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  PREFACE.


  The plan of arrangement used in this book has in view a combination of the recitation and lecture systems, and affords an opportunity for teachers to apply the best principles of both. The paragraph headings should be thoroughly fixed in mind and close attention should be given to the words in heavy type and Italics that occur in the body of a paragraph; together they form a convenient outline for the lesson. The questions at the end of each lesson are to be used to test the pupils’ mastery of the lesson material; all available works of reference should be consulted for fuller information than the limited space of one book will admit of, each member of the class preparing one or more abstracts to be read before the class. The review outlines and suggestions are to be used in the same way, special attention being given to written answers such as would be required in an examination.


  With a view of furnishing the reader a considerable amount of material on the growth of music as an art, biographical sketches have been made short, especially since so many excellent works of that description are available at a small price. Emphasis has been laid on the work of the men who developed music, on the influences which shaped their careers and the permanent value of their contributions to music. A clear knowledge of how music reached its present state is not to be had by studying books, biographical and critical; the works of the composers must be examined, played and sung, compared, analyzed as to methods of construction (Form) and expression (Melody, Harmony and Rhythm), so that the student may appreciate the change from simple, elementary processes to the free, polyphonic style found in the complex modern piano and orchestral scores. Reference is made to representative compositions by classical and modern composers, which are part of the average teaching repertoire. The works of the earlier composers are not, however, readily accessible, although good examples of the style of the 16th and 17th centuries are in the cheap editions of Peters, Litolff, Augener, Breitkopf and Härtel, and Ricordi.


  The plan of this book provides for two lessons a week for thirty weeks. This will occupy a school year and allow time for quizzes, reviews and examinations. If more time is available, the work may be divided into four, five or six terms and stress laid on the study of representative compositions, the preparation of short papers on the suggested topics, adding, as a feature to interest friends and music lovers generally, public programs including music.


  Musical clubs will find in this book material for several years’ programs, special attention having been given to the lessons on modern composers and their music, the suggestions as to class-work applying with equal force to the study classes of clubs. The individual reader should follow out the suggested historical and biographical parallels which help so strongly to fix in the mind the periods in which composers lived.


  Lessons III to VI were prepared by Dr. H. A. Clarke, of the University of Pennsylvania; Lessons VIII to XIV by Mr. Arthur L. Judson, of Denison University; Lessons XV and XVI by Mr. Preston Ware Orem, Mus. Bac., of Philadelphia; Lessons XVII to XIX, XXI to XXIII, XXXVII to XL by Mr. Frederic S. Law, of Philadelphia; Lessons XXV to XXXIII by Mr. Clarence G. Hamilton, A. M., of Wellesley College; Lessons XLI to XLVIII by Mr. Edward Burlingame Hill, A. B., of Boston; Lessons L to LVI by Mr. Arthur Elson, of Boston.


  W. J. B.


  November 1, 1905.


  September 1, 1906.
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  INTRODUCTION.


  Purpose of the Study of the History of Music.—The purpose of the study of the history of music is to trace the development of the many phases which make up modern music which we cannot but regard as a great social force, an intellectual, an uplifting force. If we consider it from the material side, it is one of magnitude; we need but think of the money invested in buildings, opera houses, schools, concert halls, publishing plants, factories, the sums spent on musical instruments, instruction, concerts, opera, etc., to recognize the commercial side. When we think of the great army of persons whose livelihood is conditioned upon musical work, upon the great audiences that support musical enterprises, we recognize the magnitude of music in a social sense, and that it offers a large field for study. These conditions, interesting as they are, represent only phases of musical work, not Music itself, and serve to show the place which Music occupies in the life of today. Our investigation is, then, a consideration of the origin and development of Music, and the means by which it took shape.


  The Place of Intellect in Music.—When we think of Music we have in mind an organization of musical sounds into something definite, something by design, not by chance, the product of the working of the human mind with musical sounds and their effects upon the human sensibilities. So long as man accepted the various phenomena of musical sounds as isolated facts, there could be no art. But when he began to use them to minister to his pleasure and to study them and their effects, he began to form an art of music. The story of music is the record of a series of attempts on the part of man to make artistic use of the material which the ear accepts as capable of affording pleasure and as useful in expressing the innermost feelings. The raw material of music consists of the sounds considered musical, the human voice, various musical instruments and the use of this material in such ways as to affect the human sensibilities; that is, to make an impression upon the hearer which shall coincide with that of the original maker of the music who gives to his feelings expression in music. We find in music, as in other branches, that man tries to reduce phenomena to order and to definite form. The mass of musical material is vague, incoherent, disorganized. Man seeks to devise ways to use it intelligibly, and to promote esthetic pleasure. If musical sounds are to be combined simultaneously or successively, this combination should be in accordance with design, not haphazard, just as the builder of the house or the temple puts together his material according to a regular plan. Those who have been leaders in the Art of Music have labored in two ways: to extend the limits of expression in music, and to find the means to contain that expression. At one period stress is laid on making music expressive, at another on the medium for conveying expression to others, the latter being comprehended in the term Form. In connection with this statement, the student will do well to remember that every period of great intellectual activity, social or political, reacted upon music and the other arts; to illustrate, we need but refer to the formal, even artificial character of the music of the period preceding the French Revolution and the freedom and vigor imparted by the spirit of Romanticism which followed in the wake of that great political movement, a difference strikingly illustrated in the music of Haydn and Beethoven, Clementi and Schumann. There is also a constant action and reaction of the various racial streams of power such as the Aryan on the Semitic, East upon the West, Latin upon the Teuton, Folk-music upon the Scholastic.


  The Principles in Music.—The leading principles in music are: Rhythm, Melody, Harmony, Color or Tone Quality, and in the execution of works of music, Dynamic Contrast, an essential factor in Expression. For ages after the birth of Music, Rhythm and Melody were the only real elements, Rhythm being first recognized. The potency of Rhythm, strong and irresistible in the early days of the race and with primitive man, is still acknowledged. Music that lacks a clearly-defined rhythm does not move the masses. Witness martial music, the dance airs and the “popular song.” All primitive languages were characterized by concise, figurative and picturesque qualities; they easily changed from the ordinary into the lofty and the impassioned. Intonation and changing inflection had much to do with meaning, as is the case with the Chinese language of today. Historians ascribe the origin of Melody to this principle of vocal expression. For years prior to the Christian Era, and long after, Rhythm and Melody were the only accepted elements of Music, and the art remained in a low grade of development. It was not until Harmony appeared, clear and unmistakable, that Music was able to claim a position equal to that accorded to the sister-arts, Poetry, Painting, Sculpture and Architecture. These principles, Rhythm, Melody and Harmony, became, when couched in the forms of expression adopted by the great masters, what we call Modern Music, and the story is one of a development from extreme simplicity to the complexity illustrated in modern orchestral scores.


  Means of Expression.—One more phase must be mentioned here, the means used to present to others the thoughts or feelings of the composer, that is, the human voice and its artistic use, instruments of various kinds, their primitive forms and gradual development, their use singly and in combination with other instruments. This phase is peculiarly associated with modern music; for it was not until the art had freed itself from the fetters imposed by vocal music, that absolute music, availing itself of perfected instruments, came into its own. From that time development was unprecedentedly rapid.


  What is to be Brought Forward.—The history of Music is, then, a recital of facts bearing upon the development of modern music and we shall lay stress on such facts as show a permanent impress and a solid contribution to progress in one or more of the lines marked out: Form, Expression, Melody, Rhythm, Harmony and Instrumental Color. In the study of a composer, the facts essential to the history of music are critical rather than biographical; not a life chronicle so much as a clear statement of what he specially contributed to forward the art. To gain an educational value, the facts of the history of music are to be studied so as to glean from them their significance, and an understanding of the causes and conditions which made them possible; then we go on to discern the consequences to which they in turn gave rise. No man works for himself and out of himself. He builds upon what others have done, and he builds for others. The student should discern the lesson in the past, and receive guidance for the future.


  What We Learn from Archæology.—The history of an art such as Music must give the historical data in connection with the development of art and artists, free of all questionable and false features, and give as trustworthy, as accurate a picture of the various stages as possible. If we go backward in our research we reach a point at which ordinary records fail. If we make an inquiry into the beginnings of music we must have recourse to the findings and interpretations of Archæology. The results are by no means satisfactory. In all the digging in the ruins of the once great cities of Egypt, and Western Asia, and of Greece and Etruria as well, with perhaps one exception, no music has been brought to light, and but a few instruments, and these can scarcely be considered perfect. However, the pictorial representations on tombs, monuments, temples and houses give valuable aid, enabling scholars to reconstruct the story of music among the older civilizations. We must not forget, however, that conjecture plays a more or less prominent part in all the translations of the old hieroglyphic and cuneiform writings. We have no direct knowledge of the scales used or how the instruments were played together, what was the nature of the science and system in use. What we have is mere inference from the nature of the instruments and the representations of musicians playing their instruments, together with fragments from contemporary or later writings.


  What We Learn from Ethnology.—Another source open to students of the beginnings of music is the material gathered by Ethnology. Those who place stress on this means of research lay down the proposition that the primitive people of the world of today occupy a mental and social stage similar to that of the primitive races from which the civilized folk of today have sprung. Therefore, they study the music, the rude chants, the dances, the instruments, etc., of various primitive tribes, and then by comparison try to indicate the various stages through which music came to have the art germ, from which the great product we know has developed.


  Some Theories.—We can give in this lesson only a few of the theories offered by those who have discussed the matter of the origin of music: The Dance, Poetry and Music form a group which cannot readily be separated; they are not independent of each other, but most intimately connected. This view fails to take account of the fact that Music which is, externally, so closely connected with the Dance and with Poetry, is, in its essence, absolutely distinct. Schopenhauer, the philosopher from whom Richard Wagner drew inspiration, holds this view very strongly. He says: “Music is quite independent of the visible world, is absolutely ignorant of it, and could exist in a certain way if there were no world; which cannot be said of the other arts.” The other arts are essentially imitative and representative; they are based upon Nature. Some writers, the Frenchman Dubos and the English philosopher Herbert Spencer among them, claim that Music does represent Nature. They say that as the painter imitates the forms and colors he sees in nature, so the musician follows the various modulations of the voice, finding there the basic conceptions of Rhythm, Melody and Color. Singing, which Spencer considers the original music, is the emphasizing and intensifying of the properties of speech. Gurney says, per contra, that “Music creates audible forms, successions and combinations of tones which have no prototype in Nature and do not exist outside of Music.” Those who believe that Music is a separate entity therefore seek to trace it to a completely independent beginning.[1] Darwin offered another theory as to the way in which man arrived at Music. His idea is that the faculty of producing musical tones and rhythm was first acquired by our animal ancestors as a means of attracting the opposite sex, the faculty being developed and improved by the process of selection.


  The Conception of Fixed Scales.—The question is sometimes raised: How did man reach the conception of fixed scales? Here again opinions differ. Some consider that the extreme notes were fixed by the average compass of the human voice in impassioned speech, the interval being variously divided. Others claim that along with the vocal phase of music there was an instrumental side, and that the mechanical conditions in connection with instruments had bearing in the matter of organizing sounds into a scale; the rude, primitive trumpet of wood or bark, still found among forest tribes in South America and Africa, gives a series of harmonic notes. Whistles or flutes made in prehistoric times with a series of several tones, examples of combinations of little pipes, such as those known by the name of “Pan’s Pipes,” also bear on this question. Yet the facts are few and we are compelled to satisfy ourselves with mere conjecture.


  References.


  Tylor.—Anthropology.


  Rowbotham.—History of Music.


  Smith.—The World’s Earliest Music.


  Grosse.—The Beginnings of Art.


  Raymond.—The Genesis of Art.


  Helmholtz.—The Sensations of Tone.


  Parry.—Evolution of the Art of Music.


  Bosanquet.—History of Aesthetic.


  Knight.—Philosophy of the Beautiful, Part II, Chap. IX.


   


  Questions and Suggestions.


  Why do we consider music a force in civilization?


  What do we mean by Expression in music?


  The teacher will cite periods when “Expression” was the chief aim, when Form was.


  Cite periods when intense political and intellectual upheaval reacted on music.


  Give examples of the leading principles of Music.


  What kind of facts are of importance to the history of Music?


  What is the value of Archæology to the history of music?


  Why is Ethnology valuable to the history of music?


  Give several theories as to the origin of music.


  Is the scale used by us the scale of all nations?


  In preparing for recitation, students should get an outline of each lesson by the use of the paragraph headings and then work out the lesson by the use of the questions that follow. If the reference books suggested are available, additional reading should be done. A good plan is for the teacher to assign one or two paragraphs to a pupil and have the latter bring in such other information of interest as can be secured. Some questions may be grouped and pupils directed to prepare a short essay to be read before the class. In regard to dates, the suggestion is that pupils take turns, lesson by lesson, in presenting a plan by which to memorize them. When the period is one that can be related to some well-known event in general history, as the life of Charlemagne, the Norman Conquest of England, the Crusades, the Wars of the Roses, discovery of America, invention of printing, etc., it is well to do so; or make a well-known musician a contemporary of some artist, statesman, king, scientist, man of letters, etc. The teacher should be prepared in this manner for each lesson. Events before the Christian Era may be related to some event or character in Biblical history.


  LESSON I.
 Music of the Chinese, Japanese and Hindoos.


  Sources of Our Knowledge.—When we study the music of the early period of the human race, we find no records such as we are storing today in our libraries. We must depend upon the discoveries of archæologists in the buried cities of early civilizations. Of contemporaneous books, properly speaking, tablets of music explaining the construction and methods of playing the musical instruments then in use we have few; if they exist they are in dead languages to which scholars are but slowly finding the key. It is true that some instruments have been found, but we can have no certainty that they are in perfect condition. The principal sources of the information we possess have been the paintings, decorations and sculptures on monuments and on the walls of buildings and tombs that have been unearthed. Early languages were largely pictorial, and records kept in this manner furnish us representations of the religious, martial, and social life of the early races.


  Countries with a Musical Past.—The lands that offer the greatest field for the study of the music of the past are Chaldea or Babylonia and Egypt. Some of the old Greek cities, as well as cities in the western part of Asia Minor and Palestine, have been the subject of explorations. Still another country abounding in interest to the student of the music of the past is China, living, yet dead! What a contrast to Chaldea and Egypt! The civilization of the latter is dead; China, the older, is still living. These races had a common home, yet the former, having developed a high civilization and fulfilled its mission, disappeared from the face of the earth, while China, having also reached a high state of culture, has remained stagnant, all energies toward a higher level being arrested.


  The Common Home of the Race.—Scientists place the cradle of the human race in the high plateau of Asia, extending from Persia eastward through Thibet and including part of Manchuria. The yellow race, according to some ethnologists, is the more akin to the primitive race; the other two, the white and the black, being derived from it by emigration, change of climate and mode of living. Van Aalst, the leading writer on Chinese Music, says that “the first invaders of China were a band of immigrants fighting their way among the aborigines and supposed to have come from the country south of the Caspian Sea.” It is outside the province of this work to detail the arguments that serve to show the connection of the Chinese with the other races mentioned. Berosus, the old Babylonian historian, writes: “There was originally in the land of Babylon a multitude of men of foreign race who had settled in Chaldea.” These men are known in history by the name of Akkads or Akkadians, “from the northern mountains,” Sumerians, from the “southern mountains”; that is, the highland ranges lying to the north and east of the Euphrates Valley. There were two main types among these tribes: a yellow, black-haired people, and a red type. The records show that migrations from this central home came about by reason of famines, plagues or floods. When did the black-haired, yellow people swarm off? When did the “red” people, from which Egyptian tradition claimed ancestry, go away? Probably the Chinese were the first to leave the central home, taking with them the elements of a considerable civilization, which also formed the basis of the later Chaldean, Babylonian, Assyrian and Egyptian cultures, and through various channels, of the Etrurian and Greek.


  High Place of Music Among the Chinese.—The science of music had a high place in Chinese philosophy; the sages alone comprehend the canons, and the mandarins in music are considered superior to those in mathematics. Some most interesting dates are given, showing how early the Chinese had developed a science of music. We are told that in 2277 B. C., there were twenty-two writers on the dance and music, twenty-three on ancient music, twenty-four on playing the Kin and the Che, and twenty-five on construction of scales. These facts imply many years of previous development before the time when works treating of the science of music would be prepared. Confucius, the chief Chinese philosopher, wrote about ancient music in 551 B. C. Unfortunately, ancient records and books were almost entirely destroyed, 246 B. C., by order of the Emperor then on the throne; he excepted from this destruction only works on medicine, agriculture and divination. A comparison of recorded dates shows that the Chinese were writing learned works on the science of music when the Pharaohs were building the pyramids.


  Sonorous Bodies.—The Chinese have always shown a fondness for instituting likenesses between things in heaven and earth, and things intellectual and material. According to their theory, there are eight sound-giving bodies: Stone, Metal, Silk, Bamboo, Wood, Skin, Gourd and Clay.


  The Sheng.—One of the most important musical instruments in use among the Chinese, one that is indispensable to their temple ritual, is the Sheng. This instrument is the representative of the gourd principle; originally the bowl was formed from a portion of a gourd or a calabash, the top being covered by a circular piece of wood with holes around the margin in which the pipes, seventeen in number, are fixed; in the side of the gourd is placed a mouthpiece or tube covered with ivory, through which the player draws his breath. Each pipe is fitted with a small free reed of copper. A small hole is made in each pipe just above the bowl, which prevents a pipe from speaking when the air is drawn in by the player, unless the hole is closed by a finger. The instrument is placed to the mouth with the pipes slanting toward the right shoulder. The notes sounded by the pipes of the Sheng as they are arranged are:
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  [Listen]


  giving the following scale or series of sounds:
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  [Listen]


  four of the seventeen pipes are mutes, placed there doubtless for purposes of symmetry.


  [image: _]


  The Kin.—The principle of the sound of silk is exemplified in the Kin or Ch’in, the strings, “made of twisted silk, being stretched over a wooden frame.” This instrument was the favorite of Confucius, the great law-giver, and in his time was of great antiquity. The number of strings was five, to agree with the five elements; the upper part was rounded, to represent the heavens; the bottom was flat, to represent the ground. The number of strings was later increased to seven, which is the favored form, tuned to G, A, C, D, E, G, A, a pentatonic scale.


  The Se.—Another stringed instrument is the Sê, (also written Che), which had originally fifty strings. As now used, it has only twenty-five strings. Four kinds are in use, differing in size and in number of strings; it is customary that they should give the sound of two notes simultaneously, generally octaves. Some of these, used by the most skilful performers, have only thirteen or fourteen strings. The strings are plucked by two small ivory picks.


  Flutes.—The sound of bamboo is exemplified in certain instruments of the flute family. The bamboo plant is used by the Chinese in very many ways; it is natural that they should use it for making musical instruments. There are two types of pipes or flutes: those blown at the end, as a whistle, and those blown across a hole near one end, as is our modern flute; the Chinese flutes are of the latter class. They varied in size and in the number of holes, from three to six, the little finger of each hand not being used. A popular flute, called the Ti-Tzu, has, in addition to the six finger holes, one for blowing and one covered with a thin membrane, to vary the sound. Another kind, very ancient, and much in use, according to Chinese writers during the period 2205-1122 B. C., may be called, shortly, the Tche. It has six finger holes, three near each end, and is pierced with another hole at the middle, across which the player blows. The scale is said to consist of six semitones, beginning with F, fifth line treble clef. The peculiar construction of this flute presents some acoustical problems.
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  Tche.


  Other sonorous bodies are, metal from which the Chinese make gongs, bells and trumpets—they seem to have known the principle of the slide, as in the trombone, but never developed it; stone, certain varieties, in the shape of the letter L, pierced with a hole at the angle, suspended in a frame and struck by a hammer; skin, from which drums were made; clay, from which instruments were made in shape resembling the ocarina, familiar to us.


  Chinese Scales.—The vocal and the instrumental music have different scales, the former diatonic—with two notes of the seven omitted, forming a pentatonic (five-tone scale), the letters of which, since F is a favorite tonic, may be represented by F, G, A, C, D. The instrumental scales are chromatic in character. When the voice is accompanied by instruments, the vocal scale is used. Singing is in unison, modified by fourths, occasionally. The singing tone is a sort of nasal sing-song, the favorite method a nasal falsetto, the mouth being nearly closed.
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  [Listen]


  This represents the concluding strophes of the Hymn to Confucius. The time is very slow; each measure represents a line of four syllables; between the lines one of the instruments gives a sort of interlude.


  So much space has been taken with Chinese music because the conservatism of that race has preserved instruments and music that date back to the early history of our race.
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  Koto.


  Japanese Music.—In the Japanese system we find a pentatonic scale and a semitonal division of the octave. Japanese music does not proceed in semitones, the chromatic scale being demanded by the custom of transposing a melody from one starting point to another, not more than fourteen sounds for a melody. A favorite Japanese instrument is of the clarinet type; it is called the Hichi-riki; in length it varies from a little less than nine inches to a little more. The scale as set forth by the Institute of Tokio is from G, second line, treble staff to the A above, F, fifth line, being sharped. This instrument is played by drawing in the breath. The Japanese have an instrument called the Sho, similar to the Chinese Sheng. The national instrument is the Koto, which has thirteen strings, tuned thus: the first, middle C sharp, the second, F sharp a fifth lower; subsequent strings ascend in order, G sharp, A, C sharp, D, F sharp, G sharp, A, C sharp, D, F sharp, G sharp; between the fourth and fifth sounds is a third, which interval, in practice, was filled by pressing the string behind the bridge, thus increasing the tension; each string can be raised a semitone or even a tone by increasing the pressure. By this means additional notes can be secured, giving a scale identical with the Greek Dorian or ecclesiastical Aeolian. Much of the popular Japanese music is written without the extra notes, and the series of tones can be characterized as a pentatonic scale based on the natural minor. Thus:


  [image: _]


  [Listen]


  The Hindoos.—Among the Asiatic races that still retain national, although not a separate political existence, and have a musical system peculiar to themselves, the Hindoos are prominent. The Hindoos belong to the Aryan race, (from which we also sprang), and had their home originally in Central Asia, probably north of the Hindoo Koosh range. When they swarmed off from the old home they made their way down through the mountains along the river valleys to the great fertile plains of India, and conquering the aboriginal races, developed the system of caste, which has had so great an influence on their religion, literature, science and art. The old Hindoo literature shows clearly the high regard in which the art of song was held. Celebrated minstrels were maintained in the royal courts whose duty it was to chant songs in praise of their patrons. Music, or song, was just as indispensable in the religious ceremonies. One of the holy books makes the statement that “Indra rejects the offering made without music.” In time the singer became a member of the priestly caste.
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  The Vina.—From antiquity to the present time among the Hindoos pure instrumental music held almost equal place with song or accompanied vocal music. The Hindoo instruments belong to the percussion types, trumpets and trombones, nose flute, and especially to the stringed class. It is noteworthy that the simpler kinds, in which each string gives but one tone, do not exist, whereas there are many varieties of those which have fingerboards. The oldest and most important is the Vina, which consists of a wooden pipe about four feet long attached to two gourds or resonators. The seven metal strings are stretched over nineteen bridges or frets, becoming gradually higher, and touch only the last and highest one. The other eighteen serve to fix the pitch of the tone desired, as in our guitar or mandolin, the strings being set in vibration by being plucked with a metal thimble or ring like that used by zither players. Another Hindoo instrument, considered by some as the prototype of stringed instruments played with a bow, is the Ravanastron.


  Hindoo Musical Philosophy.—Hindoo myths ascribe a divine origin to music. A close connection was established between the scale and their religious ideas. Each single tone was under the protection of a nymph, and the first syllables of the names of these nymphs, according to Clement, the French historian, were given to the tones, thus: Sa, Ri, Ga, Ma, Pa, Da, Ni, seven in all, differing in that respect from the pentatonic form usually found among the early races. In their endeavor to satisfy the melody of speech, the inflections of the voice in speaking, the Hindoos divided the interval of the octave into small parts, and transposed the scale freely up and down; so it is easily conceivable that their complete system recognized 960 scales, their sacred writings speaking of 16,000. In practice they contented themselves with 36, some writers say 72. The following is given as the scale:
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  [Listen]


  The principal feature of Hindoo music is the melody and rhythm, the latter being very complicated. Of harmony in our sense of the word there is no sign. In accompanying the voice the Hindoos used only the pure fifth, which they considered a perfect consonance, the fourth, an imperfect consonance, and the octave.


  High Esteem of Music Among the Hindoos.—Music had a high place among the Hindoos, all festivities made use of it, and the private and social life demanded it. It was used freely in the Hindoo drama, the latter calling for the dance, spoken and sung dialogue and instrumental music and songs. The main reason why Hindoo music did not develop in the past centuries doubtless lies in the fact that, as in Egypt, the ruling power was vested in the priesthood, which controlled all the arts and sciences. Music was so interwoven with their religious rites and observances, and so hedged around with irrevocable and sacred laws that the slightest alteration was considered a sacrilege. In closing this section it may be added that investigators refer the gipsies, particularly those of Hungary, who are noted for their musical temperament, to Hindoo origin, probably the pariah caste. Their music, with its wild, free rhythm and elaborate melodic embellishment, has a marked resemblance to the music of the Hindoos.
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  Questions.


  What is the source of our information as to the beginnings of music?


  What countries are being explored by archæologists?


  Where was the cradle of the human race?


  Which branch was probably the first to “swarm off”?


  How ancient are some Chinese records concerning music?


  What are the sound-giving bodies according to Chinese theories?


  Give an example of each kind.


  Describe the Sheng, Kin, Che and Tche.


  What kind of scale is used in Chinese vocal music?


  What is the Japanese national instrument?


  What kinds of instruments did the Hindoos have? Their favorite instrument? Describe the latter.


  Tell about the Hindoo scale.


  Why did music among the Hindoos fail to develop?


  LESSON II.
 Music of the Babylonians, Egyptians and Hebrews.


  History a Record of Change.—History is a record of changing conditions. Nations rise into prominence and fall again; cities are built to be torn down by conquerors; even the face of the earth has changed since the days when the scions of the Aryan race began to leave their home in Central Asia. Arms of the sea have shrunk to rivers, rivers to shallow streams, the desert sands have encroached on the once fertile valleys, and choked the springs and brooks of the meadows. Geologists tell us that the great valleys were made by the alluvial deposit washed down from the hills and mountains by the streams. The Chinese followed the course of the great rivers that made toward the eastern seas, the Hindoos toward the southern ocean, and still another “swarm” followed the great rivers Euphrates and Tigris, which came from the mountains of Western Asia. The great valley lying between the desert and the mountains, a scene of waste and ruin as far back as the time of ancient Greece and Rome, was once a most important centre of population and wealth, the home for centuries of races that had reached a high degree of culture in the arts and sciences, and the seat of what may be considered the oldest of extinct civilizations. The valley was wonderfully fertile, was brought to a high degree of cultivation and supported an enormous population. As an instance of the physical changes that have taken place in this region, it may be mentioned that about 4000 B. C., the Tigris and the Euphrates entered the sea by different mouths, instead of joining as now and in the days of Abraham, the patriarch, who came from this region, and the town identified by modern scholars as “Ur of the Chaldees,” which is now 150 miles up the Euphrates, was an important seaport.


  The Chaldeans.—When the Aryans came down into this valley they found already established there a people whose records are now being unearthed, called Akkads, belonging to the Mongolian family, who had reached a high degree of cultivation in art and science. The records found show that music was an important branch of study; at a very early date the harp, pipe and cymbals are mentioned, and we infer that the people were fond of singing, since many sacred hymns have been recorded in tablets. This race, joined to others, founded the Chaldean kingdom, the capital being Babylon. In the 12th century B. C., a king of Assyria, in the northern part of the Tigris valley, conquered Babylon and thus gained the ascendancy.


  The Practice of Music Among the Babylonians.—In the great ruins now being excavated, tablets of clay have been found which give a vivid idea of the social and religious esteem in which music was held by the Babylonians. One of these tablets, said to date back more than three thousand years B. C., contains a representation of musicians. One strikes with a hammer upon a metal plate, another carries a reed pipe, a third plays upon a harp of eleven strings, while two others beat time or give the accent by clapping their hands. Especially rich in sculpture is the palace of Sennacherib. One of the relief decorations shows a festival procession in honor of the returning conqueror. In front walk five men, three with harps, a fourth with a kind of lyre, whose strings were struck with a plectrum; the fifth bears a double flute. Two of the harpers and the lyre player dance. Then follow six women, of whom four carry harps, one blows a double flute, while the last beats a sort of drum. Following the instrumentalists come six women and six children singing, who indicate the rhythm by clapping their hands. From the fact that in these sculptures a few soldiers indicate an army, we infer that the Babylonians made use of large bodies of players and singers in their great ceremonies. These tablets indicate that the Babylonians made much use of trumpets to give signals to the armies and when great masses of the people were gathered together. That musicians were highly esteemed we judge from the fact that on one occasion Sennacherib spared the lives of musicians among his captives, all others being put to death. Since the Chaldeans, especially, were famous as astronomers and mathematicians, it is thought that they, like the Egyptian sages, had knowledge of the mathematical relations of the various intervals.


  [image: _]


  Chaldean Instruments.—Two instruments seem to be especially noticeable: the Symphonia and Sambuca. The former was carried to Palestine by the Hebrews, at the end of their captivity, and, according to their accounts, seems to have been a sort of bagpipe, an instrument particularly suited to a pastoral people like the early Chaldeans. As to the Sambuca we have no authentic knowledge; it seems, however, to have been an instrument of the zither type, held horizontally and played with a plectrum.[2] A stringed instrument, struck with a hammer, called the Santir is credited to the Assyrians.


  Egyptian Music.—When the great Alexandrian Library of 495,000 works of Persian, Chaldean, Hebrew, Egyptian, Greek and Roman literature was partly destroyed during Julius Cæsar’s battles with the native Egyptians, in 47 B. C., and finally, A. D. 391, by Christian fanatics, history suffered an irreparable loss. Treasures of learning in all branches, the records of early civilizations perished, never to be replaced. Today we are dependent upon the discoveries of explorers in the ruins of the great Egyptian cities, temples, tombs and pyramids. The Egyptians believed that articles of necessity to the living being were necessary to the individual in a future existence. If certain things could not, in reality, be placed in the tomb, a pictorial representation would have almost equal value in the invisible world. In Egyptian tombs pipes or “flutes” have been found, and in one instance, in the tomb of a musician, the bronze cymbals he played when alive. In the various tombs and ruins that have been examined by explorers, pictorial representations of practically every phase of Egyptian life have been found. The sources for our knowledge, almost wholly inferential, are, then, the various pictorial and sculptured representations of the Egyptian musical instruments and the manner in which they were used, and a few fragments of their sacred books, which were forty-two in number, two being devoted to music, although but one fragment has been found. It must be noted, further, that the Egyptian Government, although nominally a monarchy, limited, not absolute, was in reality theocratic. The priestly caste had final power, and the rules and regulations drawn up by them prescribed the minutest detail of life, crushing all possibility of independent thought and freedom of action, a condition fatal to high artistic development.


  Place of Music in Egyptian Life.—To show the place of music in Egyptian life, the following from Ambros’ history will serve admirably: “From these decorations [on the walls of tombs] we perceive that the Egyptians made great use of music. We find harps of many sizes and shapes, small and easily portable, to others beyond the height of a man, crude and of the utmost simplicity, to others elaborate and extremely rich in decoration. We note an almost endless variety of lyres, guitars and mandolins [that is, similar in type to the instruments we know by these names], single and double flutes, played by hands of numerous musicians, together with male and female singers. Music was used to accompany the dance, the funeral cortège,[3] the banquet and other social functions. Inscriptions show that there were musicians of high social position at the court.”


  Egyptian Instruments.—The records show a development of music from a crude simplicity in early days to a brilliant and complex system alongside of the changes in other arts and the sciences, some of the discoveries going as far back as 1625 B. C. We give illustrations of several forms of the Egyptian harps. The number of strings varied from three or four to twenty-one. Mr. J. F. Rowbotham, the English historian of music, says that “taking B below the bass staff as the lowest note of the Egyptian scale, (since it likely followed the Assyrian in this respect) the compass of the great harp would extend to E, first line, treble staff. The small harps of various sizes had a compass from D, third line, bass staff, to D or E above the treble staff. Another series of stringed instruments, known under the general name, lyres, had the same compass as the small harps; the lutes had a low G, (bass) string, and the highest note was C or D on the treble staff; various forms of the flutes had about the same compass; pipes, [which may be represented by the flageolet of today] had a compass of about one octave upward from E, fourth space, treble clef. Other instruments were of the percussion character, tambourines, drums, cymbals, etc. Although the Egyptians used their instruments in combination, there is reason to believe their practice was the alternation of groups, only occasionally using all simultaneously, to secure fulness and power of tone.”
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  Philosophy and Practice of Egyptian Music.—The consensus of opinion is that Egyptian music was melodic in character, the instruments or voices playing or singing in different octaves, rejecting other intervals. As the Greeks seem to have drawn from the Egyptians much of their practice in music, it is reasonable to suppose that they would have used harmony if the Egyptians had been accustomed to make use of it. As to the Egyptian theory of music we have no information. Since, however, Pythagoras, the Greek philosopher, was a student of the Egyptian school for priests, we infer that his teachings were founded on the science he acquired there; hence it is probable that the Egyptians were familiar with a seven-fold division of the octave and the mathematical relations of the fourth and fifth, as well as other intervals of the scale. Of the old Egyptian hymns we have no remains unless it be, as some assert, that fragments still exist among the Coptic Christians.
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  The Hebrews.—What a wonderful history is that of the Hebrews! It has seen nation after nation rise to power and go down. It has been enslaved, seemingly beyond all possibility of recovering a national existence, yet regained place. Egypt, Assyria, Persia, Rome, held the Hebrews, yet the latter are still with us, as a distinct race, while their conquerors have but pages of history. A glance at the history of the race will show that they touched the sources of early civilization. Abraham was a resident, according to the Bible story, of Ur in the land of the Chaldees, where a considerable civilization had been attained. From here he went to Canaan, thence to Egypt, and back again to the country east of the Red Sea. When his descendants went to Egypt they must have carried with them Syrian music and instruments, doubtless preserving a trace of Chaldean influence. It was during the four centuries’ sojourn in Egypt that the Hebrews, though for a time enslaved, gained the proportions of a nation. As their duties placed them in close relations to their masters, they gained considerable of the Egyptian science, literature, customs, etc. At that time, musicians were slaves, and tradition says that Miriam, the sister of Moses, was a slave dancing-girl and singer. We know that Moses was instructed in the learning of the Egyptian priesthood, and in that capacity officiated in some of the functions of the temple services. Such facts as these go far to justify the idea that the Hebrews gained their fundamental notions of music and musical instruments during their long sojourn in Egypt. Some writers claim that the songs of the Hebrews were adapted to Egyptian chants. The pastoral life led by the descendants of Abraham, the period of slavery which the Hebrews suffered in Egypt, and the subsequent migratory life in the wilderness were not adapted to develop a people’s song. The life in Palestine for many years was a strenuous one; and then came another period of slavery among the Assyrians, by which the Hebrew ideas were again modified.


  A Religious People.—The Hebrews were an intensely religious people, the code delivered to them by Moses fixing the status of music up to the time of the pleasure-loving Solomon. Their music, in distinction from that of the nations around them, was not sensuous but a true musica sacra, in this respect more a matter of religion than of art. During the reign of David, the Levites were organized as the singers for the Temple services. Music and poetry were the chief subjects of instruction. David himself composed many of the tunes to which his Psalms were sung.


  Hebrew Poetry and Its Relation to Their Music.—The key to the music of the Hebrews is their poetry. They grew to numbers under the most adverse circumstances, and developed a temperament indifferent to environment and elevated to high spiritual aspiration, making them an intensely religious people, whose life was little softened by artistic practice. The effect of the injunction against the making of “graven images,” as given them in the code of Moses, was to cut them off from the exercise of the esthetic faculty in sculpture or painting; their unsettled mode of life prevented outlet in architecture. So they poured out the whole strength of their passionate, powerful natures in poetry and song. The most striking characteristic of the Hebrew poetry is the parallelism of the phrases, each sentence or complete thought being made up of two similar or contrasted thoughts, and the accompanying music must have had the same character. The following from the Psalms shows this feature:


  “Lord, hear my voice: let thine ears be attentive


  to the voice of my supplication.”


  “I will not give sleep to my eyes,


  or slumber to mine eyelids.”


  When the great choirs of men singers were organized for the Temple services, this parallelism brought about the division into two bodies, who sang alternately, a practice in use today in certain churches with ritualistic services, and known as antiphonal singing.


  Hebrew Music.—It is unfortunate that we have no reason to believe that the hymns in use in the Jewish synagogues today are sung to the tunes of thousands of years ago, even if modified. In the various countries of Europe, Spain, Italy, Germany, Russia, the airs are quite different, suggesting that tradition has failed to deliver anything that can traced to the days of the poet-king of Israel. Some authorities find in the Gregorian chants traces of Hebrew melodies which came down from the early Christians of Jewish birth and training. Clement of Alexandria says that their songs were earnest and dignified; there must have been some special character in them as shown by the command of the Babylonians, “Sing us the songs of Zion.” The principal relation that the Hebrews have to the history of music arises from the enduring impress the works of the Psalmist and other portions of the Scriptures have made upon the music of the Christian Church.


  Hebrew Instruments.—The Hebrews borrowed their instruments from other nations, principally from the Egyptians, the one most favored being a form of the harp, small enough to be portable, used to give effect to the chanting of the prophets. “To prophesy meant to sing,” and it is quite likely that Isaiah, Jeremiah and the other inspired poets uttered their thoughts in verse and song, both being extemporized.


  The student should bear in mind that the various musical instruments mentioned in the Bible must be understood as types. The harp of David was not the same as our harp, the organ was not like our great church instruments, viols, sackbuts, cornets, pipes, psalteries, etc., are names given by the translators to the Hebrew terms used in the Bible. They used words with which they were familiar, and which they thought corresponded in type to the instruments used by the Hebrews.
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  Questions.


  What great river valley was the home of the Chaldeans?


  What do we know of music among the Akkads?


  What evidence have we to show that the Assyrians held music in high esteem?


  What instruments did they use?


  How do we learn of the ideas of the Egyptians in regard to music?


  Who controlled the knowledge of music and other sciences and arts? Was this beneficial to music?


  What instruments did the Egyptians use?


  What was the character of Egyptian music?


  What was the origin of the Hebrew race?


  What influences did they come under in Egypt?


  What difference was there between the music of the Hebrews and that of the nations around them?


  Why did they express themselves in poetry and music?


  What was a leading characteristic of their poetry?


  Have any ancient Hebrew melodies been preserved?


  What musical instruments did the Hebrews have? What was the origin of these instruments?


  LESSON III.
 Music of the Greeks: Scales.


  When we think of Greece, it is Athens, the centre of Greek art and culture, that comes to mind. An ancient city, Athens, as history teaches us. The record is that it was founded by Cecrops, who brought a colony from Egypt, in 1556 B. C., a period when Egypt was a centre of power, wealth, education and science. Therefore we infer that these colonists brought with them to Greece the ordinary, popular music and instruments to which they had become accustomed in their home. But there was an older Greece; for late discoveries show that there were five cities, each built upon the ruins of an older city, the first one going back to 2500 B. C. These earlier inhabitants, themselves an offshoot of the great Aryan race, were absorbed by the colonists.


  Music and Myth in Greece.—The beginnings of music in Greece are mingled with myths: Pan, Apollo, Mercury, Athene and others appear as the patrons and exemplars of the musical art. Aside from the names of the mythical gods and goddesses, there are names of human beings that stand out with clearness. These early musicians were singers or bards who chanted the songs composed in honor of chiefs and tribal heroes. Such were Hyagnis, 1506 B. C., Marsyas, his son, and Olympus the elder, Orpheus, Musæus (1426 B. C.), chief of the Eleusinian mysteries, Linus, Amphion, Thaletes, whose songs were favorites of Pythagoras; the greatest of these bards was the blind Homer, to whom the date 900 B. C. is assigned. “By the Greeks, music as an art was considered an aid in regulating by rule the inflections of the voice, to mark the places of emphasis, and to define the pauses in the recitation of their epic poetry; and the rhythm of their songs followed strictly laws that had been laid down; innovation was reprehended, and even prohibited.”[4]


  Early Greek Musicians and Writers.—The earliest musician’s name met with in the annals of music is that of Terpander (676 B. C), who is said to have increased the number of strings on the lyre from four to seven. Next in order was Pythagoras (585-505 B. C.), who added an eighth string to the lyre. He was called the discoverer of the Tetrachord, which is still known by this name, the inventor or discoverer of the Octave Scale, also the discoverer of the ratios of the consonances; but there is no doubt that he learned all these things during his sojourn in Egypt. He is also credited with the invention of the Canon or Monochord with movable bridges, a contrivance still in use for investigating the ratios of intervals. Unfortunately none of the writings—if any ever existed—of Pythagoras have come down to us. Our knowledge of his theories is second-hand, gathered from the writings of his disciples. Pythagoras seems to have studied sound more in the manner of the acoustician than of the musician; hence his followers, or rather those who called themselves by his name, were more concerned with the ratios of sounds than with their musical effects.


  Among the great philosophers who treated on music, Aristotle (384 B. C.) holds an important place. We find his theories expressed in one of his works called “Problems.” A pupil of his—Aristoxenus (350-320 B. C.), has left the most valuable treatise on music, of any of the ancients, the oldest musical work known at the present time; it is, unfortunately, not complete. Aristoxenus was a practical, in addition to being a theoretical musician; he thought that the ear was the final court of appeal in matters musical. Hence the musical world was divided into two factions: the Pythagoreans, who held that music was purely a matter for arithmetical investigation, and the Aristoxenians, who claimed that the chief end of music was to be listened to. This dispute lasted for many centuries. Boethius, the Roman philosopher, in his writings takes sides with the Pythagoreans and pours contempt on the mere musician. The successors of the Pythagoreans are even yet not extinct, as every now and again some wiseacre turns up with a scheme to secure just intonation, at the price of losing all that music has gained under our present system. Plato (430 B. C.), the greatest of philosophers, has much to say about music; but these sayings are largely incomprehensible to modern understandings. Euclid (323 B. C.), the great mathematician, treated largely of music.[5] Aristides Quintilianus was another author of great weight. Plutarch, in his Symposia, has one devoted to music, but unfortunately the meaning of these authors is often so obscure that it cannot now be discovered. Alexandria, in Egypt, came into prominence in music when the great library was founded there by Alexander the Great, in 332 B. C. Eratosthenes (276-196 B. C.), the librarian, figures in the mathematics of music. When we reach the Christian Era, we meet with two more writers, Didymus (A. D. 60), who introduced the “minor”[6] tone into the scale, and Claudius Ptolemy (A. D. 130).


  The Music of Ancient Greece the Foundation of Modern European Music.—Although the history of European music properly begins with the music of Ancient Greece, we are still very ignorant of the subject, owing to the fact that there is not in existence a note of music anterior to the Christian Era. But lately, in the ancient treasure house at Delphi, a hymn was found inscribed in marble on the inner wall. Mr. J. P. Mahaffy, an authority in matters pertaining to Greek literature, says: “The time is given by the metre, a long syllable and three short, variously placed, or two long and a short between them, in every case 5-8 in a measure.... As regards the accompaniment or harmonizing of the air, there is none extant. [As to the melody] although there is rhythm and even a recurrence of phrases to mark the close of the period, nothing worthy of being called melody in any modern sense is to be found.” The inscription dates from the third century before Christ, is a hymn to Apollo and the Muses, and consists of phrases equal to eighty measures in our modern reckoning. The blank spaces in the measure were filled in by an instrument, probably the cithara. Our knowledge is confined to the treatises of mathematicians and musicians, previously mentioned, and these works are often so obscure that there is much uncertainty as to their meaning. Besides, these writings are scattered over a period of about 800 years; that is, from 585 B. C., the date of Pythagoras, to 130 A. D., the date of Claudius Ptolemy. Numberless changes took place in the art in the course of this long period; hence the attempt to elucidate a homogeneous system by comparing these writings is about as hopeless as would be the attempt to deduce the modern system of music from the collocation of the works of Guido and Hucbald of the 10th century with those of Richter and Prout in the 19th.


  [image: _]


  Hymn to Apollo and the Muses.


  [Listen]


  We owe much to the labors of these bygone writers; in fact, the Greek system of music is the foundation upon which the modern system is the superstructure. No attempt will be made here to settle the many disputed points that have puzzled the learned for ten or more centuries, but a clear and concise account of all that is necessary to an understanding of the place of this system in the historical development of music will be given.


  Formation of the Greek Scale.—The Greek Scale was founded on a tetrachord or succession of four sounds, arranged as follows:


  E (half tone) F (whole tone) G (whole tone) A


  It is commonly believed that these letters written on the bass staff, thus:


  [image: _]


  [Listen]


  represent the exact pitch, as near as may be, of this tetrachord. In early times the lyre was tuned to these four sounds, and was called the Tetrachordon; that is, four strings. This gracefully shaped instrument has remained to this day the symbol of music. This limited scale was extended by adding another tetrachord, which began with the last note of the first tetrachord, thus:


  A—B♭ C D


  

  E—F G A


  making a scale of seven sounds, called the scale of Conjunct or Joined Tetrachords; also from its seven strings, the Heptachord scale. The next step was to take in the limit of the octave. The first way adopted was to raise the highest string a whole tone, thus making it the octave of the lowest; the sixth string was also raised a whole tone to make it a whole tone below the seventh. The result was a scale of seven sounds with one degree omitted, thus:


  A—B♭ (C) D E


  

  E—F G A


  The next form was:


  E—F G A B (C) D E


  It will be seen that in this scale the second tetrachord begins a whole tone above the first, instead of beginning with the final of the first. It is therefore called the scale of Disjunct or Separated Tetrachords. The missing sound (C) is here added and the octave scale is complete. When the lyre had seven strings, the middle string, that is, the fourth, counting from either end, was called Mese, which means “middle”; but this word soon gained a secondary meaning which, in time, became the most important, viz.: Keynote.


  The Lesser Perfect System.—There was in use at the same time a scale called the Lesser Perfect System, which was made from the conjunct seven-note scale by adding another conjunct tetrachord below, thus:


  A—B♭ C D


  



  E—F G A


  

  (A) B—C D E


  Then A was added below the first tetrachord to make an octave with the note Mese. This A was the lowest sound admitted in the Greek System. It was the Romans who gave to this series of sounds the first seven letters of the alphabet, which they still retain. This octave (A to A) is also the origin of our natural minor scale. This Lesser System was the scale used in the Temple rites. It continued to be used for this purpose long after the system about to be described was invented.


  The Greater Perfect System.—This was made from the disjunct octave by adding a conjunct tetrachord below and one above, thus:


  E—F G A


  



  E—F G A B—C D E


  

  (A) B—C D E


  The A below was also added, thus making a scale two octaves in extent. In later times the disjunct tetrachord, B—C—D—E, was added at the top. This E was the highest note admitted in the Greek System; consequently, their music never exceeded the limits of two octaves and a fifth, and the sounds included in these systems were as follows:


  [image: _]


  [Listen -  Bass Scale]


  [Listen - Treble Scale]


  Peculiar interest attaches to this series of sounds, because in the Middle Ages they were supposed to be the only sounds admitted by the Greeks. This accounts for the fact that B was the first note that it was considered right to use in two forms.


  The Greek Scales.—The Greeks did not by any means confine themselves to these sounds, but changed the pitch of the starting note just as we do with our scales; in other words, both of these systems might be transposed. Therefore they not only had all the sounds at command that we have, but as their scales were (theoretically, at least) tuned acoustically true, they had a great many more. But their scales were all diatonic (the scales they called Chromatic and Enharmonic will be explained later), they were all like our natural minor. When they said “Dorian Scale” they meant just what we mean when we say scale of D minor; Phrygian Scale meant E minor; Lydian Scale, F-sharp minor; Mixo-Lydian, G minor. In addition to these four scales there were three that began a fourth below, one a fourth below the Dorian, called the Hypo-Dorian, A minor; a fourth below the Phrygian, called the Hypo-Phrygian, B minor; and a fourth below the Lydian, called Hypo-Lydian, C-sharp minor; these were the standard scales of Greek music. These names, Dorian, etc., were retained in the Ecclesiastical System, but the mistake was made of supposing that the Greeks used only the fixed sounds given by the untransposed Greater System. Hence the Church Dorian has B natural, not B-flat; the Church Phrygian, F natural, not F sharp; and the Church Lydian begins on F natural, instead of on F sharp. Hence, no two church scales are alike in the positions of the halftones.


  Questions and Suggestions.


  Name some of the myths connected with music among the Greeks. Consult a work on mythology.


  Name the musicians and philosophers connected with Greek music; arrange them in chronological order, with dates.


  State the successive points of development.


  Why do we consider that the history of music as we know it today begins with Greek music?


  Have we music that belongs to the Greek period?


  On what was the Greek Scale founded?


  How was this extended? What name did this form receive?


  In what respect did the Disjunct form differ from the Conjunct?


  What was the Mese?


  What was the Lesser Perfect System?


  What was the Greater Perfect System?


  What was the highest note used by the Greeks? What was the lowest?


  Were these systems transposable?


  What is the meaning of the prefix “Hypo”?


  LESSON IV.
 Music of the Greeks (Concluded).


  The Greek Octave System.—So far, everything is clear enough; but the next step is not quite so sure. The Greeks spoke of the Dorian Octave, the Phrygian Octave, and so on; and the word Octave, used in this way, has been thought to be synonymous with Scale, which is doubtful, for the following reasons:


  The standard instrument of the Greeks was the octave lyre. The lowest and highest strings were tuned respectively A, fifth line bass staff, and A, second space, treble.


  [image: _]


  [Dorian Octave. Signature B♭]  [Phrygian Octave. Signature F♯]


  [image: _]


  [Lydian Octave. Signature F♯, C♯ & G♯.]  [Mizo-Lydian Octave. Signature B♭ & E♭.]


  [image: _]


  [Hypo-Dorian Octave.]     [Hypo-Phrygian Octave. Signature F♯ & C♯.]


  [image: _]


  [Hypo-Lydian Octave. Signature F♯, C♯, G♯ & D♯.]


  These were fixed sounds, but the tuning of the remaining six strings might be changed at will; therefore, a series of sounds belonging to any one of these scales could be made; and it will be seen, on examining the following table, that all the seven scales may be represented without changing the extreme notes, A to A. Suppose we make the B flat. Now B-flat is the characteristic note of the Dorian Scale, in our term, its signature. Therefore this octave would be called the Dorian Octave, not Dorian Scale. We speak of a scale as beginning and ending on its keynote; if it does not, we call it a scale passage in such and such a key.


  The notes marked + are the keynotes (Mese). It will be seen at once that the positions of the halftones differ in each of these octaves. One cannot help feeling a slight suspicion that some confusion between scale and octave had a great deal to do with the growth of the Ecclesiastical Scales.


  One of the latest of the ancient writers on music, Claudius Ptolemy (about 130 A. D.), proposed that all these octaves should be transposed a fourth lower; this made the Dorian Octave E to E (all naturals). One result of this change is that many authorities at the present time call this the Dorian Scale, whereas it is evident that it is simply the Dorian Octave, as given above, transposed a fourth lower. Other scales were added from time to time, called Hyper-Dorian, Hyper-Phrygian, etc., a fourth above the standard scales; but it is very uncertain whether they were in practical use; they were probably purely matters of theory.


  Characteristics Attributed to the Different Greek Scales.—The Greeks attributed many fanciful characteristics to the various modes or scales, much as some modern musicians, Berlioz, for example, do to the different keys. But all seem to have agreed as to the Dorian. This was considered the true Greek mode, and was called severe, firm and manly, suitable for martial songs. The Lydian mode was esteemed to be effeminate, suited to love songs, possibly because the Lydian Octave corresponds with the scale of A major, and a major scale was not relished by the Greeks, any more than it was by the early ecclesiastical musicians. A more probable explanation of this attribution of different characters to the different scales is, that it was customary to use certain modes for songs on certain subjects, and the character of the poetry was transferred to the music.


  The Greek Chromatic Scale differed altogether from what we call a chromatic scale. It was made by lowering the pitch of the fourth and seventh strings above the keynote a halftone. Supposing the octave lyre to be tuned to the Hypo-Dorian Mode or Scale, it would begin and end on the Keynote (Mese), thus:


  [image: _]


  [Listen.]


  Now, by lowering D and G we get the following scale:


  [image: _]


  [Listen.]


  This is the scale that was called Chromatic. It is said to have been at one time the most popular of all the scales, a statement we can easily credit, since it contains in itself the two world-wide five-note or Pentatonic Scales, commonly known as the Scotch or Irish Scales, the most widely distributed of all scales in Europe, Asia and America.


  [image: _]


  [Major pentatonic scale]   [Minor pentatonic scale]


  The Greek Enharmonic Scale.—The scale called Enharmonic was made thus: The fourth and seventh strings were lowered a whole tone; that is, to the pitch of the second and sixth, the second and sixth were lowered a quartertone, thus:


  [image: _]


  C-flat is supposed to be halfway between B and C; F-flat halfway between E and F. Our modern system does not provide for the notation of quartertones.


  [image: _]


  Lyre.       Cithara.       Lydian Magadis.


  Greek Instruments.—The standard instrument of the Greeks was the Lyre. It bore many names, as Lyre, Tetrachordon, Chelys, Phorminx, Cithara, etc. There may have been slight differences in the size and the number of the strings, but great uncertainty prevails on this point. Under the name of Flute (Aulos) they seem to have included both Flutes proper and instruments of the hautboy or clarinet family. These instruments bore a bewildering number of names, the exact meaning of which is lost. Judging from the pictorial representations that remain, the Greek instruments were inferior both in variety and extent to those of the Egyptians. They seem to have made little use of the Harp, of which instrument the Egyptians had a great variety. The Greeks seem to have used instruments chiefly, if not solely, to accompany the voice; and they appear never to have combined large numbers of instruments for any purpose. Even in their tragedies, which were performed in immense theatres open to the sky, the Chorus was limited to fifteen men, accompanied by two flutes. When accompanying the voice with the lyre they may have occasionally struck the fourth, fifth or octave of the vocal melody; but, in general, they played the voice part. Their most highly developed instrument was a variety of lyre, the strings of which passed over a bridge placed one-third of the strings’ length from the lower end of the lyre, thus causing the lower part of the string to sound the octave of the upper part. The shorter part of the string was played with a plectrum in the right hand, the longer part by the fingers of the left hand. This instrument was called Magadis—from Magas, a bridge. The term Magadize was eventually used to signify playing or singing in octaves, and was synonymous with Antiphony.


  [image: _]


  Greek Musical Notation.—Our knowledge of Greek musical notation is very defective, being derived from only four or five specimens of ancient music, and a few small fragments. They appear to have used a separate notation for each mode, and these four hymns are apparently all in the same mode, but authorities differ as to the mode. They used the letters of their alphabet, both capital and small, written in various positions, sometimes upright, sometimes lying on one side. The notation for the lyre differed from that used for the voice. The letters representing the vocal part were written above the words, those representing the instrumental part, below the words. These letters represented the pitch of the sounds, but not their duration. The duration was regulated by the meter of the poetry. Instead of a portion of one of these hymns, the first three lines of our National Hymn are given as a sample of this notation:


  R R  Φ  Γ  R  Φ  σ  σ P σ Φ R  Φ R Γ R


  My country ’tis of thee, Sweet land of liberty,  Of thee I sing.


  These letters have been interpreted as indicating the following sounds, the transposed Hypo-Lydian Scale in its old form; that is, the Lesser Perfect System with G sharp as its keynote.


  [image: _]


  [Listen.]


  Greek View of Harmony.—The question has been much debated as to whether or not the Greeks practiced harmony. It seems hardly possible with such a defective notation; but the best argument against it is, that there is not a word in any of the extant treatises as to combinations and successions of these combinations, and it is impossible that any art of harmony should have existed unless some rules for its employment should have been evolved.


  Greek Terms in Music.—The modern terminology of music is largely indebted to the Greek system, although many of the words have entirely changed their significance. The word Music itself, to the Greek, meant the whole circle of the sciences, especially Astronomy and Mathematics. Melody meant the rising and falling of the voice in either speaking or singing. Harmonia meant rather what we call Melody than our Harmony. This latter, namely, the sounding together of different sounds, was called Symphony. Antiphony originally meant singing in octaves, that is, men with women or boys. Chromatic and Enharmonic have already been explained. Diapason, now applied chiefly to organ stops, originally meant the octave; that is, “through all.” Diatonic has nearly retained its original meaning. Tone, Semitone and Tetrachord have retained their meaning, with the exception that in the modern tetrachord the halftone is at the other end.
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  Questions and Suggestions.


  What was the Greek use of the term Octave; “Dorian Octave,” for example?


  What change did Claudius Ptolemy suggest? What confusion resulted?


  What is the meaning of the prefix “Hyper”?


  Explain the Greek Chromatic Scale.


  Explain the Greek Enharmonic Scale.


  What was the standard Greek musical instrument? What names were given to modifications of it?


  What instruments were comprehended under the term Aulos?


  How were the instruments used in accompanying the voice?


  What is meant by “magadizing”?


  Give an account of Greek musical notation.


  Did the Greeks use “Harmony” as we understand that term?


  Name some musical terms that come from the Greek. Berlioz gives the characters of different keys in his book on Instrumentation. “Auld Lang Syne” is a pentatonic melody, scale of F, with fourth and seventh omitted. Any series of five notes on the black keys of the piano will make a pentatonic scale, major character. The language of music was determined by scholars, hence the use of so many terms with Greek and Latin roots.


  LESSON V.
 Ecclesiastical System.


  Rome the New Centre.—The Power that rules in the affairs of men seems to have made provision for the elevation of the whole race by diffusing at intervals of centuries, the treasures of art, science and thought accumulated by a nation of unusual power and energy. Egypt dominated the northern part of Africa, the shores of the Mediterranean and the western slopes of Asia Minor, and in course of time yielded to the advance of the Greeks, but leaving behind, as a legacy, much that has had enduring value. What had once been centred in one nation, under the control of one caste, the priests, was spread through much of the known world. Greece, in turn, shaped the destinies of expanding civilization. In the Greek social life free art played a great part; wherever the Greeks went as merchants and colonists, they carried with them the principles of Greek art, including music. Greek musicians were accounted stars of the first magnitude in Egypt, in the Greek colonies of Italy, and later in Rome, which, after the fall of Greece as a political factor, became the political, social and artistic centre of the world; through her conquests and subsequent colonizing diffusing throughout a larger world than Egypt and Greece knew, an increased wealth of thought and action which greatly influenced later generations.


  Rome Dependent Upon Greece.—The Romans did not show a native instinct for art. Their national qualities were essentially warlike, and were developed by years of struggle for existence. A people whose organized life was political and martial, and for so long found expression first in defence, later in conquest, would not develop a true art life. As they grew stronger they built up their collections by pillage and by purchase; they were taught music, oratory, architecture, sculpture by Greeks who sought the capital of the world. Roman nobles imitated Greek customs, learned the Greek language and literature, cultivated music according to Greek methods, used Greek instruments, such as the cithara, lyre and flute, sang Greek songs and formed companies of singers and players to furnish entertainment at their feasts and at the public spectacles. The Roman drama was modified by Greek principles, and Greek actors replaced Roman artists; the pantomime was borrowed from Egypt. Music was a favorite distraction in the high ranks of Roman society, and men known to history were skilful players or singers—Sylla, Flaccus, Calpurnius Piso, Titus, Caligula, Hadrian, and, best known of all, Nero.


  [image: _]


  Growth of Christianity.—While the Roman Empire, in its turn, had served the purpose of the Ruling Power in the affairs of men, in secret a new force was gaining strength, one that was soon to drive pagan arts and pleasures from open cultivation. In the Catacombs, in remote sections of the great city, pursued, hunted like beasts, martyrized, the Christians clung to their faith with its simple rites of worship, in which the singing of songs was a marked feature. Whence these songs came is by no means certain, the prevailing opinion being that they were of Greek origin, modified by Hebrew influence.[7] In the course of years songs were introduced in the Christian service with no other warrant than that of tradition. During the years of persecution no systematic cultivation of music was possible. Later, when Constantine accepted the Cross, 325 A. D., and Christianity had triumphed over Paganism, the abuses became such that the ecclesiastical authorities set themselves to the task of reform and of establishing a system of song for the use of the Church.


  Tonus Peregrinus as a chant


  [image: _]


  [Listen.]


  Origin of the Church Scales.—It is absolutely unknown when or by whom the system of scales, known as the Church Scales, was invented. The latest writer on the Greek System was Claudius Ptolemy (about 130 A. D.). In 330, Pope Sylvester established a school for training church singers, but we have no information as to the system he employed. The name of Ambrose, Bishop of Milan (333-397), has for centuries been associated with what are called the Authentic Scales, but there is no valid evidence whatever that he had anything to do with their adoption. The name of Pope Gregory (540-604) has also been associated with another set of scales called Plagal, with as little authority as in the previous case. There does not appear to have existed any system of notation in the time of Ambrose or Gregory. The Greek notation by letters was forgotten, and the very insufficient system of notation by Neumes had not been invented. The only writer of any authority after Ptolemy was Boethius, and he did more to confuse the subject of music than to explain it.


   


  Foundation of the Church Scales.—But if we know nothing of the inventor of the Church Scales, or of the way in which they grew into their final form, we are, nevertheless, perfectly well informed of the fully-developed system which, it must be remarked, grew out of a misunderstanding of the Greek Scales. The Church Scales were founded on the Greater Perfect System of the Greeks, with this restriction, namely, that it was not transposable; whereas, we have seen that the various Greek modes were transpositions of either the Lesser or Greater Systems.
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  [Listen.]


  This is the series of sounds from which the Church Scales were made. None of them might be altered by sharp or flat, except the B in the second octave (and this was a later addition which was probably owing to a remembrance of the Lesser Perfect System in which the B was flat.) The Greek names were retained for the Church Scales, but as not one of the notes was inflected, it follows that the halftones occur in different places in every scale. The scales to which these names were given were called Authentic, those with the prefix Hypo were called Plagal. In the table on the next page, the Greek and Church Scales, also the Greek octaves are given side by side.


  Confusion Between the Systems.—We may gather from this table how the confusion between Dorian and Phrygian has arisen. The Phrygian Octave is identical with the Church Dorian, and the Dorian Octave with the Church Phrygian. A proof that the Church Scales originated in the way indicated may be found in the fact that the Church and Greek Hypo-Dorian Scales are identical, this being the only Greek Scale without a sharp or flat. The Church Hypo-Lydian was also called the Ionian Scale; its arrangement of tones and semitones is the same as that of the modern major scale. It was not considered appropriate for church music, being looked upon as soft, effeminate and lascivious, by both Greeks and mediæval churchmen.


  GREEK OCTAVES


  At the pitch as transposed by Ptolemy


  CHURCH SCALES   GREEK SCALES


  [image: _]


  
    
      
        	
          [Listen: Phrygian Octave]

        

        	
          [Listen: Dorian]

        

        	
          [Listen: Dorian]

        
      


      
        	
          [Listen: Dorian Octave]

        

        	
          [Listen: Phrygian]

        

        	
          [Listen: Phrygian]

        
      


      
        	
          [Listen: Hypo-Lydian Octave]

        

        	
          [Listen: Lydian]

        

        	
          [Listen: Lydian]

        
      


      
        	
          [Listen: Hypo-Phrygian Octave] 

        

        	
          [Listen: Mixo-Lydian]

        

        	
          [Listen: Mixo-Lydian]

        
      


      
        	
          [Listen: Hypo-Dorian Octave]

        

        	
          [Listen: Hypo-Dorian]

        

        	
          [Listen: Hypo-Dorian]

        
      


      
        	
          [Listen: Mixo-Lydian Octave]

        

        	
          [Listen: Hypo-Phrygian]

        

        	
          [Listen: Hypo-Phrygian]

        
      


      
        	
          [Listen: Lydian Octave]

        

        	
          [Listen: Hypo-Lydian]

        

        	
          [Listen: Hypo-Lydian]

        
      


      
        	
          [Listen: Phrygian Octave]

        

        	
          [Listen: Hypo-Mixo-Lydian] 

        

        	
           

        
      

    
  


  Eight Modes in Use.—The Church Scales were numbered from one to eight; the Authentic Scales were given the odd, and the Plagal Scales the even numbers, thus:


  
    
      
        	
          1. Dorian

        

        	
           

        

        	
          2. Hypo-Dorian

        
      


      
        	
          related scales.

        

        	
           

        
      


      
        	
          3. Phrygian

        

        	
           

        

        	
          4. Hypo-Phrygian

        
      


      
        	
          related scales.

        

        	
           

        
      


      
        	
          5. Lydian

        

        	
           

        

        	
          6. Hypo-Lydian

        
      


      
        	
          related scales.

        

        	
           

        
      


      
        	
          7. Mixo-Lydian

        

        	
           

        

        	
          8. Hypo-Mixo-Lydian

        
      


      
        	
          related scales.

        

        	
           

        
      

    
  


   


   


   


   


  A melody in an Authentic Scale had to end on its Keynote, but a melody in a Plagal Scale ended on the Keynote of its related Authentic Scale. Observe that the Dorian and Hypo-Mixo-Lydian Scales are identical; but while the former had to end on the Keynote, D, the latter ended on G, which is the fourth of its scale, and Keynote of its related Authentic Scale.


  Traces of these Authentic and Plagal Scales may be found in many old folk-songs. Thus, the melody of the “Last Rose of Summer” begins on the Keynote, rises in the course of the melody to the octave, but ends by falling to the Keynote; it is therefore Authentic. On the other hand, the melody of “Robin Adair” begins on the fourth below the Keynote, rises to its octave, but ends on the fourth above its initial note and is Plagal; thus:


  [image: _]


  LAST ROSE OF SUMMER.    ROBIN ADAIR.


  The term Hyper (above) was sometimes applied to the Authentic Scales. In the Greek System the Hyper Scales were the same distance above the standard scales that the Hypo Scales were below. Although twelve modes were theoretically admitted in church music, it was for the most part confined to the eight modes given above.


  The Dominant.—In addition to the keynote there was another note in every scale of almost equal importance, called the Dominant. This name has been retained in the modern system, but with a total change of meaning. In the Church Scales it meant the Reciting Note, that is, the note on which the principal part of the words was chanted. In all the Authentic Scales but the Phrygian, the fifth of the scale is the Dominant; in the Phrygian the sixth is the Dominant, because the B was a changeable note, that is, might be natural or flat. The Dominants of the Plagal Scales are a third below the Dominants of the related Authentic Scales, except in the Hypo-Mixo-Lydian, in which the Dominant is a second below that of its related Authentic Scale. Therefore the Dominant is the sixth of all the Hypo Scales, but the Hypo-Phrygian and Hypo-Mixo-Lydian, in which it is the seventh.


  Hucbald’s Scale.—Two attempts were made in the 10th century to construct new scales, first by Hucbald, who founded his series of sounds on a tetrachord, in which the halftone was between the second and third, thus: A B C D. His object seems to have been to obtain a series in which a succession of perfect fourths and fifths might be secured, for which purpose he made use of the following series of sounds:


  [image: _]


  [Listen.]


  In the first tetrachord B was flat, in the third natural; in the fourth, F was sharp. As to the use made of this scale, little or nothing is known.


  Guido’s Scale.—The other attempt, usually attributed to Guido, a contemporary of Hucbald, resulted in the Hexachord Scale (six-note scale). This scale was formed by adding a whole tone above and below the Hucbald tetrachord, thus: G, A, B, C, D, E. To complete the series of Hexachord Scales, another sound was added, namely: the G below the A on which the Greek scales and their derivatives, the Church scales, began. The first seven letters of the Roman alphabet were used to name the sounds already in use, hence to indicate this sound the Greek letter, Gamma, was adopted. At the same time the syllables ut—re—mi—fa—sol—la were used to name the sounds of every hexachord (precisely as the movable Do is used now); hence this lowest sound was called Gamma-ut, corrupted into Gamut. The sounds in the series were indicated by placing after the letter the syllables that indicated its position in all the hexachords in which it was found, thus:


  G A B—C D E



  C D E—F G A


  1. Gamma—ut. 2. A—re. 3. B—mi. 4. C—Fa—ut, because C is fa in the first, and ut in the second hexachord. Consequently, to a mediæval musician, C—fa—ut meant what we would call C, second space bass clef.


  The following table gives all the Hexachord Scales with the names of the sounds. It is of interest because this system of nomenclature persisted long after the one which gave rise to it was obsolete.


  [image: _]


  The Hexachords in which the B was flat were called Soft (Mollis); those in which B was natural, Hard (Dura); the term mollis has been retained in the French word Bemol, a flat, and in the German name for a minor key, Moll. The word dura (hard) is also retained in the German as a name for the major key Dur. When the letters were used as a means of notation, the sound B-flat was indicated by the old form of the letter b, which has been retained as the sign for a flat. This was called B rotundum (round B); when B natural was wanted, a stroke was put on the right side of the ♭, called B quadratum (squared B), the sign to this day for a natural.


  Reference.


  Oxford History of Music, Vol. I.


  Questions and Suggestions.


  What city became the centre of life after Athens and Greece fell?


  What new influence was shaping in the Roman Empire?


  When did music receive official attention and reform?


  What names are associated with the early history of Church Music?


  On which Greek system were the Church Scales founded?


  What difference exists between the Greek and the Church Scales as to the positions of the halftones?


  What is meant by Authentic and Plagal?


  What were the rules in regard to a melody in the Authentic forms? What Plagal? Give an example of each.


  What is meant by Dominant? Was the position of the Dominant the same in each scale? Name some variations.


  What attempts were made to construct new scales?


  What is meant by “Gamut”?


  What is meant by C—fa—ut?


  What names were given to the different forms of the Hexachord? What are the modern meanings of the terms?


  What is the origin of the flat and natural signs?


  Note the points of similarity and difference in the three scale forms on page 65 in this lesson. As an exercise take well-known airs to see if they are Authentic or Plagal. In the “Taming of the Shrew,” by Shakespeare, is a passage in which reference is made to the names of the notes as found in this lesson. Read this passage in class.


  LESSON VI.
 Notation.


  System of Notation by Letters.—The earliest system of Notation, attributed to Boethius, the Roman philosopher, seems to have been the placing of letters over the syllables, thus:


  C  C  D    B  C  D


  My country ’tis  of  thee.


  Boethius’ Notation


  [image: _]


  [Listen.]


  During the period of history dominated by Pope Gregory the Great, a change was made in this system by which capital letters, small letters and double letters were used, an improvement, since only the first seven letters of the alphabet were employed, thus:


  [image: _]


  [Listen.]


  This system seems to have been used chiefly for theoretic demonstration. These two methods indicated the pitch sufficiently, but not the duration of the sounds.


  Neumes.—The next attempt was somewhat of a retrogression instead of an improvement. Signs called Neumes were placed over the words. These signs consisted of points, lines, accents, hooks, curves, angles and a number of other characters placed more or less exactly over the syllables to which they were intended to be sung, in such manner as to show, relatively, by the distance above the text, how much the voice was to rise or fall. They did not indicate duration. absolute pitch or The number of characters in use, according to manuscripts still preserved, varied from seven to forty. In later forms they appear in the notation used for the old Plain Song melodies (Gregorian) which were recalled into general use by Pope Pius X, in 1904.


  [image: _]


  [Listen: Notation moderne.]


  Parallel Lines.
OEBPS/Images/Section0031.jpeg
Range

=

Initial

Final

Initial





OEBPS/Images/Section0006.jpeg





OEBPS/Images/Section0014.jpeg





OEBPS/Images/Section0028.jpeg





OEBPS/Images/Section0023.jpeg





OEBPS/Images/cover.jpeg
: HISTORY @7

MUSIGC

N

W.J.BALTZELL





OEBPS/Images/Section0015.jpeg
Grester ot System without BS.
== ESE=——-c=

“Added Note Losser Pertect Systom without B






OEBPS/Images/Section0022.jpeg





OEBPS/Images/Section0030.jpeg
Hypo-Lytian Octave Lydion Lydian

] — ofe e fen2l oo |
Hypo-Pheyglan Octave "~ Mixo-Lydian Mixo-Lydian
;oo

Pheygian Octave = Hypo-Mixe-Lydian





OEBPS/Images/Section0029.jpeg





OEBPS/Images/Section0007.jpeg
e
4 SO AN

M A





OEBPS/Images/Section0004.jpeg





OEBPS/Images/Section0036.jpeg
Neumes.

diom S curdinpd

Lettrs.

& f gd A efgd A gg hg mi h Kk hg of

Neumes.

L iprdd 1 ans)

Lettres.

g efhig g f f de decd g o fd e dl
Notation du treiseme siecle

Notation moderne

pEmet == eaas

++ 3 +

h}






OEBPS/Images/Section0001.jpeg





OEBPS/Images/Section0003.jpeg





OEBPS/Images/Section0009.jpeg





OEBPS/Images/Section0034.jpeg
== ==

L M N O P

-
X






OEBPS/Images/Section0025.jpeg
DOUBLE FLUTE. JOINED FLUTE. PHORBEIA.





OEBPS/Images/Section0017.jpeg





OEBPS/Images/Section0012.jpeg
TRANSVERSE FLUTE. DOUBLE FLUTE.





OEBPS/Images/Section0020.jpeg
Lo

4l






OEBPS/Images/Section0033.jpeg
Acute Octave Super Acute

Grave Octave

Fux

s

SrEoDEEOPEROUETOPEEOUN

sol
fa
mi
re
ut

la

sol

fa

la mi

sol re

fa ut
mi
re
ut

sol
fa
mi

re
ut

sol
fa
mi
re

sol

mi
re
ut

sol
fa
mi

e





OEBPS/Images/Section0026.jpeg
%goe#“—‘—o\/nwh—’e






OEBPS/Images/Section0018.jpeg
G-
Z

=






OEBPS/Images/Section0011.jpeg
HORIZONTAL HARP.

SMALL EARP. GREAT HARE.





OEBPS/Images/Section0024.jpeg





OEBPS/Images/Section0027.jpeg





OEBPS/Images/Section0021.jpeg
>

L

s -

!:’Dﬁ ©

orGh





OEBPS/Images/Section0035.jpeg
>
g

S
A B CDETF G






OEBPS/Images/Section0010.jpeg





OEBPS/Images/Section0002.jpeg
Lbh bebe ote






OEBPS/Images/Section0019.jpeg





OEBPS/Images/Section0005.jpeg
-

GesissspeisooEotssoepeen )
%.FFFF##"FF* fiessig=asiceagd 2t |






OEBPS/Images/Section0013.jpeg
E 5 il S===rrc R
bt 2
#ﬁ:ﬂ‘._o =5 d}gﬁr&: SEr=! ﬂt’“ﬁﬁ“ﬁa





OEBPS/Images/Section0032.jpeg





OEBPS/Images/Section0008.jpeg
RAVANSTRON .

VINA.





OEBPS/Images/Section0016.jpeg





