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Organization

Features

Preface

This edition of Music is intended for anyone who is interested in
learning how to listen to music with greater perception and under-
standing. Music forms a part of almost everyone's life today—so much
so that it is easy to listen to it without giving it much thought. Yet by
making some effort to listen carefully to what is heard and by gaining
some knowledge of the many different musical styles and forms that
have developed over the centuries, a person can hear more and have
a far greater enjoyment of what is heard.

With this goal in mind, the present text places primary emphasis on
the listening experience, encouraging the development of listening
skills through a historical survey of musical swvles. Although social,
political, and cultural influences are mentioned for each historical
period, the focus of the discussion is music itself rather than things
peripheral to it. Major styles and periods of music are considered,
along with their principal types and forms of composition. Represen-
tative examples are discussed, and the major composers of each style
and period are presented. The focus on listening is strengthened by
an accompanying record set that includes recordings of most of the
works analyzed in the text.

Music has certain basic terms and concepts that are peculiar to it, and
an understanding of them is helpful, if not absolutely necessary, to
most discussions of music. For this reason, Part One of the book is
devoted to a survey of the fundamentals of music—melody, rhythm,
harmony, texwre, timbre, dynamics, form, and notation. Parts Two
through Six trace major developments in music of the Western world
from the Middle Ages 10 our own time. Part Seven examines briefly
the music of four non-Western cultures and points out some of the
ways in which their music differs from that of the West.

The book is organized flexibly so that it can be used in several
ways. Each of the major periods in the history of Western music is
presented as a compact unit that can be studied with or without the
periods immediately preceding or following it. Individual chapters or
sections within each period can also be selected as time and interest
permit.

The revision process has made it possible to add new feature
material, all directed toward enhancing the reader’s understanding
and enjoyment of the study of music. The development of material to
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strengthen the reader’s aural perception of music has received the
most attention, but the importance of aesthetic and pedagogical
factors has also been carefully considered. In this edition, American
music of a given period until the twentieth century is discussed in a
discrete section at the end of each period’s general coverage. It is
hoped that the student will thus be better able to develop a sense of
America’s musical output within the mainstream of musical achieve-
ment. Since the most important twentieth-century American compos-
ers have had influence throughout the Western world, they are
discussed alongside their European counterparts. For certain compos-
ers material has been added, primarily to help the student assimilate
the musical discussion. This includes pertinent biographical informa-
tion and summaries of overall output. More emphasis has been given
to the transitions and overlappings between historical periods. Other
particular features of this book can be grouped under the three
headings that follow.

Listening Material

In keeping with the book’s primary goal, several items related directly
to listening are included. Perhaps most important are the Listening
Analyses and Listening Summaries given for each work included on
the recordings. Each Listening Analysis describes in some detail the
major characteristics of the content and structure of a work. In
addition to the Analysis, a Listening Summary is provided which lists
schematically the major points made in the analysis. Also included are
thirty Listening Previews, located at the beginning of each chapter of
the book, and five Cross-Period Listening Exercises that illustrate the
evolution of different genres of music, such as opera, Mass, and
symphony. An audio-cassette of selected pieces accompanies this book.

ArtEssays, Maps, and Illustrations

Just as words alone cannot equal the experience of listening to music,
verbal references and black-and-white photographs cannot give a true
picture of the fine art of the major styles in the history of music. For
this reason, full-color art sections, with interpretative essays by art
historian Martin Werner, are included for each period. Maps of major
centers of musical activity appear where they can help in comprehen-
sion of trends in music. Reproductions of interesting scores, manu-
scripts, and programs help to give deeper insights into some of the
music discussed.

Coverage of Basic Material

Great care has been taken to provide a clear introduction to the
elements of music, with detailed coverage of instruments, form, and
style. This initial emphasis is carried throughout the text in the
Listening Analyses and Summaries and in the comparison charts for
music of different periods. Emphasis is placed on the most important
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Readability and
the Use of
Notation

Supplements

Acknowledg-
ments

PREFACE

composers and genres of each period. Other aids to the reader
include chronology charts, a glossary, an index of musical compo-
sitions, a general index, and a list of the Listening Analyses and
Summaries.

Throughout this edition, care has been taken to focus on only the
most important details of musical style, presenting them in a clear and
interesting fashion, in terms that will be accessible to the student.
Readers who have not learned to read music need not be alarmed by
the many short musical examples found in the text. The examples are
intended to enhance the discussions of music for those who read
music and to give a general visual representation of sounds for those
who do not. Ability to read music is not important to understanding
the text. The main goal of the book is to stimulate the reader to listen
to music, not to look at it.

Although not essential to the use of the text, the accompanying set of
six records, directly keyed to the major analyses found in the text, can
be a valuable aid to both student and instructor. Full movements are
given for all instrumental works, full sections for all vocal works. A
Study Guide and Workbook by Raymond A. Barr of the University of
Miami at Coral Gables, and an Instructor’s Manual by Maurice Legault
of Southern Illinois University are also available from the publisher.
The first contains study aids, self-tests, listening exercises and a series
of cumulative reviews designed to place the study of specific works
within a much broader framework. The Instructor’s Manual features a
number of diagrams that can be used in the classroom to clarify
musical form.

Kind acknowledgments and profound thanks are due to many friends
and colleagues for countless suggestions and much active help. The
published works of Rose Brandel and William P. Malm provided
invaluable insights in the preparation of the first edition. In preparing
the second, third, and fourth editions, several people graciously
provided fine suggestions in their fields of expertise and to them 1
am grateful: J. Bunker Clark in American music, Bruno Nettl in non-
Western music, Charles Hoag in later twentieth-century music, Richard
Wright in jazz and popular music, Stephen Addiss in Asian music, and
Alan Luecke in rock music. Sterling Murray offered many excellent
ideas for numerous parts of the text. Jan Kozma, Guido Milanese, and
Ann Shaw provided invaluable assistance with translations of texts of
vocal music into English. Martha Minor's help in making many
positive suggestions and in editorial and clerical matters is greatly
appreciated. I also wish to thank the many reviewers involved in the
development of all editions.

Thanks are also due to the many people at Prentice-Hall involved in
each of the editions. For their help in the preparation of the first
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edition, I owe a special debt of gratitude to Project Editor Michael
Feist and Production Editor Sarah Parker. In the preparation of the
second edition, special thanks are due to Art Director Florence
Silverman, Manufacturing Buver Nancy Mvers, Production Editor
Eleanor Perz, and especially to the Project Editor, Stephanie Roby. For
their expert and patient editorial assistance in preparing the third
edition, 1 am very grateful to Fred Bernardi, Production Editor, and
also to Anita Duncan, photo researcher. For their excellent editorial
assistance in preparing the fourth edition, 1 offer my gratitude to
Louise Bloomfield, Elisabeth Ingles and Julia Engethardit.



Introduction:
Listeningto
Music

Music, in all its variety, is one of our most constant public and private
companions. It is the sound from our dashboards, the background to
our movies, the product of our stereo sets and the reason for our
concert halls. Nearly everyone responds to some kind of music. Most
of us can identify at least one performer or musical style that moves
us emotionally. Our choices today are without limit, for technology
gives us instant access to more than ten centuries of music. Even so,
most of us can readily summarize our musical tastes with a simple
thought: we like what we know,

In other words, we appreciate only that music that we have come
to understand. We can follow a familiar piece of music with expecta-
tion, welcoming its main melodies, participating in its moments of
climax and repose. An unfamiliar work is not likely to affect us so
strongly, for we can only guess what its unfolding content will be.

For these reasons, one obvious way to know and love music better
is through repeated exposure to specific works. Indeed, few sensual
pleasures equal that of immersing oneself in an evening of old
favorites, be they rock, jazz, or symphonic. But to restrict oneself to
the familiar is to limit the possibilities for pleasure, and to limit them
sharply. A far more adventurous way of increasing musical enjoyment
is to cultivate the art of listening—the special abilities that enable a
person to perceive the patterns of musical movement, the uses of
musical themes, and, ultimately, the creative intentions of the com-
poser and performer. Such abilities can heighten the enjoyment of
unfamiliar works as well as familiar. For the atentive listener, they can
open entire new worlds of musical experience.

An enhanced ability to listen to music is also likely to lead one to a
deeper understanding of the meaning of music. Music is unique as 2
form of expression. Unlike traditional painting or sculpture, it is
nonrepresentational. A melody can bring to mind a seascape or the
death of a loved one, but it cannot represent them in an obvious way.
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In this sense, music is an art without subject matter, which may be
why its appeal is almost universal.

Music has often been said to convey pure emotion. Its effect on the
attentive listener is, in fact, very similar to that of other emotional
experiences. However, music does not express emotions in any
clearly definable way. A given work may strike two listeners differ-
ently, or it may call forth different reactions from the same listener on
different hearings. In this way, music closely parallels the way in
which emotions are played out in our inner lives, leaving us with
feelings ambiguous in content, fluid, yet strongly felt.

How does one set about listening to music more carefully, more
actively? First, it is important to concentrate fully on listening, without
the distraction of talking, reading, or other activity. Then, one can
focus attention on the different aspects of sound, such as melody,
rhythm, or harmony. Initially it is best to consider one thing at a
time—for example, what are the characteristics of melody in a
particular piece, what instruments are used in the performance, or
how is rhythm made to be an outstanding aspect of a composition?
With concentration and practice in careful listening, one becomes
able to think about and analyze several aspects of musical sound in
quick succession, and some closely related aspects can be considered
simultaneously. Melody and rhythm, for example, can be analyzed
separately, but they are really inseparable in music and are ultimately
best viewed that way in listening to much music.

In that wordless state in which we think and feel, there are
movement and rest, tension and release, dissonance and harmony,
acceleration and retardation, intensity and dissolution. With attentive
listening, one can perceive how many of these effects are created in
music. Often one can even come to understand why a particular
musical technique creates the effect it does. Perceptive listening can
increase the level of the intellectual experience of listening, and at the
same time intensify the emotional experience. Both aspects are
equally important. Both contribute greatly to the potential for enjoying
MUusic.



