


LISTENING GUIDE INDEX

Download
Number

© © N OO ks W N -

BB W W W W W W W W W W YN NN NN NN NN e e e e e e e e e e
_ O © O N G R W N = O © 0N g W N = O © N g WD = O

Musical Selection

Beethoven, Symphony No. 5, I (opening)

R. Strauss, Also sprach Zarathustra (opening)

Gene Chandler, “Duke of Earl”

Handel, “Hallelujah” chorus, from Messiah

Brahms, Wiegenlied (Lullaby)

Mozart, Variations on “Twinkle, Twinkle, Little Star”
Haydn, Symphony No. 94 (the “Surprise”), IT
Tchaikovsky, “Dance of the Reed Pipes,” from The Nutcracker
Mouret, Rondeau, from Suite de symphonies
Anonymous, Dies irae

Hildegard of Bingen, O rubor sanguinis

Perotinus, Viderunt omnes

Machaut, Kyrie of Messe de Nostre Dame

Countess of Dia, A chanter m'er

Anonymous, Agincourt Carol

Josquin Desprez, Ave Maria

Palestrina, Kyrie of the Missa Papae Marcelli
Anonymous, Pavane and Galliard

Weelkes, As Vesta Was from Latmos Hill Descending
Monteverdi, Toccata, from Orfeo

Monteverdi, Prologue, “Del mio Permesso amato,” Orfeo

Purcell, “Thy hand, Belinda” and “When I am laid in earth,” Dido and Aeneas

Pachelbel, Canon in D major

Vivaldi, Violin Concerto in E major (the “Spring”), I
Bach, Organ Fugue in G minor

Bach, Brandenburg Concerto No. 5,

Bach, Wachet auf, ruft uns die Stimme, 11

Bach, Wachet auf, ruft uns die Stimme, IV

Bach, Wachet auf, ruft uns die Stimme, VII

Handel, Water Music, Minuet and Trio

Listening Guide
Page
13

14

30
43,134
45
46,171
47,172
47,270
48,101
55

57

59

60

62

64

71

76

78

79

91

91

95

103
107
114
116
121
122
124
129

Handel, “Behold, a Virgin shall conceive” and “O thou that tellest good tidings to Zion,” from Messiah 133

Mozart, “Se vuol ballare,” Le nozze di Figaro
Mozart, Piano Concerto in C major, K. 467, I
Mozart, Eine kleine Nachtmusik, 1

Mozart, Overture to Don Giovanni

Haydn, Trumpet Concerto in E-flat major, III
Mozart, Symphony No. 40, I

Haydn, String Quartet, the “Emperor,” I
Mozart, Piano Concerto in A major, K. 488, 11
Mozart, “Notte e giorno faticar,” Don Giovanni

Mozart, “La ci darem la mano,” Don Giovanni

145
158
162
165
175
183
187
190
198
201

(Continued on inside back cover)









NOILId3

MUSIC

(0]

Craig Wright

Yale University

~ » CENGAGE
'~ Learning

Australia ® Brazil ® Mexico ® Singapore ® United Kingdom ¢ United States



This is an electronic version of the print textbook. Due to electronic rights restrictions, some third party content may be suppressed. Editorial
review has deemed that any suppressed content does not materially affect the overall learning experience. The publisher reserves the right to
remove content from this title at any time if subsequent rights restrictions require it. For valuable information on pricing, previous
editions, changes to current editions, and alternate formats, please visit www.cengage.com/highered to search by
ISBN#, author, title, or keyword for materials in your areas of interest.

Important Notice: Media content referenced within the product description or the product text may not be available in the eBook version.



i

CENGAGE
Learning’

Listening to Western Music, Eighth Edition
Craig Wright

Product Director: Monica Eckman

Product Manager: Sharon Adams Poore
Senior Content Developer: Sue Gleason Wade
Associate Content Developer: Erika Hayden
Product Assistant: Rachael Bailey

Media Developer: Chad Kirchner

Marketing Manager: Jillian Borden

Content Project Manager: Lianne Ames

Art Director: Diana H. Graham
Manufacturing Planner: Julio Esperas

IP Analyst: Christina Ciaramella

IP Project Manager: Farah J. Fard

Production Service: Thistle Hill Publishing
Services

Compositor: Cenveo® Publisher Services
Text and Cover Designer: Lisa Kuhn, Curio
Press, LLC, www.curiopress.com

Cover Image: Scala/Ministero per i Beni e le
Attivita culturali / Art Resource, NY.

Printed in the United States of America

Print Number: 01

© 2017, 2014, 2011 Cengage Learning
WCN: 02-200-203

ALL RIGHTS RESERVED. No part of this work covered by the copyright herein
may be reproduced, transmitted, stored, or used in any form or by any means
graphic, electronic, or mechanical, including but not limited to photocopy-
ing, recording, scanning, digitizing, taping, web distribution, information
networks, or information storage and retrieval systems, except as permitted
under Section 107 or 108 of the 1976 United States Copyright Act, without the
prior written permission of the publisher.

For product information and technology assistance, contact us at
Cengage Learning Customer & Sales Support, 1-800-354-9706

For permission to use material from this text or product,
submit all requests online at www.cengage.com/permissions.
Further permissions questions can be emailed to
permissionrequest@cengage.com.

Library of Congress Control Number: 2015949012
Student Edition ISBN: 978-1-305-62735-2

Book-only ISBN: 978-1-305-58701-4

Loose-leaf Edition ISBN: 978-1-305-86762-8
Loose-leaf Book-only Edition ISBN: 978-1-305-86763-5

Cengage Learning

20 Channel Center Street
Boston MA 02210

USA

Cengage Learning is a leading provider of customized learning solutions
with employees residing in nearly 40 different countries and sales in more
than 125 countries around the world. Find your local representative at
www.cengage.com.

Cengage Learning products are represented in Canada by
Nelson Education, Ltd.

To learn more about Cengage Learning Solutions, visit www.cengage.com.

Purchase any of our products at your local college store or at our preferred
online store www.cengagebrain.com.

Print Year: 2015



For Clark Baxter—innovator, publisher, and valued friend






s CONTENTS

PART I INTRODUCTION TO LISTENING 1
The Power of Music 2
2 Rhythm, Melody, and Harmony 16
3 Color, Texture, Form, and Style 32

PART Il THE MIDDLE AGES AND RENAISSANCE, 476-1600 50
4 Medieval Music, 476-1450 52
5 Renaissance Music, 1450-1600 67

PART Il THE BAROQUE PERIOD, 1600-1750 82

6 Early Baroque Music: Opera 84

7 Toward Late Baroque Instrumental Music 98
8  The Late Baroque: Bach 110

9  The Late Baroque: Handel 126

PART IV THE CLASSICAL PERIOD, 1750-1820 138
10 Introduction to Classical Style: Haydn and Mozart 140
1 Classical Forms: Ternary and Sonata-Allegro 154
12 Classical Forms: Theme and Variations, Rondo 167
13 Classical Genres: Instrumental Music 178
14 Classical Genres: Vocal Music 194
15 Beethoven: Bridge to Romanticism 205

PARTV  ROMANTICISM, 1820-1900 230
16 Introduction to Romanticism 232
17 Romantic Music: The Art Song 244
18 Romantic Music: Program Music, Ballet, and Musical Nationalism 256
19 Romantic Music: Piano Music 275
20  Romantic Opera: ltaly 286
21 Romantic Opera: Germany 296
22 Nineteenth-Century Realistic Opera 307
23 Late Romantic Orchestral Music 316

PART VI MODERN AND POSTMODERN ART MUSIC, 1880-PRESENT 334
24 From Impressionism to Modernism 336
25  Early-Twentieth-Century Modernism 357
26 American Modernism 369
27 Postmodernism 383

vii



Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



About the Author xvi
Preface xvii

PART | INTRODUCTION TO LISTENING 1

CHAP 1 THE POWER OF MUSIC 2

CHAP 2

MUSIC, THE EAR, AND THE BRAIN 3

OUR MUSICAL TEMPLATE:

WHY WE LIKE WHAT WE LIKE 5
LISTENING TO WHOSE MUSIC? 6
Popular or Classical? 6

Popular and Classical Music Compared 7

HOW DOES CLASSICAL MUSIC WORK? 8
Genres and Venues of Classical Music 8
The Language of Classical Music 9
WHERE AND HOW TO LISTEN 9
Live in Concert 10

Thinking and Writing about Music:

The Concert Report 11

GETTING STARTED: NO PREVIOUS
EXPERIENCE REQUIRED 11

Take the Classical Music Challenge 12
Two Classical Favorites 12

LISTENING GUIDE
Beethoven, Symphony No. 5 in C minor (1808),
1st movement 13

LISTENING GUIDE
Strauss, Also sprach Zarathustra (1896) 14

RHYTHM, MELODY, AND
HARMONY 16

RHYTHM 17

RHYTHMIC NOTATION 17
Hearing Meters 19

Syncopation 20

LISTENING CUE

The Basics of Rhythm 21

MELODY 21

Melodic Notation 22

Scales, Modes, Tonality, and Key 24

HARMONY 26

Building Harmony with Chords 27
Consonance and Dissonance 28
LISTENING CUE

Consonance and Dissonance; Cadences 29
Hearing the Harmony 29

LISTENING GUIDE
Harmony (Chord Changes) 30

CHAP 3 COLOR, TEXTURE, FORM,

AND STYLE 32

COLOR 33

THE VOICE 33

MUSICAL INSTRUMENTS 34

Strings 34

LISTENING CUE
Instruments of the Orchestra: Strings 35

Woodwinds 35

LISTENING CUE
Instruments of the Orchestra: Woodwinds 37

Brasses 37

LISTENING CUE
Instruments of the Orchestra: Brasses 38

Percussion 38

LISTENING CUE
Instruments of the Orchestra: Percussion 39

Keyboard Instruments 39
The Symphony Orchestra 40

TEXTURE 41

LISTENING GUIDE

Handel, Messiah, “Hallelujah” chorus (1741) 43
FORM 44

Strophic Form 44

LISTENING GUIDE

Brahms, Wiegenlied (Lullaby; 1868) 45

Theme and Variations 45

LISTENING GUIDE
Mozart, Variations on “Twinkle, Twinkle, Little
Star” (c. 1781) 46

Binary Form 46

LISTENING GUIDE
Haydn, Symphony No. 94, the “Surprise” (1792), theme
from 2nd movement 47

Ternary Form 46

LISTENING GUIDE

Tchaikovsky, The Nutcracker, “Dance of the Reed
Pipes” (1891) 47

Rondo Form 47

LISTENING GUIDE
Mouret, Rondeau, from Suite de
symphonies (1729) 48

STYLES OF CLASSICAL MUSIC 48

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).

Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



PART Il THE MIDDLE AGES AND RENAISSANCE, 476-1600 50

CHAP 4 MEDIEVAL MUSIC, 476-1450 52 LISTENING GUIDE
Anonymous, Agincourt Carol (c. 1415) 64
MUSIC IN THE MONASTERY 53 . .
; Medieval Musical Instruments 63
Gregorian Chant 53

LISTENING GUIDE
Anonymous, Gregorian chant, Dies irae 55

The Gregorian Chant of Hildegard of Bingen CHAP 5 RENAISSANCE MUSIC, 1450-1600 67
(1098-1179) 55 JOSQUIN DESPREZ (C. 1455-1521) AND
LISTENING GUIDE THE RENAISSANCE MOTET 70

Hildegard of Bingen, O rubor sanguinis (c. 1150) 57 LISTENING GUIDE

MUSIC IN THE CATHEDRAL 57 Desprez, Ave Maria (c. 1485) 71
Notre Dame of Paris 57 The Renaissance Choir: Who Sang What? 72

Perotinus: Organum Viderunt omnes 58 THE COUNTER-REFORMATION AND

NEUGIREIIRCIHIE 3 PALESTRINA (1525-1594) 74
LISTENING GUIDE

Master Perotinus the Great, organum built on LISTENING GL.‘”DE . )
Gregorian chant, Viderunt omnes (1198) 59 Palestrina, Kyrie of the Missa Papae Marcelli (1555) 76
Machaut: Messe de Nostre Dame 60 POPULAR MUSIC IN THE

LISTENING GUIDE RENAISSANCE 76

Guillaume de Machaut, Kyrie of Messe de Nostre Dance Music 77

Dame (c. 1360) 60 LISTENING GUIDE

MUSIC AT THE COURT 61 Moderne, publisher, Musique de joye (c. 1550),
Troubadours and Trouvéres 61 Pavane and Galliard 78
LISTENING GUIDE The Madrigal 77

Countess of Dia, A chantar m’er (c. 1175) 62 LISTENING GUIDE

; Weelkes, As Vesta Was from Latmos Hill
A Battle Carol for the English Court 63 Descending (1601) 79

PART Ill THE BAROQUE PERIOD, 1600-1750 82

CHAP 6 EARLY BAROQUE MUSIC: CHAP 7 TOWARD LATE BAROQUE
OPERA 84 INSTRUMENTAL MUSIC 98
BAROQUE ARCHITECTURE AND THE BAROQUE ORCHESTRA 99
MUSIC 85 MOURET AND TRUMPET MUSIC
BAROQUE PAINTING AND MUSIC 86 FOR THE FRENCH COURT 101
EARLY BAROQUE OPERA 87 LISTENING GUIDE

Mouret, Rondeau from Suite de

Expressive Melody: Monody 88 symphonies (1729) 101

Rock-Solid Harmony 89

Claudio Monteverdi (1567-1643) 90 PACHELBEL AND HIS CANON 102
LISTENING GUIDE LISTENING GUIDE

Monteverdi, Orfeo (1607), Toccata 91 Johann Pachelbel, Canon in D major (c. 1690) 103
LISTENING GUIDE VIVALDI AND THE BAROQUE

Monteverdi, Orfeo (1607), Prologue 91 CONCERTO 104

An Opera in English: Henry Purcell’s Dido and Antonio Vivaldi (1678-1741) 105

Aeneas (1689) 93 Violin Concerto in E major, the “Spring”
LISTENING GUIDE (early 1700s) 106

Purcell, Dido and Aeneas (1689), “Thy hand, Belinda” LISTENING GUIDE

and “When | am laid in earth” 95 Vivaldi, Violin Concerto in E major (the “Spring,”

early 1700s), 1st movement 107
Elton John and Basso Ostinato 96 Y ) .

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



CHAP 8 THE LATE BAROQUE: BACH 110

JOHANN SEBASTIAN BACH
(1685-1750) 111

FUGUE 112
Organ Fugue in G minor (c. 1710) 112

LISTENING GUIDE
Bach, Organ Fugue in G minor (c. 1710) 114

BACH'S ORCHESTRAL MUSIC 114
The Brandenburg Concertos (1715-1721) 115
LISTENING GUIDE

Bach, Brandenburg Concerto No. 5 in D major
(c. 1720), 1st movement 116

THE CHURCH CANTATA 117

What Did Mrs. Bach Do? 118

Wachet auf, ruft uns die Stimme

(Awake, a Voice Is Calling, 1731) 119
LISTENING GUIDE

Bach, Wachet auf, ruft uns die Stimme (1731),
2nd movement 121

LISTENING GUIDE

Bach, Wachet auf, ruft uns die Stimme (1731),
4th movement 122

CHAP 10 INTRODUCTION TO CLASSICAL

STYLE: HAYDN AND MOZART 140
THE ENLIGHTENMENT 142

THE DEMOCRATIZATION OF CLASSICAL
MUSIC AND THE RISE OF “FOR PROFIT”
CONCERTS 142

Popular Opera Takes Center Stage 143
Popular Opera and a Preview of Classical

Style 144

LISTENING GUIDE

Mozart, “Se vuol ballare,” from Le nozze di
Figaro (1786) 145

The Advent of the Piano and Piano Style 146

THE DYNAMIC QUALITY OF CLASSICAL
STYLE 147

VIENNA: HOME TO CLASSICAL
COMPOSERS 147

Franz Joseph Haydn (1732-1809) 148
Wolfgang Amadeus Mozart (1756-1791) 150
Mozart : The Gold Standard of Genius 152

CHAP 11 CLASSICAL FORMS: TERNARY

AND SONATA-ALLEGRO 154
TERNARY FORM 156

LISTENING GUIDE
Bach, Wachet auf, ruft uns die Stimme,
7th movement 124

CHAP 9 THE LATE BAROQUE: HANDEL 126

GEORGE FRIDERIC HANDEL
(1685-1759) 127

HANDEL AND THE ORCHESTRAL
DANCE SUITE 128

LISTENING GUIDE
Handel, Water Music (1717), Minuet and Trio 129

HANDEL AND OPERA 130

HANDEL AND ORATORIO 130

Messiah (1741) 131

LISTENING GUIDE

Handel, Messiah, “Behold, a Virgin shall conceive”
and “O thou that tellest good tidings to Zion”
(1741) 133

LISTENING GUIDE

Handel, Messiah, “Hallelujah” chorus (1741) 134

PART IV THE CLASSICAL PERIOD, 1750-1820 138

LISTENING GUIDE

Mozart, Piano Concerto in C major (1786), K. 467,
2nd movement 158

SONATA-ALLEGRO FORM 159
The Shape of Sonata-Allegro Form 159
Hearing Sonata-Allegro Form 161
LISTENING GUIDE

Mozart, Eine kleine Nachtmusik (1787) ,
1st movement 162

LISTENING GUIDE
Mozart, Overture to Don Giovanni (1787) 165

CHAP 12 CLASSICAL FORMS: THEME AND
VARIATIONS, RONDO 167

THEME AND VARIATIONS 168

Mozart: Variations on “Twinkle, Twinkle, Little
Star” (c. 1781) 169

Haydn: Symphony No. 94 (the “Surprise”
Symphony, 1792), Second Movement 170
LISTENING GUIDE

Mozart, Variations on “Twinkle, Twinkle,

Little Star” 171

LISTENING GUIDE

Haydn, Symphony No. 94, the “Surprise” Symphony
(1791), 2nd movement 172

Xi

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



Xii

RONDO FORM 174

Haydn: Trumpet Concerto in E> major (1796),
Third Movement (Finale) 174

LISTENING GUIDE

Haydn, Trumpet Concerto in E> major (1796),
3rd movement 175

FORM, MOOD, AND THE LISTENER'S
EXPECTATIONS 176
A Rondo by Sting 176

CHAP 13 CLASSICAL GENRES: INSTRUMENTAL

MUSIC 178

THE SYMPHONY AND THE SYMPHONY
ORCHESTRA 179

The Classical Symphony Orchestra 180
Mozart: Symphony No. 40 in G minor (1788),
K. 550 181

LISTENING GUIDE

Mozart, Symphony No. 40 in G minor (1788), K. 550,
1st movement, 183

THE STRING QUARTET 185

Haydn: Opus 76, No. 3, the “Emperor” Quartet
(1797) 186

LISTENING GUIDE
Haydn, String Quartet, Opus 76, No. 3, the "Emperor”
Quartet (1797), 2nd movement, 187

THE SONATA 187

THE CONCERTO 188

Mozart: Piano Concerto in A major (1786),
K. 488 188

LISTENING GUIDE
Mozart, Piano Concerto in A major (1786), K. 488,
1st movement, 190

CHAP 14 CLASSICAL GENRES: VOCAL

MUSIC 194

MOZART AND OPERA 195
Lorenzo da Ponte: Librettist to Mozart 196

ROMANTICISM 232

ROMANTIC INSPIRATION, ROMANTIC
CREATIVITY 233

Love and Lunacy Among the Artists 234
THE MUSICIAN AS “ARTIST,” MUSIC AS
“ART" 235

Romantic Ideals Change the Listening
Experience 235

Mozart: Don Giovanni (1787), K. 527 196

LISTENING GUIDE
Mozart, Don Giovanni (1787), K. 527, Act |,
Scene 1 198

LISTENING GUIDE
Mozart, Don Giovanni (1787), K. 527, Act |,
Scene 7 201

CHAP 15 BEETHOVEN: BRIDGE TO

ROMANTICISM 205

THE EARLY YEARS (1770-1802) 207
Piano Sonata, Opus 13, the " Pathétique”
Sonata (1799) 208
LISTENING GUIDE

Beethoven, Piano Sonata, Opus 13, the
" Pathétique” Sonata (1799) 210

Beethoven Loses His Hearing 212

THE “"HEROIC" PERIOD (1803-1813) 212
Symphony No. 3 in E> major (“Eroica”; 1803) 213
Symphony No. 5 in C minor (1808) 213
LISTENING GUIDE

Beethoven, Symphony No. 5 in C minor (1808),
1st movement 216

LISTENING GUIDE

Beethoven, Symphony No. 5 in C minor (1808),
2nd movement 219

LISTENING GUIDE

Beethoven, Symphony No. 5 in C minor (1808),
3rd movement 221

LISTENING GUIDE

Beethoven, Symphony No. 5 in C minor (1808), 4th
movement 223

Beethoven the Eccentric 224
THE FINAL YEARS (1814-1827) 225
Symphony No. 9 in D minor (1824) 226

LISTENING GUIDE
Ludwig van Beethoven, Ode to Joy from Symphony
No. 9in D minor (1824) 227

WHAT IS FORWARD LOOKING IN
BEETHOVEN'S MUSIC? 228

PART V ROMANTICISM, 1820-1900 230

CHAP 16 INTRODUCTION TO

THE STYLE OF ROMANTIC MUSIC 236
Romantic Melody 237

Colorful Harmony 237

Romantic Tempo: Rubato 238

BIGGER IS BETTER: GREATER LENGTH,
MORE VOLUME AND COLOR 239

The Romantic Orchestra 239

The Conductor 241

The Virtuoso 242

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



CHAP 17 ROMANTIC MUSIC: THE ART

SONG 244

THE ART SONG 245

FRANZ SCHUBERT (1797-1828) 245
Erlkénig (1815) 247

LISTENING GUIDE

Schubert, Erlkénig (1815) 249

CLARA WIECK SCHUMANN

(1819-18%96) 251

Where Were the Women? 252

“Liebst du um Schénheit” (1841) 253
LISTENING GUIDE

C. Schumann, “Liebst du um Schonheit” (1841) 254

Lives of Tragedy and Fidelity 255

CHAP 18 ROMANTIC MUSIC: PROGRAM

MUSIC, BALLET, AND MUSICAL
NATIONALISM 256

PROGRAM MUSIC 257

Hector Berlioz (1803-1869) and the Program
Symphony 258

Symphonie fantastique (1830) 259
LISTENING GUIDE

Berlioz, Symphonie fantastique (1830),
4th movement 262

The Real End of the Program 264

PETER TCHAIKOVSKY (1840-1893):
TONE POEM AND BALLET MUSIC 265
Tone Poem Romeo and Juliet (1869; revised
1880) 266

LISTENING GUIDE
Tchaikovsky, Romeo and Juliet (1869; revised 1880) 267

Tchaikovsky's Ballets 269

MUSIC AND NATIONALISM 270

LISTENING GUIDE
Tchaikovsky, “Dance of the Reed Pipes” from
The Nutcracker (1891) 270

Russian Nationalism: Modest Musorgsky
(1839-1881) 271

LISTENING GUIDE

Musorgsky, Promenade from Pictures at an
Exhibition (1874) 273

LISTENING GUIDE

Musorgsky, The Great Gate of Kiev, from Pictures
at an Exhibition (1874) 274

CHAP 19 ROMANTIC MUSIC: PIANO

MUSIC 275

ROBERT SCHUMANN (1810-1856) 277
“Traumerei” (“Dreaming”; 1838) 277

LISTENING GUIDE
Schumann, “Traumerei” (“Dreaming”), from
Kinderszenen (1838) 278

FREDERIC CHOPIN (1810-1849) 278

Nocturne in E> major, Opus 9, No. 2 (1832) 279

LISTENING GUIDE
Chopin, Nocturne in E> major, Opus 9,
No. 2 (1832) 280

FRANZ LISZT (1811-1886) 281
Concert Etude No. 3, “Un sospiro”
("A Sigh"; 1848) 283

LISTENING GUIDE
Liszt, Concert Etude No. 3, “Un sospiro”
(A Sigh”; 1848) 284

CHAP 20 ROMANTIC OPERA: ITALY 286

CHAP 21

CHAP 22

ITALIAN BEL CANTO OPERA 287

How to Become a Diva: Practice and Persist 288

GIUSEPPE VERDI (1813-1901) 289
Verdi's Dramaturgy and Musical Style 291
La traviata (1853) 291

LISTENING GUIDE
Verdi, “Un di felice,” La traviata (1853) 292

LISTENING GUIDE
Verdi, "Follie! Follie!” and “Sempre libera,”
La traviata (1853) 294

ROMANTIC OPERA: GERMANY 296

GERMANY AND NORDIC FANTASY
LITERATURE 297

RICHARD WAGNER (1813-1883) 297

WAGNER'S “MUSIC DRAMAS" 299
Wagner's Ring and Die Walkdre
(The Valkyrie, 1856; first performed 1870) 300

LISTENING GUIDE
Wagner, “Ride of the Valkyries,” Die Walkdre (1856;
first performed, 1870; orchestral version 1870) 301

LISTENING GUIDE
Wagner, “Wotan's Farewell,” Die Walkdre (1856; first
performed 1870), first of two parts 303

Wagner Goes to the Movies 304

NINETEENTH-CENTURY REALISTIC
OPERA 307
GEORGES BIZET'S CARMEN (1875) 309

LISTENING GUIDE
Bizet, Habanera from Carmen (1875) 310

High Art, High Ticket Prices: Why Does Opera
Cost So Much? 312

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.

xiii



Xiv

GIACOMO PUCCINI'S LA BOHEME
(1896) 312

LISTENING GUIDE
Puccini, “Che gelida manina,” La boheme (1896) 313

CHAP 23 LATE ROMANTIC ORCHESTRAL
MUSIC 316

ROMANTIC VALUES AND TODAY'S
CONCERT HALL 317

JOHANNES BRAHMS (1833-1897) 318
Violin Concerto in D major (1878) 320
LISTENING GUIDE

Brahms, Violin Concerto in D major (1878),
3rd movement 322

A Requiem for the Concert Hall:
Brahms's Ein Deutsches Requiem (1868) 323
LISTENING GUIDE

Brahms, Ein Deutsches Requiem (1868), “Wie lieblich
sind deine Wohnungen” 323

ANTONIN DVORAK (1841-1904) 324
Symphony No. 9 in E minor, “From the
New World” (1893) 325

LISTENING GUIDE
Dvotak, Symphony No. 9 in E minor, “From the
New World” (1893), 2nd movement 326

GUSTAV MAHLER (1860-1911) 327
Symphony No. 1 (1888; revised until 1906) 329

LISTENING GUIDE
Mahler, Symphony No. 1 (1888; revised until 1906),
3rd movement 330

PART VI MODERN AND POSTMODERN ART MUSIC, 1880-PRESENT 334

CHAP 24 FROM IMPRESSIONISM TO
MODERNISM 336

IMPRESSIONISM 337

IMPRESSIONISM IN PAINTING

AND MUSIC 337

Claude Debussy (1862-1918) 338

Prelude to The Afternoon of a Faun (1894) 339
LISTENING GUIDE

Debussy, Prelude to The Afternoon of a Faun
(1894) 340

Préludes for Piano (1910, 1913) 342

LISTENING GUIDE
Debussy, Voiles, from Préludes, Book | (1910) 344
West Meets East: Removing Cultural Borders 345

EXOTICISM IN MUSIC 346

The Exotic of Spain: Ravel's Bolero (1928) 346
LISTENING GUIDE

Ravel, Bolero (1928) 347

From Impressionism to Modernism 349

CHAP 25 EARLY-TWENTIETH-CENTURY
MODERNISM 351

MODERNISM: AN ANTI-ROMANTIC
MOVEMENT 352

MODERNIST PAINTING AND MUSIC:

THE REJECTION OF REPRESENTATIONAL
ART 353

Melody: More Angularity and Chromaticism 354

Harmony: The “Emancipation of Dissonance” and
New Chords 354

IGOR STRAVINSKY (1882-1971) 355
Le Sacre du printemps (The Rite of Spring,
1913) 357

LISTENING GUIDE

Stravinsky, Le Sacre du printemps (1913), Introduction
and Scene 1 361

ARNOLD SCHOENBERG (1874-1951) 362
Pierrot lunaire (Moonstruck Pierrot, 1912) 363
LISTENING GUIDE

Schoenberg, Madonna, from Pierrot lunaire (1912) 364
Twelve-Tone Music 365

Trio from Suite for Piano, Opus 25 (1924) 365

LISTENING GUIDE
Schoenberg, Trio, from Suite for Piano (1924) 367

CHAP 26 AMERICAN MODERNISM 369

CHARLES IVES (1874-1954) 370

Ives's Music 371

Variations on America (1892—ca. 1905) 371
LISTENING GUIDE

Charles Ives, Variations on America (1892—ca. 1905) 372
SAMUEL BARBER (1910-1981) 373

Adagio for Strings (1938) 374

LISTENING GUIDE
Adagio for Strings (1938) 374

AARON COPLAND (1900-1990) 375
Copland's Music 376

Appalachian Spring (1944) 377
LISTENING GUIDE

Copland, Appalachian Spring (1944), Parts |, Il,
and VIl 379

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).

Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



ELLEN TAAFFE ZWILICH (B. 1939) 380
Concerto Grosso 1985 (1985) 380

LISTENING GUIDE
Taaffe Zwilich, Concerto Grosso 1985 (1985),
3rd movement 381

CHAP 27 POSTMODERNISM 383

EDGARD VARESE (1883-1945) AND
ELECTRONIC MUSIC 385
Poéme électronique (1958) 385

LISTENING GUIDE
Varése, Poeme électronique (1958) 386

Electronic Music: From Thomas Edison to Beats
Music 387

JOHN CAGE (1912-1992) AND CHANCE
MUSIC 388

4'33"(1952) 390

GLOSSARY 398

RECORDING CREDITS 409

PHOTO CREDITS 412

INDEX 415

LISTENING GUIDE
Cage, 4'33” (1952) 390

JOHN ADAMS (B. 1947) AND
MINIMALISM 390
Short Ride in a Fast Machine (1986) 391

LISTENING GUIDE
Adams, Short Ride in a Fast Machine (1986) 392

CAROLINE SHAW (B. 1982) AND A
NEW MODEL FOR CLASSICAL MUSIC 393

LISTENING GUIDE
“Passacaglia,” from Partita for 8 Voices (2013) 394

A BONUS WORK AND A TEST:
CHRISTOPHER ROUSE, FLUTE
CONCERTO, FIFTH MOVEMENT,
AMHRAN (1993) 395

LISTENING GUIDE

Rouse, Concerto for Flute (1993), 5th movement
(Amhran) 395

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.

XV



ABOUT THE

Craig M. Wright received his Bachelor of Music degree at the Eastman School

of Music in 1966 and his Ph.D. in musicology from Harvard University in 1972.
He began his teaching career at the University of Kentucky and for the past
forty-three years has been teaching at Yale University, where he is currently the
Henry L. and Lucy G. Moses Professor of Music. At Yale, Wright’s courses include

his perennially popular introductory course, Listening to Music (also part of

the offerings of Open Yale Courses, which can be viewed on YouTube); his large
lecture course, Exploring the Nature of Genius; and most recently, his Coursera
course, Introduction to Classical Music, which has been viewed by nearly 70,000
learners worldwide. He is the author of numerous scholarly books and articles on
composers ranging from Leoninus to Bach. Wright also has been the recipient of
many awards, including a Guggenheim Fellowship, the Einstein and Kinkeldey
Awards of the American Musicological Society, and the Dent Medal of the Inter-
national Musicological Society. In 2004, he was awarded the honorary degree
Doctor of Humane Letter from the University of Chicago. In 2010, he was elected
a member of the American Academy of Arts and Sciences, joining fellow inductee
banjo player Steve Martin.

In addition to Listening to Music and Listening to Western Music, Wright
has also published The Essential Listening to Music, Second Edition (Cengage
Learning, 2016); Listening to Music, Chinese Edition (Schirmer Cengage
Learning/Three Union Press, 2012), translated and simplified by Professors
Li Xiujung (China Conservatory, Beijing) and Yu Zhigang (Central Conservatory,
Beijing), both of whom worked with Wright at Yale; and Music in Western Civili-
zation, Media Update (Schirmer Cengage Learning, 2010), with coauthor Bryan
Simms. He is currently at work on a volume titled Mozart’s Brain: Exploring the

Nature of Genius.

Xvi

Copyright 2017 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



Listening to music isn’t just the title of this book. It is a sincere wish that all persons
on this planet come to experience the joy and expressive power of classical music,
and make it part of their lives. Now it is possible to do so through this book.

Most music appreciation textbooks treat music, not as an opportunity for
personal engagement through listening, but as a history of music. Students are
required to learn something of the technical workings of music (what a tonic chord
is, for example) and specific facts (how many symphonies Beethoven wrote), but
they are not asked to become personally engaged in the act of listening to music.
What listening there is, is passive, not active. Listening to Western Music, Eighth
Edition, however, is different. Here, students are encouraged—indeed, required—
to become active participants in a musical dialogue through a variety of means
both within the covers of this book and beyond them. Online technology now
makes this possible.

Indeed, whether your musical education occurs in a traditional classroom or
online, technology drives the need for newer editions, including this one. Today,
instructors are not as “textbook dependent” as they were five to ten years ago. The
Internet has made possible instant access to a wealth of media that can enhance
students’ interest by making the musical experience immediate and relevant to
their world. Textbooks themselves are increasingly becoming hybrids—a combi-
nation book and media center. The book also can be experienced entirely online,
with links to a wealth of electronic resources embedded therein. The job of the text-
book today is to assure not only that students have access to these resources but
also that the almost limitless number of audio and video tracks and clips available
globally have been reduced to a manageable number of the very best. Finally, the
textbook of today must not only inform and link students to the outside world but
also be educationally creative.

Video games, animations, and exercises of all sorts are the newest modes of
educational engagement in the twenty-first century. Instead of viewing these elec-
tronic experiences as unwanted distractions, Listening to Western Music, Eighth
Edition, has embraced them. Many new drills, games, and animations are built
into the MindTap platform that accompanies the book. In every way, this new edi-
tion of Listening to Western Music is written for the digital age. Its aim is to take
what is essentially a past culture (Western classical music) and present it in the
mode of delivery of today and tomorrow. Only in this way will students come to
see that this past culture is relevant to their current existence; only in this way will
students be engaged—indeed, inspired—to learn.

MindTap: An Online Companion

When Listening to Music was first under development some thirty years ago, the
publisher considered issuing the recordings on vinyl but, instead, dared move
to a revolutionary new development: magnetic tape. Thereafter came CDs, now
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streaming music and downloads. Similarly, some dozen years ago, the publisher
and I created an online platform as a necessary companion to the book. Now
entitled MindTap, it has grown into an engaging, personalized online environ-
ment, accessible on laptops, tablets, and hand-held devices. With relevant assign-
ments that guide students to analyze, apply, and improve their thinking, MindTap
also allows instructors to measure skills and outcomes, and record the results,
with ease.

A Core Repertoire

What pieces of music are essential for students studying Western music? While we
may all debate what should comprise the “canon” of Western music, Listening to
Western Music, Eighth Edition, presents a cohort of pieces that many instructors
would eagerly adopt. In fact, it is built on the opinions of many music appreciation
instructors and on what is now my own nearly fifty years of teaching music appre-
ciation at the college level. Thus, the compositions presented and discussed here
are not only the staples of the concert hall today but also pieces that work in the
classroom. Through them, the instructor can present all of the genres, processes,
and historical changes that have appeared in Western art music during the last
millennium.

New to This Edition

Although its goals have not changed, this edition of Listening to Western Music
incorporates several improvements:

o The full integration of the text pedagogy with MindTap, to provide high-value,
gradable activities (Listening Exercises, now for most pieces discussed in the
textbook; Chapter Quizzes by Timothy J. Roden of Ohio Wesleyan University;
and Critical Thinking Quizzes by James D. Siddons of Liberty University), as
well as opportunities to engage with the content and practice what has been
learned.

o The points on the MindTap learning path are, wherever appropriate, cued in
the text to remind users to take advantage of its rich resources.

o NEW learning objectives preview each chapter’s core concepts for students.

e NEW YouTube videos, as well as animations by Stephen Malinowski, of
Music Animation Machine, serve as chapter-opening engagement activities,
which are compatible with class discussion boards.

o NEW Critical Thinking Quizzes that appear in each chapter challenge and
sometimes call on students to apply information from previous chapters to
the chapter at hand.

o Additional practice is available, including videos and an Active Listening
Guide for each musical selection.

« NEW instant audio is only a click away for most notated examples in the
book.

o More than 20 NEW Listening Exercises provide in-depth quizzes on even
more individual selections.
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o Thirteen musical works are NEW to this Eighth Edition, spanning eras from
Classical to Postmodernist.

o Chapter 4 now includes a discussion of the Dies irae, which will return again
and again in later chapters.

« In Chapter 5, the Kyrie from Palestrina’s Missa Papae Marcelli replaces its
Gloria and Agnus Dei.

e Chapter 6 now includes the Prologue to Monteverdi’s Orfeo as an example of
early opera recitative.

« Chapter 8 now covers the second movement of Bach’s Wachet auf, ruft uns die
Stimme: “Er kommt.”

o Chapter 9 adds “Behold, a Virgin shall conceive” and “O thou that tellest good
tidings to Zion” to the sections of Handel’'s Messiah.

e Chapter 11 discusses Mozart’s Piano Concerto in C major, accompanied by a
Murray Perahia recording.

¢ Robert Schumann'’s “Traumerei” from Kinderszenen and Franz Liszt’s “Un sos-
piro” now grace Chapter 19 with more accessible selections.

o Chapter 23 includes a more accessible Mahler selection: Symphony No. 1’s
third movement, “Funeral March.”

e Chapter 26 now includes the “saddest piece ever written”—Barber’s Adagio for
Strings—and returns Ellen Taaffe Zwilich’s Concerto Grosso 1985 to the text.

o Chapter 27 includes “Passacaglia” by young Pulitzer Prize winner Caroline
Shaw, as well as a unique bonus capstone activity, calling for students to apply
what they have learned to prepare their own Listening Guide for the fifth
movement (Amhrdn) of Christopher Rouse’s Flute Concerto.

o There are now five fewer chapters overall, enabling instructors to cover more of
the text in class.

Pedagogical Aids

Listening Exercises

Listening to Music was the first music appreciation text on the market to include
detailed Listening Exercises. Now online in MindTap, Listening Exercises can be
graded electronically and results can be automatically stored in an instructor’s
gradebook. By means of these, students will embrace hundreds of specific passages
of music and make critical decisions about them. The exercises begin by develop-
ing basic listening skills: recognizing rhythmic patterns, distinguishing major keys
from minor keys, and differentiating various kinds of textures. Students then move
on to entire pieces in which they are required to become participants in an artistic
exchange, the composer communicating with the listener, and the listener reacting
over a span of time. Ultimately, equipped with these newly developed listening skills,
students will move comfortably to the concert hall, listening to classical and popular
music with greater confidence and enjoyment. To be sure, this book is for the present
course, but its aim—like any good educational experience—is to prepare students
for a lifetime of learning, in this case, of musical listening and enjoyment. Text cues
highlight the availability of online Listening Exercises.
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Listening Guides

Listening Guides continue to contain such key information as genre and form, a
concise suggestion of “What to Listen For,” and MindTap cues to interactive stream-
ing music, Active Listening Guides, Listening Exercises, and sometimes a video.

Chapter 27 includes a unique capstone activity, in which students are chal-
lenged to create their own Listening Guide after being given very little information
about Christopher Rouse’s moving Flute Concerto, fifth movement. Rather than
step through the usual timed annotations, its Active Listening Guide works with
students to tease out an understanding of the piece.

Ancillaries for Students

Streaming and Downloads

All of the musical content discussed in the book, printed on the inside covers, is
available streaming in MindTap and as free downloads, accessible via the Music
Download Card that is packaged with each copy of the textbook.

Active Listening Guides

The Active Listening Guides in MindTap contain full-color interactive and stream-
ing listening guides for every selection, along with listening quizzes and back-
ground information.

Other MindTap Features

MindTap offers several creative and challenging features, including a timed “drop-
the-needle” trivia game that provides more practice identifying music,; flash cards,
ReadSpeaker, and opportunities for instructors to add their own teaching materi-
als to the learning path.

In addition, MindTap contains numerous YouTube videos; video demon-
strations of keyboard instruments; eighteen iAudio podcasts on difficult musical
concepts; a checklist of musical styles with integrated musical style comparisons;
musical elements, genres, and forms tutorials; an online discussion of writing con-
cert reports; and grade management for instructors.

Students may access MindTap using a passcode either bundled with their text
or purchased online at www.cengagebrain.com.

For Instructors: Instructor's Companion Site

Accompanying Listening to Western Music, Eighth Edition, is an Instructor Com-
panion Website where you will find an Instructor’s Resource Manual, Cengage
Learning Testing Powered by Cognero®, and Microsoft® PowerPoint® presentations.
The extensive Instructor’s Resource Manual, written by Timothy J. Roden of
Ohio Wesleyan University, supplements the textbook.
Cengage Learning Testing Powered by Cognero® is a flexible, cloud-based
system that allows you to
o Author, edit, and manage test bank content from multiple Cengage Learning
products.

« Create multiple test versions in an instant.

e Deliver tests from your LMS, your classroom, or wherever you prefer.
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The Microsoft® PowerPoint® presentations, created for this edition by
Vicki Curry of James Madison University, are predesigned for use with the book.
They include full-color images, music clips, and web links, and they are fully
customizable.
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START... experiencing this chapter’s topics with an online video activity.

LEARNING OBJECTIVES

After studying the material in this chapter, you should be able to:
Describe how we perceive music.
Compare popular and classical music.
Know the primary genres (types) and venues (places) of classical music.
Consider in what ways music is a “language” of its own.
Recognize where and how to listen to music.
Test the capacity of classical music to move you by exploring two of
its most famous examples.
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hy do we listen to music? Does it keep us in touch with the latest
musical trends, help get us through our morning exercise, or relax
us in the evening? Each day almost everyone in the industrialized
world listens to music, whether intentionally or not. The global
expenditure for commercial music is about $40 billion annually, if we include ticket
sales, concert merchandise, and website advertising. Whereas in earlier centuries
a music lover needed to seek out a concert or other live performance, now almost
everyone can listen to music from a smartphone. Do you have an “app” for bal-
let or painting? Likely not. But probably you have one or more for music—iTunes,
Spotify, Shazam, and Pandora among them. Turn on the radio, and what do we
hear: drama or poetry? No, usually just music; the radio is basically a transmission
tool for music. Whether we get it from FM radio waves or shorter electromagnetic
waves carrying digital information, we choose to let music penetrate our lives.

But why is music so appealing? What is its attraction? Does it perpetuate the
human species? Does it shelter us from the elements? No. Does it keep us warm?
Not unless we dance. Is music some sort of drug or aphrodisiac?

Oddly, yes. Neuroscientists at Harvard University have done studies that show
that, when we listen to music, we engage processes in the brain that are “active
in other euphoria inducing stimuli such as food, sex, and drugs of abuse.”! These
same researchers have explained the neural processes through which listening to
particular pieces of music can give us goose bumps. There is a chemical change in
the human brain, as blood flow increases in some parts and decreases in others.
In this way, music can lower the heart rate and reduce levels of stress. Although
listening to music today may or may not be necessary for survival, it does alter our
chemical composition and our mental state. It is pleasurable and rewarding, as
well as therapeutic.

It is also powerful—yet mysterious. Here’s a riddle: “You can’t see it; you can’t
touch it. But it can touch you; it can make you cry or lift you up and out of your seat.”
What is it? Music, of course! Indeed, music has an inspirational power. Think of a
religious service, or a wedding or funeral, or a parade or commencement, without
music. Think of the four-note “rally” motive played at professional sports events to
get the crowd energized. Think of the refined sounds of Mozart in a commercial that
isintended to convince us to buy an expensive watch. Plato (The Republic) once said
what advertisers practice today: “To control the people, control the music.”

Sound perception s, in fact, the most powerful sense we possess, likely because
it was once essential to our survival—who is coming and from where? Friend or
foe? Flight or fight? We get frightened at horror films, not when the images on the
screen become vivid, but when the music starts to turn ominous. In short, sounds
rationally organized in a pleasing or frightening way—music—profoundly affect
how we feel and behave.

interactive online platform.

Music, the Ear, and the Brain

Briefly defined, music is the rational organization of sounds and silences passing
through time. Tones must be arranged in some consistent, logical, and (usually)
pleasing way before we can call these sounds “music” instead of “noise.”

'Anne Blood and Robert Zatorre, “Intensely Pleasurable Responses to Music Correlate with Activity in Brain Regions
Implicated in Reward and Emotion,” Proceedings of the National Academy of Sciences, Vol. 98, No. 20 (Sept. 25, 2001),
pp. 11818-11823.
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FIGURE 1.1

A representation of air mol-
ecules showing six vibrations
of a single cycle of a sound
wave. The more dots, the
more compact the mol-
ecules. For the musical pitch
middle C on the piano, such
a cycle repeats 256 times
per second—the strings

on the piano are vibrating
that quickly.

Like all sound, music is a disturbance of the atmosphere, one that creates sound
waves, vibrations that reflect differences in air pressure. But music is special: Its
sound waves come in regular patterns. Air molecules are compressed and expanded
in consistently recurring cycles (Figure 1.1). And they repeat with shocking speed.
When we play the pitch called middle C on the piano, a string vibrates (compressing
and decompressing air molecules) 256 times per second; for the pitch A above it, this
happens 440 times per second. The speed of the vibration determines what we per-
ceive as high and low pitches. The faster the vibration the higher the pitch.

When we hear music, sound waves make their way from our outer to our inner
ear, where they are transformed into electrochemical impulses (Figure 1.2). Here
the “central processor” is a small organ called the basilar membrane, which rec-
ognizes sound patterns by frequency and sends the information, via the auditory
nerve, to the brainstem and from there to the brain itself.

Given all of the love songs in the world, we might think that music is an affair of
the heart. But both love and music are domains of a far more complex vital organ:
the brain (Figure 1.3). When sound-stimulated impulses reach the brain, neurons
go to work analyzing them for pitch, color, loudness, duration, and direction of
source, among other things. Most processing of sound (music as well as language)

FIGURE 1.2

Sounds travel from (1) the
outer ear to the inner ear,
where sour?d waves are . Primary auditory cortex
converted into electrochemi- processes sound.
cal impulses in (2) the basilar
membrane. The (3) primary
auditory nerve transmits the
signal to the (4) brainstem
and, finally, to (5) the
auditory cortex.

Signal travels from @
brainstem to brain.

Primary
auditory nerve
passes signal
to brainstem.

f

@ Sounds enter
outer ear.

Basilar membrane
recognizes sounds
by frequency.
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The processing of music in
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takes place in the primary auditory cortex of the temporal lobe. If we are imagin-
ing how the next line of a song will go, that decision is usually reached in the frontal
lobe. If we are playing an instrument, we engage the motor cortex (parietal lobe) to
move our fingers and tap our foot, and the visual center (occipital lobe) to read the
notes. That takes care of musical cognition, but what about emotion?

How do we feel about the music we hear? What creates those inner, private emo-
tions we all experience? Emotions are generated mostly by a subregion of the brain WATCH... a YouTube
called the limbic system, especially in a small area named the amygdala. As the music video on music and the
proceeds, the limbic system stores feelings as memories and constantly updates the brain, online.

information it receives, hundreds of times per second. At a speed of more than 250
miles per hour, associative neurons integrate all the data into a single perception of
the sound. The chemical composition of our brain is altered, causing us to feel sad, to
relax, oy, if the impulses come strongly at regular intervals, to get up and dance.

In sum, the process of listening to music involves a continuum moving from
instrument, or voice, to sound wave, to ear, to brain, and, finally, to our body and
limbs as we start to clap, sing along, or dance with joy.

Our Musical Template:
Why We Like What We Like

What's your favorite piece of music—your favorite song or symphony? What types
of music do you like? That depends on who you are and on the kind of musical
template you have in your head. A musical template is simply a set of musical
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expectations that each of us engages as we listen to a piece; it reminds us how we
think the music ought to go, what sounds good, and what sounds bad. But how do
we come by our musical template? Like most aspects of our personality, we derive
it partly through nature and partly through nurture.

Natural components of our musical template include an awareness of conso-
nant and dissonant sounds. Our sensitivity to a strong beat is another natural ele-
ment, for it results from the evolution of the human brain. All people around the
world have more or less the same response to consonance and dissonance, and all
people respond to a regular beat.

Not all people, however, have the same expectations of how a melody should
go or how a harmony should sound. These preferences are determined by where we
were born and where we live, even what we heard in the womb. Each of us gradually
assimilates the musical environment around us. A person reared in Beijing, China,
likely will expect a melody to slide through pitches along a five-note scale; someone
from Mumbai, India, likely is more comfortable listening to the sounds of the sitar
playing a six-pitch scale; someone from Nashville, Tennessee, in the United States,
would expect a guitar to accompany a voice singing, rather precisely, within a
seven-pitch major or minor scale. Thus, the “nurture” element in music is a gradual
process of musical acculturation, which happens most intensely during the impres-
sionable adolescent years. One of the aims of this book is to alter your musical tem-
plate so that you will become familiar and comfortable with the sounds, not only of
pop music, but also of classical music, and eager to embrace more.

Listening to Whose Music?

Today, most of the music that we hear isn’t “live” music, but recorded sound.
Sound recording began in the 1870s with Thomas Edison’s phonograph machine,
which first played metal cylinders and then vinyl disks, or “records.” During the
1930s, magnetic tape recorders appeared and grew in popularity until the early
1990s, when they were superseded by a new technology, digital recording. In digi-
tal recording, all the components of musical sound—pitch, tone, duration, volume,
and more—are analyzed thousands of times per second, and that information is
stored on compact discs (CDs) or in computers as sequences of binary numbers.
When it is time to play the music, these digital data are reconverted to electrical
impulses that are amplified and pushed through speakers, headphones, or ear-
buds, as sound waves, to our ears. The process of listening has begun.

Today, most music is no longer sold as a commodity you can see or hold—as
sheet music, a vinyl recording, or a CD. Rather, it sits out there in electronic space,
stored somewhere on a “cloud” When we want to listen, we download or, more
often, stream the music as MP3 or M4A files. While the audio quality is not as good
as “live” acoustic sound, surely the trade off has been worth it. What had been an
expensive experience for a lucky few (listening to live music at a concert) can now
be enjoyed by almost anyone, anywhere, any time. This holds true for popular and
classical music alike.

Popular or Classical?

Popular music is rightly named—it’s an easily assimilated music that most peo-
ple want to hear. Downloads and streams of pop outsell those of classical by more
than twenty to one. But why are so many people, and young people in particular,
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attracted to popular music? Two immediate answers: the power of the beat
(see below and Chapter 2) and the message of the lyrics.

Classical music, too, can be a powerful force. Hearing the huge, majes-
tic sound of a mass of acoustic instruments—a symphony orchestra—can be
an overwhelming experience. Classical music is often regarded as “old”
music, written by “dead white men.” But this isn’t entirely true: No
small amount of it has been written by women, and many com-
posers of both sexes are very much alive and well today. In truth,
however, much of the classical music that we hear—the music of
Bach, Beethoven, and Brahms, for example—is old. That is why,
in part, it is called “classical” In the same vein, we refer to clothes,
furniture, and cars as “classics” because they have timeless qualities of
expression, proportion, and balance. Broadly defined, classical music is
the traditional music of any culture, usually requiring long years of train-
ing; it is “high art” or “learned,” timeless music that is enjoyed generation
after generation.

Popular and Classical Music Compared

Today, Western classical music is taught in conservatories around the world,
from Paris to Beijing to Singapore. Western pop music enjoys even greater favor;
in many places, Western pop music has replaced local pop traditions, so that all
that remains are the local lyrics sung in the native tongue. But what are the essen-
tial differences between the music we call popular and the music we call classical
(Figure 1.4)? Cutting to the quick, here are six ways in which they differ:

o Popular music often uses electric enhancements (via electric guitars, synthe-
sizers, and so on) to amplify and transform vocal and instrumental sounds.
Much of classical music uses acoustic instruments that produce sounds
naturally.

¢ Popular music is primarily vocal, involving lyrics (accompanying text that tells
listeners what the music is about and suggests how they should feel). Classical
music is more often purely instrumental, performed on a piano or by a sym-
phony orchestra, for example, and it employs its own language of pure sound
to express meaning to the listener.

o Popular songs tend to be short and involve exact repetition, which makes them
catchy and memorable. Classical compositions can be long, sometimes thirty
to forty minutes in duration, and most repetitions are varied in some way.

e Popular music is performed by memory, not from a written score (have you
ever seen music stands at a rock concert?), and each performer can inter-
pret the work as he or she sees fit (hence the proliferation of “cover songs”).
Classical music, even if played by memory, is initially generated from a written
score, and there is typically one commonly accepted mode of interpretation—
the piece exists, almost frozen in time, as a work of art.

o Popular music we associate with the performer who made it famous. Classical
music we remember by the composer who created it.

o Finally, popular music has a strong beat that makes us want to move in sync with
it. Classical music often subordinates the beat in favor of melody and harmony.

FIGURE 1.4

What helps make popular
music popular? No previ-
ous experience is required!
Classical music, on the other
hand, necessitates years of
training on an instrument
and knowledge of often-
complicated music theory.
Some musicians are equally
at home in the worlds of
popular and classical music.
Juilliard School of Music—
trained Wynton Marsalis can
record an album of New
Orleans-style jazz one week
and a Baroque trumpet con-
certo the next. He has won
nine Grammy awards—seven
for various jazz categories
and two for classical albums.
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This last point is important: Music with a regularly recurring beat has a
powerful effect on our psyche, causing us to dance or motivating us to exercise.
Cognitive neuroscientists have yet to fully explain the power of the beat. They sug-
gest, however, that sounds with forcefully recurring patterns are processed in the
“time-measuring” neurons of the cerebellum, one of the earliest parts of the brain
to develop during human evolution. These neurons connect with motor neurons,
causing us to move, a physical response to the regularly recurring stimulation of
the beat. That explains how a great deal of pop music, especially dance music,
“works.” But what about classical music?

How Does Classical Music Work?

Explaining how classical music works requires an entire book—this one. But some
preliminary observations are in order.

Genres and Venues of Classical Music

Genre in musical terminology is simply a word for “type of music.” Needless to say,
there are almost endless types of popular music: rap, hip-hop, blues, R&B, country,
EDM (electronic dance music), and Broadway show tunes among them. Venue is
merely a fancy word for place. Genre and venue are interrelated (Table 1.1). The
place where we go to hear music determines the type of music we hear. If we go to
a bar, we will likely hear a blues or rock band, and there will be room for dancing,
or at least swaying. If we go to a chamber music hall, we may hear one of several
musical genres—perhaps a string quartet or a piano sonata—and no one will move
very much.

The venues for classical music are of three main types: opera houses and the-
aters for opera and ballet; concert halls for symphony orchestras; and chamber
halls for smaller, solo ensembles. Opera houses and theaters are large, often pub-
lic, venues providing a home for entertainment besides opera and ballet. Concert
halls are also large, accommodating 2,000 to 3,000 listeners, and tend to be “music
only”; excellent examples include the Disney Center in Los Angeles, the Schermer-
horn Symphony Center in Nashville (Figure 1.6), and the famous Carnegie Hall
in New York. Chamber or recital halls, for solo performing groups, are smaller,
accommodating perhaps 200 to 700 lovers of classical music (Figure 1.5).

Finally, genre and venue determine how we dress and behave—social conven-
tion has made it so. A fan goes to hear Kanye West at the River Rock Casino in Las
Vegas dressed casually, ready to dance and make a lot of noise. Yet that same per-
son would likely attend a concert of the Boston Symphony Orchestra in Symphony
Hall attired in suit and tie; any “fan” noise would only distract the orchestra. In
sum, venue dictates genre and comportment: Where we go determines what we
hear, what we wear, and how we behave.

Opera Houses and Theaters Concert Halls Chamber Halls
Opera Symphony Art song
Ballet Concerto String quartet

Oratorio Piano sonata
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FIGURE 1.5

Some concerts require a
large hall that can seat 2,000
to 3,000 listeners (such as
the Schermerhorn Symphony
Center in Nashville, Tennes-
see, shown in Figure 1.6).

For other performances, a
smaller venue with 200 to
700 seats is more appropri-
ate, as we see here in the
Hatch Recital Hall at the East-
man School of Music in Roch-
ester, NY, which has exactly
222 seats for listeners.

1 I U I B

The Language of Classical Music

Communication involves sending a message that generates a response. If a friend
rushed up to you and said, “Your dog was just run over by a truck,” you'd probably
react with shock and profound sadness. In this case, a verbal language conveys
meaning and elicits an emotional reaction.

But music, too, is a means of communication, one older than spoken lan-
guage. Spoken language, many evolutionary biologists tell us, is simply a special-
ized subset of music. Over the centuries, composers of classical music have created
alanguage that also can convey shock and sadness. This language of music is a col-
lection of audible gestures that express the world of feelings and sensations in ways
that words cannot. The Romantic composer Gustav Mahler said it best when he
wrote, “If a composer could say what he had to say in words, he would not bother
trying to say it in music.”

Music lessons are not required to understand the language of music; we have
been passively assimilating it since birth, each of us forming our musical template.
We intuit, for example, that music that gets faster and rises in pitch communicates
growing excitement, because we have heard these gestures frequently, as in “chase

scenes” in films and on TV. Another piece might sound like a funeral march. But — ——————————————

why? Because the composer is communicating this to us by using a slow tempo, WATCH. .. YouTube
low tessitura, regular beat, and minor key. Understanding musical terms such as videos comparing pop and
these will allow us to simplify complex issues of perception and emotion, and e R e

thereby penetrate to the heart of the seemingly mysterious nature of music.

Where and How to Listen

All of the music discussed in this book is available streaming in MindTap and for
downloading via a special access card packaged with each new book. For each
piece, an Active Listening Guide can be found in MindTap that will lead you
second by second, minute by minute, through the work. Finally, frequent Listening
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