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Preface 

d d d ti establishcd musical traditions characterizes much 
An unprecc ente eparturc rom . D . 

f h · d d · thc first dccade of the twentieth century. esp1te the o t e mus1c composc urmg k · d 
f C ntury inany wor s wntten aroun 1910 passage of more than thrce quartcrs o a e , . . 

·11 ti d " d " N o changes o f musteal style or techmque have ever are sti re erre to as mo ern . . 
f h. · l d. t. u1·ty as those that gave nse to our own produced such a sense o istonca 1scon m . . . . 

era. This condition may be traced directly to the radical c~ange m th~ basIC premises 
of the musical language itself, a revolutionary transformat~on stemr:nmg most prom-
inently from the works of Ives, Scriabin, Debussy , Bartok, Stravinsky, and mem-
bers of the Vienna Schoenberg circle. 

The prevailing political conditions that surrounde~ bo_t~ W orld Wars con-
tributed to the isolation and divergency of the new musical 1d1oms. Pre-World-
War-1 conflicts between the Tripie Alliance (Prussia, the Austro-Hungarian Empire, 
and, temporarily, Italy) and the Triple Entente (Russia, France, and England) led to 
a weakening of the Germanic musical sphere of influence in Europe. While German 
late-Romantic music continued to exert an influence primarily in Germany and 
Austria in the early twentieth century, many non-Germanic composers turned fer-
vently toward new sources for their musical languages and styles. Nationalistic 
demands induced composers to look toward Eastern Europe, France, and their own 
national treasures in literature, the arts, and folklore as the basis for new sources for 
composition. Thus, in the late nineteenth and early twentieth centuries, three con-
flicting musical forces were prevalent: German late Romanticism, national styles 
first evident in Russia and spreading to other countries, and new French styles as 
manifested in the distinctive approaches of Debussy and Satie. 

Motivation by many composers to break away from the German musical 
hegemony of the late nineteenth century led to two extremes of tonal orientation in 

l the early tweµtieth century. The ultrachromaticism of Wagner, Bruckner, and 
Mahler,evolved into the more dissonant chromaticism of Richard Strauss and the 
expressionistic atonality of the Vienna Schoenberg circle, while the pentatonic-
diatonic modalities of folk music were to serve as the basis for transformation into 
new kinds of scale systems found in the music of Debussy, Scriabin, Stravinsky, 
Bartók, Kodály, and other composers of diverse national backgrounds. The most ~f gni~c~nt of t~~se modal t~ansformations are the various hybrid modal types and 

cychc-mterva_l scales, for mstance, whole-tone and octatonic (the latter, an eight-
note s~mmetncal sc~l~ ?ased on alternating whole-steps and half-steps, or vice 
versa, 1s formed by Jommg any two of the three diminished-seventh chords, i.e., 
"minor-thi~~ cycles"). Stemming from these two opposing sources, German ul-
trachromat1c1sm and the modal sources of folk music, it was inevitable that the new 
music would reveal irreconcilable differences in details of phras h thm pitch 

· · d 1 1 fi e, r y ' orgamzat1on, an arge-sca e ormal construction. 
Despite their fundame~tal differences, the special premises that underlie 

each of these two broadly polanzed categories could only have been established by 
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the liberation of meter and rhythm permitted by the disappearance of traditional 
tonal functions in the ea rly twentieth century. ln the major-minar scale system, the 
basic concepts of consonance and dissonance were tied inextricably to the regular 
barline, but the emergence of new systems of pitch organization was to foster the 
new autonomy in meter, rhythm, and the other musical parameters. Many com-
posers who drew from folk-music sources, especially from outside of Western 
culture (Eastern Europe, Russia, Asia, and Africa), introduced unequal-beat patterns 
from both dynamic dance rhythms in strict style (" tempo giusto") and free vocal 
style (" parlando rubato") into their contemporary idioms. Thus, certain musical 
divergencies in the twentieth century can be traced to the basic split in the late 
nineteenth century between Germanic and non-Germanic political , social, and musi-
cal spheres. 

Traditional Italian operatic styles, like the German sources, also permeated 
various musical cultures, including those of Eastern Europe (for instance, Hungary) 
and Latin America (for instance, Mexico and Argentina) . Although the musical 
cultures of Italy and Germany are as "national" as any other musical culture, their 
historical influences and global dissemination point to their essential international 
role in the course of early twentieth-century musical developments. However, by 
the end of World War I, the German and Italian influences were superseded largely 
by new international sources, which had emerged originally as part of the early 
twentieth-century tendency toward national individuation. Of the new sources, the 
impressionism of Debussy and the primitivism of the Russian works of Stravinsky 
were among the most prominent aesthetic and stylistic models to be absorbed by 
composers world wide, the influence of Debussy having already been in evidence 
since the first decade of the century and that of Stravinsky by the early 1920s. To 
these sources must be added the influence of Bartók, W ebern, and severa! others of 
varied national backgrounds, ali of whom also contributed to international musical 
developments. The organization of the chapters in this book is intended partly to 
reflect these changing emphases. 

ORGANIZATION 
This text is organized in two large sections, which reflect the two fundamental 
waves ofmodernism in the twentieth century. The first wave, which appears to have 
grown out of the reaction to the Romantic era, became evident entirely by the first 
decade of the century. The second wave, which gained momentum after World War 
II with the reviva! of serialism and the disappearance of censorship of the avant 
garde, blossomed fully by the early 1950s. Part I: Music to the Late 1940s is organized 
as follows: Chapters 1-3 explore chromaticism both within and beyond the limits of 
tonality in Germany and Austria; Chapters 4-8 cover diverse national developments, 
which include the new folk-music orientation and other aesthetic and stylistic as-
sumptions that arose from the increasing awareness of national and cultural identity; 
Chapters 9-12 discuss various facets of the Neoclassical ideal, which also includes a 
strong tendency toward a national sense in some cases; Chapter 13 is based on early 
interests in color, noise, and new sonorities, which appear to have resulted from 
dissolution of the traditional major-minor scale system and the need to establish new 



{"type":"Document","isBackSide":false,"languages":["pt-br"],"usedOnDeviceOCR":true}


{"type":"Document","isBackSide":false,"languages":["pt-br"],"usedOnDeviceOCR":true}


{"type":"Document","isBackSide":false,"languages":["pt-br"],"usedOnDeviceOCR":true}


{"type":"Document","isBackSide":false,"languages":["pt-br"],"usedOnDeviceOCR":true}

