ITPEAUCJIOBHUE

aHHOe IT0Cco0ue IpeHa3HAUEHO A1 CTYIEHTOB BBICIITIX

MY3BIKAJbHBIX YUeOHBIX 3aBeIeHUI 1 By30B UCKYCCTB.
Ilenb mocobusa — pasBUTH yV CTYAEHTOB BTOPOTO U TPETHETO ATA~
OB 00y4YeHUs HABBIKM, HEOOXOAMMBIE IJISI UTEHUS JIUTePATyPhI
110 CHEINAJBHOCTH B INOAJWHHUKE, a TaKyKe CII0COOCTBOBATH
Pa3BUTHUIO HABBIKA YCTHOU peuu B cdhepe IpodecCHOHATHLHOTO
oormrenus. Ilocobme MoikeT OBITH HMCIOJIb30BAHO CTYIEHTAMU
SI3BIKOBBIX BY30B B KQUECTBE CTPAHOBEAUECKOTO MaTepuasia AJId
BHEAYAWUTOPHOIO UTEHUA, OHO TaKiKe IIPEACTaBJISAET WHTEPeC
U JIJIS ITUPOKUX KPYTOB UMTATeNeli, MHTEPECYIOIUXCS 3aT1aTHO-
€BpONeNCKON 1 aMepUKAHCKOM MY3bIKaJIbHON KYJIbTYPOIi.

ITocob6ue cocToUT M3 TPexX TEMATUUYECKUX Pa3/1eJIOB:

1. Myssika XX Beka Ha 3amaje.

2. Ucropusa pasBUTHA MY3bIKAJIbHOUN KYJBTYPHI B Beauko-
opuranuu u CIITA.

3. FcoHUTEIHECKOE MACTEPCTBO B MUPE MY3bIKU.

B koHIe mocobusa MPUBOAUTCSA KOMMEHTApUll, B KOTOPOM
MOSACHAIOTCS OTAEJbHbIE NCKYCCTBOBEIUECKNe TEPMUHBI U Pe-
ajaum, a TaKKe JaeTcd IEePeBOJ Ha PYCCKUI SA3BIK Haubojee
CJIOKHBIX CJIOBOCOUETaHUI. KoMMeHTapuii paciiupser Tema-
THUYECKUH MaTepUaJ MOCOOUA U MOKET ObITH MCIOJIH30BAH IIPU
IpoBefieHUY Oecell U JUCKYCCUIT Ha aHTJIMMCKOM s3bIKe. B TeK-
CTaxX COXPaHAETCs MPABOMMCAHNE NUCTOYHUKA.

3aaHNA IO3BOJIAIOT KOHTPOJINPOBATE IOHMMAaHYE IPOUNTAH-
HBIX TEKCTOB U YMeHUe OI[eHNBATh uX. OHU CIOCOOCTBYIOT TaKIKe
PaBBUTHIO ¥ CTYIEHTOB KOMMYHUKATUBHON KOMIIETEHIINH, YMe-
HUd BecTu Oeceny B cdepe TpodeccuoHaIbHOTO OOIIeHN .

TexcThl MOZ00paHbI 13 OPUTUHAJIBHBIX AHTJIUHCKUX 1 aMepu-
KAHCKUX MCTOUHUKOB (XOTA B PsAJLle CIydaeB HECKOJIBKO COKPa-
meHsl). B HUX XOpOIIO OTpaskeHbI JIEKCUKO-TPaMMaTHUUYeCKIe
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U CTUJIUCTUUYECKUNE O0COOEHHOCTU SI3BIKA COBPEMEHHOTO MY3bI-
KO3HaAHUS.

C reMaTHueCKON TOUKY 3PEeHNA KaKIbIN pasae)1 IpeICcTaBIa-
eT co0oii efMHOE 1eJIoe: OH OTKPBIBAETCA TeKCTOM 00001IatoIe-
r'o XapakTepa, B KOTOPOM CTaBUTCSA IIP0O0IeMa UK OCBEIal0TCs
3aKOHOMEPHOCTH Pa3BUTHUS TOTO MU MHOTO IIPOIlecca, 3aTeM
CJIEIYIOT TEKCTHI, B KOTOPHIX PACKPBIBAIOTCS YACTHBIE BOIIPOCHI
WA ABJIeHNA. B KOHIIe GOJBIINHCTBA TEKCTOB U KaKI0T0 Pas-
JeJia MIPUBOSATCS BOIPOCHI U 3aJaHUs, TPOBEPAIOINE YPOBEHb
MMOHNMAaHUS TEKCTa, & TAKIKe TeMBbI JJIS COOOIIeHU T, UTO CTUMY-
JUpyeT BbICKa3bIBaHUE CTYJEHTOB B c(pepe IpodeCcCuoHaATIHLHOTO
00IIIeHN A U CIIOCOOCTBYET IePexXoay OT UTeHUA K YCTHOUM peum
U guckyccuu. UreHne Kak BUJ PeUEeBOU AeATeJIbHOCTHU IPU00-
peTaeTr TeM caMbIM 3HAUEHUE KOMMYHUKATUBHO HATIPABIEHHO-
r'o IIpoIlecca, OHO paccMaTpUBaeTCA KaK MPaKTUKA B PEUYEBOM
JIesITeJIbHOCTH.

Kak usBecTHO, OMHUM M3 MPU3HAKOB 3PEJIOTO UTEHUS SIBJIS-
eTcsl yMeHUe UBMEeHATDh XapaKTep UTeHUsS B 3aBUCHMOCTHU OT ero
IeJIX ¥ CJIOKHOCTY TeKCTa IIPU COXPAHEHUU COOTBETCTBYIOIIETO
Temna. CoBepIlleHCTBOBaHIE HABLIKOB UTEHUA HA WHOCTPAHHOM
SI3BIKE IIPEe/III0JIaraeT OBJIaieHre BCEMU er0 BUJAMU C PA3JINYHON
CTEIeHbIO0 TTOJTHOTHI ¥ TOUHOCTU MOHUMAaHUs. TpeboBaHUA K TO-
HUMAaHWIO TEKCTA IPU Pa3HBIX BUAAX UTEHUA PasIudYHBI. Tem
He MeHee, eCTh O0II[re MOMEHTBI, KOTOPbIe BRICTYIAIOT B Kaue-
CcTBe 00'BEKTOB KOHTPOJIA: BHIJEJIEHNE OCHOBHOI TeMbI (Upen),
HaXOJK/IeHNEe CMBICJIOBBIX BeX (OIMOPHBIX IIYHKTORB), YCTAHOBJIE-
HUe TPUYMHHO-CJEICTBEHHBIX CBA3EH, OompenesieHre 3HAUCHUA
CMBICJIOBOTO KycKa (6JI0Ka) MJid MOHMMAaHUS TeKCTa B IIeJIOM,
COOTHOIIIEHNE TaKUX OJIOKOB MeKIy CO00M, yCTaHOBJIEHNUE SBHO
UIW UMILIAIIUTHO BBIPAYKEHHOTO OTHOIIIEHUWS aBTOpa CTaTbU
K COOOII[eHHUIO.

TTonnmanme TeKCTa IPEIIOJIATAeT OLEHKY €r0 COAeP:KaAHN,
TIO9TOMY OYeHBb BA)KHO PA3BUTDL Y CTYAEHTOB HABBIK KPUTHUUE-
CKOTO OCMBIC/IEHUS MPOUYUTAHHOIO TEKCTA HAa HWHOCTPAHHOM
sa3bike. C 9TOM 1eJIbI0 BOIPOCHI 1 TeMbI IJIsI COODIIeHn 1o (hop-
Me U COep KaHuUIo0 YBABAHEI ¢ 00IIell mpobieMaTuKOM paszaena,
YTO IO3BOJISET CTYJeHTaM TBOPUECKU U IIPO(GeCCHOHAIBHO OIle-
HUBAThH MOJYUEHHYIO U3 TeKCTOB UH(POPMAIIUI0, COOTHOCUTD ee
C COOCTBEHHBIM OIIBITOM M 3HAHUAMU U3 JEKIMOHHBIX KYPCOB
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mo cmemuadbHOCTH. II0MOOHBIN ITOAXO0J pPasBUBAeT MO3HAaBa-
TeJBHYIO AeATeJHLHOCTb CTYAEeHTOB, YCUJINBAET UX 3aUHTEPECOo-
BaAHHOCTD U JleJIaeT 3aHATUA 00Jee MHTEPECHBIMU U JKUBBIMMU.

Bo 2-e usnanue BBeeHa I71aBa « DJIEKTPOHHASI U KOMIILIOTEP-
nast myssika» (Electronic and Computer Music), cogep:xaras
MaTepuajbl, TOCBAIEHHbIE 3TUM CPABHUTEJIbHO HOBBIM JKaH-
pam mMy3eiku XX Beka. IIpuBomATCA TakiKe pa3BepHYTHIE Xa-
PAKTEPUCTUKY TBOPUECTBA BUIHBLIX 3aIlaJJHOEBPOINEHCKUX MY-
3BIKAHTOB BTOPOH MOJIOBUHBI X X CTOJIETHA, B TOM umcyae SIHnca
Kcenaxuca, IIbepa Bynesa u Kapaxaiinma IllTokxayseHa.

3HauNTeJIbHO PACIIXpeHa IJIaBa O MOIYJIIPHON My3bIKe, J0-
6aByeH maTepuas o Buris u rpynne ABBA.

Bo 2-e m3ganue BKJIOUeHBI MHTEPBbIO ¢ [pepaem Jlureru,
Kcenakucowm, IlITtokxayserom u Butis. THTEpBHIO B hopMe gma-
JIOTOB He TOJIbKO 3HAKOMSAT YUTATEJA C 00CYKIaeMbIMU IPO0JIe-
MaMM, HO 1 ¢ OCOOEHHOCTSAMHU Pas3TOBOPHOM PeUr MY3LIKAHTOB.
HexoTopble mHTEPBHIO BUT/I3, B YaCTHOCTH, AAIOT IIpeACTaBJe-
HIE 0 «TBOPUYECKOIl 1ab0paToOpUu» MY3bIKAHTOB, UX COBMECTHOM
paboTe ¥ BHAKOMSAT YUTATEJIS C PeUEBBLIMU 0COOEHHOCTAMY IIPEeT-
CTaBUTeJeN MOJIOAEKHON KYJIbTYPHI.

B saBucuMoOCTH OT YPOBHSA JMHTBUCTUYECKON ITOATOTOBKU
CTYZIEHTOB IIpeIoiaBaTe] b MOKET BapbUPOBATh 3aJaHUA B ay-
OUTOPUU U [JIA CAMOCTOATENIbHOM PAbOTHI CTYAEHTOB.

ABTOp BhIpaskaeT 0J1ar0JapHOCTDL PeIleH3eHTaM — 3aB. Ka-
(hexpoit mHOCTPAHHBIX A3BIKOB MOCKOBCKOI TOCyAapCTBEHHOMN
KoHcepBaTtopuu uMm. II. 1. HalilkoBCcKOTO [0Il. KaHAUAATY (hu-
goaoruueckux Hayk T. JI. JIebemeBoii

ABTOp Tak:Ke IpU3HATEJIeH IIPeIofaBaTe]aM, acIupaHTaM
u crymearam Caukr-Ilerepbyprckoii (JIeHMHTpagCcKoit) KoHCED-
BaTOpUU, B 6ecefax 1 JUCKYCCUAX C KOTOPLIMU CO3/IaBajIach aTa
KHUTA.

AgTop GyaromapuT 3a TeXHUUECKYI0 moMolns 1oi1t. C. C. IIporr-
KHUHa.

ITpogeccop E. I1. IIpowkuna






MUSIC
IN THE MODERN WORLD



WESTERN MUSIC
OF THE TWENTIETH CENTURY

GENERAL SURVEY

7() erhapsthesingle mostdominant characteristic of 20th-
century Western music is its variety and eclecticism
and thus its resistance to easy categorization and generalized
stylistic descriptions.

The music of the 20th century has developed along two gen-
eral lines: 1) the expansion and final working out of trends es-
tablished in the 19th century (Romanticism, Impressionism¥),
2) the more or less novel practices distinctive of the 20th cen-
tury, which are essentially anti-Romantic. Some of the more
radical of these practices are often distinguished from the oth-
ers by the designation of New Music. On the whole, the mu-
sical development during the first half of the century can be
divided into three periods: Impressionism and post-Romanti-
cism* (c. 1900-1915); experimentation along the lines of Ex-
pressionism*, Dynamism¥, etc. (c. 1910-1925); and Neoclas-
sicism* (c. 1920 — present).

The second decade of the century, dominated by World
War I, saw the most widespread and daring experimenta-
tion. Of basic importance was the activity of Schoenberg who,
casting away the harmonic system and the formal methods
of the past, arrived, about 1910, at a radically novel style,
the most distinctive feature of which was atonality*. (To this
he added, in 1923, his equally revolutionary method of compo-
sition, the twelve-tone technique*.) Simultaneously, new pos-
sibilities in rhythm were exploited, e. g. by Bartok in his Al-
legro barbaro* (1911), inspired by the fanatical drum-beating
of primitive African tribes, and by Stravinsky in the folklor-
istic ballet Petrushka (1911) and the primordial Rite of Spring
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(19138). The French writer, Cocteau*, aptly expressed the spir-
it of this period in the words, “After the music with the silk
brush, the music with the axe”. Provocative slogans such as
bruitisme (noise music), futurism*, motorism, and machine
music appeared without leaving a lasting imprint on the fu-
ture evolution. Experimentation in the field of tonal material
led to quarter-tone* music. Aside from the above-mentioned
leaders, composers such as Kodaly, Malipiero*, Casella*,
Honegger, Milhaud*, and Berg contributed to the develop-
ments of the experimental period.

The neoclassical movement, which began in the early
1920’s, fostered a return to the aesthetic ideals and formal
methods of the 17th and 18th centuries, recast in a modern
musical language. Once more, Stravinsky took the lead with
such compositions as the Octet for Wind Instruments (1923).
Bartok and Hindemith, who were destined to become the ma-
jor composers of the half century (along with Schoenberg and
Stravinsky), began to receive international recognition. Hin-
demith was active in the development of Gebrauchsmusik* and
also provided a useful theoretical explanation of the new har-
monic and tonal concepts. Bartok represents another main de-
velopment of the period since 1920: the assimilation and syn-
thesis into a colorful and expressive musical language of most
of the experimental techniques of the second decade. One oth-
er noteworthy feature of the period around 1920 is the impact
of American jazz on serious music, resulting in such works as
Stravinsky’s Ragtime (1918), Hindemith’s Suite (1922), and
Krenek’s jazz opera Johnny Spielt Auf (1926)%*.

The materialistic trend of our century is reflected par-
ticularly in the numerous attempts to expand the materials
of music, often at the expense of (or without concern for)
its spiritual and expressive values. Many new instruments
(chiefly electrophonic instruments) have been invented, and
even typewriters and motorcycle engines have been given
musical status. Unusual coloristic effects on string and wind
instruments have become common practice in modern scores,
and the piano has been “prepared”* to produce new tonal ef-
fects. Recently, a school of French composers led by Pierre
Boulez has been experimenting in what they call musique
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concrete (concrete music)*, i.e. music which uses recordings
of assorted sounds and noises rather than musical tones as its
basic material. Other composers, notably Karlheinz Stock-
hausen, have used electric resonators to produce composi-
tions recorded on tape.

The period following World War II saw the emergence
of two widespread tendencies that seemed diametrically op-
posed: serial music*, which reflected a highly conscious and
rational approach to composition, and aleatory music*, which
reflected an essentially intuitive one. The principal composers
of serial music included Babbitt*, Stockhausen, and Boulez;
the leaders of the aleatory movements were John Cage*, Mor-
ton Feldman®*, and Earle Brown*. By the later 1950s, however,
many composers came to see these two approaches as simply
the extremes of a single continuum of virtually unlimited com-
positional possibilities. This attitude fostered a number of new
developments: music conceived primarily in terms of texture
and color* (Krzysztof Penderecki, Gyorgy Ligeti), music that
reinterpreted earlier music through quotation and distortion
(Luciano Berio*, Lukas Foss*), microtonal music* (Ben John-
ston*), new approaches to music theater (Cage, Mauricio Ka-
gel*), improvised music with audience participation (Frederic
Rzewski*, Cornelius Cardew¥), etc.

Electro-acoustic music* has played an especially important
role during the latter half of the century. Although the sources
of this music go back to the turn of the century, it flourished
only after the tape recorder became generally available follow-
ing World War II. Many recent compositional concerns, such
as the widespread interest in timbral and acoustical effects and
in mixed media*, are directly attributable to this medium. In-
deed, the general explosion of technology in the 20th century,
resulting in such critical inventions as the radio, phonograph,
and computer, has had a profound impact on 20th-century mu-
sic and musical attitudes.

Throughout the century, there has been a constant cross-
fertilization between Western art music and popular music*.
Indeed, the borderlines between contemporary idioms of jazz
and rock* and certain types of recent concert music, such as
that of the minimalist school* (Steve Reich, Philip Glass),
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often seem quite unclear. The music of other, often remote,
cultures is also becoming increasingly influential on Western
music. Another significant development has been the return
in recent years to more traditional conceptions of tonality,
melody, harmony, and form (George Rochberg®*). Such refer-
ences to earlier musical conventions have an unavoidable “quo-
tational” quality when heard within today’s musical context
(especially since most composers tend to juxtapose them with
post-tonal techniques)*. Nevertheless, at the present time one
of the pervasive trends in composition appears to be away from
more experimental and innovative approaches toward more
traditional ones.

From: The Harvard Brief Dictionary of Music;
The New Harvard Dictionary of Music

COMPREHENSION QUESTIONS

1. Along what general lines did Western music develop
in the period from about 1890 to about 1915? And between
the two world wars?

2. What are the most important styles and trends in West-
ern music since 1900?

3. When did Schoenberg produce his first atonal works?
Name some of them.

4. When did Schoenberg apply the twelve-tone (dodeca-
phonic) system in practice?

5. What major trend is exemplified by Stravinsky’s com-
positions of the 1920s? How would you define its main char-
acteristics?

6. In what way did composers seek to expand the materials
of music to produce new tonal effects?

7. What is musique concrete? Who is its main exponent
in France?

8. What changes did the technological revolution cause
in the development of musical culture in the post-war years?

9. Who contributed to the development of serial and alea-
tory music in the post-war period?
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Discussion Points

1. What does the term “Impressionism in music” imply?
Describe some of the most characteristic technical devices
of impressionist music. Why, in your opinion, did Debussy ob-
ject to being called an impressionist? Do you agree that there
is a close relationship between musical Impressionism and Im-
pressionism in art?

2. What orchestral composition by Debussy can be regard-
ed as the first full and convincing realization of musical Im-
pressionism? Describe some of the most important technical
devices of impressionist style.

3. How do you understand the following statement: “De-
bussy’s harmony, which was influenced by both Wagner’s
chromaticism and Mussorgsky’s modal harmony, had an im-
mediate impact on musical tradition”?

4. What composers in Europe and Russia were influenced
by Debussy’s impressionist style?

5. The term “New Music” is often used of the various radi-
cal and experimental trends in 20th century music, beginning
about 1910. Do you remember what similar names for some-
what parallel movements in music history were used 300 and
600 years ago?

6. Find in the text the passage about experimentation
in the early 20th century. What other experimental compos-
ers do you know? Consult reference books if necessary.

7. What were the effects of the dissolution of tonality on se-
quent music?

8. What European composers may be regarded as belonging
to the expressionist school in music? Define the distinguish-
ing features of expressionist style in music. What other rep-
resentatives of Expressionism in Western art do you know?
Name some masterpieces of expressionist music.

9. What composers besides Stravinsky contributed to the de-
velopment of the neoclassical style in Europe and in Russia?
What symphony by Prokofiev is regarded as one of the earliest
examples of neoclassicism? In what way was music of the past
treated?
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10. Describe some of John Cage’s innovations. What com-
positions by him do you know? In your opinion, do they require
specially-trained performers? Explain.

11. How would you interpret Cage’s paradoxical approach
to composition? “My purpose is to eliminate purpose”? Do you
accept his point of view? Give reasons for your answer.

12. What are the distinguishing features of Boulez’s style?
Have you heard any of his compositions performed live? What
do you think of his music?

13. Do you agree with the classification proposed by the au-
thor of the passage “Western music of the twentieth century”?
If not, give your reasons.

14. In what direction do you think music will develop in fu-
ture?

Additional Assignments

Give a short talk or write a composition on one of the fol-
lowing subjects:

a) Debussy’s music may be considered a bridge between Ro-
manticism and Modernism.

b) The decline and disappearance of the major-minor tonal
system, along with traditional concepts of melody, harmony,
and form.

c) Evolution of the elements of musical language in the first
half of the 20th century.



SOME TWENTIETH-CENTURY
COMPOSERS

ARNOLD SCHOENBERG (1874—-1951)

q/' ienna, cradle of some of the most eventful movements
in music history, witnessed the inception of Schoen-
berg’s twelve tone technique. The father of this theory
and practice began his career as a romantic at the tail end
of the Wagnerian hegemony*. His most frequently played
piece, Verklarte Nacht* (1899), carries Tristan* to its ulti-
mate conclusions.

After passing through Atonalism, Impressionism, and
Expressionism (Pierrot lunaire* (1912) is the high point
of the last), Schoenberg evolved his twelve tone technique. His
innovations were attacked at the time as making music unin-
telligible or “mathematical”, but Schoenberg himself said: “In
the formula, the method of composition with twelve tones,
the accent is not so much on the twelve tones as on the art
of composing”. In fact he was very much an instinctive com-
poser who usually wrote very quickly; if he could not finish
a work at once he often abandoned it altogether.

Practically an autodidact except for some formal lessons
in counter-point with Alexander von Zemlinsky*, Schoenberg
was a great teacher; consequently his enlightening exposition
of twelve tone technique is of paramount importance. His es-
says on Brahms and Mahler, whom he greatly admired, are
novel and penetrating, and his Harmonielehre* (1911) is one
of the definitive textbooks on modern music theory.

Schoenberg’s innovations have influenced a whole epoch
and have spread all over the world, so that he can truly be re-
garded as the father of modern music. His numerous books
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and articles were highly stimulating, and many of his pupils
have carried on his work.

From Composers on Music;
The Dictionary of Composers

THE COMPOSER SPEAKS: ARNOLD SCHOENBERG

Form in the arts, and especially in music, aims primarily
at comprehensibility. The relaxation which a satisfied listener
experiences when he can follow an idea, its development, and
the reasons for such development is closely related, psycho-
logically speaking, to a feeling of beauty. Thus, artistic value
demands comprehensibility, not only for intellectual but also
for emotional satisfaction. However, the creator’s idea has to
be presented whatever the mood he is impelled to evoke.

Composition with twelve tones has no other aim than com-
prehensibility. In view of certain events in recent musical his-
tory, this might seem astonishing, for works written in this
style have failed to gain understanding in spite of the new me-
dium of organization. (...)

The method of composing with twelve tones grew out of ne-
cessity.

Inthelast hundred years the concept of harmony has changed
tremendously through the development of chromaticism. The
idea that one basic tone, the root*, dominated the construction
of chords and regulated their succession — the concept of tonal-
ity — had to develop first into the concept of extended tonality.
Very soon it became doubtful whether such a root still remained
the center to which every harmony and harmonic succession
must be referred*. Furthermore, it became doubtful whether
a tonic appearing at the beginning, at the end, or at any other
point really had a constructive meaning. Richard Wagner’s
harmony had promoted a change in the logic and constructive
power of harmony. One of its consequences was the so-called im-
pressionistic use of harmonies, especially practiced by Debussy.
His harmonies, without constructive meaning, often served
the coloristic purpose of expressing moods and pictures. Moods
and pictures, though extra-musical, thus became constructive
elements, incorporated in the musical functions; they produced
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a sort of emotional comprehensibility. In this way, tonality was
already dethroned in practice, if not in theory. This alone would
perhaps not have caused a radical change in compositional tech-
nique. However, such a change became necessary when there oc-
curred simultaneously a development which ended in what I call
the emancipation of the dissonance. (...)

What distinguishes dissonances from consonances is not
a greater or lesser degree of beauty, but a greater or lesser de-
gree of comprehensibility. In my Harmonielehre 1 presented
the theory that dissonant tones appear later among the over-
tones, for which reason the ear is less intimately acquainted
with them. (...)

The term emancipation of the dissonance refers to its com-
prehensibility, which is considered equivalent to the conso-
nance’s comprehensibility. A style based on this premise treats
dissonances like consonances and renounces a total center. By
avoiding the establishment of a key, modulation is excluded,
since modulation means leaving an established tonality and es-
tablishing another tonality.

The first compositions in this new style were written by me
around 1908 and, soon afterwards, by my pupils, Anton von
Webern and Alban Berg. From the very beginning such compo-
sitions differed from all preceding music, not only harmonically
but also melodically, thematically and motivally. But the fore-
most characteristics of these In statu nascendi* were their ex-
treme expressiveness and their extraordinary brevity. (...)

After many unsuccessful attempts during a period of ap-
proximately twelve years, I laid the foundations for a new pro-
cedure in musical construction which seemed fitted to replace
those structural differentiations provided by tonal harmonies.

I called this procedure Method of Composing with Twelve
Tones Which Are Related Only With One Another.

This method consists primarily of the constant and exclusive
use of a set of twelve different tones. This means, of course, that
no tone is repeated within the series and that it uses all twelve
tones in the chromatic scale, though in a different order. (...)

From The Composition with Twelve Tones
by A. Schoenberg // Composers on Music
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COMPREHENSION QUESTIONS

1. Which of Schoenberg’s compositions were written
in a post-Wagnerian manner?

2. Through what phases had Schoenberg’s musical lan-
guage evolved before he worked out his twelve-tone method
of composition?

3. Did Schoenberg’s innovative method make an immediate
impact on most of his contemporaries? When was it fully ap-
preciated?

4. What theoretical works did Schoenberg write?

5. What questions are discussed in his essay The Composi-
tion with Twelve Tones’?

6. Find in this essay the passage in which Schoenberg ex-
plains his view on the artistic value of music. How did Schoe-
nberg understand it?

7. Find in the essay the passage in which Schoenberg gives
his views on the harmony of Debussy and Wagner. What made
Schoenberg revise the traditional concept of tonality?

8. What does Schoenberg mean by “emancipation of the dis-
sonance”?

9. What, according to Schoenberg, are the main advantages
of using the twelve-tone method?

Discussion Points

1. How would you interpret the following statement by
Schoenberg: “What distinguishes dissonances from conso-
nances is not a greater or lesser degree of beauty, but a greater
or lesser degree of comprehensibility”?

2. What do you think Schoenberg meant when he wrote that
“the accent was not so much on the twelve tones as on the art
of composing”?

3. What modifications were introduced into the twelve-
tone method by Webern?

4. What are the most characteristic features of dodeca-
phonic music?

5. What composition did Schoenberg conduct in St. Peters-
burg in the 1912-1913 season?
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6. Why is Schoenberg regarded as the father of modern
music? Why his twelve-tone technique (also called serialism )
considered one of the landmarks in the Western musical tradi-
tion?

7. Which Russian composers have used the twelve-tone
technique in their works? Give examples.

8. Comment on the following statement about the compos-
er and his audience: “In his rejection of traditional melody,
harmony, rhythm, and tonality Schoenberg abandoned the ba-
sic language long shared by composer and audience. Compared
with music of the previous era, Schoenberg’s style reflects
a new emphasis on intellectual-analytical qualities”.

9. Why, in your opinion, does it sometimes happen that
a musician who was .not appreciated in his own time gets
the recognition of the following generations?

BELA BARTOK

Béla Bartok (1881-1945) was born the son of a director of an
agricultural school in the southern region of the Hungarian
plain, and the countryside of his native land was to be an inspi-
ration to him as a composer. He was trained at the Conservatory
in Budapest and his early music shows a natural inclination to
the style of Brahms and Dohnanyi*, and then of Liszt. During
these years he wrote the Kossuth Overture, first performed un-
der Hans Richter at Manchester in 1904, and a rhapsody for pi-
ano and orchestra. Then, in 1905, he undertook with his friend
Zoltan Kodaly a profound and scientific study of the true folk
music of Hungary, Slovakia and Rumania.

The two musicians traveled through the villages with
a phonograph complete with a stock of waxed cylinders, to
record not only the music but the performances of peasant
musicians. The result of this, the first great exercise in folk
musicology in the field, was 16,000 recordings. The outcome
of his discoveries decided Bartok to break away from the con-
fines of tonality. He became interested in a form of melody de-
rived from the most ancient pentatonic Magyar airs* and with
rhythms both firm and complex like those of folk songs, and
he also experimented with popular Hungarian instruments,
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