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THE THIRD AGE

THE SPECIAL POSITION OF
WESTERN MUSIC




Not t0 exceed the limits planned for the present vqlume, I.sha.ll
deal but briefly with this chapter on Western music. Brevity is
justified by the fact that by far the !arges.t part of writings on music
history concern themselves only with this field, and there are many
works available that deal comprehensivcly with it. Musicology and
the public have 2 much better view of this period than of the other
three Ages. I shall therefore restrict myself to an appreciation of
the special position of Western musical art among cultures and its
importance in the preparation of the Fourth, our present Age. The
other three chapters naturally also contain some contributions on
the subject.

Western musical art is not an aggregate of all music in Europe
from prehistoric times to the present, but a historical complex of
Frends and traditions that began in Carolingian times and projects
Info our own age. Developed among Romanic and Germanic
E’;sgifsxt has s.pread. iq modern times over Europe and the whole
o2 ph%%%1¥~ly-m‘.to ‘be thought of as primarily not.a.geo-
Handschin sa-as Stormal_.phenomcnon.ﬁ,.Nor does it, as Jacques
Wers other re}:, ;zsegftes:nt a t¥pi of music cultl.lre., as t.hough there
Chicvemente End o ?r:l\;tes ;r et ¢ same type; It Is Sui GEmeris. Its

unique in the history of the world;

it has ng :
counterpart. For it has not only lent expression to a family
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126 The Third Age

of peoples and out of ff)lk plusic evol.ved a high art, but j¢ hyg also
solved unique and objective tasks important in tl}e Context of
universal history, such as t_}l@_f}.glj d_gVeJOPI.lJQHt, of writt en Compoy,
tion and SE‘fiP}:.lEﬁ‘?.d_if!Sﬁ,li‘_lgtlpl%_.l{l<m11\5,;1,C.- For this Teason, jnde.
;;nderi?gf the decline of “colonialism,” its theo_ry,.has«become“th )
\ % ' basis of music theory and education in all parts of the earth, and ,
L, el “selection from its creations forms the foundation of the world’s
Vo music literature,

T

=1

ESSENTIAL CHARACTERISTICS AND
COURSE OF DEVELOPMENT

= "\'(/Wk

in the historical sense of the word took form
rope, heretofore a part of the Roman Empire
ental commercial and cultura] system, was sep-
other parts and became independent. Through
m the Mediterranean area was split into a northern
one, and in various phases division also took place
Western and Eastern Roman Empire, Latin and
ture, the Western and Fastern Church. Thus the
part of the Old World came to depend on itself. In
maintaining its independence against Huns and Arabs, in the rise
of the Roman Catholjc Church, and out of Charlemagne’s empire
the Western community developed its own culture and style, with
its unique musical art. Thig art did of course have deep roots in
ancient Western—European traditions and especially in the high
cultures of the Mediterranean area, but little by little it came to be
stamped with its own characteristics, which distinguished it from
all other music in the world. One of its particular creations is the

“Western culture”
when Western Fu
and its intercontin
arated from the
the spread of Isla
and a southern z
between the

Byzantine cul
northwestern
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the readable note-picture in which a polyphonic.vs{ork of

SCOI; raphically presentedl;",' Further, to these characteristics and

Y 1isalgachieVo&:ments belong %gical harmony, wide-spanned archi-

tectcure, as in fugue and symphony, intentional pre.:s.entation of
or emotional content in autonomous compositions.

spiritual ; :
PWestern musical art was impregnated as no other by scholarly

spe

PR

ond, in the broad sense, scientific theory. In mensural rh.ythn}, in
governing tonality, in harmesy 1t Was rationalized

e Ty —r

es <4 gy
fﬁiofgi and through.(The seemingly irrational world of tone [was
lasid down imperio rationis—under the command of reason, as
was said following Boethius—in concepts and written sign§. Thfare
took shape systems of relationship and forms of presentation, like
the coordinating system of the score, metrical schemes using bar-
line and time signature, the well-tempered keyboard. More than
anywhere else music was objective spirit and scientia musica. Mu-
sicology has rightly dealt exhaustively with the history of theory,

appreciating its masters, such as Guido of Arezzo, Franco of Col-

e ==y

ogne, Jacob of Licge, Tinctoris, Zarling, Rameau.

Rationalization, which Max Weber .in particular stresses as a
basic feature of Western music, did not suppress by compulsory
organization what Nature provided, but revealed and emphasized
those “natural orders” that rest upon simple numerical relations
or pregnant fundamental forms—for example the major mode and
periods of (2 + 2) -+ 4 measures and their multiples. Renewed
naturalness and humanism take command, whether directly as
in the Viennese classics or more vigorously stylized and super-
imposed in a polyphonic network as in old Netherlandish chanson-
Masses and Bach’s chorale arrangements. This holds for the Mid-
dle Ages also; rhythm and tonality in Perotin and other com-

_posers_differ_remarkably little from those of contemporaneous
_dance _tunes. Characteristic, furthermore, is the preference for
the voice singing naturally in contrast to the stylization and exotic

ST BT e

effects widely favored in early times and in the Orient.

Western music has done for.mankind something similar to
;:};izofrfek sculpture, arf:hitecture, logic, and r.nathematics did:
I o O%hy set forth classic fl}ndamentals of universal character.

er culture has songlike melody been so developed and
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. ence, and nowhere to the same exten; have

t t0 en built out of pregnant motifs and themes
| a,f.«ch it%C?on%i‘ this sort, as in ggom.etIICEI.l figures, no less than r,.
( ,Pregn'aﬂffx . _le numerical relatlons,. is Wi niyersy)
\tionality 112 Slmll)) ve all explains the diffusion of Western'ﬁ’{{s'ig
yalidicy. This 2b0 f the earth. Its “world empire” rests essentig]]
“today in all parts of T lity. . y
. somanent universalty _
upon its M cial position of Western music is also due to the
But t}.le Sff-ch itIS) characteristics and its basic forms have taken
mannerltmd;:’fei‘s from the music of other cultures not only in jts
1512?:5; but also in its historical ‘flynan}ic. This is often ,i,nterpreted
simply as springing from the F austian creative urge” or as th-e
result of evolutions and revolutlons. in 'style, whereas in truth it
consists at the same time and primarily in the gradual conquering
of inherent and objective problems through prolonged common
effort. In accord with this dynamic and with historical logic con-
tinuous developments took place, like the thorough rationaliza-
tion of rhythmic notation or the perfecting and exhaustive work-
ing out of modulation among the 24 tonalities of the major-minor
system. Such developmental features form the framework of
Western music history, while changing styles of different periods,
like Baroque and Romantic, and the manifold national styles fill
in the picture with characteristic colors. The historical signifi-
cance of masters like Josquin, Monteverdi, Bach, or Haydn con-
sisted not only in their having given expression to their own
Fharagter and that of their time and country in great works, but
n their b@}{i{lg‘_gpastered:;,thg objective tasks set them by the state

128

brought 0

T S i R RUTIE AT  mpin, ot 30

°f fg‘fogmmt3tv.<whi¢;h,__r_nusi;c; had arrived in their times. They*gf
" ever ~OLAWAYS, indeed, serve a supposed progress toward;_?ﬁc |

SVer better; but wit e e e e—
?E;a:lznsnsinzze; Ugdy lab.ored at the shaping of genres like
counterpoint ang 31@: at solving problems of form, like imitative |
consistently carried fumtfc deVelopn.]ent, and in this way they |
ike research mep co rther what their predecessors had attained.
lems, Composers. thncerqefl with the solution of scientific prob-
after problems tl;at cOretiClans, and practical musicians went
arose from their material itself, consistently

hout any doctrinaire ideas of progress they | . s
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afolding whatever possibilities its varied content offered.
aderstand the course of Western music, therefore, it g
not enough to follow its changes of style; more important is the

study of 1ts developmental traits or trends. “Development” is not %
e A NS A, »~
P\

\\ “to be understood in its biological meaning or always in an upward ;
B | AN

T s

“sense; the objective and the result of such a trend or trait do not
“need to be on a higher level than earlier phases; just as the gr;:i-

s S ——

“gal simplification of a language, say English or Bulgarian, does
not signify an upward development to a higher level. And fur-
thermore developmental trends do not always proceed in a | )l
straight line; sometimes they result from a tangle of changes of . (,Z\
which they indicate the basic direction. ad
Alongside the new, the old continued to survive, whether LR
ushed aside or incorporated with it. Thus, during the advance p
“of notated polyphony, monophony lived on in folk and liturgical
song, acquiring new values in the unison and the solo sonata for 4 =
a single melodic instrument. Similarly in church music, even after ’
1600 the cantus-firmus movement was cultivated alongside free
composition without prescribed melody. So too in the 1g9th cen-
tury diatonicism and triadic sequences were contrasted with pro-
gressive chromaticism and the use of dissonance—notably by
Richard Wagner. Complete elimination of the hitherto existing
never occurred before the radical directions taken by the 20th ( 7

century.

vV 3

Developmental trends and other historical processes have led
finitive end forms. It is onesided

" by main roads and bypaths to de esice
E to look upon all these as stagnation, as dead.-end streetsl. n tds
way the multifarious notations debouched 1n th.e.cleary read-
tonalities, and forms

able score of today, the numerous rhytth,t hic song-form in
[ f : tvped schemes as strop .o
\ o Clicsong in such stercotyp Classical end forms, which indeed

3, Major mode and even measure. :

) @)\ﬁdr]nitted of a considerable afterlife, are for example the Palestrina
» style and the Bach fugue. . :

i went on for a very long

ﬁ The self-unfolding of N fiu mUSI‘;r m outside. Only inter-

1 = . . nC

time without an essentlal 1nﬂuc ces.  incer-

.+ nallydid it constantly absor ructifying elements 1n that i rev
\J\ 4 pes from its own underlying strata:

certain melodies and general ty
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from folksong, from the traditions of minstre] ap f
from other areas of musical practice. The history of i e
in the Middle Ages is not, as Friedrich LUdWig assufnoeypho“}’
taken as 2 wholly intrinsic development in which one si’ to he
lowed from another, the new element in the accompanyin p fp]-
being at first only its range, then its own melodic movemengt V101ce
its own rhythm, lastly its own text. Rather, various kinds o,f allter
written polyphony were both simultaneously and successiVe?-
taken up in written composition and so given artistic form, thesi
processes working together with features that were Properly

speaking developmental.

\%Z

FULL GRAPHIC NOTATION AND THE
MUSICAL WORK OF ART

All high cultures are_ script_cultures, but only the Western fully

T AT

evolved the written presentation of music and developed it into
a general basis of musical practice and education. This develop-
ment had the following aspects:

I. At first practically only liturgical songs were notated, then
others also and finally all genres. Almost without exception instru-
mentalists played without note: i '

! played without notes during the whole Middle Ages.
})Ellzmg modern times and especially in the 19th century, both
f:voi-oi:_lg and entertainment music were also notated, although
o te tunes had of course already been written down in con-

a(ir a!h and arrangements for several voices,

2. e S . oy . . .
o Lhe pread of music was much facilitated by printing, which
P (1)1b111‘se for Gregorian melodies in 1476 and after 1501

ic : S :
P ation of polyphonic works, Printing meant an im-
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portant step in the diffusion of musical compositions among the
people, in other countries and parts of the world, and into the ‘
futare. Through it the capacity of music to survive was ﬁlarkédly
strengthened and the way prepared for the building of a world
literature of music.

3. While in ancient Greece theory and notation stood far apart,
in the Middle Ages theory had a decisive influence on the de-
velopment of notation. Even its early treatises, contrary to any of
Antiquity, contain examples in notation—for instance, the Musica

enchiriadis. ~

4. At first only pitches were, notated, rthythm but partially. In
the course of the Middle Ages rhythm, and to some extent tempo
also, came to be more precisely represented in mensural notation,
and in modern times the secondary elements—dynamics, agogics,
instrumentation—as well as emotional character and manner of
performance have been more and more expressly prescribed.
Thus the development was moving towards the goal of objec-
tively specifying all the elements of music (cf. music exx. 20-22).

5. The staflless neumes assisted the memory and complemented
oral tradition. Later forms of notation also reckoned with “the
loss of things taken for granted.” The purpose of the develop-
ment, however, was to make notation as far as possible independ-

~~~~~~ B i e P

ent of tradition, and accordingly to give the clearest possible
indication of What the composer meant. 2

6. Western notation tends towards{a_graphic note-picture} a
design to strike the eye. It is a “drawing” of the composition with
its ups and downs in melody and its higher and lower voices in
counterpoint. Thus it is visible and abstract at the same time:
“visible abstraction,” like a map. Supplanting the less obvious let-
ter and number notations, this legible note-picture took over com-
pletely in modern times.

7. While the primary purpose of letter notation was in the
main to indicate the position of the fingers on the instrument—
that is to say, the execution—linear notation primarily represents
the music to be performed. Thus its development to sole suprem-
acy also indicates the trend towards representing the composition
itself, "x\the ‘work of art objectiﬁe‘d.}

1 5—-_‘_
{

U,
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8. Out of the endeavor to demonstrate visually ¢,
COmPOS- 3
ltlotl

itself, by the late 16th century the score wag achieyeq
simultaneous presentation of Ell«»u‘»’.?,l:_?ﬁsj:{l one fiel 0} th.e‘graphic
9. The development tended towards indicﬂfdﬁ‘g?*ﬁ-s!gﬂ.
ments involved as well as towards simph'city and enert{le ele.
_prehensibility. In the I 7th and 18th centuries it Jog t’o‘;ﬁ-faﬁ%n.
~ beyond which only little has l?eep changed or added, age
10. Only when exact transcription of both extra-Eumpean m
sic and complex European folk music became necessary did yy, sl;
ern notation in our own century add further signs. Such writin~
down of music already being played and heard ijs different hgl
character from our traditional notation: iE,,ig.,ll.(M’escription bug
-trapscription; it shows not so-it-should-be-done but soqes
Western culture produced the completely notated musical
work of art and created a formal theory of composition. Before
that, music, like the dance, had existed primarily as improvisation
along certain guidelines. Now, however, it acquired a mode of
existence like works of literature and for the theater. That the
composer little by little came to prescribe all the elements of
music means also that these became constituent parts of com-
position. Thus the figured bass, which the cembalist had to fil
in according to his taste and capacity, was replaced by the ac-
compagnamento obbligato, while the composer also undertook
to fix ornamentation and virtuoso cadenzas himself. The practical
musician lost his creative share almost wholly to the composer
and became an interpreter. With this was established the norm of

adhering exactly to the note-picture and rendering unaltered
what was there prescribed.

Until the 16th century the sh f hat
he had prescribed had been limired v e, Corpo%e" 2nd of w

rthythm, and Polyphony. But then, and especially after 1600, it
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Jessening crescendo and diminuendo, and in the “vermanirierten
Mannheimer gotit” (the mannered taste of the Mannheim school,
1d Mozart reproached his son) letting various

with which Leopo
dynaIIliC degrees succeed each other at closest range. Likewise
he NOW speciﬁed tempo and agogics and also the instruments to be

gsed. The nature of the composition changed. Instead of a neutral
setting, 1Ot conceived for partlcular instruments and often even
Jeaving open 2 choice between instrumental and vocal perform-

ance, it NOW became the fully specified opus in which timbre was
- ust as much composed as the tonal structure. Accordingly instru-
mental and vocal style, ensemble and orchestral style, ways of
composing for piano, organ, violin, flute, all became much more
differentiated than before. So also there arose for every instru-

mental setting a repertory of its own, whereas previously instru- -

d consisted largely of “intabulations,” transcrip-

mental music ha
tions of vocal works and one and the same piece was intended to

be sung or played, for organ or for other keyboard instruments.

A fully notated work can be better built than music scriptlessly
transmitted. W_ozs;t:gr‘r'lmgq}_tgfi was_the first to give architectonic
form to long spans of time by _purcly. musical means. Highly
artistic forms, like .fugue?f and, sonata, ‘are among the most char-
acteristic contributiohs/i% broﬁg-ht»‘forth in comparison with all

other cultures. Only in modern times did this feature fully de-

velop. The older contrapuntal forms—the canon, for example—

are for the most part to be regarded as types of setting rather
than as determining, like sonata form, the relation of the succes-
sive sections and so the course of the whole. Even the polyphonic
Mass, which arose in the 14th century 2 a cyclical work and in
the middle of the 15th became unified through having the same
cantus firmus in all movements, was at that time not yet SO fully

organized by specifically musical means as the symphony. In forms
of the modern era, principally those of absolute music, all purely
loited for the building of purely musi-

musical elements were €Xp

cal structures: sequence of tonalities and modulations, especially
in fugue and sonata; differences of tempo (e.g. fast-slow-fast),
volume and instrumentation, as for example, alternation of tuttl
and solo or minuet and trio; types of composition like overture

R —
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and rondo-finale; Symmetry,
or ff)ur—movement cycle of the sonat,
Like the sonorous foreground, the‘inh
content of a composition was s i,
composer himself. In this the h;
of literature and the plastic ar
Mystic, Scholastic times found

monuments as did those of Goethe’s time and the R -

influence of Josquin des Prez was epoch-makin (.)mgntlc.s - The
from earlier masters not nearly so much in hjs n?c;re ; g}ffer.ed
and individual style as in that he expressed in the musf:ﬂ]?cgl .
of written composition important general ideas, notably thi ? i
sence of Christian faith and prayer. Everywhere in the woﬂ:
music was concerned with primal phenomena like love, ethos
the sacred; but what once had been left to effects upon the hearer:
to participation in supramusical contexts, to empathy and imagi-
native interpretation of symbols, composers since Josquin have
impressed objectively into their works. They so shaped the musi-
cal substance of composition that such content became transpar-

Ir eturn and

Contrast .
€ thre
[V

nt
haped comparatialrn
Story of musjc differs fy,

ts. The l.eading ideas of n(l;tho'se
no such rich CXpression iy Il‘l?ll:l](l:;i

d tra
ely late

| ent. All cultures linked music and religion, but it was Western
. culture that first fully unfolded musical works of religious con-
| tent. By pictorial effects and tonal language it expressly set forth

such content, as Bach did, for example, in his Passions.

Adrian Petit Coclico praised Josquin and other composers who
knew how to express “all affects” in their works. The word
“affect” has today become stale and empty and does not adft-
quately express the concepts or emotions here represen :
tone and timbre. They are not only affects but whole/ idea-areas,
like the union of majesty and fascination, the august anc y
miraculous that we call the sacred, or the idea of eternal .hfe and
blessedness, or the complex of sweetness-and-light, purity (;lﬂ_
grace concentrated in the figure of the Virgin Mary. Lét_f’rv : ead
areas in which the sensible is interwoven with the visible a?
intellectual were often characterized by a word—for example,
“Eroica” or “Pastorale.” These idea-areas have flourished 2%
faded in the course of history, so that an outsider may think hc o
hearing only “sounding forms,” whereas to those who are familiar |
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with the style and language or as historians feel their way into
the contemporaneous situation, sound and form reveal content

The same applies to those types of absolute instrumental music
that go back to types of vocal or use-music, taking over as an aura
something of the atmosphere and content these pieces stood for—
ballades of Chopin and Brahms, for example, the berceuse, barca- \
role, serenade, and so forth. The transformation of dance-pieces :' .
into the art-form of the suite, and similar processes, show the - .
modern development of music into a self-reliant art. Leaving
behind its manifold connections with life and its ““ﬁes'ition as a.
scholarly discipline among the liberal arts, music entered thel
circle of the fine arts and was now considered an esthetically |
autonomous world in itself. This transformation took place in \
all types of composition. Thus the oratorios of Handel or Bee-
thoven’s Missa solemmis stand on their own feet as works of art
even though they remain linked with the traditions of church

music. Despite these bonds and despite all continuance and all

| revival of life-linked types, the ever-growing self-reliance of the

SRS

i . - . : T
. art of music was a basic feature of its evolution. In the measure

" as Herder called it, who, on the other hand also paid tribute to its

to all earlier cultures. Music became a “spIe'ﬁaid, autocratic art,”

that it ceased to be parf and function of extraneous activities—
worship, or court, or festival—an independent musical life
sprang up, with its own institutions and concert halls, its audi-
ences, its music literature, its own esthetic, and so on. The forms }
of an autonomous culture area took shape, fam’ivlgiwg_gl_j;g,_qgwbggmlien ;%

s .. )

s T -

significance as Hausmusik and as the voice of humanity and of
the nations.
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THE WEALTH OF STYLES AND WORKS

That the main and basic store of the world’s musicg] literatyre s
constituted by a selection of Western Wm:ks acquires stjl] greater
weight because of the variety of styles' it 1nc.lu.des. So far as style
consists in the coining of characteristic individuality, not every
group and person has a style of their own, th?lr OWNn note; instead,
out of a quantity of colorless music there arise, as strong person-
alities arise out of the mass, composers and communities distin-
guished by certain stylistic elements or by a style of their own,

In music history the West has, if not always, at least particu-
larly often, offered good conditions for the unfolding of distinc-
tive personalities and personal styles. Haydn throws light on the
circumstances that favored such individuality when he says: “As
leader of an orchestra I was able to experiment, to observe what
brings out an impression, and what weakens it, and so to improve,
add, cut out, dare; I was separated from the world. Nobody
around me could confuse and bother me about myself, and so I
had to become original.” The statement holds for the other out-
standing ardent spirits and personalities, original geniuses among
mented, but in the sense of actually ex-

- e ——
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..-Haydn_c’ombined practical demands of his art with friendlin
to_others in a humanistic manner and could join in with :ilss
€

contemporary concept of the original genius, though his who]
nature ran counter to the storm-and-stress curre H““B(fwhmi
“Vet the same fundamental ideas he thus stands for have been Lived
and voiced in every century of the West’s modern era, albeit with
variations and with various motives. Luther himself pointed out |
the nature of genius in the works of Josquin des Prez, explaining
it by the opposition between law and grace. Where only law
commands, work and its results are sour and joyless; where
mercy, gratia, charisma, are active however, work goes along
very well. So God preaches the good news through music also:
in Josquin the superiority of grace and mercy becomes evident;
his compositions flow forth gaily and gently, not driven or con-
strained by rules. -
1 Since the 15th century the leading composers tower so high
{ out of the whole musical life of their time that the history of

. Western music might be presented simply through its creative

e

“/< | masters. But this would be a onesided view; quite as important as

. :
' individual personalities are also the peoples, the classes of society,

'and the currents of the time. Since the Middle Ages the Western {
nations had been combining international with national features
in their characteristic modifications of forms common to all. If,
for example, one compares the tune of the later Hildebrand
song ! with a French version of the same type, a melody to the
historical song Rewveillez-vous, Piccars!, characteljisti.c diﬂerehces
appear between the two national styles. Erench singing combines
a pungent clarity with charm and élan, likes precise accents and
sharply punctuated rhythms. The German version 1s more.rest] ess
and impulsive; the melodic movemeht here hae more drive and
flow, it lingers and darts ahead, and is more mlmetlcauy expres-
sive. Similar characteristic differences n style exist among differ-
ent versions of the same melodic formulas as used by northern
French trouvéres, Provengal troubadours, German minnesingers,

1A melody handed down since the 16th century but probably originating
in the 13th at the latest. Cf. the author’s Sammilung europiischer V olks-

gesang (Cologne 1952), p- 64 ff.

|
|
|
|

o

| 7t
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' actual differences, Furthermore
from the beginning and for all ¢t
. weakened in the course of histo

and in Italian laude and Spa‘nlSh. Cantigas,
National styles became still richer gpq more
the 15th century on and more mutual]
the contrasts between madngal, chans
between opera buffa, opéra comique and iy,
for this variety of national styles in the
contrasting several such styles with
stance, a set of variations by Alesss
which a theme is treated in the style
and the Empire. To be considered

masters who took up and exploited varioys Nationa] styles, lik
Bach, Mozart, Wagner. Discussion of such gifforn. ) ik

. ces, Wthh
was especially popular in the 18th century, tells ys

Pronoyp
y fI'uCtifyin acﬁd from

on, and : ;’Yitness
i led or
Wgsplel. Characteristic
est are cornpositions
each other; there g f
ndro Pogliett (d. 1683) ;
s of diverge races j By

‘ In Austria
also are the Wworks of great

€rma

ing and Charming, the Germang at
Eng_ii_s_n at judging and recompensi
“of their own and their neighbors’
too rough and generalized to refle

composing and studying, the
ng. Yet the nationg awaren
special qualities was in general
ct the various nuances in these
national styles were not fixed
ime. They developed, changed,

ry. The history of European
music is certainly not to be understood as a juxtaposition of sev-

eral almost unalterable psychic national predispositions, each of
which moved into the foreground at a different time, nor as the
struggle for hegemony between a race that from the outset heard
horizontally and one that & priori heard Vertically-. 3G

Peoples, social classes, cities that played a part in detem}mll;gl
the course of Western music history and brought to rnatunty :
their time its wealth of notable characters and colgrmgs, arosd
in favorable constellations to their full historic Si.gnlﬁcilnc‘;;?(_
with the setting of these constellations withdrew into t there
ground. Similarly, Christianity did not at once and o it
infuse the music of the church and of the rest of thﬁ ¢ histori-
world with its spirit, but was olglig9dEQPESY@*-Q«QI"'?;}{: gp'iii-t\ﬁﬁl
cal forces and, after setbacks, to attempt renewal. er set UPOD
and the femporal, the sacred and the profane were nev

» 10T 1p. 4
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the same level, as some think who misunderstand the contrafacta
that turned secular into spiritual melodies and vice versa; they
were antitheses that again and again set new problems. A lasting
tension existed between them, as between Church and State, that
“nner dynamic in which Western culture had the advantage
over every sort of pure theocracy or purely secular state,” as
Eduard Spranger expresses it. Only because they were 2 fruitful
solution of such tensions, above the extremes of purism and secu-
larization, could the great works of Christian musical art—of
Dufay and Josquin, Lassus and Schiitz, Bach and Bruckner—
come into being. They form a peak in the history of the West
and over and above this in the history of the human spirit. In
Hegel’s words, “this fundamental religious music belongs to the
most profound and the most influential that any art can produce.”

PREPARATION OF THE FOURTH AGE

The early phase of the modern period began about 1500. It began
with humanism, the Reformation, the printing of music, Josquin
des Prez and other composers, the frottola and the madrigal, and
so forth. The term “Renaissance,” in music particularly, does
not help us much in characterizing and epitomizing the histori-
cally important events of this epoch. The modern period proper,
however, as in philosophy and science (Descartes, Bacon, Kepler,
Galileo, Huygens, et al.) did not start till around 1600: When
opera and oratorio originated and countless other types of vocal
and instrumental music; when the secondary elements of music
were taken into composition and the church modes were replaced

by the major-minor system with its scales transposable into 24
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ch chromaticism and the use, soon to unfold, of dissongy
t
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keys, i

ds. o
Ch;)rf tshe modern penod in the West almost all the evolution,

traits began that run t}}rough our own period, the first stage of
the Fourth Age of music. The 1gth century, especially, is at once
a mighty finale to the Third Age ‘2‘1.1‘1(1 a prelude to the Fourth,
«This century,’ says Ha.ns Freyer, “is much more powerful thap
we even today, at the distance of more than one generation, are
able to estimate. WhO?VEf?le;Qk.S. at it mexzil)f as a period_ in Euro- *}
ean history does not do it justice. The immense productivity it |
“unchained within the limited area of the West is like a mere echo |
of its world-historic significance.” I

" "Soon after its beginnings Western culture started to spread to '
Eastern Europe, and with the start of the modern era began its
expansion over the whole globe. Whatever the individual differ-
ences, in every country similar forms of adaptation and assimila-
tion resulted. Missionaries, settlers, traveling musicians brought

~ folk music and Gregorian chant: courts attracted virtuosos and

-, Opera troupes; islands of Western music arose in an Eastern envi-

., onment. Over and above this, indigenous creative talents adopted
Western forms and styles. Thus in the 17th century Western
polyphony permeated Russian chant, and Russia took over the
“W(?rld—dominating -note-and-staff system” which with its “im-
posing simplicity,” as Otto Riesemann points out, had no diffi-
;Illllge“;hatever in rep!acing the old notation of Russian chant.

ays of Catherine II composers like Dmitri Bortniansky

(1751-1825) followed Wester : - .
n patt
of Peter the Great. patterns in accord with the aims
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Europe. This “process of nationalization” is not just to be equated
with “the replacement of the universal Graeco-Roman gods by | -
provincial divinities,” as Alfred Einstein would have us believe, "
but also means that those European peoples who did not take
part, or a central part, in the development of Western music,
from now on cultivated styles of their own amalgamating West-
ern structures with indigenous traditions. Already with Chopin
and most definitely with Mussorgsky, Smetana, Dvorak, and
others the forming of such styles was connected with nationalist
political aspirations.

The historical importance of these movements lies not merely
in their contribution to the history of nationalism in the world.
Rather they indicate also a re-animation of old and archaic forms

_of music that were not limited to a single nation but spread over
"all Europe and far beyond. When for example Chopin or Grieg
“used both the augmented fourth and double-bourdon, in tonality
and elementary polyphony they were renewing not specifically
Polish or Norwegian traits but a2 common possession from __gr_chg‘i_g

times. The so-called national schools of the 19th century began to

“revive extra- and pre-Western layers of music, not only gxpagdfr 1
ing the Western art of composition through their use but leading| 775
it out beyond its_boundaries: Debussy, Barték, Janicek, Falla,| ~
“and others continued this process, which has long since reached’

into other parts of the world. More will be said about this in the

next chapter.

With the expansion of Western science, technique, and music

throughout Europe and the globe, the modern era has cleared

the way for the planetary civilization of r,jc':I}ugFourth Age. At the |

same time it has prepared the present-day position of music in
relation to the public and in the various levels of a post-bourgeois,
democratic or socialist society. It developed the public concert {
and other forms of musical life of society at large without class
_barriers. Following the philanthropic Enlightenment many songs |
were composed for the people, and since Herder the characteris-
tic traditions of urban and rural populations have been collected
and brought to 2 second life. Herein research, popular education,
y

and renovation have cooperated. From the viewpoint of general f
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" history the most varied events contributing ¢, this
. elements in a historical complex: for example, P
. Prussian public school system with the introduct;, the

| . f public-school instructjor. . "8ing
| an obligatory branch of public-school instructiop and teac}, as»
d Crs

\ seminars (1809); the upsurge in Germany of male choruses, o
| collecting of folksongs by Ludwig Erk, Zuccalmaglio, E;bte e
Kolberg, and others; the folksong settings since Silcher anr:i

Brahms; the youth movement in Germany at the turn of the 19th
century, the simultaneous folksong movement in Austria aroung
Josef Pommelj,f;;reé“g‘d »similar movements in other countries,

""In a series of renascences|the modern era developed the Weg.
ern world’s consciousness of history and set in motion the collect-
ing of all mankind’s musical heritage. First came the turning back
to Antiquity in humanism and to old church music, to Gregorian
chant and polyphony from Palestrina to Bach. Here too research,
revival of old works, and renewing of old styles lent each other

wings. The awareness and study of music history expanded and

I'Ocegg
the Iise of

are

o T T T

took command in research and education. On the model of the

“humanistic revival of ;an’tiq'ii‘é' culture each of these renascences
unfolded a historical pattern in which an earlier period was trans-
figured, the intervening time appeared as a decline, and to the
present fell the task of bending the curve of history’s course
upward again to prepare for a new flowering.

In such views of the world and of music, thinking revolved
around history and the future and this links these renascence
movements with progressive tendencies like those surrounding
E’a}glfler and Liszt. 1830 was the year that saw the revival of
B:r:li OSZ,SStb Matzbefzf) Passzon. but also the first performance of
i formecjllﬁﬁdogéfe fant,astzque. In 1850 the Bachgesellschaft

agner’s Das Kunstwerk der Zukunft (The

» and so forth, but also his

T
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“~~Gregorian chant and archaic monophony, and playing up ‘the

~ contrast between old and new conceptions in works like Parsifal

with its distinction between the realm of the Knights of the
Grail and Klingsor’s enchanted garden.

The rapid evolution of chromaticism, dissonance, modulation,
etc. was made possible through broadening or else discarding the
old conception of the harmonic significance of music. Here-
cofore music counted primarily as the paradigm of beautiful,
blissful “harmonious” agreement. It was held to reflect the
eternal harmony of the macrocosm and to be a means of ex-

ressing and bringing to effect the inner harmony_of-the-micro-
cosm, the health and happiness of mankindélh/us'iba bumana. This
view continued well into the modern eraj~it-was-upheld-as. an
example by Ronsard, for instance, and likewise by Shakespeare
in The Merchant of Venice, newly substantiated by Kepler,
Werckmeister, Bach, and, following this tradition, glorified in
poetry by Goethe. Visible models for the nature and effect of
music were the figures of Orpheus taming the wild element in
animal and man with harmony, or of David healing the sick and
melancholy king with his harp playing. Not until the 19th cen-
tury did it become customary to represent rather than combat
wildness and sickness through music. It had lain in neither the
intent nor the capacity of music in the Middle Ages to depict the
Inferno as Dante did. Now, however, Weber, Meyerbeer, Berlioz,
Wagner, and others found in such materials and figures—the
wolf’s den, the witches’ Sabbath, Ortrud, Kundry—the richest

or further development of dissonance, enhanced
uestion was dis- !

drawing upon the revived heritage from Bach and Palestrina,

possibilities f
chromaticism, harsh and uncanny sounds. The q
cussed whether the scene in the wolf’s den over-stepped musical |
limits and whether the devil was not too unmusical to be repre-
sented in music. But the development went further; it led to !
representation of the perverse and the horrible, as in Strauss’s
Salome and Elektra, and further to the opposition on principle
against music as the symbol of harmony. It is indicative of the
disharmonization of music that the sharpest dissonances now be-

came elements in ‘“harmonic theory.”

|

{
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If one looks upon the 19th century 70t from the Sta

) adpe:

| W 01

! those movements that were striving away from it, it Ses Snt of
‘_,...4---"-""""‘""‘" m ] (e

[

E

% splendid flowering Of 2

i aSP

t least a luminously multicolore aut
Umn

of music’s Third Age. Works of Chopin, B(?rlioz, Liszt, Wagne,
Verdi, Richard Strauss far surpass the. music of earljer times i,
color, differentiation of hues, expressive nuance. Over.rj i,
tone-colors and chord-fo.rmauons, chro;natms and modulatigp
dynamic shading and variety of expression, Work§ like Straygys
Don Juan or Salome appear to be peaks and endpoints of 4 devel.
opment. . _ '

At the same time, however, signs of stagnation and atrophy
gave indication of a process that, often interpreted as qecadence,
was just as much transition to the Fourth Age as decline of the
Third. The possibility of finding new chords and modulations
within the framework of the major-minor system came to an end.
Rapid passage into remote tonalities had become easy and smogth,
losing its value as it lost the character of genuine mod.ul.aFl'on,
Similarly, the exploitation of always further dynamic possibilities,
begun around 1600, Was practically closed off Wlth Max Reger
and his contemporaries. In addition came the decline of old folk-
traditions, a decline consisting not only in their “dying out” but
also in their loss of fecundity and the simplification into stereo-
typed major (cf. music ex. 42). Even in the church congrega-
tional singing lived almost entirely off its heritage from earlier
times, and after the 1gth century occidental culture in Europe
no longer wrote its own dance music but subsisted on importa-
tions from North and South America. And together with all
this, art music lost those sources from which it had drawn since
thedbeginning of Western culture; this material too had been
use up.
eiidurig Signiﬁcansege ﬁx o e]sgternklrlnusm is bound to remain qf
Weltgeschichtliche Bétmcl;)tun g Oaljdt’ Giins o said In l?ls
tory) that “its imperishablenefin (Observations on Wo.rld st—‘

s” depends on “the continuation |

of our X
and Beeiﬁgil System and rhYt_hm, which is not eternal. Mozart
€n can become as Incomprehensible to a future man-
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kind as Greek music, so highly prized by its contemporaries, is

o us NOW. They will then remain great on credit, through the

enthusiastic statements of our time, somewhat like the ancient

sinters whose works are no longer extant.” But merely in view
of the fact that in every continent Western works form the basis
of musical repertory and Western theory the foundation of
musical education, this assumption can probably not be sustained
In addition, comparative and methodical proofs have shown thaé
its spread throughout the world rests upon the immanent uni-
versality of Western music and its systems.

In the second place, the fate of the West as a part of the earth
is to be distinguished from the fate of Western culture as a
temporally limited cultural movement. In recent years the new
Europe, in music as in other fields, has shown through its achieve-
ment and vitality that it is not in the grip of a decline. There are
many indications that, despite the loss of political power, even
in the age of technical civilization now begun, it can and will

remain musically signiﬁcant.



