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98  Jean-Philippe Rameau: Hippolyte et Aricie, Act IV: Excerpt
a) Conclusion of Scene 3 [Cancise ™ 429
b) Scene4 [Concued 429
99 Georg Philipp Telemann: Paris Quartet No. | in G Major (Concerto Primo), Movements 3-5
a) Presto 435
b) Largo 435
c) Allegro 435
100 Johann Sebastian Bach: Prelude and Fugue in A Minor, BWV 543
a) Prelude 439
L) Fugue 439
101 Johann Sebastian Bach: Chorale Prelude on Durch Adams Fall, BWV 637 440
102 Johann Sebastian Bach: The Well-Tempered Clavier, Book |
a) Prelude No. 8 in E-flat Minor [Concse®] 441
b) Fugue No. § in D-sharp Minor [Cencie® 441
103 Johann Sebastian Bach: Nun komm, der Heiden Heiland, BWV 62
a) No. 1, Chorus; Nun komm, der Heiden Heiland [Concie] 445
b) Na. 2, Aria (tenor): Bewundert, o Menschen 445
©) No. 3, Recitative (bass): So geht aus Gottes Herrlichkeit und Thron 445
d) No. 4, Aria (bass): Streite, siege, starker Held! 445
e} No. 5, Accompanied recitative (soprano and alto}: Wir ehren diese Herrlichkeit 445
f) No. 6, Chorale: Lob sei Gott, dem Vater, ton 445
104 Johann Sebastian Bach: 5t. Matthew Passion, BWV 244 Excerpt
a) No. 36, Biblical narrative: Und der Hohepriester antwortete 446
b} No.37. Chorale: Wer hat dich so geschlagen 446
) No. 38, Biblical narrative: Petrus aber saf draufien im Palast 446
d) No. 39, Aria: Erbarme dich 446
e) No. 40, Chorale: Bin ich gleich von dir gewichen 446
105 George Frideric Handel: Giulio Cesare: Act 11, Scenes 1-2
a) Recitative: Eseguisti, oh Niren 454
b) Aria: Vadoro, pupille [Cencise®] 454
106  George Frideric Handel: Soul: Act 11, Scene 10
a) No. b6, Accompanied recitative: The Time at length is come [Cencie® 457
b} No. &7, Recitative: Where is the Son of fesse? |Concive 3 457
¢} No. 68, Chorus: 0 fatal Consequence of Rage [Concise] 457
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No. Composerand Title Page
VOLUME 2: CLASSIC TO ROMANTIC
107 Giovanni Battista Pergolesi: La serva padrona: Excerpt
a) Recitative: Ah, quanto mi sta male [Concizen] 481
b Aria: Son imbrogliato io |Cencise S\ 481
108 Johann Adolf Hasse: Cleofide: Act 11, Scene 9: Digli ch'io son fedele 484
109 John Gay: The Beggar’s Opera: Excerpt from Scene 13
a) Aria XV: My heart was so free 489
1) Aria XVI: Were [ laid on Greenland's coast 489
1100 Christoph Willibald Gluck: Orfeo ed Euridice: Excerpt from Act 11, Seene 1 492
111 Giovanna Battista Pergolesi: Stabat mater: Excerpt
a) No. 4. Alto solo: Quae maerebat et dolebat 495
b) No. 5, Duet: (Juis est homao 495
112 William Billings: Creation. from The Continental Harmony 496
113 Domenico Searlatti: Sonata in D Major, K. 119 [Concise 3] 509
114 Carl Philipp Emanuel Bach: Sonata in A Major, H. 186, Wq. 55/4:
Secand movement. Poco adagio [Concie ] 51
115 Giovanni Battista Sammartini: Symphony in F Major, No. 32: First movement, Presto 513
116 Johann Stamitz: Sinfonia a 8 in E-flat Major, Op. 11, No. 3: First movement, Allegro assai 514
117 Johann Christian Bach: Concerto for Harpsichord or Piano and Strings in E-flat Major,
Op. 7, No. 5: First movement, Allegro di molto 516
118 Joseph Haydn: String Quartet in E-flat Major, Op. 33, No. 2 (The Joke). Hob. 111:38
a) First mov nt, Allegro mod cantabile 524/535
) Second movement, Scherzo: Allegro 524/534
¢) Third movement, Largo sostenuto 524/535
d) Fourth movement, Finale: Presto |Concie S 524/535
119 Joseph Haydn: Symphony No. 88 in G Major, Hobs, 1:88
a) First movement, Adagio—allegro 529
1) Second movement, Largo 529
e} Third movement, Menuetto: Allegretto 529
d) Fourth movement, Finale: Allegro con spirit 529
120 Joseph Haydn: The Creation: No. 2, In the beginning God 537
121 Wolfgang Amadeus Mozart: Piano Sonata in F Major, K. 332: First movement, Allegro 545
122 Wolfgang Amadeus Mozart: Piano Concerto in A Major, K. 488: First movement,
Allegro [Concise | 548
123 Wolfgang Amadeus Mozart: Symphony No. 41 in C Major (Jupiter), K. 551: Finale 551
124 Wolfgang Amadeus Mozart: Don Giovanni: Act |
a) Scene | 554
b) Scene2 [Concse® 554
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Nao. Composer and Title Page
125 Ludwigvan Beethoven: Piano Sonata in C Minor, Op. 13 (Pathétique):
First movement |Concise® 367
126 Ludwig van Beethoven: Symphony No. 3 in E-flat Major, Op. 55 (Eroica):
First movement, Allegro con brio [Cencie® 371
127 Ludwig van Beethoven: String Quartet in G-sharp Minor, Op. 131
a) First movement, Adagio ma non troppo e molto espressivo | Concie 3 581
b) Second movement., Allegro molto vivace [Concise® 581
128 Franz Schubert: Grerchen am Spinnrade, D. 118 [Concive & 599
129 Franz Schubert: Winterreise, D. 911, No. 5: Der Lindenbaum [Concize® 601
130 Robert Schumann: Dichterliebe. Op. 48, No. 1: Im wunderschanen Monat Mai |Concie & 603
131  Stephen Foster: feanie with the Light Brown Hair 605
132 Robert Schumann: Carnaval, Op. 9: Excerpts
a) No. 5: Fusebius [Concise®] 610
b) No. 6: Florestan [Cancize®] 610
¢) No. 7: Coquette 610
133 Fanny Mendelssohn Hensel: Das Jahr, No. 12: December 612
134 Fryderyk Chopin: Mazurka in B-flat Major, Op. 7, No. 1 [Cencise | 616
135 Fryderyk Chopin: Nocturne in D-flat Major, Op. 27, No. 2 [Concie & 616
136 Franz Liset: Trois études de concert, No. 3: Un sospirg [Concie® | 6hl8
137 Louis Moreau Gottschalk: Souvenir de Porto Rico (Marche des Gibaros), Op. 31 622
138  Hector Berlioz: Symphonie fantastique: Fifth movement,
“Dream of a Witches' Sabbath™ [Concie ] 630/633
139 Felix Mendelssohn: Violin Concerto in E Minor, Op. 64: First movement,
Allegro molto appassionato |Concise | 637
140 Robert Schumann: Symphony No. 4 in D Minor, Op. 120: First movement,
Ziemlich langsam—lebhaft 638
141 Franz Schubert: String Quintet in C Major, D. 956: First movement, Allegro ma non troppo 641
142 Clara Schumann: Piano Trio in G Minor, Op. 17: Third movement, Andante Concise 3 643
143 Felix Mendelssohn: Elijah, Op. 70: Chorus, And then shall your light break forth 646
144 Franz Schubert: Die Nacht, Op. 17, No. 4, D, 983c 647
145 Ginachino Rossini: [l barbiere di Siviglia: Act 1. No. 7: Una voce poco fa [Concise 3] 639660
146 Vincenzo Bellini: Norma: Act I, Scene 4, excerpt: Casta diva 664
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NAWM Text
No. Composerand Title Page
147 Giacomo Meyerbeer: Les Huguenots: Conclusion of Act [1
a) Orchestral introduction and seene: Entrée de la Cour (Entrance of the Court),
Oui, d'un heureuzx hymen 668
b} Slow seetion: Serment (Oath), Par d'honneur 668
e} Accompanied recitative: Scéne (Scene), Et maintenant 668
d) Fast conclusion: Strette (Stretta), O transport! 668
148 Carl Maria von Weber: Der Freischiitz: Act 11, Finale, Wolf's Glen Scene
a) Chorus and dialogue: Milch des Mondes fiel aufs Kraut 671
b} Accompanied recitative with spoken dialogue: Trefflich bedient! 671
e} Melodrama: Schiitze, derim Dunkeln wacht 67
149 Richard Wagner: Tristan und [solde: Excerpts
a) Prelude 693
b) Conclusion of Act I, Scene 5 [Concise 3| (94
150 Giuseppe Verdi: La traviata, Act 11, Scena and Duet
a) Scena:Signora [Concied] 700
b) Tempo d'attaceo: Colpevol sono [Concise® | 700
¢) Cantabile: Parigi, o cara |Conose ] 700
d) Tempo di mezzo: Ah non pii [Concize 700
e) Cabaletta: Ah! Gran Dio! Morir si giovane |Concise® | 700
151 Gi Puecini: Madama Butterfly: Excerpt from Act | 703
152 Georges Bizet: Carmen: Act 1. No, 10: Seguidilla and Duet 705
153 Modest Musorgsky: Boris Godunov: Coronation Scene 710
154 Arthur Sullivan: The Pirates of Penzance: Act 11, No. 17: When the foeman bares his steel Tle
155 Johannes Brahms: Symphony No. 4 in E Minor, Op. 98: Fourth movement [Concie® 726
156 Johannes Brahms: Quintet for Piano and Strings in F Minor, Op. 34: First movement,
Allegro non troppo 728
157 Anton Bruckner: Virga Jesse. WAB 52 735
158  Richard Strauss: Don Quirote, Op. 35: Themes and Variations 1-2 [Cancise®] 739
159 Gabriel Fauré: Avant que tu ne ten ailles, from La bonne chanson, Op. 61, No. 6 743
160 Piotr [I'yich Tehaikovsky: Symphony No. 6 in B Minor (Pathétique), Op. 74:
Third movement, Allegro molto vivace 745
161 Antonin Dvoiik: Slavenic Dances, Op. 46, No. |, Presto 748
162 Amy Beach: Piano Quintet in F-sharp Minor, Op. 67: Third movement, Allegro agitato 755
163 John Philip Sousa: The Stars and Stripes Forever 757
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VOLUME 3: THE TWENTIETH CENTURY AND AFTER
164 Scott Joplin: Maple Leaf Rag

a) piano roll 775

by as played by Jelly Rall Morton 776
165 Gustav Mahler; Kindertotenlieder; No. 1, Nun will die Sonn’so hell aufgeh'n |Cencise 786
166 Richard Strauss: Salome, Op, 54: Scene 4, Conclusion: Ah! leh habe deinen Mund gekitsst 788
167  Claude Debussy: Nocturnes: No. 1, Nuages |Concise 3] 795
168  Maurice Ravel: Le tombeau de Couperin: Menuet 98
169 Serge Rachmaninoff: Prelude in G Minor, Op, 23, No. 5 a0
170 Alexander Seriabin: Vers la flamme. Op. T2 [Concie & 802
171 Erik Satie: Embryans dessécheés: No. 3, De Padophthalma 809
172 Arnold Schoenberg: Pierrot lunaire, Op. 21: Excerpts

a) No. 8: Nacht Concise R 820

b} No. 13: Enthauptung Concise ) 420
173 Arnold Schoenberg: Piano Suite, Op. 25: Excerpts

a) Prelude [Cencie®d 821

b) Menuet and Trio [Concice® 821
174 Alban Berg: Wozzeck, Op. 7: Act I11, Excerpt

a) Scene2 825

b} Scened [Concie® 826
175 Anton Webern: Symphony, Op. 21: First movement, Ruhig schreitend 829
176 lgor Stravinsky: The Rite of Spring: Excerpts

a) Danse des adolescentes |Concise® 833

b) Danse sacrale 833
177 lgor Stravinsky: Symphony of Psalms, First movement 837
178  Béla Bartdk: Mikrokosmos: No. 123, Staceato and Legato |Concie ® 843
179 Béla Bartdk: Music for Strings, Pereussion and Celesta: Third nt, Adagio [Cancisen | 845
180 Charles Ives: General William Booth Enters into Heaven [Corcise® 852
181  George Gershwin: I Got Rhythm, from Girl Crazy Cancize ™| 861
182  Bessie Smith: Back Water Blues [Concie ] 863
183 King Oliver: West End Blues [Concize &

a) Original sheet music (not on recording) 866

b} Transeription of recording by Louis Armstrong and His Hot Five 866
184  Duke Ellington: Cotton Tail [Concise®| 870
185 Darius Milhaud: La création du monde, Op. 81a: First tableau 879
186 Kurt Weill: Die Dreigroschenoper: Prelude, Die Moritat von Mackie Messer [Concise 3] dil
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187 Paul Hindemith: Symphony Mathis der Maler: Second movement, Grablegung 884
188 Sergey Prokofiev: Alexander Nevsky, Op. 78: Fourth movement,
Arise, Ye Russian People [Cancisen] 887
189 Dmitri Shostakovich: Symphony No. 5, Op. 47: Second movement, Allegretto 888
190 Heitor Villa-Lobos: Bachianas brasileiras No, 5: No. 1, Aria (Cantilena) [Concue®| 891
191  Silvestre Revueltas: Homenaje a Federico Gareia Lorea: First movement, Baile 892
192 Edgard Varése: Hyperprism 894
193 Henry Cowell: The Banshee 895
194 Ruth Crawford Seeger: String Quartet 1931: Fourth movement,
Allegro possibile [Concize 3] 897
195  Aaron Copland: Appalachian Spring, Excerpt with Variations on
“Tis the Gift to Be Simple [Concice ] 899
196 William Grant Still: Afro-American Symphony’ (Symphony No. 1):
First movement, Moderato assai [Concize ] 900
197 Charlie Parker and Dizzy Gillespie: Anthropology
a) Lead sheet 908
L) Transcription of Charlie Parker’s solo 208
198 Leonard Bernstein: West Side Story: Act 1. No. 8, “Cool” 918
19%  Vincent Persichetti: Symphony for Band (Symphony No. 6), Op. 6%
First movement, Adagio—Allegro 921
200 Benjamin Britten: Peter Grimes: Act 111, Scene 2: To hell with all your merey! 929
2001 Olivier Messiaen: Quartet for the End of Time: First movement,
Liturgie de cristal |Concive 3 930
202 Pierre Boulez: Le marteau sans maitre: Movement 6, Bourreaux de solitude 936
203 John Cage: Sonatas and Interludes: Sonata V' [Concie d 940
204  John Cage: Music of Changes: Book [ 941
205 George Crumb: Black Angels: Thirteen Images from the Dark Land: Excerpts
a) Image 4: Devil-Music |Concise @ 946
b) Tmage 5: Danse macabre [Conce ] 946
206  Edgard Varése: Poéme électronique 948
207 Milton Babbite: Philomel: Section | [Concise®] 949
208 Krysatof Penderecki: Threnody for the Vietims of Hiroshima 950
209  Bright Sheng: Seven Tunes Heard in China, for solo cello: No. 1, Seasons 968
210 Steve Reich: Tehillim: Part IV 978
211 John Adams: Short Ride in a Fast Machine 980

Kin
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212 Gysrgy Ligeti: Eude No. 9, Vertige 982
213 Sofia Gubaidulina: Rejoice! Sonata for Violin and Violoncello: Fifth movement,
Listen to the still small voice within [Concie ] 983

214 Alfred Schnittke: Coneerto Grosso No. 1: Second movement, Toccata 985
215 Arvo Pirt: Seven Magnificat Antiphons: Excerpts

a) No. 1: 0 Weisheit 988

b) No. 6: 0 Kénig aller Volker 988
216 Kaija Saariaho: Lamour de loin, Act IV, Scene 3: Tempéte 1004
217 Osvaldo Golijov: La Pasion segin San Marcos: Excerpt

a) No. 24: Scorn and Denial 1005

b) No.25: The Rending of the Robe 1005

©) No. 26: Colorless Moon—Aria of St. Peter's Tears 1005
218  Elliott Carter: Caténaires, for piano 1006
219 John Adams: Doctor Atomie: Act 1, Conclusion, Batter my heart |Concise 1007
220 Jennifer Higdon: blue cathedral: Opening excerpt 1007



PREFACE TO THE
NINTH EDITION

THE STORY OF A HISTORY OF WESTERN MUSIC

e

The science fiction writer Ursula K. LeGuin once wrote, “The story—trom
Rumplestiltskin to War and Peace—is one of the basic tools invented by the
human mind, for the purpose of gaining understanding. There have been
great societies that did not use the wheel, but there have been no societies that
did not tell stories.”

A History of Western Music is a story about where music in the Western tra-
dition came from and how it has changed over the centuries from ancient
times to the present. The story naturally focuses on the musical works, styles,
genres, and ideas that have proven most influential, enduring, and significant,
Yet it also encompasses a wide range of musie, from religious to secular, from
serious to humorous, from art music to popular music, and from Europe to the
Americas. In telling this tale, [ have tried to bring several themes to the fore:

the people who created, performed, heard, and paid for this music;
the choices they made and why they made them:

what they valued most in the music; and

how these choices reflected both tradition and innovation.

We study music history in part because it gives greater understanding to
all music, past and present. It may be surprising to discover how much and
how often musicians from ancient times to the present have borrowed from
musical traditions of other lands or earlier eras. Repertoires from Gregorian
chant to Baroque opera represent a fusion of elements from many regions,
and musicians in Europe and the Americas have been trading ideas for more
than four centuries. Composers from the Renaissance to the twenty-first cen-
tury drew inspiration from ancient Greek music. Bach, Mozart, Beethoven,
Brahms, Schoenberg, and many composers living today all borrowed ideas
from music written long before they were born. It may be even more sur-
prising to learn that jazz arrangers used harmonies they heard in music by
Debussy and Ravel, or that the multiple simultaneous melodic and textual
layers in hip hop music were first tried out in the thirteenth-century motet. It
is not that there is nothing new under the sun, but that almost anything new is
a fresh twist on what has become traditional. Sometimes what seems newest
is actually borrowed in part from music of the distant past.

X
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We may also be surprised to learn that things we take for granted about
music have not always been around. Pop music aimed at teenagers first
emerged after World War I1. Most wind and brass instruments assumed their
current form in the mid-nineteenth century or later. Concerts of music from
the past, which are standard features of today’s musical life, first appeared
in the eighteenth century and were rare before the nineteenth. Tonality, our
common musical language of major and minor keys, is not even as old as
New York City. Knowing the origins of these and other aspects of musical life
increases our understanding.

Many questions about music can only be answered historically, Why do
we use a seven-note diatonic scale? Why do we have a notation system with
lines, staffs, clefs, and noteheads? Why do operas have recitatives? Why is the
music of Haydn and Mozart called “classical”? Why do Bach and Schumann
often use the same rhythmic figure in measure after measure, while Mozart
and Schoenberg rarely do? How did jazz change from being a popular form
of dance music to a kind of art music? None of these has a common-sense
answer, but all can be answered by tracing their history, As a rule, if some-
thing does not make sense, there is a historical reason for it, and only know-
ing its history can explain it.

It is with these themes in mind that I have written the new Ninth Edi-
tion of A History of Western Music. The text is structured in short chapters and
arranged in six parts corresponding to broad historical periods—The Ancient
and Medieval Worlds, The Renaissance, The Seventeenth Century, The
Eighteenth Century, The Nineteenth Century, and The Twentieth Century
and After. The parts are further divided into subperiods, each treated in one
to three chapters. The first chapter in each chronological segment begins with
a summary of the times in order to orient you to some of the most important
themes of the era. In addition, each chapter starts with an overview of the
music that will be discussed and ends with a sketch of its reception and ongo-
ing impact. By structuring the narrative of music history in this fashion, |
have attempted to establish a social and historical context for each repertoire
and to suggest its legacy and its significance today. The heart of each chapter
explores changing musical styles, the primary composers, genres, and works,
and the tension between tradition and innovation, always trying to make clear
what is important, where it fits, why it matters, and who cares. Each part, each
chapter, and each section tells a story that is in some ways complete in itself
but also connects to all the others, like pearls on a string, to form a single nar-
rative thread rooted in human choices and values.

USING THE BOOK
A History of Western Music, Ninth Edition, is designed for maximum readabil-
ity. The narrative is accompanied by many features to assist you:

* Brief Part Introductions highlight the most important themes in each

period.

¢ Chapter Overviews and Summaries establish social and histori-
cal context at the outset and reception history and musical legacy at
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the end of each chapter to facilitate an
understanding of each period and musical
repertoire.

* NEW In Performance sidebars trace the
careers of major performers, illustrating
what it was like to be a professional singer
or instrumentalist from ancient times to
the present, and highlight issues relevant
to performers today, including ornamenta-
tion, improvisation, historically informed
performance, and bel canto. The coverage
of performance practice has been greatly
expanded throughout this new edition.

¢ Composer Biographies highlight compos-
ers' lives and works.

* Music in Context sidebars emphasize the
importance of music in the daily life of
people at every level of society, showing
what they valued in it and how they pro-
duced and consumed it.
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® Innovations sidebars—one for each part,
plus one for the twenty-first century—focus
on key technological or sociological innova-
tions that significantly changed the dissemi-
nation, performance, and consumption of
music.

—* Forms at a Glance sidebars describe and

diagram important musical forms ina
straightforward, visual format for maximum
clarity.

* KeyTerms are highlighted in boldface
italics throughout and are defined, for easy
reference, in the Glossary at the back of the
hook.

Source Readings, with new readings in this
edition, offer pithy and colorful excerpts
from writings by people at the center of the
story, allowing you to hear direcily from the
composers, performers, and patrons in their
own words.
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NEW Streamlined Timelines in every
chapter set the music in a social and histori-
cal context, facilitating a clear view of the
interrelationship between musical and his-
torical events—of what happened when.

Four-Color Maps establish a location and
context for the musical events and works.

Vivid Artwork and Photographs throughout
provide essential cultural context and high-
light important ideas, architecture, people,
and events, including portraits of many of
the composers and performers discussed.

Detailed Diagrams clarify forms of musical —
works and genres to help you grasp some of
the essential structures of music.

Cross-references to the accompanying ———
scores and recordings are found throughout
the text. The scores are identified by their
numbers in the Norton Anthology of Western
Music (NAWM), Seventh Edition. Symbols in
the margins indicate which pieces are in the
Concise edition of this text (all of them are

in the Full version).
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¢ Video excerpts from Meitropolitan Opera
L L productions are indicated in the margins.
! e Bl \ e The Ninth Edition features over two hours of
sind SeredafBrmenscpecs Lk emes st vl stunning performances, from Gluck’s Orfeo ed
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Euridice to Adams's Doctor Atomic, and access to
streaming excerpts is included free with every

new text,
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* For Further Reading, collected at the back of

the book, provides an up-to-date bibliogra-
phy corresponding to each part, chapter, and
section.
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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 tandem with the accompanying anthology
and recordings:

* Available in three spiral-bound volumes. the Norton Anthology of
Western Music (NAWM), Seventh Edition, by J. Peter Burkholder and
Claude V. Palisca (Volume 1: Ancient to Baroque/Volume 2: Classic
to Romantic/Volume 3: The Twentieth Century and After), provides a
comprehensive collection of scores, illustrating the most significant
musical trends, genres, and national schools in the Western world
from antiquity to the present. Thirty-nine pieces are new to this edi-
tion, including five selections from the past fifteen years, offering
unprecedemed access to recent music,

Each piece is followed by commentary that relates the piece’s ori-
gins; describes its form, contents, and important stylistic traits; and
addresses issues of the edition and performance when appropriate.
In addition, all foreign-language texts are accompanied by English
translations.

The recordings that accompany the anthology include outstand-
ing performances of the entire NAWM repertoire by some of the best
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musicians and ensembles working today (see below, pp. soowviii—xxxix).
Avariety of formats—including streaming and MP3 discs—are now
available. Fifty-six performances are new to this edition.

USING TOTAL ACCESS

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

® Sireaming recordings of the entire Norton Anthology of Western Music
repertoire.

* Stunning Metropolitan Opera video of scenes from selected operas.

® Aninteractive ebook that allows you to take notes, highlight, and lis-
ten to audio examples at the click of a mouse.

* NEW listening quizzes by Jessie Fillerup and Joanna Love.

To access these resources and more, go to wwnorton.com/studyspace and
register with the code in the front of this book.

TO THE INSTRUCTOR

ABOUT THE TEXT

The new Ninth Edition of 4 History of Western Music offers the most cur-
rent, authoritative scholarship available. Each chapter has been revised
and updated to reflect recent research and to incorporate suggestions from
reviewers and instructors.

Anew final chapter on music in the twenty-first century brings the story
up to the present, with a focus on new technologies for producing, distribut-
ing, and hearing music and on growing trends 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
vernacular and classical traditions and to emphasize the commonalities
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 World War [1
such as increasing demands on performers and listeners, focus on atten-
tive listening, experimentation with new techniques, and incorporation of
non-Western traditions.

Throughout the text, there is greater emphasis on performers and perfor-
mance, including In Performance sidebars on major performers from ancient
times to today and on issues such as historically informed performance, the
use of voices or instruments in performing medieval and Renaissance secu-
lar music, the careers of performers from medieval minstrels to a modern
string quartet, how to add embellishment and ornamentation to music from
the Renaissance and Baroque eras through the nineteenth century, and the
changing relationships between opera singers and composers.

Wxxvii

wxxviii
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ABOUT THE ANTHOLOGY AND RECORDINGS

Responding to extensive feedback from instructors and students, | have
expanded the repertoire in the Seventh Edition of the Norton Anthology of West -
ern Music from 205 to 220 works, with new works from the late Middle Ages
by Petrus de Cruce, Philippe de Vitry, Guillaume de Machaut, and Francesco
Landini; 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 Philipp
Telemann, Johann Sebastian Bach, Giovanni Battista Pergolesi, and Joseph
Haydn; from the nineteenth century by Franz Schubert, Felix Mendelssohn,
Fanny Mendelssohn Hensel, Anton Bruckner, and Gabriel Fauré; from the
twentieth century by Richard Strauss, Maurice Ravel, Edgard Varése, Alban
Berg, Kurt Weill, Heitor Villa-Lobos, Silvestre Revueltas, Leonard Bernstein,
and Vincent Persichetti; and from the twenty- first century by Elliott Carter,
Kaija Saariaho, Osvaldo Golijov, John Adams, and Jennifer Higdon.

The anthology emphasizes complete works or movements. Each work
selected is a good teaching piece—representative of its period, genre, and
composer. Major composers such as Machaut, Landini, Du Fay, Josquin, Byrd,
Gabrieli, Monteverdi, Scarlatti, Bach, Handel, Haydn, Mozart, Beethoven,
Schubert, Mendelssohn, Chopin, Schumann, Brahms, Schoenberg, Stravin-
sky, Bartok, John Cage, and John Adams are represented by multiple works,
reflecting the composers’ range of style. Other pieces reveal chains of devel-
opment, including genres, conventions, forms, and techniques, from the
mass to sonata form and from counterpoint to serialism. Selections encom-
pass not only the 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 updated recordings
from some of the best performers and ensembles working today alongside
classic recordings by great artists, including:

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

Singers Elly Ameling, Bryan Asawa, Julianne Baird, Cecilia Bartoli,
Bethany Beardslee, lan Bostridge, Montserrat Caballé, Paul Elliott,
Gerald Finley, Dietrich Fischer-Dieskau, Renée Fleming, Ellen Hargis,
Paul Hillier, Lorraine Hunt, Emma Kirkby, Guillemette Laurens,
Evelyn Lear, Christa Ludwig, Ethel Merman, Birgit Nilsson, Nigel
Rogers, Renata Scotto, William Sharp, Bessie Smith, Joan Sutherland,
and Furio Zanasi,



Preface to the Ninth Edition

* Harpsichordists Gustav Leonhardt, Byron Schenkman, Genevieve
Soly, and Colin Tinley.

Lutenists Eduardo Egiiez, Lex Eisenhardt, Paul O'Dette, and
Hopkinson Smith.

Violinists James Ehnes, Gidon Kramer, Sigiswald Kuijken, Ingrid
Matthews, and Jaap Schrider.

Cellist Yo-Yo Ma.

Pianists Pierre-Laurent Aimard, Vladimir Ashkenazy, Malcolm
Bilson, Aldo Ciceolini, Henry Cowell, Jorg Demus, Scott Joplin, Lili
Kraus, Jelly Roll Morton, Ursula Oppens, Sergei Rachmaninoff, Artur
Rubenstein, Rudolf Serkin, and Yuji Takahashi.

Orchestras Atlanta Symphony Orchestra, Berlin Philharmonic,
Chicago Symphony Orchestra, Concertgebouw Orchestra, London
Philharmonic Orchestra, London Symphony Orchestra, New World
Symphony, New York Philharmonic, Orchestre Revolutionnaire et
Romantique, San Francisco Symphony, Members of the Simén Bolivar
Youth Orchestra of Venezuela, Tafelmusik Baroque Orchestra, and
Vienna Philharmonic.

Conductors Marin Alsop, Herbert Blomstedt, Karl Boshm, Pierre
Boulez, William Christie, Aaron Copland, Colin Davis, John Eliot
Gardiner, Bernard Haitink, Philippe Herreweghe, René Jacobs, Paavo
Jarvi, Erich Leinsdorf, James Levine, Sir Charles Mackerras, Kent
Nagano Seiji Ozawa, Robert Shaw, Robert Spano, Igor Stravinsky, and
Michael Tilson Thomas.

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

Chamber ensembles the Concord String Quartet, Ensemble
InterContemporain, Guarneri String Quartet, Kodaly Quartet, Tokyo
String Quartet, and Yuval Trio.

Bands the Royal Artillery Band and United States Marine Band.

* Jazz artists Louis Armstrong, Duke Ellington, Dizzy Gillespie, Earl
(Fatha) Hines, Charlie Parker, and Bud Powell.

UsING THE INSTRUCTOR'S RESOURCES

A History of Western Music, Ninth Edition, comes with a suite of instructor
materials that have been carefully developed to align with the goals and con-
tent of the text.

* Instructor’s Resource Disc is a helpful classroom tool that includes
PowerPoint lecture slides—with audio excerpts—and all the art from
the text.

XXX

Preface to the Ninth Edition

* Test Bank by Anthony Barone (University of Nevada—Las Vegas),
Stephanie Schlagel (College - Conservatory of Music, University of
Cincinnati), and Laurel Zeiss (Baylor University) includes over 2,000
multiple-choice, true/false, short-answer, matching, and essay ques-
tions. Some guestions include musical examples, and each question is
identified with a topic, question type (factual, conceptual, or applied),
and difficulty level.

¢ Instructor’s Manual by Roger Hickman (California State University—
Long Beach) includes detailed teaching advice for new and experienced
instructors alike. In addition to suggested syllabi, the manual contains
an overview and list of learning objectives, lecture suggestions and
class activities, discussion questions, and a comprehensive annotated
bibliography.

* Norton Coursepacks enables students to access quizzes, recordings,
and more via their campus learning management system. Organized
by chapters in a playlist, all the recordings are available as streaming
music within the coursepack, which also includes chapter diagnostic
quizzes (with 25 questions per chapter exclusive to the coursepack),
new listening quizzes for each musical work, flashcards, and more.

¢ Norton Opera Sampler DVD contains over two hours of top-quality
live performances from the Metropolitan Opera. The DVD is available
to adopters free of charge.
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B.c.k.  Before Common Era (equivalent to B.c.)

C.E. Common Era (equivalent to a.d.)

Sk Source Readings in Music History (see “For Further Reading,” p. A23,
for citation code).

PiTCcH DESIGNATIONS

In this book, a note referred to without regard to its octave register is desig-
nated by a capital letter (A). A note in a particular octave is designated in ital-

ics. using the following system:
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THE ANCIENT AND
MEDIEVAL WORLDS

very aspect of today’s music has a history, and
many fundamental elements can be traced back

thousands of years. Prehistoric societies developed

) } _ 1 MUSIC IN ANTIQUITY 4
instruments, pllches_ me|ody_ and rhylhrn. Earh.r civiliza-
tions used music in religious ceremonies, to accompany 2 THE CHRISTIAN
dancing, for recreation, and in education—much as we do CHURCH IN THE FIRST
today. Ancient writers directly influenced our ways of thinking about MILLENNIUM 22
music, from concepts such as notes, intervals, and scales, to notions of
how music affects our feelings and character. Medieval musicians con- 3 ROMAN LITURGY AND
tributed further innovations, davis[ng systems for notating pih:|'| and CHANT 46

rhythm that led to our own, creating pedagogical methods that teach- 4 SONG AND DANCE

ars continue to use, and developing techniques of polyph  har-
ers continue to u nd developing techniques of polyphany, har MUSIC TO 1300 &7

mony, form, and musical structure that laid the foundation for music

in all subsequent eras. Church musicians sang chants that are still used 5 POLYPHONY THROUGH
today; court poets and musicians composed songs whose themes of THE THIRTEENTH
love's delights and torments are reflected in songs of our time; and CENTURY 84

both church and secular musicians developed styles of melody that

have influenced the music of later periods. 6 NEW DEVELOPMENTS
The music and musical practices of antiquity and the Middle IN THE FOURTEENTH

Ages echo in our own music, and we know ourselves better if we CENTURY 1

understand our Heritage. Yet Dnly fragmenls survive from the musical

cultures of the past, especially the distant past. So our first task is to

consider how we can assemble those fragments to learn about a musi-

cal world of long ago.
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ROME 19

THE GREEK
HERITAGE 20

MUSIC IN ANTIQUITY

The culture of Europe and the Americas—known
as Western culture to distinguish it from the tra-
ditional cultures of Asia—has deep roots in the
civilizations of antiquity. Our agriculture, writing,
cities, and systems of trade derive from the ancient

Near East. Our mathematics, calendar, astronomy,

and medicine grew from Mesopotamian, Egyp-
tian, Greek, and Roman sources. Our philosophy is
founded on Plato and Aristotle. Our primary religions, Christianity and
Judaism, arose in the ancient Near East and were influenced by Greek
thought. Our literature grew out of Greek and Latin traditions and drew
on ancient myth and scripture. Our artists imitated ancient sculpture
and architecture. From medieval empires to modern democracies, gov-
ernments have looked to Greece and Rome for examples.

The music of Western culture, known as Western music, also has
roots in antiquity. from the scales we use to the functions music
serves, The strongest direct influence comes through Greek writ
ings, which became the foundation for European views of music.
The influence of ancient music itself is more difficult to trace. Little
notated music survived, and few if any European musicians before
the sixteenth century could read the ancient notation. Yet some musi
cal practices continued, passed down through oral tradition.

These echoes of ancient music in the Western tradition are reason
enough to begin our survey by examining the roles of music in ancient
cultures, the links between ancient practices and those of later cen-
turies, and the debt Western music owes to ancient Greece. Starting

with ancient music also lets us consider how we can learn about music
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of the past and what types of evidence we can use to reconstruct the history

of music from any age.

Music is sound, and sound by its nature is impermanent. What remains  Types of evidence

of the music from past eras are its historical traces, of four main types:

(1) physical remains such as musical instruments and performing spaces:

(2) visual images of musicians, instruments, and performances; (3) writings

about music and musicians; and (4) music itself, preserved in nota-
tion, through oral tradition, or (since the 1870s) in recordings. Using
these traces, we can try to reconstruct what music of a past culture was
like, recognizing that our understanding will always be partial and
will be influenced by our own values and concerns.

We are most confident of success when we have all four types of
evidence in abundance. But for ancient music, relatively little remains,
Even for Greece, by far the best-documented ancient musical tradi
tion, we have only a small portion of the instruments, images, writ-
ings, and music that once existed. For other cultures we have no music
at all. By examining what traces survive and what we can conclude from
them, we can explore how each type of evidence contributes to our

understanding of music of the past.

The Earliest Music

The earliest evidence of music-making lies in surviving instruments
and representations. In the Stone Age, people bored finger holes in
animal bones and mammoth ivory to make whistles and flutes. Figure
1.1 shows one of the oldest and most complete bone flutes yet found
in Europe, dating from about 40,000 .c.k. Paleolithic cave paintings
appear to show musical instruments being played. Pottery flutes, rat-
tles, and drums were common in the Neolithic era, and wall paintings
in Turkey from the sixth millennium g.c.k. show drummers playing
for dancers and for the hunt, to drive out game. Such images provide
our primary evidence for the roles music played in these cultures.
Once people learned to work with metal, in the Bronze Age (begin-
ning in the fourth millennium e.c.x.), they made metal instruments,
including bells, jingles, eymbals, rattles, and horns. Plucked string
instruments appeared around the same time, as shown on stone carv-
ings; the instruments themselves were made of perishable materials,
and few have survived.

Although we can learn about various facets of prehistoric musical
cultures from images and archaeological remains, our understanding
is severely limited by the lack of any written record. The invention
of writing, which marked the end of the prehistoric period, added a
new type of evidence, and it is with these accounts that the history of
music properly begins.

FIGURE 1.1: Front view of a
bone flute made from the radius
(wing bone) of a griffon vulture,
unearthed in 2008 at Hohle Fels
Cave in the Ach Valley in Swabia
(southwestern Germany) and

estimated to dullrj'mm, about
40,000 to 42,000 years ago. With
five finger holes. it is the most
complete of the early flutes yet
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Music in Ancient Mesopotamia

Mesopotamia, the land between the Tigris and Euphrates rivers (now part of
Iraq and Syria), was home to a number of peoples in ancient times. The map
in Figure 1.2 shows several of the most important civilizations that developed
there and in nearby regions over a span of more than two thousand years.
Here in the fourth millennium g.c.e.. the first true cities and civilizations
emerged—{rom Nagar and Hamoukar in the north to Uruk in the south—and
the Sumerians developed one of the first known forms of writing, using
cuneiform (wedge-shaped) impressions on flat clay tablets. This system was
adopted by later civilizations, including the Akkadians and the Babylonians,
Many tablets have been deciphered, and some mention music.
Archaeological remains and images are still crucial for understanding
the music of this time. Pictures show how instruments were held and played
and in what circumstances music was used, while surviving instruments
reveal details of their construction. For example, archaeologists exploring
the royal tombs at Ur, a Sumerian city on the Euphrates, found several lyres
and harps, two kinds of plucked string instruments, as well as pictures of
them being played, all from ca. 2500 s.c.x. In a lyre, the strings run paral-
lel to the resonating soundboard and attach to a crossbar supported by two
arms; in a harp, the strings are perpendicular to the soundboard, and the
neck that supports them is attached directly to the soundbox. Figure 1.3 is a
reconstruction of one of the instruments from Ur: a bull lyre, a distinctively
Sumerian lyre whose soundbox features a bull's head. which had religious
significance. Figure 1.4 is part of an inlaid panel depicting a musician playing



Music in Ancient Mesopotamia

a bull lyre at a victory banquet. The player holds the lyre, supported
by a strap around his neck, perpendicular in front of him and plays
it with both hands. Together image and instrument reveal that the
lyre had a variable number of strings running from a bridge on the
soundbox to the crossbar, where they were knotted around sticks
that could be turned to change the tension and thus the tuning of
each string. Other instruments of the period included lutes, pipes,
drums, eymbals, clappers, rattles, and bells.

Combining written records with images of music-making allows
a much fuller und(-'lal.mdlng of how Meb::p()laundu [ I.l]T.lIIt:h used
music, showing that their repertories included wedding songs.

funeral laments, mili

ary music, work songs, nursery songs, dance

tavern mus nusic for entertaining at feasts, songs to

address the gods, music to accompany ceremonies and processions,
and epics sung with instrumental accompaniment—all but the last
uses that continue today. As is true for every era until the nineteenth
century, we find the best evidence for music of the elite classes, pri
marily rulers and priests, who had the resources to induce artisans to
make instruments, musicians to make music, artists to d(’picl it, and
seribes to write about it.

Written sources also provide a vocabulary for music and some
information on musicians. Word lists from ca. 2500 s.c.E. on include terms
for instruments, tuning procedures, performers, performing techniques, and
genres or types of musical composition. The earliest composer known to us
by name is Enheduanna (fl. ca. 2300 5.c.x.), an Akkadian high priestess at
Ur, who composed hyymns (songs to a god) to the moon god Nanna and moon
goddess Inanna: their texts, but not her musie, survive on cuneiform tablets.

Around 1800 s.c.x., Babylonian musicians began to write down what they
knew instead of passing it on by word of mouth only. Their writings describe
tuning, intervals, improvisation, performing technigues. and genres, includ-
ing love songs, laments, and hymns. Here again we find many aspects of music
that continued into later times.
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FIGURE 1.3: Recon
struction of a Sumerian
bull lyre from the
Royal Cemetery at Ur,
ca. 2500 B..E.

(& THE TRUSTEES OF THE
BRITISH MUSEUM/ART
HESOURCE, NY)

FIGURE 1.4: Inlaid panel from
Ur. ca. 2600 b.c.E.. showing
a bull lyre being played at a

victory banguet. (rue sritisn
MUSEUM,
LESSING/ART RESOURCE, NY)
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TIMELINE

Mesopotamia,
Greece, and Rome

MUSICAL HISTORICAL

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

« ca. 3100 Cuneiform writing

established

s ca. 2500 Royal tombs at Ur
built
e ca. 2300 Enheduanna com-

poses her hymns

« ca. 1800 Babylonian writings
about music

= ca. 1400-1250 Oldest nearly
complete piece

e ca. B0O Rise of Greek city-
states

s ca. 800 Homer, lliad and
QOdyssey

« 753 Rome founded
= ca. 500 Pythagoras dies

e ca. 500 Roman Repu|:||ic
begins

ent. Through physical remains, images, and wr

Among the writings are instructions for tuning a string
instrument that indicate the Babylonians used seven-note
diatonic 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 in the ancient
Greek musical system as well as in our own, suggesting that
Babylonian theory and practice influenced that of Greece,
directly or indireetly, and thus European music.

The Babylonians used their names for intervals to create
the earliest known musical notation. The oldest nearly com-
plete piece, from ca. 1400-1250 B.c.e., is on a tablet shown in
Figure 1.5 that was found at Ugarit, a merchant city-state on
the Syrian coast. Scholars have proposed possible transerip-
tions for the musie, but the notation is too poorly understood
to be read with confidence. Despite the invention of notation,
most music was either played from memory or improvised.
Musicians most likely did not play or sing from notation, as
modern performers do, but used it as a written record from
which a melody could be reconstructed, as cooks use a recipe.

OTHER CIVILIZATIONS

For other ancient cultures we also have instruments, images,
and writings that testify to their musical practices. India and
China developed independently from Mesopotamia and were
probably too distant to affect Greek or European music. Sur-
viving sources that shed light on Egyptian musical traditions
are especially rich, including many artifacts, paintings,
and hieroglyphic writings preserved in tombs. Archaeological
remains and images that relate to music are relatively scant for
ancient Israel, but mus s described

n religious observane
in the Bible. Although some scholars have tried to discover
and decipher musical indications in Egyptian hieroglyphics
and wall paintings and in ancient copies of the Bible, no con
sensus has been reached that musical notation is even pres
ngs about music we can gaina

sense of a vibrant musical life in the ancient Near East, but without actual music

FIGURE 1.5: Clay tablet

from Ugarit, ca. 1400

1250 p.c.E., with text

and musical notation

for a hymn to Nikkal. E A e e = RS EAY L WS
ife af e — =

a wife of the moon god. i- e A

The words are writ ”ﬂ-#""#"" el =

ten above the double
line, the musie below. -
(DAMASCUS NATIONAL
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KHMER}
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to perform, it remains almost entirely silent.
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Music in Ancient Greek Life
and Thought

Ancient Greece is the earliest civilization that offers us
enough evidence to construct a well-rounded view of musi-
cal culture, although there are still many gaps. As shown
in Figure 1.6, Greek civilization encompassed not only the
Greek peninsula but islands in the Aegean, much of Asia
Minor, southern ltaly, and Sicily, and colonies ringing the
Mediterranean and Black Seas. From this ancient culture, we
have numerous images, a few surviving instruments, writ-
ings about music’s roles and effects, theoretical writings on
the elements of music, and over forty examples of music in a
notation we can read.

INSTRUMENTS AND THEIR USES

We know about ancient Greek instruments and how to play
them from writings, archaeological remains, and hundreds
of images on clay pots. The most important instruments were
the aulos (pl. auloi). lyre, and kithara. The Greeks also
used harps, panpipes, horns, an early form of organ, and a
variety of percussion instruments such as drums, eymbals,
and clappers.

The aulos was a pipe typically played in pairs, as pictured in
Figure 1.7. Each pipe had fingerholes and a mouthpiece fitted
with a reed. No reeds survive, but written descriptions sug-
gest that they were long tubes with a beating tongue. Images of
auloi being played show both hands in the same finger posi-
tion, leading most scholars to conclude that the two pipes
were played in unison, with slight differences in pitch creat-
ing a plangent sound. But modern reconstructions based on
surviving auloi can also be played to produce parallel octaves,

%

» 458 B.C.E Aeschylus,
Agamemnon

+ 408 Euripides, Orestes

» ca. 380 Plato, Republic

e ca. 330 Avristotle, Politics

» ca. 330 Aristoxenus,
Harmonic Elements

146 Greece becomes prov-
ince of Rome

»128-127 Second Delphic
Hymn to Apocllo composed

« 29-19 Virgil, Aeneid

27 Rome becomes empire
under Augustus

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

« 98-117 C.E. Roman Empire
reaches its peak

o ca. 127-48 Prolemy,
Harmonics

« 2nd cent. Cleonides,
Harmonic Introduction

o 4th cent. Aristides Quintilia-
nus, On Music

fifths, or fourths, or a drone or separate line in one pipe against a melody in
the other, so that these methods cannot be ruled out.

The aulos was used in the worship of Dionysus, god of fertility and wine.
Links to fertility and wine explain its presence in the drinking secene in Figure
1.7; the instrument is played by a woman who was likely a prostitute as well as
musician. The great tragedies by Aeschylus, Sophocles, and Euripides, cre-
ated for the Dionysian festivals in Athens, have choruses and other musical
portions that were accompanied by or alternated with the aulos.

Lyres usually had seven strings and were strummed with a plectrum, or  Lyre
pick. There were several forms of lyre, the most characteristic of which used
as a soundbox a tortoise shell over which oxhide was stretched. As shown in
Figure 1.8, the player held the lyre in front, resting the instrument on the hip
and supporting it by a strap around the left wrist. The right hand strummed
with the plectrum while the fingers of the left hand touched the strings,
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FIGURE 1.6: Greece and Greek settlements about 550 p.c.¢. The main centers of Greek population and culture were the
Greek peninsula, the Aegean Islands, the west coast of Asia Minor (modern Turkey), and southern Italy and Sicily,
known to the Romans as Magna Graecia (Greater Greece).

perhaps to produce harmonics or to dampen certain strings to prevent them
from sounding.

The lyre was associated with Apollo, god of light, prophecy, learning, and
the arts, especially music and poetry. Learning to play the lyre was a core ele-
ment of education in Athens. Both men and women played the lyre, which was
used to accompany dancing, singing, or recitation of epic poetry like Homer's
{liad and Odyssey; to provide music for weddings: or to play for recreation.

Kithara The kithara was a large lyre, used especially for processions and sacred cer-
emonies and in the theater, and normally played while the musician was stand -
ing. Figure 1.9 shows a kitharode, a singer accompanying himself on the kithara
(see In Performance: Competitions and Professional Musicians, p. 12).

Memory and Images from ancient Greece rarely show performers reading from a seroll
improvisation  or tablet while playing. It is clear from this and from the written record that
the Greeks, despite having a well-developed form of notation by the fourth
century B.c.E. (see below), primarily learned music by ear; they played and

sang from memory or improvised using conventions and formulas.

GREEK MUSICAL THOUGHT

More writings about music survive from ancient Greece than from any earlier
civilization. As a result, we know a great deal about Greek thought concerning
music. There were two principal kinds of writings on music: (1) philosophical
doctrines on the nature of musie, its effects, and its proper uses: and (2) sys-
tematic descriptions of the materials of music, what we now call music theory.
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N PERFORMANCE

COMPETITIONS AND
PROFESSIONAL MUSICIANS

From the sixth century B.C.E. or earlier, the aulos
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 B.C.E.,
performing the Pythic Momos, a virtuoso com-
position that portrayed Apollo’s victory over the

serpent Pylhon. One writer attributes the piece

FIGURE 1.7: Greek red -figure drinking cup showing FIGURE 1.8: Greek red-figure drinking cup showing a lyre

to Sakadas, making him the earliest composer of
a scene al a symposium, or drinking party, where a lesson. The teacher (left) has just strummed the strings using instrumental music whose name we know.

Contests of kithara and aulos players, as
well as festivals of instrumental and vocal music,
became increasingly popular after the fifth cen-
tury B.C.E. Indeed, 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.

woman plays the double aulos. A drinking cup, like the plectrum in his right hand. Viewing the student’s lyre
the one on which this painting appears, is seen on the  from the back, we can see the tortoise-shell sound box, the
lower right. On the left is the player's awlos bag, with strap around the left wrist, and the fingers of the left hand

a smaller bag attached to it that held the reeds forthe  touching the strings. (minanciny prevssiseuen KuLTURBESITZART

HESOURECE, NY )

(HIIUS. (THE LOUVRE, PARIS, PRANCE, PHOTO: REUNION DES

MUSEES NATIONAUX/

ART RESOURCE, NY)

In both realms, the Greeks achieved insights and formulated principles that
have remained important to this day. The most influential writings on the uses
and effects of music are passages by Plato (ca. 429-347 p.c.E.) in his Repub-
lic and Timaeus and by Aristotle (384322 n.c.x.) in his Politics. Greek music
theory evolved continually from the time of its founder, Pythagoras (d. ca.

FIGURE 1.9: Kitharode singing to his own accom-

pantment on the kithara, with his head tilted

Some performers accumulated great wealth . S

back, the fingers of his left hand touching some

through concert tours or fees from rich patrons, L Iyto d he b

T e of the strings. apparently to damp them., and the
i S . . articular

500 B.c.k.), to Aristides Quintilianus (fourth century c.x.), its last important P Y Y9 Y 9

writer. As we might expect in a tradition lasting nearly a millennium, writers

right hand holding the plectrum, which he has

competitions. Amaong the musicians acclaimed : : :

: Just strummed across the strings. Greek red -figure

iy 2 3 . . for their performances were a number of women, . . i S :

expressed differing views, and the meanings of many terms changed. The fol h luded f = B amphora from the fourth century b.c.k., attributed to
2 # 5 2 who were excluded from competitions. But out-

the Berlin Painter. trur MernoroLITAN MUSEUM OF ANT,
side the competitions, most professional per-

lowing emphasizes the features that were most characteristic of Greek music

and most important for the later history of Western music. FLETVISER NUKD ARES L Sh AR LN TMAC R QLERE MR RO CTLITAN

In Greek mythology, music's inventors and earliest practitioners were gods  Music, religion, formers were of low status, often slaves. MR D
and demigods, such as Apollo, Hermes, Amphion, and Orpheus. The word music  and society
(Greek mousike) derives from the word for the Muses and originally denoted any
of the arts associated with them, from history to dance. For the Greeks, music
was hoth an art for enjoyment and a science closely related to arithmetic and or a song with text, and “perfect melos” was melody, text, and stylized dance
astronomy. It pervaded all of Greek life, from work, the military, schooling, and movement conceived as a whole. For the Greeks, music and poetry were
recreation to religious ceremonies, poetry, and the theater. nearly synonymous. In his Republic, Plato defined melos as a blend of text,
Music as a performing art was called melos, from which the word melody  Music, poetry, rhythm, and harmonia (here meaning relationships among pitches). In his
derives. The surviving Greek music is monophonic, consisting of a single and dance Poetics. Aristotle enumerated the elements of poetry as melody, rhythm, and
melodic line, but that does not mean it was always performed that way. We language, and noted that there was no name for artful speech, whether prose
know from pictures that singers accompanied themselves on lyre or kithara, or verse, that did not include music. “Lyric” poetry meant poetry sung to the

but we do not know whether they sounded notes in the melody, played a vari- lyre; “tragedy” incorporates the noun ade, “the art of singing.” Many other
ant of the melody (creating heterophony). or played an independent part Greek words for different kinds of poetry, such as hymn. were musical terms.

(creating polyphony). Melos could denote an instrumental melody alone
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For Pythagoras and his followers, numbers were the key to the universe, Music and number

and music was inseparable from numbers. Rhythms were ordered by num-
bers, because each note was some multiple of a primary duration. Pythagoras
was credited with discovering that the octave, fifth, and fourth, long recog-
nized as consonances, are also related to numbers. These intervals are gen-
erated by the simplest possible ratios: for example, when a string is divided,
segments whose lengths are in the ratio 2: 1 sound an octave, 3: 2 a fifth, and
4:3 a fourth.

Because musical sounds and rhythms were ordered by numbers, they were
thought to exemplify the general coneept of harmonia. the unification of parts
in an orderly whole. Through this flexible concept—which could encompass
mathematical proportions, philosophical ideas, or the structure of society as
well as a particular musical interval, scale type, or style of melody—Greek writ-
ers conceived of music as a reflection of the order of the universe.

Musicwas closely connected to astronomy through this notion of harmonia.
Indeed, Claudius Ptolemy (fl. 127-48 c.k.), the leading astronomer of antiq-
uity, was also an important writer on music, Mathematical laws and propor-
tions were considered the underpinnings of both musical intervals and the
heavenly bodies, and certain planets, their distances from each other, and
their movements were believed to correspond to particular notes, intervals,
and scales in music. Plato gave this idea poetic form in his myth of the “har-
mony of the spheres,” the unheard music produced by the revolutions of the
planets. This notion was invoked by writers throughout the Middle Ages and
later, including Shakespeare in The Tempest and John Milton in Paradise Lost,
and underlay the work of Johannes Kepler (1571-1630), the founder of mod-
€rn astronomy.

MUSIC AND ETHOS

Greek writers believed that musie could affect ethos, one's ethical character
or way of being and behaving. This idea was built on the Pythagorean view of
music as a system of pitch and rhythm governed by the same mathematical laws
that operated in the visible and invisible world. Harmonia in music reflected,
and could therefore influence, harmonia (usually translated “harmony”) in
other realms. The human soul was seen as a composite whose parts were kept
in harmony by numerical relationships. Because it reflected this orderly sys-
tem, music could penetrate the soul and restore its inner harmony.

Through the doctrine of imitation outlined in his Politics, Aristotle
deseribed how music affected behavior: music that imitated a certain ethos
aroused that ethos 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 later centuries would interpret
him as attributing such effects to a mode or scale alone, Aristotle probably
also had in mind the melodie turns and style characteristic of a harmonia
and the rhythms and poetic genres most associated with it.

Plato and Aristotle both argued that education should stress gymnastics (to
discipline the body) and music (to discipline the mind). In his Republic, Plato
insisted that the two must be balanced. because too much music made one
weak and irritable while too much gymnastics made one uncivilized. violent,

Harmonia

Music and
astronomy

The doctrine of

imitation

Music in education
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OURCE READING

ARISTOTLE ON THE DOCTRINE OF IMITATION, ETHOS,
AND MUSIC IN EDUCATION

Music’s impartance in ancient Greek culture is shawn

by its appearance as a topic in books about society,
such as Aristotle’s Politics. Aristotle believed that
music could imitate and thus directly affect charac-
ter and behavior, and therefore should play a role in

e * =
[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 same 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;

education.

and ignorant. Only certain music was suitable, since habitual listening to
music that roused ignoble states of mind distorted a person’s character. Those
being trained to govern should avoid melodies expressing softness and indo-
lence. Plato endorsed two harmoniai—the Dorian and Phrygian, because they
fostered temperance and courage—and excluded others. He deplored music
that used complex scales or mixed incompatible genres, rhythms, and instru-
ments. In both his Republic and Laws, Plato asserted that musical conventions
must not be changed, since lawlessness in art and education led to license in
manners and anarchy in society, Similar ideas have been articulated by gov-
ernments and guardians of morality ever since, and ragtime, jazz, rock, punk,

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 a|so, for some haue amore 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 itis plain that music has the power
of producing a certain effect on the ethos of the
soul, and if it has the power to do this, it is clear
that the young must be directed 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, Politics 8.5, trans. Harris Rackham, in SR 3,
p-29.

and hip hop all been condemned for these very reasons.

Aristotle, in his Politics, was less restrictive than Plato. He held that music
could be used for enjoyment as well as education and that negative emotions
such as pity and fear could be purged by inducing them through music and
drama. However, he felt that sons of free citizens should not seek professional
training on instruments or aspire to the virtuosity shown by performers in
competitions because it was menial and vulgar to play solely for the pleasure

of others rather than for one’s own improvement.
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GREEK MUSIC THEORY

No writings by Pythagoras survive, and those of his followers exist only in
fragments quoted by later authors. The earliest theoretical works we have
are Harmonic Elements and Rhythmic Elements (ca. 330 B.c.e.) by Aristoxenus,
a pupil of Aristotle. Important later writers include Cleonides (ca. second
or third century c.z.), Ptolemy, and Aristides Quintilianus. These theorists
defined concepts still used today, as well as ones specific to ancient Greek
music. Their writings show how much the Greeks valued abstract thought,
logic, and systematic definition and classification, an approach that has influ-
enced all later writing on music.

Only part of Aristoxenus’ Bhythmic Elements survives, but enough remains
to show us that rhythm in music was closely aligned with poetic rhythm. Aris-
toxenus defines durations as multiples of a basic unit of time. This scheme
parallels Greek poetry, which features patterns of longer and shorter sylla-
bles, not stressed and unstressed syllables as in English.

In Harmonic Elements, Aristoxenus distinguishes between continuous
movement of the voice, glidingup and down as in speech, and diastematic (or
intervallic) movement, in which the voice moves between sustained pitches
separated by discrete intervals. A melody consists of a series of notes, each
on a single pitch; an interval is formed between two notes of different pitch;
and a scale is a series of three or more different pitches in ascending or
descendingorder. Suchseemingly simple definitions established afirm basis
for Greek music and all later music theory. By contrast, Babylonian musi-
cians apparently had no name for intervals in general, but had names only
for intervals formed between particular pairs of strings on the lyre or harp.
The greater abstraction of the Greek system marked a significant advance.

Unique to the Greek system were the concepts of tetrachord and genus
(pl. genera). A tetrachord (literally, “four strings”) comprised four notes
spanning a perfect fourth. There were three genera (classes) of tetrachord,
shown in Example 1.1: diatonic, chromatie, and enharmonie. The outer
notes of the tetrachord were considered stationary in pitch. while the inner
two notes could move to form different intervals within the tetrachord and
create the different genera. Normally the smallest intervals were at the bot
tom, the largest at the top. The diatonic tetrachord included two whole tones
and a semitone. In the chromatie, the top interval was a tone and a half (equal
to a minor third) and the others semitones. In the enharmonic, the top
interval was the size of two tones (equal to a major third) and the lower ones
approximately quarter tones. All 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
natural, the chromatic more recent, and the enharmonic the most refined

EXAMPLE 1.1: Tetrachords
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EXAMPLE 1.2: The Greater Perfect System
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and difficult to hear. Indeed, we have seen that the Babylonian system, which
predated the Greek by more than a millennium, was diatonic.

Since most melodies exceeded a fourth, theorists combined tetrachords to
cover a larger range. Two successive tetrachords were conjunet if they shared
anote, as do the first two tetrachords in Example 1.2, or disjunct if they were
separated by a whole tone, as are the second and third tetrachords. The sys-
tem shown in the example, with four tetrachords plus an added lowest note to
complete a two-octave span, was called the Greater Perfect System. The
outer, fixed tones of each tetrachord 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
tetrachord spanning a fourth below it “meson,” the lowest tetrachord “hypa-
ton” (first), and those above the mese “diezengmenon” (disjunct) and “hyper-
bolaion” (of the extremes). There was also a Lesser Perfect System, spanning
an octave plus a fourth, with only one conjunct tetrachord ("synemmenon,”
conjunct) above the mese. The system was not based on absolute fixed pitch
but on the intervallic relationships of notes and tetrachords to each other. The
transcription here in the range A—a' is purely conventional.

Cleonides noted that in the diatonic genus the three main consonances
of perfect fourth, fifth, and octave were subdivided into tones (T) and semi-
tones (S) in only a limited number of ways, which he called species. This
concept has proven useful in understanding Greek melody, medieval chant,
Renaissance polyphonic music, and even twentieth-century music, so it is
worthy of special attention. A fourth contains two tones and one semitone,
and there are only three possible arrangements 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—f), or in the middle (as in d—e—f—g). Example 1.3b shows the four
species of fifth.

The seven species of octave, shown in Example 1.3¢, are combinations of
the species of fourth and fifth, a division of the octave that became important
in medieval and Renaissance theory. Cleonides identified the species by what
“the ancients” supposedly called them. The first octave species, represented
by the span from B to b, was Mixolydian, followed by Lydian (c—c"), Phrygian
(d—d"), Dorian (e—e"), Hypolydian (f/=f"), Hypophrygian (g—¢'). and Hypo-
dorian (a—a'). These seven octave species parallel the seven diatonic tun-
ings recognized by the Babylonians, suggesting a continuity of practice and
perhaps of theory. As we will see in chapter 2. some medieval theorists later
adopted these names for their modes, but the latter do not match Cleonides’





