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Contemporary Music:  Change or Repetition?

by Lon W. Chaffin

When considering contemporary music, several old clichés come to mind. The first two are: "The only thing

constant is change" and "History repeats itself".  Which of these is really true?  Well, actually, both of them are

when it pertains to contemporary music. 

  

Even though the same could apply to popular music, I'm going to deal strictly with what we consider "art music"

-- those pieces that are composed for their artistic value with no intent for commercial success.  To borrow

another phrase, they are "art for art's sake." 

  

Let's consider those first statements.  If change is inevitable, how could history repeat itself?  To answer that

question, let's look back briefly on the way music developed.  It has constantly changed through the ages, as

every living language must.  Each generation of musicians inherited a tradition, an established technique, a

recognized system of doing things.  They enriched it, molded it, "improved" it, put their mark on it and passed it

along to the next generation.  Change seemed a lot slower in coming than it does now. But, there have always

been those who feel an urge, a drive, an obsession to speak the language of the day; to find a new voice; to

"march to a different drummer".  Those voices at the time were often labeled as heretical, blasphemous, and

revolutionary. 

  

Arnold Schoenberg, a musical innovator of the 20th century wrote, " I hold that it was an error to regard me as a

revolutionary.  If one only need break habit in order to be labeled revolutionary, then every artist who has

something to say and who in order to say it steps outside the bounds of the established convention could be

considered revolutionary." 

  

Through every age, there have been those who relished and pursued change and those who have planted

their roots even deeper into the soil of tradition.  From this we can see how history marches forward and stays in

place at the same time -- through the attitudes and actions of people. 

  

The musical development of the 20th century has had both the new, avant-garde voices, and the traditionalists,

but probably more so in this age than in those gone before, more have chosen to seek change, innovation, and

a musical language that speaks to modern man.  This, I believe, is not a trait isolated to the musical arts, but a

common tendency typical of our century. 

  

It seems that in 20th-century music, with every innovation came a reaction and a new direction.  Like no other

period in music history, our century has spawned a more diverse range of developments than ever before. 

  

As a brief overview of some of the major developments, let's look at which composers have shaped our musical

world.  Reacting to the German Romanticism of the late 19th century, Debussy found new ways to use harmony

and alternate scale forms to create his "impressions" of the world around him.  Ravel did the same but found

more daring ways to use dissonance. 

  

As a reaction to the Impressionists, Erik Satie became a prophet of simplicity and began a movement away from

pretentiousness and sentimentality.  Stravinsky also reacted to the Post-Romantic chromaticism and reached

into the past, pulled out traditional tonality and found new ways to use it with his technique of polytonality. 

  

Arnold Schoenberg discarded all sense of tonality and developed his 12-tone system in which every pitch

within an octave is of equal importance.  With his music, there was no distinction between consonance and

dissonance. 

  

John Cage went so far as to do away with conventional compositional technique and allowed some parameters

of the music to be left up to chance. 

  

Stockhausen somewhat abandoned traditional instruments in favor of electronic sound production. 
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Philip Glass, Steve Reich and others attempted to "wipe the slate clean" and initiated a movement called

minimalism in which a limited harmonic and melodic vocabulary is used to create music with slow subtle changes.

  

Along conventional lines, some composers worked with a more traditional harmonic vocabulary and

incorporated the original American style - jazz.  George Gershwin and Leonard Bernstein were two that fell in

this camp.  The list and the  innovations continue to grow. 

  

With contemporary music, as with so many other things in our world today, change is inevitable.  We take what

was once history, reinvent it and make something new, and what was once new then becomes old and the

cycle continues. 
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Other Types of Modulation

There are types of tonal modulation, other than the common chord method, that are found in the tonal music of 

the late 19th and early 20th centuries.  Within these methods, other types of harmonic and non-harmonic 

elements are used to link one tonal center to the next.  These common elements often involve enharmonic 

respellings.

These alternative types of modulation are commonly used to modulate to keys that are not closely related.

The fully diminished 7th chord, functioning like viiº7, can be respelled enharmonically to function in four 

different keys, allowing for a viiº7 to I (or i) progression with four different resolutions.

In each measure of the example below, the viiº7 is just a respelling of the same four pitches.

 

The German Augmented 6th chord can be respelled enharmonically to function as a V7 in the key of the 

Neapolitan.  The opposite of that is also a possibility -- any V7 can be respelled to function as a Ger+6.

Example:

 

The Neapolitan chord can also be utilized as a common link between two tonal centers.

Example:
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There is also the common tone modulation in which a single pitch becomes the link between two tonal centers.  

This common tone can also be used/respelled enharmonically.

Example:
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Prelude: Tristan und Isolde                                     Richard Wagner
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Extended Tertian Harmony

Around the turn of the 20th century composers began extending tertian harmony beyond the basic triads and 7th 

chords.  A 9th chord is created by adding an additional third on the top of a 7th chord.  An 11th chord adds a third 

on top of the 9th.  The 13th chord adds one more third.  An additional third (15th) would simply be two octaves 

above the root.

If the 9th is an octave plus a major second above the root, it is considered major.  If it is an octave and a minor 

second above the root, it is considered minor.  With 11ths and 13ths, the "major / minor" designations typically do 

not apply.  The 11ths and 13ths, if they are not part of an underlying tonal center, are generally labeled simply as 

# or b.  (See the examples below.)

The 9th chord is often seen as a dominant function (V9) with the 9th being resolved similar to the 7th, down by 

step.  When 11ths and 13ths are added, traditional resolutions and voice-leadings are no longer an issue.

These chords of extended tertian harmony can be found in the music of Debussy and Ravel, and have become 

part of the standard vocabulary of jazz.

Examples of 9th chords:

 

Often with extended chords, like the 11th and 13th, lower voices are omitted. 

Examples of 11th and 13th chords:

Note:  When a 13th chord omits no pitches, as in the example above, all the pitches from the related scale are 

included.  In the E13 above, all the pitches from the related A major scale are included in the chord.
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Polytonality

Polytonality is the simultaneous combination of different melodic or harmonic patterns, each being characteristic 

of a different key.! Polytonal passages were used on rare occasions in earlier centuries, either as curiosities or for 

humorous effect.! They occur more frequently in 20th-century music, and are often a means to powerful 

expression.! In most instances, bitonality is involved.! Bitonality is the use of only two different keys at the same 

time.  Some writers prefer to reserve the term polytonality for those few instances in which more than two keys 

are combined simultaneously. 

A well known example is the fanfare at the beginning of Igor Stravinsky's ballet, Petrushka. The first clarinet plays 

a melody in C major, while the second clarinet plays a similar melody in F sharp major:

 

Although this example consists of just two melodic lines, some examples of bitonality contrast fully harmonized 

sections of music in different keys. Examples of this rather more dissonant kind of bitonality can be found in the 

work of Charles Ives, whose use of the technique in later additions (1909-1910) to his Variations on America 

(1891) is one of the first in classical music. Earlier examples, such as Wolfgang Amadeus Mozart's Ein
musikalischer Spass, tend to use the technique for comic effect.

Debussy's works often employ nascent polytonality. Bitonality was used quite often by members of the French 

group, Les Six, and especially by Darius Milhaud, who perhaps used it more than any other composer. Many 

composers today who are interested in using tonality are also interested in bitonality, such as Philip Glass in his 

Symphony No. 2.

 Although the word bitonality is most often used when talking about relatively modern classical music (written in 

the last one hundred years or so), it is quite a common technique in folk music, especially in eastern Europe.
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Alternative Scale Structures

Alternative scale structures have been a significant resource for contemporary composers.  Using scale forms 

ranging from the pre-tonal church modes to exotic folk scales and even synthetic (contrived) scales, composers 

have devised a multitude of linear, as well as vertical, sonorities to incorporate in their music.

Below are examples of some alternative scale structures.

Church Modes (see page 35 under Theory III)

Dorian

Phrygian

Lydian

Mixolydian

Pentatonic

Octatonic

Click here to see a piece of music written exclusively with this scale.

Whole-tone
12
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Folk / Nationalistic

Synthetic
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Non-tertian harmony

Looking for new harmonic vocabulary, composers in the 20th century explored harmonies based on intervals 

other than thirds.  This non-tertian harmony includes quartal (based on 4ths), quintal (fifths), and secondal 

(2nds).

Some composers went so far as to construct vertical sonorities in extremely dense clusters or sound masses.

Below are some examples of these types of constuctions.

Quartal Harmony

 

Quintal Harmony

 

Secondal Harmony

If the selection below is analyzed, it becomes apparent that its secondal harmony, as is often the case, is 

simply quartal / quintal harmony with inverted voicing.  The example below contains exactly the same chords 

as in the example immediately above, with one voice displaced by an octave.

 

Click here to see an extended example containing this concept.

Cluster Harmony / Sound Mass

The effect of a cluster or sound mass is the minimization of individual pitches in favor of a dense timbre.
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      Sonata No. 9, Op. 68                                         Alexander Scriabin
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General William Booth Enters Into Heaven (©1935 Merion Music)
Charles Ives
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12-tone Technique

One of the most innovative developments in twentieth century music has been the technique for systematically 

ordering musical events, generally referred to as serialism. The first significant voice for this new approach to 

composition was the German composer Arnold Schönberg. 

As this concept relates to pitch, Schönberg's principle orders all twelve pitches within an octave in such a way that 

no single pitch has dominance over another.  This is contrary to tonal music in which there exists a hierarchy of 

pitch significance.  Schönberg's 12-tone system was generally referred to as the atonal method of composition 

because of its lack of tonal center.

The ordering of pitches had very specific and strict procedures.  They are as follows:

1.  The row, or series, must contain all twelve pitch-classes of the chromatic scale in a specific and predetermined 

order with no repetitions of any one pitch-class.

2.  The permissible row forms include a row's original (prime) form, inversion, retrograde, and retrograde-

inversion as well as the twelve transpositions of each. The total number of row forms (permutations) is forty-eight 

and can be represented concisely in a chart called a matrix.

 

3.  Strict atonal treatment of the row requires that:

     - no notes be doubled at the octave, 

     - tonal melodic or harmonic elements (intervals) are to be avoided, and 

     - no note should be sustained to the point where it becomes a focal pitch.

4.  In order to maintain uniformity of musical material one must make exclusive use of one row per composition.

The matrix is a concise representation of all 48 possible row permutations in a 12x12 grid. The four possible row 

forms are given by the four directions in which one can read the row notes off of the matrix for a given row.  (See 

the example below.)
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Click here to download a blank matrix form.

TTOs
Twelve-tone operators represent those operations most frequently used to transform tone rows.  They 
include:
    

Transposition (Tn)
           Moves all the pitch classes in an ordered set or tone row up by the same number of semi-
 tones.  We say a set is transposed upward by “n” semitones using the the designation Tn. 

Inversion (I)
 Vertically mirrors the original intervals in an ordered set or tone row.  For example, E, a major 
 third up from C, inverts to Ab, a major third below C. 

Retrograde (R)
            The reverse order of an ordered set or tone row 

Retrograde Inversion (RI)
            The reverse order of the inversion of an ordered set or tone row 
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by Lon W. Chaffin
Fugue for Three

Flute

Clarinet in Bb

Bassoon

!

"

"
(Score in C)

# # # # #

"
mp

$ $ %&' ( %' ) %' %(' %& %' % % %( %& %*
mf

$&( + %' $ $
, # # # # #

6

Fl.

Cl.

Bsn.

!

"

" # #
mf

$ $ %&( %'- %' %(' %&

" %( %- %. %( %&
mp

% %. %. %(. %&
+ %' %&* ( %) % % %& % % %' %' %&' ( %'-

, # # # #

10

Fl.

Cl.

Bsn.

!

"

"
%' %. %* %(* %& %*

f

$&( + %' $ $ %&( %- %. %(. %&

" %' %' %&' % %*
mf

% % %&* ( %- % %
f

% % %( %- % % %& % % % %. %&. ( %.-
, # # # #

14

Fl.

Cl.

Bsn.

!

"

"
mf

%. %. %' %(' % %* %' ( %- % % %& % % %' %' %&* ( %'-

"
mf

% %. %&. % %' % %* % %' %&' % %' %' %&' %' %' %' %'

, #
f

$ $ %' ( %' ) %' %(' %&

32



35

17

Fl.

Cl.

Bsn.

!

"

"
%' %' %* % %*

f

% % %&( %- % %
ff

% % %&( %- %' % %&

" %' % % %& %
f

% % % % %& %'
ff

% % %& % % % %

, % %* % %( %& %*
ff

$&( + %' $ $

20

Fl.

Cl.

Bsn.

!

"

"
f

% % % % %&. (
mf

%.- % % %&. % %.
mf

% % %* %* %' %' %' %' % % � %*-
"

f

%& % % %&.
mf

%. % %& %. %. %.
mf

%' % %&) � %' %' %' %' $
, %&( %- %. %( %&

f

% %. %. %(. %& %'
mf

%&) � 
 %. %. % % % %.

23

Fl.

Cl.

Bsn.

!

"

" % % % % % % � %'- %( % % % % % %

" 
 % % %' % $ % %. %. % % % %* %* %'
, %- � 
 % % %' %' % % % % % % % % % %

25

Fl.

Cl.

Bsn.

!

"

"
f

%( %' % %' % % %' % %. % %& %' %' % % %' %' %&' %* % %

"
f

% % % % % % %' %' %' %

 %* % %& % 
 % % %&

,
f

%' % % %' % % %' %' %' %' %' %&' 
 % % %' % % %&' 
 % % %

2

33



36

28

Fl.

Cl.

Bsn.

!

"

"
mf

% 
 
 # #

"
mf

% 
 
 

mf % % %&( % %' %( % %' %' %' %' %*

,
mf

% % %&( % % %( % %' %' %' %' %' $*
mp

$ %' %' %'
31

Fl.

Cl.

Bsn.

!

"

"
mf

% % %&( %' %' %(' %' %' %' %* %* % %' %' %( % % %( % % %. % %.

"
mp

% % %&' %' %' %* $'
mf

% % %&( % % %
, $ $' %' %* %* $' 


mf

% %
34

Fl.

Cl.

Bsn.

!

"

" %. %. %( %' %* %(' %' % % % % 
 %' %' % %
" % %. %. %. %. %' %' %' ( % % % % %* %. 

, %&( % %' %' %' %' % % %* % % % %. %. %. %' %*

36

Fl.

Cl.

Bsn.

!

"

" % 
 %' % % %
f

% % %' % %'- � % %' %' %' %' %*

" 
 %* %' %' %' %' 
 

f

% %' %' %' % %' %'
, % % % % %. 


f

% % % % % %' $' 


3

34



37

38

Fl.

Cl.

Bsn.

!

"

"
%* % % %' % % %(* % % %. %. %' %' %* %* % 
 


" % % %) � % % % %' % %. % % %. %. %. %* %* %' %' % % % % %* %.
, # %. %. %* ) � %' % %' %' %* % % %' %' % % %* %(
41

Fl.

Cl.

Bsn.

!

"

" # %* %* % % %' %( % % % % % %( %. %( 
 


" %* %. %' %* %' % % % % % %' % % %( % %( 
 %. %(. 

, %. % %' %' %' %' % %* % 
 
 % % % %( % %(. % %(.
44

Fl.

Cl.

Bsn.

!

"

" %' 
 % %* % $ 
 #
mf

� %- % %( %& % $( + %'

" %' %' % $ #
mf

%' ( %' ) %' %(' %& $'
mp

$* $( 

, %' %' $

mf
$ $ $

mp

$ � $( 


49

Fl.

Cl.

Bsn.

!

"

" $ $ $
mp

$. �'
mf

%( %- % % %

" #
mf
%( %) %. %( %& $

mp
$' $' $

, # #
mf

� %'- %' %(' %& %' $
mp
$

4

35



38

53

Fl.

Cl.

Bsn.

!

"

"
% %' $' %' 
 %* % %. %

"
mf

� %- %' %' $' 
 %* % % % %

, $
mf

� %'- %' %' %' %* % % %) � % % %. %.

55

Fl.

Cl.

Bsn.

!

"

" %. %' %' %* %' %' % %( 


" % %. %. %. %. %* %(' 
 %* %* % %

, % %. %(. 
 %' % % % %' %' %(

56

rit.

rit.

rit.

Fl.

Cl.

Bsn.

!

"

"
f

% % % % % % %. %. % % %. %.
ff

%' %' % %' %(
�

%� %( % %' %' %' �

"
f

% % %( 
 %' %' %'
ff

% %' % %( � %� %( % %' % % �

, 

f

% %. %(. % % %(.
ff

%' %' %( %' ( � %� %( % % %' �

5

36



39

37



38



40
Set Theory

What is Musical Set Theory?

After Brahms, tonality in Western music began to break down. Whereas before composers had relied upon a 

specific key area to organize the notes they wrote (e.g. a concerto in C-Sharp Minor).  The idea of having such 

a tonal “home-base” had grown stale by the turn of the 20th century. 

Composers needed a new system to organize their pitches. Arnold Schoenberg spearheaded the move away 

from tonality and began writing atonal music around 1908. By 1923, he had fully developed a “12-tone” system 

of pitch organization, in which the composer arranges all twelve unique pitches into an ordered row and 

performs various manipulations on that row to generate pitch content for a composition. This system is usually 

referred to as !serialism."

Set theory is not the same as serialism, but the two share many of the same methods and ideas. Set theory 

encompasses the notion of defining sets of pitches and organizing music around those sets and their various 

manipulations. Set class analysis refers to the efforts of music theorists to reveal the systems that composers 

like Schoenberg and his followers used to organize the pitch content of their works. Keep in mind that sets and 

set classes determined pitch content only; the composers remained free to fashion all other aspects of the 

music according to their artistic desires (at least until super-serialism, a philosophy of subjecting every aspect 

of the music to serial techniques, came into fashion in the 1950s).

In their day, Mozart, Haydn, and Beethoven were collectively referred to as “The Viennese School” of 

composers. Schoenberg"s ideas about music were so unorthodox and so radically changed the face of music 

history, that together with two of his students from Vienna, Alban Berg and Anton Webern, they are called “The 

Second Viennese School.”

What is a Pitch Class Set?

A Pitch Class Set is simply an unordered collection of pitches. The 12 unique pitches on the keyboard, or pitch 

classes, are numbered from 0 to 11, starting with !C". For example, the pitch class set consisting of the notes 

C, E, and G would be written as (047). It is a common practice to use the letters T and E for the numbers 10 

and 11 to avoid confusion when noting sets.  It also eliminates the need to use commas between the numbers.

Set class (016) was so popular with Schoenberg and his disciples that it has been nicknamed “The Viennese 

Trichord.”

What does it mean to invert a set?

A melody is inverted by swapping the direction of its intervals. If the original goes up a minor third, the 

inversion goes down a minor third. In set theory, any note can be inverted by subtracting its value from 12. 

(The inversion of 1 is 11, the inversion of 2 is 10, etc. 0 and 6 invert onto themselves.) 

If you map a set onto a clockface, the inversion of that set is its mirror image on the clock. The axis of inversion 

lies on the line between the 0 and the 6 on the clockface, so when you invert a set it looks like it was flipped 

horizontally.
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What is Normal Form?

Pitch sets can be put into Normal Form, which is an ordering of the pitches in the set which is deemed the 

most “compact.” Compact ordering means that the largest of the intervals between any two consecutive 

pitches is between the first and last pitch listed. If you look at a pitch set graphed on a clock face, the normal 

form will be the clockwise spelling of the set that traverses the smallest distance on the circumference of the 

circle. 

The set (2,9,10), for example, is not in normal form because the interval between 2 and 9 (7) is larger than the 

intervals between 9 and 10 (1) or between 10 and 2 (4). To put the set (2,9,10) into normal form, you would 

spell it (9,10,2). That way the largest interval is “on the outside.”

If there is no single interval that is larger than all the others, then the normal form is the representation of the 

set that is “packed most tightly to the left,” that is, the representation where smaller intervals are closer to the 

beginning of the set and larger intervals are nearer to the end.

For example, (0,2,3,7) is packed more tightly to the left than (0,4,5,7) because the largest interval on the inside 

of (0,2,3,7) is between the 3 and the 7 (or “to the right”), whereas the largest interval on the inside of (0,4,5,7) 

is between the 0 and the 4, closer to the left. Both of these sets are in normal form, but the first is “packed 

more tightly to the left.”

What is Prime Form?

If you obtain the normal form of a set and the normal form of its inversion, then its prime form would be the 

more tightly packed of the two normal forms, transposed to begin on zero. 

For example, consider the set (7,8,2,5), which we"ll call set A. Here is how we would calculate its prime form:

1.  The normal form of A is (2,5,7,8). 

2.  The inversion of A is (5,4,10,7). 

3.  The normal form of A inverted is (4,5,7,10). 

4.  Since (4,5,7,10) is packed more tightly to the left than (2,5,7,8), we transpose (4,5,7,10) to begin on zero 

and get (0,1,3,6) as the prime form.

Why is this useful? 

Prime form is an abstraction of set classes that gives a unique “picture” of that particular collection of notes. If 

two sets have the same prime form, we can be assured that they will sound similar to one another. Sets with 

the same prime form contain the same number of pitches and the same collection of intervals between its 

pitches, hence they are in some sense aurally “equivalent,” in much the same way that all major chords are 

aurally equivalent in tonal music.

Prime form representations are also referred to as “Set classes.” Sets whose prime forms are identical are said 

to belong to the same set class. For example, the pitch class sets (127), (823), and (0E6) all belong to set 

class (016).

What is a Forte Number?
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What is Normal Form?

Pitch sets can be put into Normal Form, which is an ordering of the pitches in the set which is deemed the 

most “compact.” Compact ordering means that the largest of the intervals between any two consecutive 

pitches is between the first and last pitch listed. If you look at a pitch set graphed on a clock face, the normal 

form will be the clockwise spelling of the set that traverses the smallest distance on the circumference of the 

circle. 

The set (2,9,10), for example, is not in normal form because the interval between 2 and 9 (7) is larger than the 

intervals between 9 and 10 (1) or between 10 and 2 (4). To put the set (2,9,10) into normal form, you would 

spell it (9,10,2). That way the largest interval is “on the outside.”

If there is no single interval that is larger than all the others, then the normal form is the representation of the 

set that is “packed most tightly to the left,” that is, the representation where smaller intervals are closer to the 

beginning of the set and larger intervals are nearer to the end.

For example, (0,2,3,7) is packed more tightly to the left than (0,4,5,7) because the largest interval on the inside 

of (0,2,3,7) is between the 3 and the 7 (or “to the right”), whereas the largest interval on the inside of (0,4,5,7) 

is between the 0 and the 4, closer to the left. Both of these sets are in normal form, but the first is “packed 

more tightly to the left.”

What is Prime Form?

If you obtain the normal form of a set and the normal form of its inversion, then its prime form would be the 

more tightly packed of the two normal forms, transposed to begin on zero. 

For example, consider the set (7,8,2,5), which we"ll call set A. Here is how we would calculate its prime form:

1.  The normal form of A is (2,5,7,8). 

2.  The inversion of A is (5,4,10,7). 

3.  The normal form of A inverted is (4,5,7,10). 

4.  Since (4,5,7,10) is packed more tightly to the left than (2,5,7,8), we transpose (4,5,7,10) to begin on zero 

and get (0,1,3,6) as the prime form.

Why is this useful? 

Prime form is an abstraction of set classes that gives a unique “picture” of that particular collection of notes. If 

two sets have the same prime form, we can be assured that they will sound similar to one another. Sets with 

the same prime form contain the same number of pitches and the same collection of intervals between its 

pitches, hence they are in some sense aurally “equivalent,” in much the same way that all major chords are 

aurally equivalent in tonal music.

Prime form representations are also referred to as “Set classes.” Sets whose prime forms are identical are said 

to belong to the same set class. For example, the pitch class sets (127), (823), and (0E6) all belong to set 

class (016).

What is a Forte Number?

Allen Forte, perhaps the most important music theorist of our time, catalogued every possible prime form for 

sets with 3-9 members and ordered them according to their interval content. He gave each of these prime 

forms a name, like “5-35.” The first number is an index of how many pitches are in the set, the second number 

was assigned by Dr.�Forte. 

The complement of a set consists of all notes not in the set. Complement sets share the same catalog number 

in Forte"s classification system (e.g., the complement of 5-35 is 7-35).

Here is a brief list of just a few popular forte numbers:

Allen Forte is on the music faculty at Yale University. He introduced this system of numbering the prime forms 

in his 1977 book titled The Structure of Atonal Music.
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Chromatic Pitch Set (CPS) “Clock”
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20th-Century Movements

Impressionism

Impressionism was a term at first used mockingly to describe the work of the French

painter Monet and his circle, who later made use of the word themselves. It was

similarly used to describe an element of vagueness and imprecision coupled with a

perceived excess of attention to color in the early music of Debussy, who did not

accept the criticism or the label, although his harmonic innovations and approach to

composition have points in common with the ideals of Monet.

It was a style whose artistic language included suggestive colors, lines, words,

melodies, and harmonies.  The listener, viewer, and reader were called upon to

supply the details and complete the images.  Led by Debussy, composers denied

both the objectivity of programmatic composers and the pathos of the Romantic

idealists.  Impressionistic music was a music of coloristic effects, of vague harmonies,

and loosely knit forms.

Composers / Examples

Debussy
Prelude to the Afternoon of a Faun (1894)

Pelleas et Melisande (1902)

La Mer

Estampes (1903)

Images (1905)

Ravel
Miroirs (1905)

Gaspard de la nuit (1908)

Jeux d'eau (1911)

Delius
Sea Drift (1904)

On Hearing the First Cuckoo in Spring (1912)

Respighi
The Fountains of Rome (1917)

The Pines of Rome (1924)

Roman Festivals (1929)

Primitivism

Primitivism was a reaction from the over-refinement of such artists as Debussy and

Ravel.  Its adherents favored simple, clear-cut tunes of folk character that revolved

around a central note and moved within a narrow compass; massive harmonies

based on block-like chords moving in parallel formation with harshly percussive

effect;  ostinato rhythms repeated with an almost obsessive effect and a rugged

orchestration featuring massed sonorities which contrasted sharply with the

coloristic subtleties of the Impressionists.

20th-century composers found inspiration not only in African music but also in the

songs and dances of the borderlands of Western culture -- southeastern Europe,

Asiatic Russia, and the Near East.  Out of the unspoiled, vigorous folk music of

these regions came rhythms of an elemental power that tapped fresh sources of

feeling and imagination.

Composers / Examples
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Bartok

Allegro barbaro (1911)

Stravinsky
The Rite of Spring (1913)

Expressionism

Term taken over from the visual arts and used, more or less metaphorically, for music

written in a deeply subjective and introspective style.  The composition of such

music is roughly lined in inspiration with the German school of expressionist

painters.  These painters sought to go beyond the purely visual appearance and to

depict the artist's subjective interpretation of reality, using distortion, exaggeration,

symbolism, etc.

Composers / Examples

Schoenberg
Verklärte Nacht

Pierrot Lunaire (1912)

Erwartung

Berg
Wozzeck (1922)

Lulu

Webern (to some extent)

Neoclassicism

Neoclassical style in music indicates a 20th century eclectic return by some

composers to various styles and forms of earlier periods, whether classical or

baroque.  One of the main achievements of Neoclassicism was the revival of the

absolute forms -- symphony, concerto, sonata, and various types of chamber music. 

Equally significant was the return to the forms of the pre-romantic eras such as suite,

divertimento, toccata, concerto grosso, fugue, passacaglia, and chaconne.

(See the article Neoclassicism)

Composers / Examples

Stravinsky
Pulcinella (1920)

Octet (1923)

Symphony of Psalms (1930)

Symphony in C

Concerto for Piano and Wind Orchestra

Hindemith
Ludus Tonalis (1942)

Schoenberg
Suite for Piano Op. 25 (1923)

Satie
Socrate

Prokofiev
Classical Symphony

Serialism

Serialism is the important 20th century compositional technique that uses, as a basis
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of unity, a series of pitches (the original concept was to use all twelve semitones in

the octave) in a certain order, which may then be taken in retrograde form, in

inversion and in retrograde inversion, and also in transposition. The technique, an

extension of late romantic chromaticism, was formulated by Arnold Schoenberg in

the 1920s followed by his pupils Alban Berg and Anton Webern, and thereafter by

many other composers. Problems arise for the listener in the difficulty of hearing the

series, however visually apparent from the written score.

Serialism may also extend to the other elements of musical construction, such as

vertical sonorities (harmony), rhythm, dynamics, timber, etc.

Composers / Examples

Schoenberg
Suite for Piano Op. 25 (1923)

Berg
Lyric Suite (1926)

Webern
Three Traditional Rhymes Op. 17

Boulez
Structures I for Two Pianos

Stockhausen
Piano Pieces I-IV

Stravinsky
Canticum Sacrum (1955)

Threni (1958)

Movements (1960)

Luigi Nono
Il Canto Sospero (1956)

Messiaen
Mode of Values and Intensities

Babbitt
Three Compositions for Piano (1947)

2nd and 3rd String Quartets

Canonical Form (1983)

Indeterminacy / Aleatory (Chance) Music

Music of the mid-20th century in which the composer assigns a major creative role to

the performer.  In such music, the composer may provide a set of detailed materials

or a vague outline of the entire piece, leaving the order of execution or the filling in

of details to the performer.  If the performer is to work out the actual pitches and

rhythm, the composer will normally abandon traditional musical notation and work out

one that will convey his particular ideas.  The shape of a musical gesture (phrase)

may be suggested by a line, for example, or intensity or duration by the size of the

figure.  Different performances of the same work may vary greatly, and the receptivity

and imagination of the performer becomes of far greater importance than in

traditional music.

Since neither composer nor performer is necessarily bound by the limitations of

metrical rhythm, great rhythmic freedom may be achieved in chance music.  In

addition to traditional vocal and instrumental sound, tonal resources comprise also

vocal and instrumental sounds produced in abnormal fashion and sounds from

extramusical sources (e.g., striking or dragging of chairs or stands).  Intensive

interest in chance music began in the 1950's with works of such diverse composers

as Stockhausen and Cage.
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Composers / Examples

Milhaud
Cocktail (1921)

Stockhausen
Cage

Music of Changes (1951)

Music for Piano (1956)

4' 33"

Concert for Piano and Orchestra

Minimalism

The Minimalist concept began in the 1960's with a group of young composers who

began exploring the possibilities of working with extremely reduced resources from

which to draw.  They limited themselves to very basic, "minimal" musical elements. 

Although they were influenced by John Cage, these composers moved off in a

completely different direction, rejecting indeterminacy and attempting to bring music

back to a more elemental basis.

(See article Minimalism)

Composers / Examples

LaMonte Young
String Trio (1958)

Composition 1960 No. 7

Death Chant (1961)

I Can't Stop (1963)

Terry Riley
In C (1963)

Steve Reich
Piano Phase (1967)

Music for 18 Musicians (1976)

Vermont Counterpoint (1982)

Nagoya Marimbas (1994)

City Life (1995)

Proverb (1996)

Philip Glass
Music in 5ths (1969)

Music in Similar Motion (1969)

Einstein on the Beach (1975)

Satyagraha (1980)

Akhnaten (1983)

Monsters of Grace (1998)

John Adams
Harmonium

Harmonielehre

Shaker Loops

The Chairman Dances

Fearful Symmetries

Nixon in China (1987)

The Death of Klinghoffer (1991)

I Was Looking at the Ceiling and then I Saw the Sky

Electronic Music
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Music drawing on tonal resources made available through modern recording

techniques and electronic generation of sound.  Composers began to draw on

these resources shortly before the mid-20th century, and have already evolved a

variety of compositional procedures and styles.

Musique concrete

Employs primarily material gathered from sources previously

considered as nonmusical -- that is, noises of all varieties.  These are

dissected, transposed, amplified, and otherwise manipulated

electronically.  The resultant sounds are recorded on tape and then

assembled to form musical patterns.

Pierre Schaeffer
Etude aux chemins de fer (Study on a Railway) (1948)

Messiaen
Timbres-dureés

Varèse
Poème electronique (1958)

Electronic Sound Production

European composers of electronic music made extensive use of

sound produced by electronic means.  Electronic generators, used in

combination with filters, modulators, and similar devices may produce

either nearly pure sounds or complex ones, with any number of

harmonics, with any given order of emphasis.  They may also produce

irregular sounds or noises.  Any of the resources listed above may be

combined with traditional sources of musical sounds, such as voice or

orchestra.

Karlheinz Stockhausen
Kontakte

Gesang der Jünglinge

Luigi Nono
Pauline Oliveras

Bye Bye Butterfly
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Neoclassicism

Principles

Neoclassicism had its most articulate spokesman in Igor Stravinsky.  He moved

from the Post-Impressionism of "The Firebird" through the Primitivism of "The Rite of

Spring" to a more controlled classicism of his maturity.  He consistently preached the

formal above the emotional elements in art.  "I can not compose until I have decided

what problem I must solve."  The problem was always aesthetic, not personal.  He

wrote, "I evoke neither human joy nor human sadness."

Stravinsky's doctrine represented an effort on a grand scale to purge music of

pictorial, literary, and ethical meanings. His aim was to draw the listener's attention

away from his own emotions and to concentrate it on the tones instead, although in

the later phase of his career he departed from this doctrine to a philosophy which no

longer separated life from art.

One of the main achievements of Neoclassicism was the revival of the absolute

forms -- symphony, concerto, sonata, and various types of chamber music.  Equally

significant was the return to the forms of the pre-romantic eras such as suite,

divertimento, toccata, concerto grosso, fugue, passacaglia, and chaconne.

The music of the romantics had adhered to a melodic style based on the voice, but

the neoclassicists favored an instrumental melody that made use of wider intervals

and a more extended range.  Harmonically, they moved away from the chromaticism

of the post-Wagnerian style to pandiatonicism, based on the seven tones of the

diatonic scale.  In contrast to the multitude of sharps and flats in the early 20th

century, it favored a sparing use of accidentals and showed an affinity for the key of

C major.  Many pages of neoclassic music were prime examples of the term "white

music" coined during this period.

The composers of the Neoclassic period focused their attention on elegance of

style and purity of taste.  In exalting the how over the what, they were led to the 

classical virtues of order, discipline, balance, and proportion.

Composers

The New Classicism attracted musicians of a certain taste and temperament --

especially those who were fascinated by  formal perfection and inclined to separate

art from life.  It drew artists as dissimilar as Schoenberg and Hindemith, Bartok

and Milhaud, Honegger and Prokofiev, Aaron Copland and Roger 

Sessions.  Taken in its broadest sense, it can be seen to have influenced most of

the prominent figures of the 1920's and 30's.

Examples

The Neoclassical aesthetic dominates Stravinsky's "Symphonies of Wind 

Instruments" (1920).  The instrumental works that followed incarnate the principle of

the old concerto grosso -- pitting contrasting tone masses against each other.  This

"return to Bach" crystallized in the "Octet," the "Piano Sonata," the "Concerto" for 

piano and wind orchestra, and the "Serenade in A," all of which date from the years

1923-25.

Stravinsky's classical period culminates in several major compositions.  Three of

these are "Oedipus Rex" (1927), an opera-oratorio, the ballet "Orpheus" (1947),
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and the "Symphony in C" (1940) which pays tribute to Haydn and Mozart.  His ballet

"Pulcinella" (1920) is based on an 18th-century theme by Pergolesi. "Symphony of 

Psalms" contains a double fugue in the 2nd movement and the third movement is in

a version of Sonata-Rondo form.

In respect to form Hindemith was a traditionalist.  His models were the great

contrapuntal forms of the Baroque:  concerto grosso, passacaglia and chaconne, 

toccata and fugue; also the balanced form of the Classical sonata.  His work "Ludus 

Tonalis" (1942) for piano,was modeled after Bach's "Well Tempered Clavier."  It

contains 12 fugues in 12 different key centers, along with 11 interludes, a prelude

and a postlude (the postlude being the retrograde of the prelude).

Chamber music occupies a central place in Hindemith's output.  The compositions

entitled "Kammermusik," for various combinations of instruments, are flanked by a

long list of solo sonatas, duo, trios, quartets, quintets, and concertos.

Hindemith helped revive the spirit of Classical chamber music in unpretentious

works that could by played by amateurs at home as well as by professionals on

stage. A fine example of this is his "Kleine Kammermusik" (Small Chamber Music),

Opus 24, No. 2, for five winds, which he wrote in 1922.  The five instruments are

flute, oboe, clarinet, horn, and bassoon.  The following is a brief overview of this

work.

The first movement is in common time (4/4) and boasts a strong

energetic rhythm.  The opening melody, marked by broad, undulating

curves, is rich in motives that are capable of growth and development. 

Hindemith weaves a closely knit texture where each of the motives can 

work out its own destiny.

The second movement is a kind of parody-waltz with a roguish lilt.  The

main idea is a wide-ranging melody introduced by clarinet and echoes

a tone lower (in sequence) by the piccolo, which replaces the flute in

this movement.  The lower wind instruments mark the waltz rhythm

very effectively without the use of percussion.

In the third movement we encounter a structure typical of Hindemith --

a slow movement that encloses a faster, more eventful middle section. 

There's a hushed ostinato rhythm, repeated over and over again 

under a flowing melody.

The fourth is a brief interlude which alternates cadenza-like passages

in each of the instruments.  The effect of this movement is a dialogue

between strict and free rhythm and an exchange of color.

The final movement utilizes syncopated passages and the subtle 

shifting of metrical accents. 

 

(See also 20th Century Movements)
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The Second Viennese School of Composers

At the beginning of the 20th century, Vienna, the city that had seen the birth of the classical

symphony, was to become the center of the transformation of classical tonality.  The author of that

transformation was

Arnold Schoenberg.

His music is steeped in:

contrapuntal principles,

complex relationships between the vertical and the horizontal,

and in concepts of total form.

He is credited with the idea of the twelve-tone system of composition.

Schoenberg was the only one of the major composers of the early part of the century to have had

pupils, and two of these,Alban Berg and Anton Webern, have played a major role in the

development of modern creative ideas.  These three composers were so closely associated, both

musically and personally, they came to be referred to as "The Second Viennese School".  Even

after their formal training ceased, both students still considered Schoenberg their mentor and

advisor.

(See An Overview of Schoenberg's Music)

Despite their common musical attitudes and links with Schoenberg, both Berg and Webern

developed unique musical styles in separate directions.

Berg

expanded Schoenberg's chromatic vision

into large forms,

dependent on tradition

and psychological insight.

Webern

worked in almost the opposite direction --

towards the isolation of the single event,

the disassociation of adjacent events

into the context of the total interrelationship of the whole.

Although the tendency toward more concise compositions was evident in the school, 

Schoenberg and Berg only briefly maintained this approach while Webern seems to have had a

life-long obsession with this concept.

Webern

responded to the radical portion of Schoenberg's doctrine.  Building on his mentor's doctrine of

perpetual variation, Webern:

suppressed all repetitive material.

He abandoned the spacious Classical forms in favor of extreme compression.

He placed the utmost expressive value on each sonority

and the most precise instructions as to how the individual tone is to be produced.

He applied Schoenberg's principle of the nonrepetition of pitches of color.  There are

passages in his works where each tone in a melodic line is played by a different instrument.

Webern was the one who cut himself off most completely from the tonal past.  He never accepted

60



59
even the limited coexistence of tonal and atonal elements which is to be found in the works of

Schoenberg and Berg.  The interval became the basic structural element in his music, ultimately

taking the place of the theme.  Major sevenths and ninths, major and minor thirds and their

derivatives are the most important intervals in his music.

His Music

Like Berg, he developed rapidly under Schönberg's guidance, achieving a fusion of

Brahms, Reger and tonal Schönberg in his orchestral Passacaglia, already highly

characteristic in its modest dynamic level and its brevity.

His songs of 1910-25 show a reintroduction of traditional formal patterns before the

arrival of serialism.  His adoption of the 12-note method can be seen in the Three 

Traditional Rhymes (1925).

Webern soon recognized that the 12-note principle sanctioned a severity and 

virtuosity of polyphony that he could compare with that of the Renaissance masters

he had studied. Unlike Schönberg, he never again sought to compose in any other

way.  Rather, the highly controlled, pure style of his Symphony appears to have

represented an ideal which later works could only repeat, showing different facets.

His use of the series as a source of similar motifs, especially in instrumental works,

merely emphasizes the almost geometrical perfection of this music.

Unlike Webern,

Berg:

exploited the more conservative elements of Schoenberg's doctrine.

His art issues from the world of German Romanticism.

He tends to incorporate tonal elements into the twelve-tone language.

For him, the musical gesture is bound up with character and action, mood and atmosphere.

Where Berg showed himself as a true Schoenbergian is in his mastery of contrapuntal

structure and perpetual variation.

Berg's unique achievement was to humanize the abstract procedures of the Schoenberg

technique and to make them more accessible to listeners.

His Music

He wrote songs as a youth but had no serious musical education before his lessons

with Schoenberg, which began in 1904.

Berg's Piano Sonata op.1 (1908) is still tonal, but the Four Songs op.2

(1910) move away from tonality and the op.3 String Quartet (1910) is wholly 

atonal; it is also remarkable in sustaining, through motivic development, a larger span

when the instrumental works of Schönberg and Webern were comparatively

momentary.

Then came the Five Songs for Soprano op.4 (1912).  This was Berg's first

orchestral score, and though it shows an awareness of Schoenberg, Mahler and

Debussy, it is brilliantly conceived and points towards "Wozzeck" - and towards

12-note serialism, notably in its final passacaglia.

Berg produced another set of compact statements, the Four Pieces for clarinet

and piano op.5 (1913), then returned to large form with the Three Orchestral 

Pieces op.6 (1915), a thematically linked sequence of prelude, dance movement

and funeral march.
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The Golden Mean and Fibonacci Series

Some 20th-century composers and writers have been interested in the "golden mean" or "golden section," a

proportion used for centuries in art and architecture to obtain aesthetically pleasing designs.  The golden mean

is the division of a whole into two unequal parts such that the ratio of the smaller to the larger is the same as that

of the larger to the whole.

To understand this ratio, consider a line AC with line segments AB and BC.  If the proportion of AB to BC is the

same as the proportion of BC to the whole line, AC, then AC is segmented according to the golden mean.  This

relationship can be expressed as:

AB      BC 

----  =  ---- 

BC      AC

Integers (whole numbers) that approximate the golden mean can be generated by means of a Fibonacci 

Series, an endless series of numbers in which each number is the sum of the previous two.  The farther you

go in the sequence, the closer you get to the true value of the golden mean.

Integers:        1        2        3        5        8        13        21         34        etc. 

Ratios:               .5     .67      .6     .625   .615    .619     .618

The most obvious way that this ratio can be applied musically is in the proportions of a musical form.  For

example, the beginning of "Minor Seconds, Major Sevenths," from Bartok's Mikrokosmos, could be subdivided

in this way:

meas. 8   =  Strong cadence; first whole-note chord 

meas. 21 =  Strong cadence; first appearance of "glissando" 

meas. 34 =  End of long accelerando and of the first main section

(Click here to see the printed music.)

There is some evidence that Bartok (and Debussy) used the golden mean not only in formal proportions but in

other aspects of his music as well, and this is also true, if to a lesser extent, of some other 20th-century

composers.

Musical frequencies are based on Fibonacci ratios

Notes in the scale of western music have a foundation in the Fibonacci series, as the frequencies of musical

notes have relationships based on Fibonacci numbers:
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Fibonacci

Ratio

Calculated

Frequency

Tempered

Frequency 

Note in

Scale

Musical

Relationship

When

A=432 *

Octave

below

Octave

above

1/1 440 440.00 A Root 432 216 864

2/1 880 880.00 A Octave 864 432 1728

2/3 293.33 293.66 D Fourth 288 144 576

2/5 176 174.62 F Aug Fifth 172.8 86.4 345.6

3/2 660 659.26 E Fifth 648 324 1296

3/5 264 261.63 C Minor Third 259.2 129.6 518.4

3/8 165 164.82 E Fifth 162 (!) 81 324

5/2 1,100.00 1,108.72 C# Third 1080 540 2160

5/3 733.33 740.00 F# Sixth 720 360 1440

5/8 275 277.18 C# Third 270 135 540

8/3 1,173.33 1,174.64 D Fourth 1152 576 2304

8/5 704 698.46 F Aug. Fifth 691.2 345.6 1382.4

The calculated frequency above starts with A440 and applies the Fibonacci relationships.  In practice, pianos

are tuned to a "tempered" frequency to provide improved tonality when playing in various keys.

* A440 is an arbitrary standard.  The American Federation of Musicians accepted the A440 as standard pitch

in 1917.  It was then accepted by the U.S. government its standard in 1920 and it was not until 1939 that this

pitch was accepted internationally.  Before recent times a variety of tunings were used.  It has been

suggested by James Furia and others that A432 be the standard.  A432 was often used by classical

composers and results in a tuning of the whole number frequencies that are connected to numbers used in

the construction of a variety of ancient works and sacred sites, such as the Great Pyramid of Egypt.  The

controversy over tuning still rages, with proponents of A432 or C256 as being more natural tunings than the

current standard.
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Bela Bartok
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Minimalism

Concept

The Minimalist concept began in the 1960's with a group of young composers who

began exploring the possibilities of working with extremely reduced resources from

which to draw.  They limited themselves to very basic, "minimal" musical elements. 

Although they were influenced by John Cage, these composers moved off in a 

completely different direction, rejecting indeterminacy and attempting to bring music

back to a more elemental basis.

Composers, Techniques, and Examples

The initial leading figure in this movement was LaMonte Young.  He was drawn to

the music of Webern but focused on the sparseness of texture and the basic static 

quality of his music.

While still a student in California, Young wrote his "String Trio" in 1958.  The work's

opening five minutes contains only three notes, one for each of the instruments. 

Each instrument slowly enters, one by one, until all are playing.  They sustain the

three pitches for a very long time before dropping out, slowly, again, one by one. 

After a long silent break, a new event begins the next section.

In Young's Death Chant (1961),  A diatonic melody is sung in unison by a male

chorus.  It begins with two notes, then adds one more note each time it is repeated,

until it reaches five notes then the process is repeated.

A fellow student and friend of Young, Terry Riley was probably the first minimalistic 

composer to concentrate almost exclusively on constantly repeating melodic

patterns, which he recorded and played by way of a tape loop.

Steve Reich took up Riley's idea of repetition with tape loops and expanded it to

encompass multiple loops and instrumental performance.  He became fascinated

with the possibilities of "phase shifting" where identical loops were played

simultaneously but at slightly different speeds.  The result was a pattern that started

together, then the two gradually moved apart, "out of phase," then ultimately

rejoined in synchronization.  Reich's earliest instrumental piece to incorporate this

technique was "Piano Phase" (1967) for two pianos.

Reich's "Nagoya Marimbas" (1994) is similar to his work of the 60s in that there are

repeating patterns played on both marimbas, one or more beats out of phase.  His

work "City Life" (1995) incorporates live instruments with digitally sampled and

repeated "natural" sounds such as speech, jack hammers, car horns, door slams, air

brakes, subway chimes, car alarms, heartbeats, and fire and police sirens.  "Proverb"

(1996) is a piece, based on the phrase "How small a thought it takes to fill a whole

life," for three sopranos, two tenors, two electric organs and vibraphones.  The

sopranos sing the text in a canonic setting in which the canon actually gets longer

with each repetition;  the tenors sing duets in short rhythmic phrases;  the organs

double the voices and fill in the harmony; and the vibraphones emphasize the

shifting meter.

The music of Philip Glass is similar to Reich's in that it incorporates steady rhythmic

pulsation, constant repetition, and a limited range of pitch material.  It also utilizes the

concept in Young's "Death Chant" of additive melody, but expands it to a 

melodic-rhythmic framework.
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Since the middle 1970's, Glass has focused his creative forces toward works for the

stage, Einstein on the Beach (1975), Satyagraha (1980), and Akhnaten (1983).  His

most recent work is another stage piece with "Einstein" collaborator Robert Wilson,

entitled Monsters of Grace.  (See the article The Operas of Philip Glass)

Glass has described the kind of response required of listeners to fully appreciate his 

music as "one in which neither memory nor anticipation has a place in sustaining the

musical experience.  It is hoped that one would then be able to perceive the music

as a 'presence,' freed of dramatic structure, a pure medium of sound."  In this type of

listening, the listener loses himself, thus the popular term, "trance music."

Although Reich and Glass have in recent years included larger and larger resources

in their music, the term "minimalism" is still the label most often used.

The "new" minimalism is championed by the composer John Adams.  His creative

output spans a wide range of media: works for orchestra, opera, video, film, and

dance, as well as electronic and instrumental music.  Such pieces as Harmonium,

Harmonielehre, Shaker Loops, and The Chairman Dances are among the best

known and most frequently performed of contemporary American music. In these

works he has taken minimalism into a new and fresh terrain characterized by

luminous sonorities and a powerful and dramatic approach to form.  Adams has, in

his mature work, harnessed the rhythmic energy of Minimalism to the harmonies and

orchestral colors of late-Romanticism. Concurrently he has introduced references to

a wide range of 20th century idioms - both 'popular' and 'serious' - in works such as

his two operas and the wittily eclectic orchestral piece "Fearful Symmetries", which 

touches on Stravinsky, Honegger, and big-band swing music.

Adams's two operas, Nixon in China (1987) and The Death of Klinghoffer (1991) 

have been among the more controversial and widely seen stage events in recent

history.  His newest stage work is a collaboration with Peter Sellars and librettist June

Jordan; entitled "I Was Looking at the Ceiling and then I Saw the Sky", it is described 

by its creators as a 'song play', scored for seven singers and an onstage band of

eight instrumentalists.
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Composers

Styles and Works
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John Adams

John Adams is one of the best known and most often performed of
America's composers. As Andrew Porter wrote in The New Yorker, 
Adams is the creator of a "flexible new language capable of
producing large-scale works that are both attractive and strongly
fashioned. His is a music whose highly polished resonant sound is
wonderful." Le Monde says that his music "...gives the impression
of a rediscovered liberty, of an open door which lets in the fresh air
in great gusts."

Adams was born in Worcester, Massachusetts on 15 February 
1947. During his youth, growing up in Vermont and New
Hampshire, he was strongly influenced by the intellectual and
cultural institutions of New England. He received both his BA and
MA degrees from Harvard University, where he was active as a

conductor, clarinetist, and composer. His principal teachers included Leon Kirchner, David Del Tredici,
and Roger Sessions.

In 1971 Adams began an active career in the San Francisco area, teaching at the San Francisco
Conservatory of Music (1972-83) and serving as new music adviser and composer-in-residence for the
San Francisco Symphony (1978-85). His creative output spans a wide range of media: works for
orchestra, opera, video, film, and dance, as well as electronic and instrumental music. Such pieces as
Harmonium, Harmonielehre, Shaker Loops, and The Chairman Dances are among the best known and 
most frequently performed of contemporary American music. In these works he has taken minimalism
into a new and fresh terrain characterized by luminous sonorities and apowerful and dramatic approach
to form.

Adams's works have been programmed by every major orchestra in the United States as well as
orchestras throughout Europe, Asia, and Australia. His music has also been choreographed by
numerous dance companies including Dance Theater of Harlem (Garth Fagan) and the New York City
Ballet (Peter Martins). Adams's two operas, Nixon in China (1987) and The Death of Klinghoffer
(1991) have been among the more controversial and widely seen stage events in
recent history.

John Adams has become increasingly active as a conductor of his own and
other 20th-century music. From 1987 to 1990 Adams served as creative chair
of the St. Paul Chamber Orchestra, conducting four weeks of concerts and
overseeing their new music activities. In 1993, he served as music director of
the Ojai Festival. With the Ensemble Modern he led a European tour in 1993
and an American tour in 1996. He has also conducted the Cleveland Orchestra,
San Francisco Symphony, the Los Angeles Philharmonic, the Orchestra of St.
Luke's, the Concertgebouw, and the London Sinfonietta. In February 1997 he
led the San Francisco Symphony in performances and a recording of
Harmonium. He was also the focus of the New York Philharmonic's
Composer Week in the spring of 1997.

The music of John Adams has been recorded in multiple versions on the Nonesuch, EMI/Angel,
Philips, ECM, Chandos, New Albion, and 1750 Arch labels. Among recent recordings are his Grand 
Pianola Music with the Netherlands Wind Ensemble conducted by Stephen Mosko, a new release of
Harmonielehre and The Chairman Dances conducted by Simon Rattle, and Harmonium conducted by
Leonard Slatkin. In 1985, Harmonielehre was honored as "Best Classical Album" by both Time and 
USA Today. Harmonium, Grand Pianola Music, Shaker Loops, Harmonielehre, Phrygian Gates, and 
China Gates are available in published form from Associated Music Publishers.

(1947 -     )
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Belá Bartók (1881-1945)

(born Sînnicolau Mare, 25 March 1881; died New York, 26 September 1945).

He began lessons with his mother, who brought up the family after his father's
death in 1888. In 1894 they settled in Bratislava, where he attended the
Gymnasium (Dohnányi was an elder schoolfellow), studied the piano with
Laszlo Erkel and Anton Hyrtl, and composed sonatas and quartets. In 1898 he
was accepted by the Vienna Conservatory, but following Dohnányi he went to
the Budapest Academy (1899-1903), where he studied the piano with Liszt's
pupil Istvan Thoman and composition with Janos Koessler. There he deepened
his acquaintance with Wagner, though it was the music of Strauss, which he
met at the Budapest premiere of Also sprach Zarathustra in 1902, that had
most influence. He wrote a symphonic poem, Kossuth (1903), using Strauss's methods with Hungarian
elements in Liszt's manner.

In 1904 Kossuth was performed in Budapest and Manchester; at the same time Bartók began to make a
career as a pianist, writing a Piano Quintet and two Lisztian virtuoso showpieces (Rhapsody op.1,
Scherzo op.2). Also in 1904 he made his first Hungarian folksong transcription. In 1905 he collected
more songs and began his collaboration with Kodály: their first arrangements were published in 1906.
The next year he was appointed Thoman's successor at the Budapest Academy, which enabled him to
settle in Hungary and continue his folksong collecting, notably in Transylvania. Meanwhile his music
was beginning to be influenced by this activity and by the music of Debussy that Kodály had brought
back from Paris: both opened the way to new, modal kinds of harmony and irregular metre. The 1908 
Violin Concerto is still within the symphonic tradition, but the many small piano pieces of this period
show a new, authentically Hungarian Bartók emerging, with the 4ths of Magyar folksong, the rhythms 
of peasant dance and the scales he had discovered among Hungarian, Romanian and Slovak peoples. 
The arrival of this new voice is documented in his String Quartet no.1 (1908), introduced at a Budapest
concert of his music in 1910.

There followed orchestral pieces and a one-act opera, Bluebeard's Castle, dedicated to his young wife. 
Influenced by Mussorgsky and Debussy but most directly by Hungarian peasant music (and Strauss,
still, in its orchestral pictures), the work, a grim fable of human isolation, failed to win the competition in
which it was entered. For two years (1912-14) Bartok practically gave up composition and devoted
himself to the collection, arrangement and study of folk music, until World War I put an end to his
expeditions. He returned to creative activity with the String Quartet no.2 (1917) and the fairytale ballet
The Wooden Prince, whose production in Budapest in 1917 restored him to public favour. The next
year Bluebeard's Castle was staged and he began a second ballet, The Miraculous Mandarin, which
was not performed until 1926 (there were problems over the subject, the thwarting and consummation
of sexual passion). Rich and graphic in invention, the score is practically an opera without words.

While composing The Mandarin Bartók came under the influence of Stravinsky and Schönberg, and 
produced some of his most complex music in the two violin sonatas of 1921-2. At the same time he was
gaining international esteem: his works were published by Universal Edition and he was invited to play
them all over Europe. He was now well established, too, at home. He wrote the confident Dance Suite
(1923) for a concert marking the 50th anniversary of Budapest, though there was then another lull in his
composing activity until the sudden rush of works in 1926 designed for himself to play, including the
Piano Concerto no.1, the Piano Sonata and the suite Out of Doors. These exploit the piano as a 
percussion instrument, using its resonances as well as its xylophonic hardness. The search for new 
sonorities and driving rhythms was continued in the next two string quartets (1927-8), of which no.4,
like the concerto, is in a five-section palindromic pattem (ABCBA).

Similar formal schemes, with intensively worked counterpoint, were used in the Piano Concerto no.2 
(1931) and String Quartet no.5 (1934), though now Bartók's harmony was becoming more diatonic. 
The move from inward chromaticism to a glowing major (though modally tinged) tonality is basic to the
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Music for Strings, Percussion and Celesta (1936) and the Sonata for Two Pianos and Percussion
(1937), both written for performance in Switzerland at a time when the political situation in Hungary
was growing unsympathetic.

In 1940 Bartók and his second wife (he had divorced and remarried in 1923) sadly left war-torn Europe
to live in New York, which he found alien. They gave concerts and for a while he had a research grant
to work on a collection of Yugoslav folksong, but their finances were precarious, as increasingly was
his health. It seemed that his last European work the String Quartet no.6 (1939), might be his
pessimistic swansong, but then came the exuberant Concerto for Orchestra (1943) and the involuted
Sonata for solo violin (1944). Piano Concerto no.3, written to provide his widow with an income, was
almost finished when he died, a Viola Concerto left in sketch. 
 

(see Bela Bartók's Musical Style article)
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Béla Bartók's Musical Style

Background / Influences

Bartók set out from the influence of Wagner, Liszt, Brahms, and Richard Strauss. 

Through his development, he mastered and outgrew the devices of French

Impressionism.  He drew some inspiration from Stravinsky and Schoenberg but was 

bound to the classical heritage because of his ties to the beauty and logic of form. 

(See Neoclassicism)

Taking Liszt as his first model, he explored the musical traditions of his homeland

and ultimately achieved a remarkable personal synthesis of elements drawn in

approximately equal measure from Hungarian folk and Western art sources, thereby 

charting one of the most characteristic lines of 20th-century musical development.

He studied piano and composition at the Budapest Academy, at first distinguishing

himself primarily as a pianist.  A performance of Strauss's "Also sprach Zarathustra" in

1902, however, reignited the spark of composition, the result being the symphonic

poem "Kossuth" (see below).

Liszt had been exclusively concerned with the music of the Gypsies, whom he

considered the founders of an indigenous Hungarian national style.  The music of

the Hungarian peasants, on the other hand, he considered to be not only inferior in

quality but entirely derived from -- and thus a perversion of -- Gypsy music.  In 1904,

however, when Bartók began to go out in the countryside to hear and write down

folk melodies, he found that the opposite was the case:  the music of the farmers

and peasants was the true folk music of Hungary, of which Gypsy music was an

urban and largely commercial adaptation, incorporating numerous Western

influences.

Style

Bartók, upon studying the Hungarian folklore, felt freed from the restraints of

traditional major/minor tonality.  The peasant tunes, based on old modes and 

pentatonic scales, were very liberating for him.  His characteristic melodies seemed

to circle around a given note and move within a narrow range.  He was fond of

repeating fragments on different beats of the measure, producing primitive effects 

like a melody turning in on itself.  The influence of folk songs was also manifest in his

use of the intervals of seconds, fourths, and sevenths.

He loosened the old modes through chromatic ornamentation.  He also

experimented with polymodality.  His fondness for the simultaneous use of major 

and minor sonorities was a result of his experimentation.  Characteristic is his

technique of superimposing independent streams of chords, as well as quartal 

harmony, cluster chords, and parallel seconds, sevenths and ninths.

From the folk dances of southeastern Europe, he incorporated numerous

asymmetrical formations.  He had a fondness for repeated notes and passages

based on alternating patterns.  He, along with Stravinsky, played a major role in the

revitalization of western rhythm.  His orchestration exemplifies the contemporary

tendency to use color for the projection of ideas rather than an end in itself.

Bartók was preoccupied with formal unity and coherence, which he attained through 

the cumulative development and continuous variation of themes and motives.

The compositions of the late 1920s and the 1930s incorporate a wealth of different
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scalar resources -- including diatonic, whole-tone, octatonic, and chromatic types -- 

into a remarkably flexible new stylistic amalgam.    By arriving at complex pitch

configurations through the addition of simpler and more basic building blocks,

Bartók was able to integrate a remarkable varied fund of pitch material, ranging from

the simplest diatonicism to full twelve-tone chromaticism.  (See "Mikrokosmos" 

below)

Musical Works

Significantly, the program for the symphonic poem, "Kossuth" (1903), concerns the

life of a Hungarian national hero; and the music, despite affinities to Strauss, also

reflects the influence of Liszt.  The Lisztian strain becomes yet more pronounced in

the "Rhapsody," Op. 1, originally for piano solo, later arranged for piano and 

orchestra (1904).  Its form is based on the traditional structure of Hungarian Gypsy

music -- a slow introductory section followed by a fast, dancelike one -- which Liszt

had employed in his Hungarian Rhapsodies.

Bartók's preoccupation for classical form is evident in his "First String Quartet"

(1908).  It represents his first mature and fully successful realization of an extended

developmental form.  It inaugurates a series of six quartets that, taken as a group,

form one of the major musical achievements of the first half of the century.

"Allegro barbaro" (1911) is a keyboard piece of elemental rhythmic force whose

character and title suggest a strong kinship with "The Rite of Spring," which

Stravinsky began composing in the same year.

The first completely convincing synthesis of the full range of Bartók's compositional

influences was achieved in the one-act opera "Bluebeard's Castle" (1911). 

Although it contains no actual folk material, the score is pervaded with the character

of the native music Bartók had been intensively studying.

Bartók, incorporating his native folk tunes, tended to devise more and more

elaborate accompaniments for the melodies, shifting the emphasis from the original

tune to the total effect of its presentation.  In "For Children" (a set of 85 folk tune 

settings - 1909), the accompaniments are still relatively simple in texture, but in the

"Fifteen Hungarian Peasant Songs" (1917) one finds a wealth of pianistic variety,

including doubling and elaborate registral layouts.  In the "Sonatina for Piano"

(1915) the accompaniment represents a completely integrated component of a

complex compositional conception, each movement of which far transcends the

formal scope and expressive intent of the folk material on which it is based.

After the temporary retreat from public life brought on by the rejection of

"Bluebeard's Castle," Bartók achieved a resounding success in 1917 with the

premiere of his ballet "The Wooden Prince."  This in turn stimulated the production

of the opera the following year.  His next work, another ballet, "The Miraculous

Mandarin" (1919), was banned because of the eroticism of it scenario.  The ballet's

heated aggressiveness and morbid tone may well reflect the emotional stress

attendant upon life in Hungary at the time.

Passages from "Mikrokosmos," a graded six-volume series of short pieces for 

piano students, illustrate different solutions to the integrations of opposing scalar

configurations, such as octatonic and diatonic.  In the opening phrase of the piece

"Diminished Fifth" the entirely octatonic scale is generated by a combination of two

diatonic tetrachords a diminished fifth apart, each assigned to one of the pianist's

hands in a quasi-imitative texture.  At the beginning of "From the Island of Bali" the 

octatonic material is again generated by combining two four-note units in an imitative

texture, but here the individual units are essentially chromatic rather than diatonic.
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Alban Berg (1885-1935)

(born Vienna, 9 February 1885; died there, 24 December 1935).

He wrote songs as a youth but had no serious musical education before his
lessons with Schönberg, which began in 1904. Webern was a pupil at the same
time, a crucial period in Schönberg's creative life, when he was moving rapidly
towards and into atonality. Berg's Piano Sonata op.1 (1908) is still tonal, but the
Four Songs op.2 (1910) move away from key and the op.3 String Quartet
(1910) is wholly atonal; it is also remarkable in sustaining, through motivic
development, a larger span when the instrumental works of Schönberg and
Webern were comparatively momentary. Berg dedicated it to his wife Helene,
whom he married in 1911.

Then came the Five Songs for soprano op.4 (1912), miniatures setting poetic instants by Peter
Altenberg. This was Berg's first orchestral score, and though it shows an awareness of Schönberg,
Mahler and Debussy, it is brilliantly conceived and points towards Wozzeck - and towards 12-note
serialism, notably in its final passacaglia. More immediately Berg produced another set of compact
statements, the Four Pieces for clarinet and piano op.5 (1913), then returned to large form with the
Three Orchestral Pieces op.6 (1915), a thematically linked sequence of prelude, dance movement and
funeral march. The prelude begins and ends in the quiet noise of percussion; the other two movements
show Berg's discovery of how traditional forms and stylistic elements (including tonal harmony) might
support big structures.

In May 1914 Berg saw the Vienna premiere of Büchner's Woyzeck and formed
the plan of setting it. He started the opera in 1917, while he was in the
Austrian army (1915-18), and finished it in 1922. He made his own selection
from the play's fragmentary scenes to furnish a three-act libretto for formal
musical setting: the first act is a suite of five character pieces (five scenes
showing the simple soldier Wozzeck in different relationships), the second a
five-movement symphony (for the disintegration of his liaison with Marie), the
third a set of five inventions on different ostinato ideas (for the tragedy's
brutally nihilist climax). The close musical structuring, extending to small
details of timing, may be seen as an analogue for the mechanical alienness of
the universe around Büchner's central characters, though Berg's music crosses
all boundaries, from atonal to tonal (there is a Mahlerian interlude in d Minor),
from speech to song, from café music to sophisticated textures of dissonant
counterpoint. Wozzeck had its premiere in Berlin in 1925 and thereafter was
widely produced, bringing Berg financial security.

His next work, the Chamber Concerto for violin, piano and 13 wind (1925), moves decisively towards a
more classical style: its three formally complex movements are still more clearly shaped than those of the
op.6 set and the scoring suggests a response to Stravinskian objectivity. The work is also threaded
through with ciphers and numerical conceits, making it a celebration of the triune partnership of
Schönberg, Berg and Webern. Then came the Lyric Suite for string quartet (1926), whose long-secret
programme connects it with Berg's intimate feelings for Hanna Fuchs-Robettin - feelings also important
to him in the composition of his second opera, Lulu (1929-35). The suite, in six movements of
increasingly extreme tempo, uses 12-note serial along with other material in projecting a quasi-operatic
development towards catastrophe and annulment. The development of Lulu was twice interrupted by
commissioned works, the concert aria Der Wein on poems by Baudelaire (1929) and the Violin
Concerto (1935), and it remained unfinished at Berg's death: his widow placed an embargo on the
incomplete third act which could not be published or performed until 1979. As with Wozzeck, he made
his own libretto out of stage material, this time choosing two plays by Wedekind, whom he had long
admired for his treatment of sexuality. Dramatically and musically the opera is a huge palindrome,
showing Lulu's rise through society in her successive relationships and then her descent into prostitution
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and eventual death at the hands of Jack the Ripper. Again the score is filled with elaborate formal
schemes, around a lyricism unloosed by Berg's individual understanding of 12-note serialism.
Something of its threnodic sensuality is continued in the Violin Concerto, designed as a memorial to the
teenage daughter of Mahler's widow.

(see also article: The Second Viennese School)
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John Cage (1912-1992)

(born Los Angeles, 5 September 1912; died New York, 12 August 1992).

He left Pomona College early to travel in Europe (1930-31), then studied with Cowell

in New York (1933-4) and Schönberg in Los Angeles (1934): his first published

compositions, in a rigorous atonal system of his own, date from this period. In 1937

he moved to Seattle to work as a dance accompanist, and there in 1938 he founded a

percussion orchestra; his music now concerned with filling units of time with ostinatos

(First Construction (in Metal), 1939). He also began to use electronic devices

(variable-speed turntables in Imaginary Landscape no.1, 1939) and invented

the 'prepared piano', placing diverse objects between the strings of a grand piano in

order to create an effective percussion orchestra under the control of two hands. He

moved to San Francisco in 1939, to Chicago in 1941 and back to New York in 1942,

all the time writing music for dance companies (notably for Merce Cunningham), nearly always for prepared

piano or percussion ensemble. There were also major concert works for the new instrument: A Book of 

Music (1944) and Three Dances (1945) for two prepared pianos, and the Sonatas and Interludes

(1948) for one.

During this period Cage became interested in Eastern philosophies,

especially in Zen, from which he gained a treasuring of non-intention.

Working to remove creative choice from composition, he used coin tosses to

determine events (Music of Changes for piano, 1951), wrote for 12 

radios (Imaginary Landscape no.4, also 1951) and introduced other 

indeterminate techniques. His 4'33" (1952) has no sound added to that of 

the environment in which it is performed; the Concert for Piano and 

Orchestra (1958) is an encyclopedia of indeterminate notations. Yet other

works show his growing interest in the theatre of musical performance

(Water Music, 1952, for pianist with a variety of non-standard equipment)

and in electronics (Imaginary Landscape no.5 for randomly mixed 

recordings, 1952; Cartridge Music for small sounds amplified in live 

performance, 1960), culminating in various large-scale events staged as

jamborees of haphazardness (HPSCHD for harpsichords, tapes etc, 1969).

The later output is various, including indeterminate works, others fully notated within a very limited range of

material, and pieces for natural resources (plants, shells). Cage also appeared widely in Europe and the USA as

a lecturer and performer, having an enormous influence on younger musicians and artists; he wrote several

books.
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Claude Debussy (1862-1918)

(born St. Germain-en-Laye, 22 August 1862; died Paris, 25
March 1918).

He studied with Guiraud and others at the Paris Conservatoire 
(1872-84) and as prizewinner went to Rome (1885-7), though
more important Impressions came from his visits to Bayreuth
(1888, 1889) and from hearing Javanese music in Paris (1889).
Wagner's influence is evident in the cantata "La damoiselle élue"
(1888) and the "Cinq poèmes de Baudelaire" (1889) but other
songs of the period, notably the settings of Verlaine ("Ariettes
oubliées", "Trois mélodies", "Fêtes galantes", set 1) are in a
more capricious style, as are parts of the still somewhat
Franckian "G Minor String Quartet" (1893); in that work he
used not only the Phrygian mode but also less standard modes, 
notably the whole-tone mode, to create the floating harmony he
discovered through the work of contemporary writers:

Mallarmé in the orchestral "Prélude à 'L'après-midi d'un faune'" (1894) and Maeterlinck in the opera
"Pelléas et Mélisande", dating in large part from 1893-5 but not completed until 1902. These works also
brought forward a fluidity of rhythm and color quite new to Western music.

"Pelléas," with its rule of understatement and deceptively simple declamation, also brought an entirely 
new tone to opera - but an unrepeatable one. Debussy worked on other opera projects and left
substantial sketches for two pieces after tales by Poe ("Le diable dans le beffroi" and "La chûte de la
maison Usher"), but nothing was completed. Instead the main works were orchestral pieces, piano sets
and songs.

The orchestral works include the three "Nocturnes" (1899), characteristic studies of veiled harmony and
texture ('Nuages'), exuberant cross-cutting ('Fêtes') and seductive whole-tone drift ('Sirènes'). "La mer"
(1905) essays a more symphonic form, with a finale that works themes from the first movement, though
the centerpiece ('Jeux de vagues') proceeds much less directly and with more variety of color. The three
"Images" (1912) are more loosely linked, and the biggest, 'Ibéria', is itself a triptych, a medley of
Spanish allusions. Finally the ballet "Jeux" (1913) contains some of Debussy's strangest harmony and
texture in a form that moves freely over its own field of motivic connection. Other late stage works,
including the ballets Khamma (1912) and La boîte à joujoux (1913) and the mystery play Le martyre de 
St. "Sébastien" (1911), were not completely orchestrated by Debussy, though "St. Sébastien" is
remarkable in sustaining an antique modal atmosphere that otherwise was touched only in relatively
short piano pieces (e.g.'La cathédrale engloutie'). 

The important piano music begins with works which, Verlaine fashion, look
back at rococo decorousness with a modern cynicism and puzzlement ("Suite
bergamasque," 1890; "Pour le piano," 1901). But then, as in the orchestral
pieces, Debussy began to associate his music with visual impressions of the
East, Spain, landscapes etc., in a sequence of sets of short pieces. His last
volume of "Etudes" (1915) interprets similar varieties of style and texture
purely as pianistic exercises and includes pieces that develop irregular form to
an extreme as well as others influenced by the young Stravinsky (a presence too
in the suite "En blanc et noir" for two pianos, 1915). The rarefaction of these
works is a feature of the last set of songs, the "Trois poèmes de Mallarmé"
(1913), and of the "Sonata for flute, viola and harp" (1915), though the sonata
and its companions also recapture the inquisitive Verlainian classicism. The
planned set of six sonatas was cut short by the composer's death from rectal cancer. 
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Claude Debussy's Musical Style

Background

Debussy provided the first real alternative to the music and style of the German

Romantic Wagnerians.  He established France as a musical power and opened up

Western music to non-Western influences.  He drew from many sources, including:

French opera composers such as Gounod

Mussorgsky (Coronation scene in "Boris Godunov" and "Pictures at an

Exhibition")

Gregorian chant

Renaissance polyphony

ragtime

Eastern sources

He is the last composer to decisively change the whole world of music.  His musical

career can be divided into three basic periods.

First Style Period

This period is marked by his move away from salon music to a more serious/artistic

approach.  Two examples are:

Suite Bergamesque (1893) - not Impressionistic

String Quartet (1893)

clear melodies

long lyrical lines

harmony fairly tonal

modality creeping in

Second Style Period (Impressionistic)

The work that ushers Debussy into his second (Impressionistic) period is "Prelude 

to the Afternoon of a Faun" (1894).  It is probably his best known work.  Many

Impressionistic techniques can be seen in "Prelude."  They are:

Orchestration

Impressionistic use of tone color

new orchestral combinations

lyrical wind writing

preference for muted string sounds and "nonheroic" brass

delicate percussive sounds

extensive use of harp

soloistic writing

Melody and Harmony

importance of melody over harmonic progression and rhythm

harmony as a dimension of melody instead of as accompaniment

use of modes and scales such as the whole-tone and pentatonic

free chromaticism

ambiguous harmonies and tonal centers

mixture of functional and non-functional progressions

rich chords

nonfunctional use of 7th and 9th chords

chord planing
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fragmentary melodies

Rhythm

complex and non-metrical rhythms

Texture

subtle polyphony

chord planing

harmony as a dimension of melody instead of as accompaniment

General

allusion and understatement

overall concern for private communication

Other exemplary works in this period are:

the opera "Pelleas et Melisande" (1893-1902)

ranks as one of the finest operas of the 20th century

filled with gloom and internal action

voices engage in recitative-like singing style that is conversational and

fragmentary and well suited to the French language

the orchestral work "La Mer"

filled with advanced and colorful orchestration techniques

Impressionistic piano works include:

"Estampes" (1903)

2 books of "Images" (1905)

"Children's Corner" (1908) - includes "Golliwog's Cake Walk," 

which incorporates a satirical quotation from Wagner's "Tristan"

2 books of "Preludes" (1909, 1913)

Third Style Period

Debussy's third period begins around 1912-13.  He shows a move away from 

Impressionism and toward a more textural and formal economy.  Poetic titles of the

middle period disappear in favor of the classical titles he used as a youth.

ballet "Jeux" (1912)

Sonatas for

cello and piano

violin and piano

flute, viola and harp (uses polyrhythms and bitonality)

12 "Etudes" for piano

influenced by Chopin

each explores a different technical problem

"Study for Chords" (uses the piano as a percussion instrument, similar to

Bartok and others)

Overview of Compositional Style

Debussy's innovations were based to some extent on:

the special and subtle inflections of the French language and poetry;

on the character and length of sound (as opposed to strong metrical and

rhythmic accent);

on the fluid and asymmetrical organization of French meter, rhythm, accent,

and phrase.

He extended this kind of rhythmical and phrase organization into every aspect of

music:  thus melodic, harmonic, rhythmic, and timbral concepts are organized 
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around qualities of sound patterns and relationships.

Debussy's vocabulary of sound is chosen for its sensual qualities,

and the motion from one sound pattern to the next is built on intervallic 

relationships and on parallelisms of structure.

It has often been suggested that the whole-tone scale, and its ambiguities, forms

the basis of Debussy's music.  However, whole-tone relationships are used by him in 

conjunction with, or as part of, a much more complex group of melodic and harmonic

usages -- interlocking pentatonic structures, for example, based on a fundamental

principle of symmetry.

Characteristics of his style are

chains of thirds, of seventh, ninth, or eleventh chords,

or of related structures built on fourths or major seconds,

arranged in pentatonic, whole-tone, diatonic, or chromatic patterns.

Rhythmic and phrase structure are also built on parallelism and symmetry.

Debussy was the first to use an alternative musical concept

based on symmetrical patterns and structures

with a highly weakened directional motion

and thus a very ambiguous sense of tonal organization.

He often consciously exploits this ambiguity, setting it by contrast against 

clear tonal, cadential statements.

Rhythm, phrase, dynamics, accent, and tone color are largely freed from

direct dependence on tonal motion because of Debussy's ambiguities.  Thus, they

tend to gain an importance in the musical process almost equal to that of melody and

harmony.  One may find individual sound patterns and even isolated sounds which

seem to create their own context.

An analogy might be drawn from one of Debussy's own musical "subjects", the sea. 

Like his music, the waves of the sea form a powerful surge of undulating motion in

varying crests and troughs without necessarily any real movement underneath.

(hear Arabesque No. 1)
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Philip Glass (1937-  )

Born in Baltimore on January 31, 1937, Philip Glass discovered music in his father's radio repair shop.
In addition to servicing radios, Ben Glass carried a line of records and, when certain ones sold poorly,
he would take them home and play them for his three children, trying to discover why they didn't appeal
to customers. These happened to be recordings of the great chamber works, and the future composer
rapidly became familiar with Beethoven quartets, Schubert sonatas, Shostakovich symphonies and other
music then considered "off-beat". It was not until he was in his upper teens that Glass began to
encounter more "standard" classics. 

Glass began the violin at six and became serious about music when he took up
the flute at eight. But by the time he was 15, he had become frustrated with the
limited flute repertory as well as with the musical life in post-war Baltimore.
During his second year in high school, he applied for admission to the
University of Chicago, was accepted, and, with his parent's encouragement,
moved to Chicago where he partly supported him-self with part-time jobs
waiting tables and loading air-planes at airports. He majored in mathematics and
philosophy, and in off hours practiced piano and concentrated on such
composers as Ives and Webern.

At nineteen, Glass graduated from the University of Chicago and, determined to become a composer,
moves to New York and the Julliard School. By then he had abandoned the 12-tone techniques he had
been using in Chicago and preferred American composers like Aaron Copland and William Schuman. 

By the time he was twenty-three, Glass had studied with Vincent Persichetti,
Darius Milhaud and William Bergsma. He had rejected serialism and preferred
such maverick composers as Harry Partch, Ives, Moondog, Henry Cowell, 
Virgil Thomson, but he still had not found his own voice. Still searching, he
moved to Paris for two years of intensive study under Nadia Boulanger.

In Paris, he was hired by a film-maker to transcribe the Indian music of Ravi
Shankar in notation readable by French musicians and, in the process,
discovered the techniques of Indian music. Glass promptly renounced his
previous music and, after researching music in North Africa, India and the
Himalayas, returned to New York and began applying Eastern techniques to his
own work.

By 1976, he has composed a large collection of new music, much of it for use by theater companies and
his own performing group, the Philip Glass Ensemble. This period included Music in 12 Parts, a four
hour summation of Glass' new music, and the Robert Wilson/Philip Glass opera Einstein on the Beach,
now seen as a landmark in 20th century music theater.

Glass' output since Einstein has ranged from opera (Satyagraha, Akhnaten, The Making of the
Representative for Planet 8, The Fall of the House of Usher, The Juniper Tree) to film (Koyaanisqatsi, 
Mishima, The Thin Blue Line, Powaqqatsi) to dance (A Descent into the Maelstrom and In the Upper
Room ), and such unclassifiable theater pieces as The Photographer and 1000 Airplanes on the Roof,
and numerous recordings. Among his recently completed work are Itapú, a large-scale work for chorus
and orchestra based on South American Indian legends, and Hydrogen Juke-box, with libretto by Allen 
Ginsberg. Among his works in progress are Orphée, a chamber opera based on a film by Jean Cocteau,
and The Voyage, commissioned by the Metropolitan Opera for its 1992 season, and Through the Eye of 
the Raven, a collaboration with Robert Wilson.

Although he loathes the term, Glass if often classified as a "minimalist" composer, along with such
composers as Steve Reich, Terry Riley and John Adams. His music is based on the extended repetition
of a brief, elegant melodic fragments that weave in and out an aural tapestry. Listening to this music is
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something like watching a challenging painting that initially appeared static, but seems to metamorphose
slowly as one concentrates. Compositional material is usually limited to a few elements, which are the
subjected to a transformation processes. One shouldn't expect Westernized musical events - sforzandos, 
sudden diminuendos - in this music; rather, the listener is immersed in a sonic weather that surrounds,
twists, turns, develops.

Glass prefers to speak of his work as "music with repetitive structures". His busy, tonal, aggressively
rhythmic compositions would seem to mark a spiritual break with the spare, atonal and largely
arhythmic world of the 50s and 60s avant-guardists. One thing is certain: Philip Glass has brought a
new and enthusiastic audience to contemporary music.

(See article on Minimalism)  (See the article on The Operas of Philip Glass)
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Paul Hindemith (1895-1963)

(born Hanau, near Frankfurt, 16 November 1895; died Frankfurt, 28 December 1963).

He studied as a violinist and composer (with Mendelssohn and Sekles) at the Hoch Conservatory in
Frankfurt (1908-17) and made an early reputation through his chamber music and expressionist operas. 
But then he turned to neo-classicism in his "Kammermusik" no.l, the first of seven such works
imitating the Baroque concerto while using an expanded tonal harmony and distinctively modern
elements, notably jazz. Each uses a different mixed chamber orchestra, suited to music of linear 
counterpoint and, in the fast movements, strongly pulsed rhythm. 

During this early period Hindemith lived as a performer: he was leader
of the Frankfurt Opera orchestra (1915-23, with a break for army 
service), and he played the viola in the Amar-Hindemith Quartet
(1921-9) as well as in the first performance of Walton's Viola Concerto
(1929). Much of his chamber music was written in 1917-24, including 
four of his six quartets and numerous sonatas, and he was also
involved in promoting chamber music through his administrative work
for the Donaueschingen Festival (1923-30). However, he also found
time to compose abundantly in other genres; including lieder ("Das 
Marienleben", to Rilke poems), music for newly invented mechanical
instruments, music for schoolchildren and amateurs, and opera
("Cardillac", a fantasy melodrama in neo-classical forms). In addition,
from 1927 he taught at the Berlin Musikhochschule.

His concern with so many branches of music sprang from a sense of 
ethical responsibility that inevitably became more acute with the rise of the Nazis. With the beginning of
the 1930s he moved from chamber ensembles to the more public domain of the symphony orchestra,
and at the same time his music became harmonically smoother and less intensively contrapuntal. Then in 
the opera "Mathis der Maler" (preceded by a symphony of orchestral excerpts) he dramatized the
dilemma of the artist in society, eventually opposing Brechtian engagement and insisting on a greater
responsibility to art. Nevertheless, his music fell under official disapproval, and in 1938 he left for
Switzerland, where "Mathis" had its first performance. He moved on to the USA and taught at Yale
(1940-53), but spent his last decade back in Switzerland. 

His later music is in the style that he had established in the early 1930s and that
he had theoretically expounded in his "Craft of Musical Composition"
(1937-9), where he ranks scale degrees and harmonic intervals in order from
most consonant (tonic, octave) to most dissonant (augmented 4th, tritone),
providing a justification for the primacy of the triad. His large output of the later 
1930s and 1940s includes concertos (for violin, cello, piano, clarinet and horn) 
and other orchestral works, as well as sonatas for most of the standard
instruments. His search for an all-encompassing, all-explaining harmony also
found expression in his Kepler opera "Die Harmonie der Welt".

Hindemith always interested himself in the teaching of music.  From 1940 to
1949 he held the post of professor of the theory of music at Yale University in
the United States.  Among a large number of books that he wrote, two stand out as particularly pertinent
to 20th-century theory and composition -- "The Craft of Musical Composition" (mentioned above), and
"A Composer's World:  Horizons and Limitations".  They state the individual theory of Hindemith's
composing technique as well as his aesthetic concepts concerning music of the 20th century.
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Charles Ives (1874-1954)

(born Danbury, CT, 20 October 1874; died New York, 19 May 1954).

He was influenced first by his father, a bandmaster who had libertarian ideas
about what music might be. When he was perhaps 19 (the dating of his music is
nearly always problematic) he produced psalm settings that exploit polytonality
and other unusual procedures. He then studied with Parker at Yale (1894-8) 
and showed some sign of becoming a relatively conventional composer in his
First Symphony (1898) and songs of this period. He worked, however, not in
music but in the insurance business, and composition became a weekend
activity - but one practiced assiduously: during the two decades after his
graduation he produced three more symphonies and numerous other orchestral
works, four violin sonatas, two monumental piano sonatas and numerous songs.

The only consistent characteristic of this music is liberation from rule. There are entirely atonal pieces,
while others are in the simple harmonic style of a hymn or folksong. Some are highly systematic and
abstract in construction; others are filled with quotations from the music of Ives's youth: hymns, popular
songs, ragtime dances, marches etc. Some, like the "Three Places in New England", are explicitly 
nostalgic; others, like the "Fourth Symphony", are fueled by the vision of an idealist democracy. He
published his 'Concord' Sonata in 1920 and a volume of 114 songs in 1922, but composed little
thereafter. Most of his music had been written without prospect of performance, and it was only
towards the end of his life that it began to be played frequently and appreciated.

(See Article Charles Ives' Musical Style)

121



86

Charles Ives' Musical Style

Charles Ives, both as a man and an artist, had his roots in the New England heritage.  His tone

imagery resounds from the music of his childhood:

hymn tunes,

popular songs,

town parade bands,

fiddlers at a Saturday night dance,

patriotic songs,

parlor ballads,

and medleys heard at county fairs.

His keen ear heard:

untrained voices singing both above and below the pitch, which manifested itself in his 

compositional use of tone clusters

some singers a bit ahead of the beat and others lagged behind, which translated into his 

music as polyrhythms

the overlapping clash of parade bands playing different tunes in different keys

(polyrhythms, polytonality)

fiddlers play a "mite off pitch" in their excitement at a country dance which initiated the idea

of microtones in his mind

From these personal experiences, he found his way to the use of polytonality, atonality,

polyharmony, cluster chords, and polyrhythms.

Ives was:

fond of quoting hymn tunes and popular tunes

partial to the contrapuntal procedures of inversion, retrograde, rhythmic augmentation and

diminution

addicted to dissonance, but his music has an underlying tonality

one of the first to write without barlines, only inserting them to indicate an accented beat

He would:

set two distinct lines of harmony in motion against each other and would treat them like

counterpoint

pit rhythmic patterns of three, four, five, or six notes in a measure against units of seven,

eleven, thirteen, and seventeen.

use repeating dissonant chords for percussive effect (anticipating Stravinsky)

create jazz-like rhythms and syncopation (long before it became standard in jazz practice)

He also moved away from symmetrical repetition to a fresh off-balance arrangement of

material.

He was influenced first by his father, a bandmaster who had libertarian ideas about what music

might be. When he was perhaps 19 (the dating of his music is nearly always problematic) he

produced psalm settings that exploit polytonality and other unusual procedures. He then studied

with Horatio Parker at Yale (1894-8) and showed some sign of becoming a relatively conventional

composer in his First Symphony (1898) and songs of this period. He worked, however, not in

music but in the insurance business, and composition became a weekend activity - but one

practiced assiduously: during the two decades after his graduation he produced:

four more symphonies

numerous other orchestral works,
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five violin sonatas,

two monumental piano sonatas

and numerous songs.

The only consistent characteristic of this music is liberation from rule. There are

entirely atonal pieces,

while others are in the simple harmonic style of a hymn or folksong.

Some are highly systematic and abstract in construction;

others are filled with quotations from the music of Ives's youth:

hymns,

popular songs,

ragtime dances,

marches, etc.

Some, like the "Three Places in New England", are explicitly nostalgic;

others, like the "Fourth Symphony", are fuelled by the vision of an idealist democracy.

He published his 'Concord' Sonata in 1920

and a volume of 114 songs in 1922, but composed little thereafter.

Most of his music had been written without prospect of performance, and it was only towards the

end of his life that it began to be played frequently and appreciated.

Charles Ives stands as the first truly American composer of the 20th century and one of the most 

original of his time.
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Steve Reich  (1936 -   )

Steve Reich, as an early pioneer in tape music and American minimalism, has established himself as one
of the foremost composers of our time. Following studies in philosophy at Cornell University (1953-7),
Reich turned to composition, first with Persichetti at Julliard (1958-61), then with Luciano Berio and
Darius Milhaud at Mills College (1962-3). 

His music is characterized by a strong, steady pulse and strictly diatonic
and tonal harmonies. He is typically grouped together with other "first
generation" minimalist composers such as Phillip Glass and La Monte
Young, and more recently with younger composers such as John
Adams. The music is deeply "American" in its roots, with an
unrelenting pulse and short, repeating melodic figures often compared
to rock-and-roll and be-bop. However, like other minimalist composers,
Reich’s music is also largely influenced by extra-European forms and
techniques, generally viewed as a response to the largely academic,
elitist climate of new music in the 1950's and 60's.

Reich’s early works were created in the early 1960’s at the San
Francisco Tape Music Center. These tape pieces, such as "It’s Gonna
Rain" (1965) and "Come Out" (1966), are the earliest examples of
"phasing," one of Reich’s most used and most well known techniques.
In this process, two tape loops are set into motion at two slightly
different speeds, so that the tapes begin in unison and slowly shift "out

of phase," creating a new set of harmonies and rhythms. This process was later incorporated into several
pieces for traditional acoustic instruments (or instruments and tape), such as in "Piano Phase" (1967)
and "Violin Phase" (1967). In addition to the initial process of phasing, Reich also introduces into
"Violin Phase" the notion of "found" or "resulting" patterns (new melodic figures created from the
overlapping voices of the original "theme").

This technique was further explored in the largely popular and influential "Drumming" of 1971. In
1970, Reich set out on an intensive study of Ghanaian drumming that, either directly or indirectly, led to
many of the procedures used not only in "Drumming" but also throughout the remainder of his career.
This piece is an enormous, hour-long elaboration of a single rhythmic cell, developed and
re-orchestrated through four distinct sections. The piece begins with a slow, additive process of
introducing the initial rhythmic pattern. Through phasing procedures and further "build-up and
reduction," new melodic and harmonic patterns are created—these are brought to the fore by doublings,
first by female voice, then by whistling, and finally by piccolo.

Reich’s later music is characterized by a considerably faster harmonic rate of change, and by a more
diverse (though still strictly diatonic) harmonic language. In the mid to late 1970’s, a series of
commissions from ensembles other than his own (up until this point, Reich’s ensemble was the sole
performing group for his music) led to several non-percussion works; "Music for 18 Musicians"
(1976), "Music for a Large Ensemble" (1978) and "Octet" (1979) all came in this period.

Recently, Reich has returned to the ideas first seen in "Violin Phase" in a series of pieces for solo
instruments and tape. "Vermont Counterpoint," for flute, "New York Counterpoint," for clarinet, and
"Electric Counterpoint" for electric guitar, build upon the original processes of the early phasing music.
The complexity, however, is far deeper than the early phasing pieces: In Vermont Counterpoint, for
example, a total of 10 layers are prerecorded, with the final 11th flute layer played live.

Reich has also recently returned to the voice, as in "Tehillim" (1981), a setting of Psalm texts in
Hebrew, "Different Trains" (1988) for string quartet and tape, and in Reich’s hugely successful venture
into the theater, "The Cave" (1990-3). Each of these works explores the pitch of taped and sequenced
voices, and then uses those pitches as melodic material in the accompanying instrumental ensemble.

http://www.lcsproductions.net/MusHistRev/Composers/Reich.html 2 of 2

Reich’s combination of repetition and process creates a music full of vitality and energy. His strict, tonal
melodic style has brought Reich much critical acclaim, even in a general public that often is distrustful of
"new music." As such, Reich has, in many ways, led a charge toward establishing the accessible and
almost "anti-academic" diatribe of the newest developments in contemporary music.

(see article on Minimalism)

(hear Nagoya Marimbas)
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Arnold Schönberg (1874-1951)

(born Vienna, 13 September 1874; died Los Angeles, 13 July 1951). 

Austro-Hungarian composer, an American citizen from 1941.

He began violin lessons when he was eight and almost immediately started

composing, though he had no formal training until he was in his late teens, when

Zemlinsky became his teacher and friend (in 1910 he married Zemlinsky's sister). His

first acknowledged works date from the turn of the century and include the string 

sextet "Verklärte Nacht" as well as some songs, all showing influences from 

Brahms, Wagner and Wolf. In 1901-3 he was in Berlin as a cabaret musician and

teacher, and there he wrote the symphonic poem "Pelleas und Melisande", 

pressing the Straussian model towards denser thematic argument and contrapuntal

richness. He then returned to Vienna and began taking private pupils, Berg and 

Webern being among the first. He also moved rapidly forwards in his musical style.

The large orchestra of "Pelleas" and the "Gurrelieder" (a huge symphonic cantata), was replaced by an

ensemble of 15 in "Chamber Symphony no.1" (1907), but with an intensification of harmonic strangeness,

formal complexity and contrapuntal density: like the "String Quartet no.1" (1905), the work is cast as a 

single movement encompassing the characters of the traditional four and using every effort to join

unconventional ideas (a sequence of 4ths in the Chamber Symphony, for instance) into a conventional

discourse. When atonality arrived, therefore, as it did in 1908, it came as the inevitable outcome of a doomed

attempt to accommodate ever more disruptive material. However, Schönberg found it possible a

quarter-century later to return to something like his tonal style in such works as the "Suite in G" for strings, the 

completion of the "Chamber Symphony no.2" and the "Theme and Variations" for band.

That, however, was not possible immediately. The sense of key was left behind as Schönberg set poems by

Stefan George in the last two movements of "String Quartet no.2 (1908)" and in the song cycle "Das 

Buch der hängenden Gärten" (often referred to as the first piece written in the new style), and for the next

few years he lived in the new, rarefied musical air. With tonality had gone thematicism and rhythmic constraint;

works tended to be short statements of a single extreme musical state, justifying the term 'expressionist' ("Five 

Orchestral Pieces"; "Three Piano Pieces").

The larger pieces of this period have some appropriate dramatic content: the rage and despair of a woman

seaching for her lover ("Erwartung"), the bizarre stories, melancholia and jokes of a distintegrating personality

-- ("Pierrot lunaire" (1912), for reciter in Sprechgesang with mixed quintet), or the progress of the soul

towards union with God ("Die Jakobsleiter" -- unfinished oratorio).  "Die glückliche Hand" (1913), the 

one-act "drama with music," is from this same period as well.  Historically, "Pierrot" is of particular interest as it

gives the first indication of a change in Schönberg's thinking that was to become more evident in later years. 

Several of the songs feature elaborate contrapuntal structures of a relatively strict kind, marking a turn from the

freer approach of the preceding works. 

Gradually Schönberg came to find the means for writing longer instrumental

structures, in the 12-tone serial method, and in the 1920s he retumed to standard 

forms and genres, notably in the "Suite for piano" (1924) -- his first completely

12-tone work, "String Quartet no.3" (1927), "Variations for

Orchestra"(1928) -- in which we see the technique of combinatoriality in an

extended setting,  and several choral pieces. He also founded the Society for Private

Musical Performances (1919-21), involving his pupils in the presentation of new

music under favorable conditions. In 1923 his wife died (he remarried the next year),

and in 1925 he moved to Berlin to take a master class at the Prussian Academy of

Arts. While there he wrote much of his unfinished opera "Moses und Aron" which 

is concerned with the impossibility of communicating truth without some distortion in

the telling: it was a vehement confrontation with despair on the part of a composer

who insisted on the highest standards of artistic honesty.
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In 1933 he was obliged as a Jew to leave Berlin: he went to Paris, and formally returned to the faith which he had

deserted for Lutheranism in 1898. Later the same year he arrived in the USA, and he settled in Los Angeles in 

1934. It was there that he returned to tonal composition, while developing serialism to make possible the more

complex structures of the "Violin Concerto" and the "String Quartet no.4". In 1936 he began teaching 

at UCLA and his output dwindled. After a heart attack in 1945, however, he gave up teaching and made some

return to expressionism ("A Survivor from Warsaw", "String Trio"), as well as writing religious choruses.

(see also article: The Second Viennese School)
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An Overview of Schoenberg's Music

"Verklärte Nacht" (Transfigured Night) (1899) - string sextet

"Pelleas und Melisande" (1903) - symphonic poem  (pressing the Straussian model
towards denser thematic argument and contrapuntal richness)

"Gurrelieder"  (Songs of Gurre) (1901-03) - a huge symphonic cantata

String Quartet no.1 (1905)

Chamber Symphony no.1 (1907) - an ensemble of 15

intensification of harmonic strangeness
formal complexity
contrapuntal density
cast as a single movement
the absolute limits of traditional chromatic tonality

String Quartet no.2, op.10 (1908) - (sense of key was left behind)

"Das Buch der hängenden Gärten" op.15 (1907-09) - the song cycle (often referred to
as the first piece written in the new style)

"Five Orchestral Pieces" op. 16, (1907-09) and "Three Piano Pieces" op. 11, (1907-09) - 
(justifying the term 'expressionist')

Works with dramatic content:

"Erwartung" (1909) - (the rage and despair of a woman searching for her
lover)

"Pierrot lunaire" (1912) - for reciter in Sprechgesang with mixed quintet  (the
bizarre stories, melancholia and jokes of a disintegrating personality)

"Die Jakobsleiter" - unfinished oratorio (the progress of the soul towards
union with God)

"Die glückliche Hand" (1913) - one-act "drama with music"

Suite for piano (1924) - (returned to standard forms and genres)

String Quartet no.3 (1927) - (first completely 12-tone work)

Variations for Orchestra (1928) (the technique of combinatoriality in an extended setting)

"Moses und Aron"  - unfinished opera (concerned with the impossibility of
communicating truth without some distortion in the telling)

Return to something like his tonal style:

"Suite in G"  (1934) - for strings (written in the form of a Baroque suite)

"Chamber Symphony no.2" - (1939)
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integrates the warm, rich harmonies of late Romanticism with
transparent textures
and a rhythmically lively, almost neo-classic spirit

"Theme and Variations" (for band)

"A Survivor from Warsaw" and "String Trio" - (After a heart attack in 1945, he gave up
teaching at UCLA and made some return to expressionism.)

(See also The Second Viennese School)
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Karlheinz Stockhausen (born 1928)

(born Burg Mödrath, 22 August 1928).

German composer of modern music, electronic music and operas. He was initially influenced by the
music of Anton Webern, and by serialism (a method of composing non-tonal music). He studied under
Olivier Messiaen in 1952, and his early works, like "Spiel" and "Kreuzspiel", show the influence of
both these masters. He was one of the first composers to write electronic music, having first studied
phonetics and information/communication theory at Bonn University.

"Kontakte" is a compostion which includes a tape playback of electronic sounds
which zip and swirl about via loudspeakers placed around the audience. The
"Klavierstücke" (Piano pieces) start out using strict serial principles
(Klavierstücke I - IV), but later become expansive (VI), exquisite (VII), and
even dramatic (IX and X). "Zyklus", for solo percussion, is written so that the
performance can start on any page, and it may be read upside down, or from
right to left, or not, as the performer chooses. "Refrain" is somewhat meditative
with its rarefied, ringing chords of bell-like sonorities, and occasional tutti
vocalizations by the three instrumentalists.

The piece "Mantra" is written for two pianos, the sounds from which are
modulated in real time by ring modulators. If you are not accustomed to
dissonance, "Stimmung" might be a good place to begin. It is for 6 

unaccompanied singers, with texts based on the names of gods and deities throughout world history, as
well as erotic poems by the composer. The basic musical material for the entire 70 min. piece is a
B-natural 9th chord. "Stimmung" means "attuning", but also "mood", "disposition", as in "good mood"
(guter Stimmung). 

Stockhausen has written over 200 individual works for a variety of
musical media. Since 1977, he has been in the process of writing 
"LICHT", a massive series of seven operas, each named after a day
of the week. Five of them are completed as of this date (Feb. 1996).

"Donnerstag" (Thursday), completed in 1980,
"Samstag" (Saturday), completed in 1984,
"Montag" (Monday), completed in 1988,
"Dienstag" (Tuesday), completed in 1991, and
"Freitag" (Friday), completed in 1995.

Only the first two operas have been released as recordings. The 
series is expected to be completed by the year 2005.

Stockhausen is a conceptual composer - his texts and his musical 
designs reflect occidental and oriental musical concepts, as well as
eastern and western spiritual truths. Every composition is a complete rethinking of the term "music",
incorporating European and non-European tradition, the latest musical technolgy, and a wide range of
musical cultures. 
A young Karlheinz Stockhausen can be spotted on the Beatles' famous Sgt. Peppers Lonely Hearts Club
Band album cover.

(1928-2007)
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Igor Stravinsky (1882-1971)

(born Lomonosov, 17 June 1882; died New York, 6 April 1971). 

Russian composer, later of French (1934) and American (1945) nationality.

The son of a leading bass at the Mariinsky Theatre in St. Petersburg, he studied with Rimsky-Korsakov

(1902-8), who was an influence on his early music, though so were Tchaikovsky, Borodin, Glazunov and (from

1907-8) Debussy and Dukas. This colourful mixture of sources lies behind "The Firebird" (1910), 

commissioned by Dyagilev for his Ballets Russes. Stravinsky went with the company to Paris in 1910 and spent

much of his time in France from then onwards, continuing his association with Dyagilev in "Petrushka" (1911)

and "The Rite of Spring" (1913).

These scores show an extraordinary development. Both use folktunes, but

not in any symphonic manner: Stravinsky's forms are additive rather than

symphonic, created from placing blocks of material together without

disguising the joints. The binding energy is much more rhythmic than 

harmonic, and the driving pulsations of "The Rite" marked a crucial change

in the nature of Western music. Stravinsky, however, left it to others to use

that change in the most obvious manner. He himself, after completing his

Chinese opera "The Nightingale", turned aside from large resources to

concentrate on chamber forces and the piano.

Partly this was a result of World War I, which disrupted the activities of the

Ballets Russes and caused Stravinsky to seek refuge in Switzerland. He was

not to return to Russia until 1962, though his works of 1914-18 are almost

exclusively concerned with Russian folk tales and songs: they include the

choral ballet "Les noces" (The Wedding), the smaller sung and danced 

fable "Renard", a short play doubly formalized with spoken narration and

instrumental music ("The Soldier's Tale") and several groups of songs.

In "The Wedding", where block form is geared to highly mechanical rhythm to give an objective ceremonial

effect, it took him some while to find an appropriately objective instrumentation; he eventually set it with pianos

and percussion. Meanwhile, for the revived Ballets Russes, he produced a startling transformation of 

18th-century Italian music (ascribed to Pergolesi) in "Pulcinella" (1920), which opened the way to a long

period of 'neo-classicism', or re-exploring past forms, styles and gestures with the irony of nondevelopmental

material being placed in developmental molds. The "Symphonies of Wind Instruments", an apotheosis of

the wartime 'Russian' style, was thus followed by the short number-opera "Mavra", the "Octet" for winds, and 

three works he wrote to help him earn his living as a pianist: the "Piano Concerto", the "Sonata" and the

"Serenade in A".

During this period of the early 1920s he avoided string instruments because of their expressive nuances, 

preferring the clear articulation of wind, percussion, piano and even pianola. But he returned to the full

orchestra to achieve the starkly presented Handel-Verdi imagery of the opera-oratorio "Oedipus rex", and

then wrote for strings alone in "Apollon musagete" (1928), the last of his works to be presented by Dyagilev. 

All this while he was living in France, and "Apollon", with its Lullian echoes, suggests an identification with

French classicism which also marks the "Duo concertant" for violin and piano and the stage work on which he

collaborated with Gide: "Perséphone", a classical rite of spring. However, his Russianness remained deep.

He orchestrated pieces by Tchaikovsky, now established as his chosen ancestor, to make the ballet "Le 
baiser de la fée," and in 1926 he rejoined the Orthodox Church. The "Symphony of Psalms" was the 

first major work in which his ritual music engaged with the Christian tradition.

The other important works of the 1930s, apart from "Persephone", are all instrumental, and include the Violin 
Concerto, the Concerto for two pianos, the post-Brandenburg 'Dumbarton Oaks' Concerto and the 

Symphony in C, which disrupts diatonic normality on its home ground. It was during the composition of this

work, in 1939, that Stravinsky moved to the USA, followed by Vera Sudeikina, whom he had loved since 1921

and who was to be his second wife (his first wife and his mother had both died earlier the same year). In 1940

they settled in Hollywood, which was henceforth their home. Various film projects ensued, though all
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foundered, perhaps inevitably: the Hollywood cinema of the period demanded grand continuity; Stravinsky's

patterned discontinuities were much better suited to dancing. He had a more suitable collaborator in

Balanchine, with whom he had worked since "Apollon," and for whom in America he composed "Orpheus"

and "Agon". Meanwhile music intended for films went into orchestral pieces, including the Symphony in
Three Movements (1945).

The later 1940s were devoted to "The Rake's Progress", a parable using the conventions of Mozart's 

mature comedies and composed to a libretto by Auden and Kallman. Early in its composition, in 1948,

Stravinsky met Robert Craft, who soon became a member of his household and whose enthusiasm for

Schönberg and Webern (as well as Stravinsky) probably helped make possible the gradual achievement of a

highly personal serial style after "The Rake".  The process was initiated in 1953 while composing the brilliant,

tightly patterned ballet "Agon (1957)," which was interrupted by work on "Canticum Sacrum."  The

boundaries of this critical period in Stravinsky's evolution can be traced within this single work.  "Agon" projects

a remarkably unified compositional outlook:  the tonal sections reveal distinct serial characteristics, while the

serial ones,  reflect a definite tonal bias.

Most of the serial works are religious or commemorative, being sacred cantatas ["Canticum sacrum"(1955),

"Threni" (1958) (entirely twelve-tone), "Requiem Canticles" (1965)] or elegies ["In Memoriam Dylan 
Thomas" (1954), "Elegy for J.F.K."].  "In Memoriam...", a setting of a Thomas poem for tenor, string

quartet, and four trombones, was the composer's first wholly serial composition, derived entirely from a 

five-note row and its strict serial permutations.  All these were written after Stravinsky's 70th birthday, and he

continued to compose into his mid-80s, also conducting concerts and making many gramophone records of his

music. During this period, too, he and Craft published several volumes of conversations.

Stravinsky's music, even in his late period, is flavored with abrupt formal juxtapositions and polarized texture. 

His style was characterized by its harmonic innovations and perhaps even more by its primitive and brutal

rhythmic patterns.  The resulting complexities included the consecutive use of widely varying metric patterns

and polyphony of widely differing rhythmic strata.  The syncopations of jazz rhythms were often imitated.  In

many instances, rhythm constituted the single most important element in Stravinsky's musical fabric.

Stravinsky, following the model of his mentor Rimsky-Korsakov, exploited tone color to its utmost in both large 

and small instrumental combinations.  Typical examples of his unusual scoring include the elimination of all the

violins, violas, and clarinets in the orchestra for the "Symphony of Psalms", or the accompaniment of four pianos

and percussion in "Les Noces" (The Wedding).

(See The Music of Stravinsky:  An Overview)
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The Music of Stravinsky:  An Overview

Early Works

Scherzo fantastique (1909) - orchestra 

Fireworks (1909) - orchestra 

The Fire Bird (1910) - ballet 

Petrushka (1911) - ballet 

Le Sacre du printemps (1913) - ballet

1913 - 1923

A change of style; most noticeable feature -- replacement of large orchestra with

small combinations

L'Histoire du Soldat (The Soldier's Tale; 1918) - ballet 

Les Noces (The Wedding; 1917-23) - ballet 

Pulcinella (1919) - ballet 

Octet for Wind Instruments (1923)

Neo-Classicism

Octet for Wind Instruments (1923) 

Sonata (1924) - piano 

Serenade in A (1925) - piano 

Oedipus Rex (Oedipus the King; 1927) - opera-oratorio 

Le Baiser de la Fée (The Fairy's Kiss; 1928) - ballet 

Apollon musagète (Apollo, Leader of the Muses; 1928) - ballet 

Capriccio for piano and orchestra (1929) 

Symphony of Psalms (1930) -choir / orchestra 

Violin Concerto (1931) 

Duo Concertant (for violin and piano; 1932) 

Perséphone (1934) - ballet-melodrama 

Concerto for Two Pianos (1935) 

Dumbarton Oaks Concerto in E-flat (1938) 

Symphony in C (1940) 

Symphony in Three Movements (1945) 

Basle Concerto in D (1946) 

Mass (1948) 

The Rake's Progress (1951) - opera

Late Works (Serialism)

Septet (1953) 

In Memoriam Dylan Thomas (1954) - song 

Canticum Sacrum (1955) - cantata 

Agon (1954-57) - ballet 

Threni (1958) - ballet 

Movements (1959) - piano and orchestra 

A Sermon, a Narrative, and a Prayer (1961) - voices and orchestra 

The Flood (1962) 

Abraham and Isaac (1963) - voices and orchestra 

Orchestra Variations (1964) 

Requiem Canticles (1965)
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His style

Rhythm

- introduces an irregular pattern of rhythm after a regular one has been

established 

- the regular beat may be maintained in one part against an irregular

one in another 

- a rhythmic motive may be shifted from place to place in the measure 

- use of silences

Harmony

- organized around tonal centers 

- ambiguous chords 

- bitonality 

- simultaneous use of both major and minor thirds of a triad

Orchestration

- unusual groups of instruments 

- each piece has a color of its own 

- the particular color is part of the particular musical concept
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Richard Wagner (1813-1883)

(born Leipzig, 22 May 1813; died Venice, 13 February 1883).

He was the son either of the police actuary Friedrich Wagner, who died soon
after his birth, or of his mother's friend the painter, actor and poet Ludwig
Geyer, whom she married in August 1814. He went to school in Dresden and
then Leipzig; at 15 he wrote a play, at 16 his first compositions. In 1831 he
went to Leipzig University, also studying music with the Thomaskantor, C.T.
Weinlig; a symphony was written and successfully performed in 1832. In 1833
he became chorus master at the Würzburg theatre and wrote the text and music
of his first opera, Die Feen; this remained unheard, but his next, Das 
Liebesverbot, written in 1833, was staged in 1836. By then he had made his
début as an opera conductor with a small company which however went
bankrupt soon after performing his opera. He married the singer Minna Planer

in 1836 and went with her to Königsberg where he became musical director at the theatre, but he soon
left and took a similar post in Riga where he began his next opera, Rienzi, and did much conducting,
especially of Beethoven.

In 1839 they slipped away from creditors in Riga, by ship to London and then to Paris, where he was
befriended by Meyerbeer and did hack-work for publishers and theatres. He also worked on the text and
music of an opera on the 'Flying Dutchman' legend; but in 1842 Rienzi, a large-scale opera with a
political theme set in imperial Rome, was accepted for Dresden and Wagner went there for its highly
successful premiere. Its theme reflects something of Wagner's own politics (he was involved in the
semi-revolutionary, intellectual 'Young Germany' movement). Die fliegende Holländer ('The Flying 
Dutchman'), given the next year, was less well received, though a much tauter musical drama, beginning
to move away from the 'number opera' tradition and strong in its evocation of atmosphere, especially the
supernatural and the raging seas (inspired by the stormy trip from Riga). Wagner was now appointed
joint Kapellmeister at the Dresden court.

The theme of redemption through a woman's love, in the Dutchman, recurs in Wagner's operas (and
perhaps his life). In 1845 Tannhäuser was completed and performed and Lohengrin begun. In both
Wagner moves towards a more continuous texture with semi-melodic narrative and a supporting
orchestral fabric helping convey its sense. In 1848 he was caught up in the revolutionary fervour and the
next year fled to Weimar (where Liszt helped him) and then Switzerland (there was also a spell in
France); politically suspect, he was unable to enter Germany for 11 years. In Zürich, he wrote in
1850-51 his ferociously anti-semitic Jewishness in Music (some of it an attack on Meyerbeer) and his 
basic statement on musical theatre, Opera and Drama; he also began sketching the text and music of a
series of operas on the Nordic and Germanic sagas. By 1853 the text for this four-night cycle (to be The 
Nibelung's Ring) was written, printed and read to friends - who included a generous patron, Otto
Wesendonck, and his wife Mathilde, who loved him, wrote poems that he set, and inspired Tristan und
Isolde - conceived in 1854 and completed five years later, by which time more than half of The Ring
was written. In 1855 he conducted in London; tension with Minna led to his going to Paris in 1858-9.
1860 saw them both in Paris, where the next year he revived Tannhäuser in revised form for French
taste. but it was literally shouted down, partly for political reasons. In 1862 he was allowed freely into
Germany; that year he and the ill and childless Minna parted (she died in 1866). In 1863 he gave
concerts in Vienna, Russia etc; the next year King Ludwig II invited him to settle in Bavaria, near
Munich, discharging his debts and providing him with money.

Wagner did not stay long in Bavaria, because of opposition at Ludwig's court, especially when it was
known that he was having an affair with Cosima, the wife of the conductor Hans von Bülow (she was
Liszt's daughter); Bülow (who condoned it) directed the Tristan premiere in 1865. Here Wagner, in
depicting every shade of sexual love, developed a style richer and more chromatic than anyone had
previously attempted, using dissonance and its urge for resolution in a continuing pattem to build up
tension and a sense of profound yearning; Act 2 is virtually a continuous love duet, touching every
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emotion from the tenderest to the most passionately erotic. Before returning to the Ring, Wagner wrote,
during the mid-1860s, The Mastersingers of Nuremberg: this is in a quite different vein, a comedy set
in 16th-century Nuremberg, in which a noble poet-musician wins, through his victory in a music contest
- a victory over pedants who stick to the foolish old rules - the hand of his beloved, fame and riches.
(The analogy with Wagner's view of himself is obvious.) The music is less chromatic than that of
Tristan, warm and good-humoured, often contrapuntal; unlike the mythological figures of his other
operas the characters here have real humanity.

The opera was given, under Bülow, in 1868; Wagner had been living at Tribschen, near Lucerne, since
1866, and that year Cosima formally joined him, they had two children when in 1870 they married. The
first two Ring operas, Das Rheingold and Die Walküre, were given in Munich, on Ludwig's insistence,
in 1869 and 1870; Wagner however was anxious to have a special festival opera house for the complete
cycle and spent much energy trying to raise money for it. Eventually, when he had almost despaired,
Ludwig came to the rescue and in 1874 - the year the fourth opera, Götterdämmerung, was finished -
provided the necessary support. The house was built at Bayreuth, designed by Wagner as the home for
his concept of the Gesamtkunstwerk ('total art work'- an alliance of music, poetry, the visual arts, dance
etc). The first festival, an artistic triumph but a financial disaster - was held there in 1876, when the
complete Ring was given. The Ring is about 18 hours' music, held together by an immensely detailed
network of themes, or leitmotifs, each of which has some allusive meaning: a character, a concept, an
object etc. They change and develop as the ideas within the opera develop. They are heard in the
orchestra, not merely as 'labels' but carrying the action, sometimes informing the listener of connections
of ideas or the thoughts of those on the stage. There are no 'numbers' in the Ring; the musical texture is
made up of narrative and dialogue, in which the orchestra partakes. The work is not merely a story about
gods, humans and dwarfs but embodies reflections on every aspect of the human condition. It has been
interpreted as socialist, fascist, Jungian, prophetic, as a parable about industrial society, and much more.

In 1877 Wagner conducted in London, hoping to recoup Bayreuth losses; later in the year he began a
new opera, Parsifal. He continued his musical and polemic writings, concentrating on 'racial purity'. He
spent most of 1880 in Italy. Parsifal, a sacred festival drama, again treating redemption but through the
acts of communion and renunciation on the stage, was given at the Bayreuth Festival in 1882. He went
to Venice for the winter, and died there in February of the heart trouble that had been with him for some
years. His body was retumed by gondola and train for burial at Bayreuth. Wagner did more than any
other composer to change music, and indeed to change art and thinking about it. His life and his music
arouse passions like no other composer's. His works are hated as much as they are worshipped; but
no-one denies their greatness.

Wagner was the most prolific writer on the aesthetics and criticism of music among the Romantic
composers.  In addition to being the author of libretti for his own operas, he wrote essays and pamphlets
on a variety of musical subjects.  Of special significance were his writing on the problems of opera. 
"Oper und Drama" (Leipzig, 1851) outlined his theories of the artwork of the future.  His autobiography
set forth his ideas on the union of the arts and his thought on almost everything from music to politics. 
He also wrote an important essay, "Religion und Kunst," that was related to his opera "Parsifal."

(See also The Operas and Music Dramas of Wagner and Wagner's Ring)
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The Operas and Music Dramas of Wagner

 

TITLE 
OF WORK

DATE OF 
COMPOSITION

FIRST 
PERFORMANCE

Die Feen 1833 Munich, 1888

Das Liebesverbot 1835 Magdeburg, 1836

Rienzi 1838-40 Dresden, 1842

Der fliegende Holländer 1841 Dresden, 1843

Tannhäuser 1843-45 Dresden, 1845

Lohengrin 1846-48 Weimar, 1850

Der Ring des Nibelungen 1848-52
Bayreuth, 1876 

(Complete)

I. Das Rheingold 1853-54 Munich, 1869

II. Die Walküre 1854-56 Munich, 1870

III. Siegfried 1856-71 Bayreuth, 1876

IV. Götterdämmerung 1869-74 Bayreuth, 1876

Tristan und Isolde 1857-59 Munich, 1865

Die Meistersinger von
Nürnberg

1862-67 Munich, 1868

Parsifal 1877-82 Bayreith, 1882

Die Feen

"The Fairies,"  never performed in Wagner's lifetime, is a long work with the
usual subdivision into recitatives, arias, and ensembles.  It is apparently
modeled after Beethoven and Weber.

Das Liebesverbot

"The Ban on Love" showed Wagner eagerly assimilating the Italian style.  His
libretto is full of comic scenes and has some spoken dialogue.  The music is a
blend of Rossini and Donizetti, with distinct traces of Meyerbeer in the finales,
which often seem to strain terribly for effect.  The melodies are florid, often
with typical Italian cadenzas, and everything is repeated at great length.

Rienzi

This was a grand opera in the fashion of the time, with just enough novelty to
make it extremely popular.  The success of the work was immediate and
overwhelming and led to a demand for his next opera.

Der fliegende Holländer

"The Flying Dutchman"  is essentially a German romantic opera and is divided 
into the customary numbers.  Some of these are quite successful, while others
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seem mechanical and forced, monotonous in rhythm, and without marked
originality of melody or harmony.  The themes chosen are good examples of
Wagner's characteristic procedure or representing basic dramatic ideas by
specific musical formulae.

Tannhäuser

In this work, Wagner aimed to unite the two elements which he had developed
separately in "Der fliegende Holländer" and "Rienzi" -- to clothe the dramatic 
idea of redemption in the garments of grand opera.  The division into numbers
is still clear, though with more sweep and less rigidity than in the earlier
works.  "Tannhäuser" does not sacrifice the drama for outward show.  There
are few operas in which form and content are so well balanced.  The technique
of Sprechgesang ("speech song") was used in this opera.  It is a melody
strictly molded to the text, a semirealistic declamation of the words combined
with expression of their content by means of a flexible line supported by an
equally important harmonic structure.  It was not entirely new -- it had been
used earlier by Weber.  The overture to "Tannhäuser" is a complete 
composition in itself, and, like those of "Die fliegende Holländer" and "Die
Meistersinger," a synopsis of the larger dramatic and musical form to follow.

Lohengrin (hear Prelude to Act 3)

The musical setting of "Lohengrin" is altogether less spectacular than that of
"Tannhäuser".  There are no sensational contrasts, and an extraordinary unity
of mood prevails throughout.  The system of reminiscence motifs is still 
further developed, not only in extent but also in the changed function of the
motifs themselves:  they are no longer used simply to recall earlier scenes and 
actions but to symbolize situations or abstract ideas.  From the formal point of
view "Lohengrin" has shed many traces of the traditional division into
numbers, as well as much of the distinction between aria and recitative.  It
carries this practice further than any previous work and clearly points the way
to Wagner's later style.  The harmony is remarkably diatonic; there is very little 
chromaticism of the sort found in the middle section of "Pilgrims' Chorus" or
the "Evening Star" aria in "Tannhäuser."  The orchestration likewise contrasts; 
Wagner, instead of treating them as a homogeneous group, divides them into 
antiphonal choirs, often with the violins subdivided and the woodwind section
expanded so as to make possible a whole chord of three or four tones in a
single color. "Lohengrin" is generally regarded as the last of the German
Romantic operas.

Der Ring des Nibelungen

(see the Article Wagner's Ring)

Tristan und Isolde

"Tristan und Isolde" is all Wagner's.  It is owing to
him, and him alone, that this is now one of the great 
love stories, living in the imagination of millions
along with the tales of Romeo and Juliet, Launcelot
and Guinevere.  The peculiar strength of the drama
arises from the fact that external events are simplified to the utmost, so that the
action is almost all inner, and consequently expressed almost wholly in music. 
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The words themselves often melt into music, losing their very character as
intelligible language, nearly superfluous in many places where the plane of
expression is purely that of the emotions.  The three leading ideas of the drama
-- love, night, and death -- are inseparable, but each one in turn is especially
emphasized in each of the three acts.  The power of the "Tristan" chromaticism
comes from its being founded in tonality.  The ambiguity of the chords could
not exist without the underlying tonal foundation.

Die Meistersinger von Nürnburg

The story has for historical background the Mastersinger Guilds of
16th-century Nuremberg and their song contests, bound about with traditional
rules and customs.  Wagner not only incorporated many of these points but
also borrowed several names and characters of real Mastersingers, notably
Hans Sachs.  Wagner even incorporated a historical Mastersinger melody. 
The focus of the work is the conflict between tradition, represented by the 
Guild, and artistic creativity.  "Die Meistersinger" has every requirement of
good comedy and is readily accessible to the public.  With such a play as this,
Wagner was led to compose a score that more nearly approaches the traditional
outlines of opera.  The principle of symphonic development of a set of
leitmotifs is maintained, and there is no return to the old-fashioned recitative. 
There is an amount of formalization, but it fits naturally into the dramatic
requirements.  The harmonic vocabulary has a much stronger diatonic 
foundation than that of "Tristan" and the rhythmic structure is more square.

Parsifal

No doubt the complexity of the poem is responsible for the music of "Parsifal"
being less clear in formal outlines than that of either "Tristan" or
"Meistersinger."  There is sufficient resemblance between the first and third
acts to delineate a general  A B A structure, but neither the key scheme nor
other details of the various scenes are as amenable to analysis as in the case of
the other two works.  The music depicts different worlds of thought and
feeling in sharpest possible contrast; but whereas in "Tannhäuser" there were
two such worlds, in "Parsifal" there are three.  The music of Amfortas, the 
agonizing penitent, is intense with rich orchestral color, and dissonant with 
harmonic complexity almost to the point of atonality.  The Grail music, on the
other hand, is diatonic and almost churchlike in style.  The third realm is the
least significant, acting merely as a foil for the other two.  It is the realm of
sensual pleasure exemplified in the second act.  Wagner's distinguished choral
writing in "Lohengrin," "Die Meistersinger," and above all in "Parsifal" is of
interest; in particular, the closing scenes of Acts I and III of "Parsifal," with
their fine choral effects and the device of separated choirs, with the high and 
low voices giving an impression in music of actual space and depth, recall the
Venetian composers of the later 16th century.

Wagner's Mature Harmonic Style

Within the larger frameworks of order, take place the various harmonic
procedures which have given rise to Wagner's reputation:

modulations induced by enharmonic changes in chromatically altered
chords and forwarded by modulating sequences
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the interchangeable use of major and minor modes and the frequency of 
the mediants and the flat supertonic as goals of modulation

the determination of chord sequences by chromatic progression of
individual voices

the presence of "harmonic parentheses" within a section, related to the
the tonality of the whole as auxiliary notes or appoggiaturas are related
to the fundamental harmony of the chord with which the occur

the systematic treatment of sevenths and even ninths as consonant
chords

the resolution of dominants to chords other than the tonic

the combination of melodies in a contrapuntal tissue

the frequent suspensions and appoggiaturas in the various melodic lines,
which contribute as much as any single factor to the peculiar romantic,
Wagnerian, "longing" quality of the harmony -- a quality heard in
perfection in the prelude to "Tristan und Isolde."
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Anton von Webern (1883-1945)

(born Vienna, 3 December 1883; died Mittersill, 15 September 1945). 

He studied at Vienna University under Adler (1902-6), taking the doctorate for
work on Heinrich Isaac; in composition he was one of Schönberg's first pupils 
(1904-8), along with Berg. Like Berg, he developed rapidly under Schönberg's
guidance, achieving a fusion of Brahms, Reger and tonal Schönberg in his
orchestral Passacaglia, already highly characteristic in its modest dynamic level
and its brevity. But he was closer than Berg in following Schönberg into
atonality, even choosing verses by the same poet, Stefan George, to take the
step in songs of 1908-9. His other step was into a conducting career, which he
began with modest provincial engagements before World War I. After the war
he settled close to Schönberg in Mödling and took charge of the Vienna
Workers' Symphony Concerts (1922-34). Meanwhile he had continued his
atonal style, mostly in songs: the relatively few instrumental pieces of 1909-14
had grown ever shorter, ostensibly because of the lack of any means of formal extension in a language
without key or theme. However, the songs of 1910-25 show a reintroduction of traditional formal
patterns even before the arrival of serialism (especially canonic patterns, no doubt stimulated, as was the
instrumentation of many of these songs, by Pierrot lunaire), to the extent that the eventual adoption of
the 12-note method in the Three Traditional Rhymes (1925) seems almost incidental, making little
change to a musical style that was already systematized by strict counterpoint.

However, Webern soon recognized that the 12-note principle sanctioned a
severity and virtuosity of polyphony that he could compare with that of the
Renaissance masters he had studied. Unlike Schönberg, he never again
sought to compose in any other way. Rather, the highly controlled, pure
style of his Symphony appears to have represented an ideal which later
works could only repeat, showing different facets. His use of the series as a
source of similar motifs, especially in instrumental works, merely
emphasizes the almost geometrical perfection of this music, for which he
found literary stimulus in Goethe and, more nearly, in the poetry of his
friend and neighbour Hildegard Jone, whose words he set exclusively
during his last dozen years. With Schönberg gone, Berg dead and himself
deprived of his posts, Webern saw Jone as one of his few allies during
World War II. He was shot in error by a soldier after the end of hostilities,
leaving a total acknowledged output of about three hours' duration.

(see also article:  The Second Viennese School)
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A PRACTICAL GLOSSARY

for Twentieth-Century Music

additive chords — harmonies, usually triadic, that contain one or more added tones

(such as a ninth or a sixth above the root).  This technique is common in the music

of Debussy and Ravel.

aggregate — in music, generally refers to the collection of all twelve pitch classes.  The

idea may be applicable to both serial and non-serial compositions.

aleatoric — making use of chance or indeterminacy, either in the compositional process

or during the performance.  Examples include rolling dice to determine pitches or

instructing a performer to play three melodic figures in any order.  The term is

closely associated with John Cage, but many composers have included a degree of

aleatory in their music.

all-combinatorial row — a row that is combinatorial both with some transposition of

itself and with some inversion of itself.  The term usually refers to hexachordal

combinatoriality.

all-interval row — a twelve-tone row containing all eleven intervals.  (Note:  refers to

intervals, not interval classes.)

atonality — the absence of tonality (not the absence of tones).  Sometimes people use

“atonal” to refer specifically to non-serial music, such as that written by

Schoenberg between 1909 and 1923.

axis of symmetry (also known as axis of inversion) — the pitch (or pitches) around

which a composition (or part of a composition) is inversionally symmetrical.

bimodality — the use of two modes simultaneously in a composition (or some portion of

a composition).  The modes must be separated in some way (for instance, one

instrument plays in one mode while another instrument plays in another mode) in

order to be perceptible.

bitonality — the use of two keys simultaneously in a composition (or some portion of a

composition).  The keys must be separated in some way (for instance, one

instrument plays in one key while another instrument plays in another key) in

order to be perceptible.  (Note: the individual keys are not just collections of notes;

they should have the typical characteristics of tonality.)

canon — a composition (or some portion of a composition) in which one voice (called

the dux or “leader”) is strictly imitated by another voice (called the comes or

“follower”).  While the imitation is strict, it may be consistently altered (for

instance, by inversion or rhythmic augmentation).

cluster — a harmonic structure composed of seconds (rather than thirds).

combinatorial row — a twelve-tone row whose first hexachord has no pitch classes in

common with the first hexachord of either a transposition or an inversion of itself.

Example: P2 = <D C 

# A B�
b F E�

b E C A�
b G F 

# B >
I7 = <G A�

b C B E F 

# F A C 

# D E�
b B�
b>

Tetrachordal combinatoriality involves three row forms that have no pitch classes

in common in any of their corresponding tetrachords.  Example:

P0 = <C D C 

# G G 

# F 

# F E�
b E B B�

b A >
P4 = <E F 

# F B C B�
b A G A�

b E�
b D C 

# >
P8 = <A�

b B�
b A E�

b E D C 

# B C G F 

# F >
Trichordal combinatoriality involves four row forms that have no pitch classes in

common in any of their corresponding trichords.

complement — all of the pitch classes that are not included in a particular set.  For

instance, the complement of {C D E F G A B} is {D�
b E�
b G�
b A�
b B�
b}.

Complements may be either literal or abstract.
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degree of symmetry — the number of distinct ways in which a given set can be

transposed and inverted onto itself.  This is often expressed an ordered pair <x, y>

where the first number reflects the number of distinct transposition levels that

produce complete invariance and the second number reflects the number of

distinct inversion levels that produce complete invariance.  For instance, {C E G 

#
}

is invariant under T0, T4, T8, T0I, T4I, and T8I, so its degree of symmetry is <3,3>.

derived row — a twelve-tone row whose segments are all members of the same set class

(for instance, four successive [014] trichords).  Example:

B B�
b D E�

b G F 

# A�
b E F C C 

# A
dyad — any pair of pitches

expressionism — applies to music, the visual arts, and literature.  The expressionists felt

that art should reflect the inner consciousness of its creator.  The emphasis is on

the artist’s feelings about something rather than an accurate portrayal of it, so

distortion and exaggeration are important features.  The term is closely associated

with Schoenberg.

extended tertian chord — a chord built from major and minor thirds that go beyond the

seventh (for instance, the ninth, eleventh, or thirteenth).  Such chords may be

found in the music of Debussy.

golden section — a proportion that occurs when one divides something in such a way

that the ratio between the whole and its larger subsection is identical to the ratio

between the larger subsection and the smaller subsection.  The golden section is

approximately 0.618 and is frequently found in nature.

Hauptstimme — literally “chief voice.”  Designates the voice in a musical texture that is

intended to be most prominent.

hexachord — any collection of six distinct pitch classes

hexatonic scale — literally, a scale with six notes per octave.  The name is used

specifically to refer to a scale with alternating intervals 1 and 3.  Example:

C  C 

#  E  F  G 

#  A
The hexatonic scale is a mode of limited transposition.

impressionism — in music, refers to the musical style cultivated by Debussy.

Analogous to impressionism in the visual arts, in which details and sharply-drawn

contours are undermined by haziness or blurriness.  Impressionistic music tends to

emphasize orchestration, nonclimactic melodies, and complex textures while

suppressing functional harmony.

index number — generally, the specific transposition level applied to an operation (for

instance, T3 refers to transposition up three half-steps).  In twelve-tone music, the

number used to designate the transposition level of a row form (including inverted

row forms) is sometimes called an index number.  (For example, P4 refers to a

prime row starting on E, while I2 refers to an inverted row starting on D.)

interval — the distance between two notes.  Also see pitch interval, pitch-class interval,

and interval class.

interval class — unordered pitch-class interval (i.e., the smallest possible distance

between two pitch classes).  Only integers 0-6 are possible.  A major second and a

minor seventh are said to be members of the same interval class (ic 2).

interval-class vector — an ordered six-digit tally of all the interval classes contained in

some set or set class.  The first digit represents the number of ic1s, the second digit

represents the number of ic2s, etc.  The set {B C D} (a member of set-class

[013]) has an interval-class vector of <111000>.

invariance — in general, pitches or pitch classes that two musical events have in

common.  In twelve-tone music, refers to identical segments of different row

forms.  Invariance may be either ordered or unordered.
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inversion — in atonal and serial music, refers to turning some musical event (for

instance, a melodic fragment, a twelve-tone row, or a chord) “upside down” so

that its contour is a mirror image of the original form.  For instance, a descending

half step becomes an ascending half step.  See also axis of symmetry.

matrix — a convenient way of representing the 48 members of a given twelve-tone row

class (all transposition levels of prime and inverted rows as well as their

retrogrades).

modes of limited transposition — a group of scales so-named by Messiaen because of

their limited number of distinct transpositions.  (For instance, there are only two

distinct transpositions of the whole-tone scale; the rest are duplications.)

Nebenstimme — designates the voice in a musical texture that is intended to be less

prominent than the Hauptstimme.  (Note that the Nebenstimme is still more

important than voices with no marking at all.)

neoclassicism — in music, a style that emphasizes motivic clarity, textural transparency,

formal balance, and reliance upon stylistic models (or even existing compositions

from the Baroque and Classical eras).  The term is commonly associated with

Stravinsky’s works composed between 1920 and 1951.

nonretrogradable rhythm — term used by Messiaen to describe rhythms that sound the

same when played backwards.

octatonic scale — literally, a scale with eight notes per octave.  The name is used

specifically to refer to a scale with alternating whole and half steps.  Example:

B  C 

#  D  E  F  G  G 

#  A 

#
The octatonic scale is one of Messiaen’s modes of limited transposition.

pandiatonicism — a twentieth-century technique involving the use of a particular

diatonic scale without regard to the usual functional relationships or traditional

treatment of dissonance.

pentachord — any collection of five distinct pitch classes.

pentatonic scale — literally, a scale with five notes per octave.  The name is used

specifically to refer to a scale composed exclusively of major seconds and minor

thirds, as represented by the black keys of a piano.

phasing — technique in which two subgroups of an ensemble begin by playing the same

pattern, but one group either gradually speeds up or suddenly drops a beat so that

the two subgroups are playing the same pattern “out of phase.”  The term is most

closely associated with Reich.

pitch — a note in a particular register, including enharmonic equivalents.

pitch-centric — having a tonic-like note, but lacking other important features of tonality.

pitch class — a note plus all of its octave duplications, including enharmonic

equivalents.  Middle C, the C two octaves above, and the lowest B 

#
 on a piano are

different pitches, but they are all members of the same pitch class.  To eliminate

enharmonic confusion, pitch classes are often represented with the numbers 0-9,

plus A and B (or T and E) to represent 10 and 11:  0 = C, 1 = C 

#
 or D�
b, 2 = D, 3 =

D 

#
 or E�
b, etc.

pitch-class interval — the distance between two pitch classes, expressed as the number

of half-steps separating them mod 12.  Generally understood to be ordered

(reflecting contour, in which case only integers 0-11 are possible).  Also see

interval class.

pitch interval — the distance between two pitches, expressed as the number of half-steps

separating them.  May be ordered (reflecting contour, in which case negative

integers are possible) or unordered (ignoring contour, in which case only positive

integers are possible).

planing — the parallel movement of harmonic structures (for instance, major triads or

dominant seventh chords).  Debussy and Satie frequently used this technique.
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pointillism — a twentieth-century compositional technique in which long melodic lines

are replaced by fragmented figures in different instruments and registers,

producing a disjointed sound.

polychord — a harmonic structure consisting of two or more different chords (usually

triads).  The polychord should be spaced or orchestrated so that the identity of

each chord is retained.

prime row — the original form of a twelve-tone row or any of its transpositions.

prime form — an abstract representation of a set’s structure, often used to designate a set

class.  The prime form of any set is its most closely-packed arrangement that is

transposed or inverted to begin on pitch class 0.

quartal harmony — harmonic structure built upon the interval of a perfect fourth

instead of major and minor thirds.  Often includes harmonic structures built upon

both perfect fourths and perfect fifths.

quintal harmony — harmonic structure built upon the interval of a perfect fifth instead

of major and minor thirds.

retrograde — the statement of a melodic figure, a twelve-tone row, or a rhythmic pattern

in reverse order (that is, backwards).

rotation — in twelve-tone composition, a systematic reordering of the row by moving

the first pitch class (or pitch classes) to the end of the row.  Example:

< C D F 

# F A�
b C 

# E A B B �
b E �
b G >

< D F 

# F A �
b C 

# E A B B �
b E �
b G C >

row class — in twelve-tone composition, the family of all rows that are related by

transposition, inversion, and/or retrograde.

row form — a specific member of a row class.

segmentation — generally, the way in which music is divided into smaller units.  In

twelve-tone music, this is sometimes understood as a technique in which the row

is divided into fragments (which are often treated in a motivic fashion).  This

practice is closely associated with Webern.

serial — refers to music in which at least one parameter (such as pitch or rhythm) is

subjected to an ordering principle.

set — an unordered collection of elements (usually pitch classes).  This is distinct from a

series or row, in which the elements are ordered.

set class — the family of all sets that are transpositions and/or inversions of one another.

For instance, {C C 

# D}, {G F 

# F}, and {B A B �
b } are all members of set class

[012] — three adjacent notes from a chromatic scale.

Sprechstimme — a type of vocal recitation in which specifically notated pitches are

approximated in performance.  The result is half way between speech and song.

subset — a group of elements that forms part of some particular set.  For instance, {D�E}

is a subset of {C D E F B �
b }.  Subsets may be either literal or abstract.

superset — a group of elements that includes some particular set.  For instance,

{D�F�

#�A�C} is a superset of {D F 

# A}.  Supersets may be either literal or

abstract.

symmetry — the property of a set whose elements may entirely be mapped onto one

another through a specific operation (in other words, some operation produces

total invariance).  Sets that can be transposed onto themselves (at some

transposition level other than T0) are described as transpositionally symmetrical

(T-symmetrical); sets that can be inverted onto themselves are described as

inversionally symmetrical (I-symmetrical).  See degree of symmetry.

synthetic scale — any scale other than the major or minor scales and the church modes

that is invented for use in a particular musical composition.

tetrachord — in non-tonal music, any collection of four distinct pitch classes.

trichord — any collection of three distinct pitch classes.
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twelve-tone row — an ordered series of all twelve pitch classes (no duplications).

whole-tone scale — a scale consisting exclusively of whole tones.  This is one of

Messiaen’s modes of limited transposition.

Z-related sets — a pair of sets that are not members of the same set class, yet have the

same interval-class content (and therefore share the same interval-class vector).
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