 

Rhythm. 

Not,e. interval. 
lrndscale 

Tetrochord 
andgeniis 
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Thf' Greater Pe,fect 
System 

Speciesof 
conso,wnces 

EXAMPLE 12, The Greater PerfectSysie,n 

Hyperbolaion 

,_._ •-o-
• 'O 

Dieieugmenon Mcson 

Mcsc llypnton Ptstamhanomcnos 

and difiicu lt to hear. lndeed, we have seen that the Babylonian sys tem, which 
predatcd lhe Crcck by more than a mi llcnnium, was d iaton ic. 

Since most melodies exceeded a fourth. t.heorists combined te trachoràs l.o 
cover a larger range. Two succcssivc tetrachoreis were co11j1111ct if they sh.ared 
a note, as do thc lirst two t.ctrachords in Example 1.2, or clisj1111cl if they were 
separated by a whole tone, as are the second and lhird tetrachords. The sys­
rem shown in the example. with four tetrachords plus an aclded lowest note to 
complete a two-octave span, was called the G1·e<11e1· /'erfect System. The 
outer, ftxed tones of each tetrachorei are shown in open notes, the movable 
inner tones in black notes. 

Each note and tetrachord had a name to indicate its place in the system. As 
we see in the example above, the middle note was called ·'mese·· (middle). the 
telrachord spanni.ng a fourth below it .. meson." the lowest tetrachorel .. hypa­
ton" (nrst) , anel those ahove the mese ·'diezeugmenon" (disjunct) and "by per­
bolaion·· (of the extremes). There was also a Lesser Perfect System, spanning 
an octave plus a fourth. with only one conjuncl teti-achord ( .. synemmenon." 
conjuncl) above the mese. Tbe system was ll!ll based on ahsolute F,xed pit.ch 
but on 1.he inte1vallic ·relat ionships of notes anel letrachords to each other_ The 
transcriplion here in t.he range A-a' is purely conventional. 

Cleonides noled lhal in the d ia tonic genus the three mai 11 consona nces 
of perfcct fourth , lifth, and octavc wcre subd ivided into tones (T) and semi ­
tonc8 (S) in on.ly a lim ited ournber of ways. which he callcd sp ecies. This 
concept has proven useh1J in understanding Creek melody, medieval chant , 
Henaissa11ce polyphonic music, and even twentieth- century music, so it is 
worthy of special attention. A fourth contains two tones and one semitone, 
and therc are only thrcc possiblc arrangcmcnts or species. illustrated in 
Example 1.3a: with the semitone at the bottom (as in B- c--d- e), on top (as 
in c-d--e-j), or in the middle (as in d--e-f-g). Example 1.3b shows the four 
spccies of lifth. 

The seven species of octave, shown in Example 1.3c, are cornbinalio11s of 
the species of fourth and nfth, a division of the octave tbat beca me importam 
in medieval and Renaissance theory. Cleonides identined the species by whal 
.. the ancients" supposedly called 1.hem. The ftrsl octave species. represenced 
by the span from B to b, was Mixolydian, followed by Lycüan (e-e') , Pluygian 
(d-d'). Dorian (e-e'). Hypolydian (f-f). Hypophrygian (g-g') . and Hypo­
dorian (a- a'). These seven octave species parallel Lhe seven diatonic tun­
ings recognized by the Babylonians, suggesting a continuity of practice and 
perhaps oí theory. As we will see in chapler 2. some medieval Lheorists !ater 
adopted these names for their mocles, but the latter cio nol match Cleonides' 




