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EDITOR’S PREFACE

Prruaps no term in music study has as diversified a connotation
as that of “music appreciation,” and in many circles the term is
anathema. No doubt these diverse meanings have come from the
many methods of approach and presentation rather than the content
of such courses of study as come under this designation. Yet we be-
lieve that if the term were defined in its broadest aspects it would
stand for a basic similarity of ideals. Entitle these courses as we may,
they all deal with inculcating an understanding and love for the
best in music, and the creation of worthy critical and aesthetical
standards.

There is, naturally, a difference of opinion as to what constitutes
an “understanding " of the “best ” in music, and “ worthy ” stand-
ards; and it is well that such differences exist. We would not at-
tempt to reconcile these differences. It is enough, now, that the
term be defined, the problems inherent in the subject recognized, of
course, and that the ensuing text provide a means of securing the
aims that are generally considered desirable in the awakening and
development of intelligent music-lovers.

The authors, Professor Howard D. McKinney of Rutgers Uni-
versity, and W. R. Anderson, of the University of London, have
provided in this volume, Discovering Music, a most enjoyable and
valuable guide to the secret beauties in music through the study of
what are, by common consent, considered to be the outstanding ex-
amples of musical literature. The musical illustrations utilized
throughout the text have been available to anyone, anywhere. It is
in the organization of the musical adventure; the means of translat-
ing these “ secrets ” 5o that everyone, layman and professional alike,
will thoroughly understand; the integration of music with the other
fine arts and literature; and the contagion of the authors’ enthusiasm
for their subject, that justify the appearance of this book.

There are several salient characteristics in Discovering Music
that should be pointed out, in such a preface as this. The sister arts
are called upon when and if they can make a definite contribution
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vi EDITOR’S PREFACE

to the better understanding of the musical work, or type of work,
under consideration at the moment. At no time is it forgotten that
the primary object of the text is to lead the reader ultimately to the
music itself. Arousal of interest, discussions about the music, analy-
sis, presentation of historical background of the composer, the inci-
dents concerning the composition of any particular work, reviewing
the general social and political background, and sundry excursions
aside from the music can go but so far and are useful only when
they culminate in the hearing of the music itself, or as an “aside”
to enable the listener better to understand what is being heard. The
determination of the amount of extraneous information to be given
and the manner of presenting the same requires great skill, a thor-
ough understanding of the musical score, coupled with superior
teaching ability. That the authors possess these prerequisites should
be apparent even to the casual reader of the book. Then, too, choice
quotations are culled from many sources, the originals of which are
often beyond the library facilities available to the average reader.

This book achieves its purpose of “discovering music” by pro-
ceeding from the simple to the complex — from program music to
absolute music, regardless of chronological sequence. It is a novel,
yet sane and most artful method, going from the known to the un-
known, and from readiness for response to the realization of it. As a
result of this sound pedagogic structure, there is the fullest enjoy-
ment the while, and, naturally, the highest degree of learning; all of
which are secured in a psychologically desirable manner and se-
quence. No doubt the imitators of this method will be legion in a
short time.

The authors have also provided each chapter with ample reading
references and a wide choice of pertinent musical examples, so that
when the book is used as a basic text for a course in music apprecia-
tion, the musiclover will have experienced, through intelligent and
wisely-guided listening, the most significant masterpieces of music
of all time. With such a foundation, the listener is prepared to
choose his own way, confident that he has developed criteria for
what is commonly called good taste and intelligent discrimination.

Epwin J. StriNcHAM
General Music Editor.




PRELUDE

THis book has been written with a double purpose: (1), to guide the
uninitiated traveler who would embark upon a journey into the com-
plex land of music; and (2), to be a Good Companion to those who,
having already set sail, have made some discoveries for themselves
and are eager to shape their course towards wider worlds.

The ability to “listen ” to music rather than merely to “hear ” it
is not, as such, a natural capacity, but one that has to be acquired and
developed by active, continual, and highly pleasurable observation.
The power to cultivate this listening skill varies as does any other
human accomplishment but no cultivation is possible without
guidance.

The principles used in the preparation of this guide book have
been shaped out of extended experience rather than fashioned out of
theories. We believe that the greatest incentive for embarking upon
voyages of artistic discovery should be the pleasure that one can
derive from them. Housman has said that the nature of such arts
as poetry and music is more physical than intellectual; it is the sense
of delight that can be obtained from reading a poem, or looking at
a picture, or listening to good music that attracts and holds us. It is
this yielding of delight that will lead us on in a search for other won-
ders. Art educates in the proportion that it gives pleasure. We have
shaped our treatment along sound pedagogical lines, and have pro-
ceeded from the known to the unknown; it will be found that we
have placed the points of departure in familiar and interesting
territory.

Some books of this nature are based upon the traditional educa-
tional process of starting at the earliest times and working up to the
present. Others begin at the present and work as faithfully back-
wards. In the course of the treatment, they too often give historical
and technical information as to how music has been put together and
how it can best be listened to so as to recognize its formal structure,
but pay insufficient attention to the actual cultivation of the reader’s
enjoyment and enthusiasm. Our method is to begin with the every-
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day musical experiences that are both real and satisfying, and use
these as stimuli and points of departure for further artistic develop-
ment. That is why we have not kept to strict chronological order.
This arrangement of material has been found useful in giving stu-
dents, in a year's work, a realization of their own capacity for partici-
pating in the world’s heritage of musical experience. The authors
believe it will prove equally useful in the hands of the general reader
who has had no formal musical training.

We have felt that a book planned along these lines must be more
than just a history of music or a dictionary, although it should con-
tain much historical material and include a glossary of musical terms
in common use. Impressed by the cultural value of music, still insuffi-
ciently recognized, we have constantly associated musical ideas with
those of other arts. Though it is impossible, in a book of reasonable
size, fully to develop these comprehensive ideas, enough has been
given, it is hoped, to show how music can take its proper place in
civilized life. As part of the life of its period, music, like everything
that has contributed to growth, can be analyzed and reasoned about
and its existence justified. Through such processes its nature and
influence can be understood. To help in the realization of all this,
we have prepared a time-chart showing what was going on in music
and the other arts through the ages.

We think that most books try to do too much, and especially to tell
too much. Telling does not go far in music — doing and discovering
are so much more important. Talking about music is of very little
value unless one hears it too, so we have discussed musical works
that are constantly to be listened to, these progressing from the easily-
understood compositions to the more abstract —a logical outcome of
the emphasis on enjoyment as the chief end of listening. We have
taken most of the illustrations from the repertoire of phonographi-
cally recorded music. Thus laymen, teachers, and students will have
in their hands lists of the finest material upon which to build a good
library of records.

In our discussions, we have used ordinary technical terms, as far
as they were necessary; surprisingly few of them are needed. When
they are necessary, however, it seems foolish to go out of the way to
avoid them. If anyone is interested enough in a subject to study a
book of this sort, he will learn its vocabulary quickly enough, and
be pleased to call a thing by its right name. We have not tried to
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make this a critical book, though we hope that its readers will get out
of it a great deal that will broaden and strengthen their critical judg-
ment. If all of the music mentioned herein is not immediately liked,
the student will find out why this is so, and thus gain valuable
knowledge.

The subject matter has been arranged in a manner suitable for
presentation in class form, and appropriate topics for further discus-
sion along similar lines have been furnished at the end of each chap-
ter. Suggestions for further reading have likewise been made and
the reader who follows these will find himself possessed of a great
fund of information which will be of inestimable value in the devel-
opment of his listening powers.

Acknowledgment must be made of the help that has been received
from various sources, especially the members of the “ music-apprecia-
tion” courses who have proved the value of this material in actual
use over a period of years. F. Austin Walter has helped in preparing
and copying different sections; C. C. Stover has drawn the valuable
chart to be found at the end of the work; Dr. Edwin J. Stringham
of Teachers College, Columbia University, has given valued criticism
and suggestions. A word of appreciation is also due those authors and
publishers who have given permission to quote from their works.
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CHAPTER 1

THE COOPERATING BEGINNER

BEAUTY IN THE LIFE OF TODAY

In an article which appeared on the feature page of a pragmatic
American newspaper, a thoughtful reporter who has spent con-
siderable time wandering about the Old World, enjoying and admir-
ing the beauty left behind by the genius of the past, asked the practi-
cal question: “Of what use is beauty in the world?” In a period
which has been inclined to see beauty in the machinery that per-
forms its daily work, in factories that provide its money, or in sky-
scrapers that house thousands of its workers, of what use is an un-
derstanding and appreciation of the beauty of paintings, statues,
mosaics, churches, palaces, or of the literature and the music of the
past? A number of years ago John Ruskin made the statement that
the most beautiful things in the world are the most useless, a state-
ment which stands the test of time better than do some of his other
pronouncements. The modern reaction to this would probably be
the ingenuous question asked by the modern factory manager:
“Well, if beautiful things haven’t any use, what good are they?”

Our newspaper writer answers this question by saying that the
only use that he can see for beauty in this world is for developing
taste. The more one Jearns to appreciate the beautiful, the more he
will avoid and despise the ugly. A man cannot learn really to like
Shelley and Keats, Goethe and Shakespeare, and at the same time
continue to enjoy reading pulp-paper confession magazines. If a man
becomes enthusiastic about the music of Beethoven or Brahms, he
loses his taste for the products of the Tin Pan Alley fabricators. An
understanding of and liking for the works of Michelangelo and Rem-
brandt, Da Vinci, or El Greco is the best possible antidote for the
cheapness and vulgarity of so many of the present-day movies and
modern paintings.

1



2 THE COOPERATING BEGINNER

All right, you may say. Granted all this, what then? Is the person
who spends his time cultivating his taste any better off than the one
who is concerned only with the useful things in life? Does the
man who can see the beauty in a field of daffodils or in an Alpine
sunrise or in that “loveliest of trees, the cherry hung with bloom
along the bough,” get more out of life than he who derives his pleas-
ures from reading the favorable reports received from the manage-
ment of the company in which he has been shrewd enough to invest
his money, or from scanning the financial pages of his newspaper
during a rising market? The hard-headed newspaper writer says that
he does, for the observing reporter has noticed that the people who
have taken the trouble to develop their taste derive more happiness
from life than those who have not. He wonders whether the modern
concern with usefulness is not thoroughly idiotic and suicidal, and if
the world would not be much better off by cultivating a sense of
abstract beauty and giving usefulness a good rest. If the admiration
— he goes so far as to say the adoration — of beauty can develop our
taste to the point where we can learn to appreciate it to the full, he
is sure that the avenues of life’s enjoyment will become wider and
more spacious; that we will find more joy in life, and with no addi-
tional expense.

The vivid and forceful appraisal of the place which beauty should
occupy in our present-day life, made by President Glenn Frank of
the University of Wisconsin, shows the drift of contemporary edu-
cational thought. He says that an understanding of the beautiful is
one of the most vital needs in the sort of education we must have if in
the years ahead, we are to master, instead of being mastered by the
vast, complex, and swiftly moving technical civilization that has been
born of science and the machine. “ The education of the future must
educate the whole man, not just his reasoning powers; it must edu-
cate his physical, emotional, and social reactions as well as his reason-
ing powers. . .. We once thought our job done when we had
trained a man to think straight. This belief rested on assumption
that men thought their way into their living. We now know that
men live their way into their thinking. . . . Because this is true,
education for the future must, in addition to the more obvious diets
for the mind, include those stimulations and disciplines that sensitize
and enrich men’s capacity for worthy emotional and aesthetic re-
sponse to the . . . needs of modern life. . . .
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“ A nation that forgets beauty will in time find even the founda-
tions of its technical and economic achievements crumbling. A people
dares not allow beauty to become the exclusive possession of antique
dealers and millionaire collectors unless it wants to face a social
reckoning sooner or later. . . .

“Social unrest finds its readiest recruits among men who have
never been able to find beauty and joy in their jobs and in their en-
vironments. It is an old observation that hungry men turn radical,
but what we are likely to forget is that men with full stomachs may
still be hungry with a gnawing hunger for the things that make life
free and adventurous and abundant. . . . A community, state, and
national life that stimulate and satisfy men’s hunger for beauty —
these are the things that turn the ruin of revolt into the radiance of
creative living. . . .V

The cultivation of beauty not only gives the individual a more en-
joyable life, but is absolutely necessary for his protection against the
ravages and depredations of the machine. Men who are as widely
divergent in their ideals as newspaper writers and university presi-
dents have felt this keenly, and their advice in this respect is worth
our most serious consideration. There are, of course, many other
things which might be said as to why our taste for the beautiful
should be cultivated — as for instance, the usefulness of beauty in
giving gracefulness and a marvelous sense of proportion to life. In
the light of our present-day conditions it would hardly be too pre-
sumptuous to change Ruskin’s dictum to read, “ The most beautiful
things in the world, although they may seem its most useless, in
reality may be the most essential.”

BEAUTY IN MUSIC

When the creative artist produces beauty for us he undergoes an
exceptionally intense experience which he realizes is of universal con-
cern, or he apprehends the truth of some ideal which he feels to be
of general interest to mankind. With his heaven-sent powers he is
able to report these experiences and to express these ideals so as to
make them readily comprehensible to the average man. By means of
brush and pen, sculptor’s tool or architect’s square, the transcendent
truths and emotional strength of the creators are communicated to
us. There are many forms which this created beauty may take—




