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Progressing into the Twentieth Century :: 


Robert Kelley in his article entitled Tradition, the Avant Garde, and Individuality in the Music of Olivier Messiaen: Musical Influences in Méditations sur la mystère de la Sainte-Trinité writes:

"A glance at any twentieth-century music textbook will give one the impression that serialism, chance music, electronic music, and the post-modern trends of minimalism and neo-romanticism have seemed to dominate the music of the second half of the twentieth century. However, a more detailed look into the music presented in the texts suggests that the work of most individual composers during the period represents a more eclectic collection of influences that include one or more of these major trends among them, sometimes only during a short period of the composer's productive life. This observation shows that a more complete view of late twentieth-century music comes from looking at the influences on individual composers and thus gives the perspective that this music abounds with tradition. Much of this rich sophistication in twentieth-century music was fueled by the explosion of resources that arose from musicological and ethnomusicological research. Only in the twentieth century have musicologists and other researchers successfully begun to construct a complete musical picture of such sources as the Medieval period, non-Western cultures, and the political and philosophical zeitgeists of all of the many times and cultures. Music in the twentieth century, then, does not draw on one central and contemporary tradition to the exclusion of foreign influence, but, rather, makes use of many much more individualistic origins and inspirations as its "tradition". "

This is well illustrated in the case, reported by Michael Ball, of the French composer and teacher Olivier Messiaen.

"In the forties and fifties Messiaen was shunned on the one hand by the new 'avant-garde' as too sweet and sentimental and on the other hand by the more conventional musical public as too austere and discordant. Boulez in particular could not come to terms with and reacted against works like Turangalila with its rich mix of tonal and atonal language saying that he prefers the ones that remain true to one style or the other. However, one gem of a composition was to turn twentieth-century music on its head. This was Mode de valeurs et d'intensites (1949), part of four studies in rhythm for piano. It took Schönberg's theory of serializing pitches a whole leap forward whereby Messiaen effectively serialized all musical parameters i.e. pitches, durations, dynamics and articulations. Thus each note has a character and identity all of its own which is maintained throughout the piece. For example, middle C will always appear as a dotted minim value, forte dynamic and have a tenuto articulation mark. Although this paved the way for the young generation of composers such as Stockhausen, Boulez, Nono etc. to explore previously uncharted territory, Messiaen himself never pursued the idea beyond that study."

In his article about the British composer Edmund Rubbra (1901-1986), Francis Routh considers different kinds of 'progressive'.

" There are two main kinds of progressive, whether in music or in other fields of human activity. The first are those who are entirely disenchanted with the continued relevance of established methods and past traditions; they therefore seek to do away with them, and to replace them with something else; something fresh, untraditional. The second are those who do not discard past traditions, but seek instead to reinterpret them, and to apply them in a fresh context as they see fit. 

The first kind, who may be described as the ideological iconoclasts, are far more readily noticeable than the second. It is indeed one of the prime requisites, if you are going to put forward new methods and fresh styles, that your gestures should he both strikingly novel, if possible outrageous, and immediately recognisable. Thus the avant-garde aesthetic is a simple one. But the severe risk run by those who subscribe to it is twofold; partly that means may be mistaken for ends - the striking of a fresh posture, the adoption of an untried process, may be mistaken in itself for an art-work, which it is not; and partly that, by thus shifting the scale of values, the concept of permanent validity in the finished work becomes relative. Your novelty one week may well be made redundant by someone else's more radical novelty the next, if you have no other yardstick by which to measure it than the fact of its 'progressiveness'. 

The second kind of progressives run risks as well, though of a different, more subtle, nature. They may be overlooked as merely 'traditional', and their work not understood for what it is. Because they do not sever all links with the past, as the other kind do, but on the contrary accept the past and try to relate it to the present, their relevance for the present may he questioned. In the eyes of the first kind they will probably appear as 'blacklegs', who have, by compromising with tradition, forfeited any right to he called 'progressive' at all. 

And yet the self-styled revolutionaries, of whom several adorn the history of music - much as heretics adorn the history of the Christian Church - rarely reach beyond the ephemeral stage. At most they succeed in focusing attention on to a particular idea, which others may then pursue and develop. Art reaches a more than ephemeral validity only when its creator takes a wider view of tradition than the narrowly revolutionary one. " 

These points are raised also in Musical Borrowings which we paraphrase below: 

Those composers who have felt limited by the mainstream avant-garde movement, have turned instead to the music of the East, a tradition which goes back to Debussy and consists mostly of stylistic modeling, to that of the past or to jazz, which brings a popular style to art music. Avant-garde composers too have looked to music of the past, mostly to medieval music. While many use general stylistic references, a few have used direct borrowings. For example, Peter Maxwell Davies's Missa super L'Homme Armé offers his criticism on the material he borrows, demonstrating that the mass has degenerated in modern society; hence, he interrupts the sacred reference with the foxtrot. Donatoni reduces borrowed material to small sound bites, offering no respect for the composer's ego or personality. These and other examples demonstrate that the search for outside inspiration has advantages as well as disadvantages; some composers seem to seek mere novelty or shock value, but fresh developments in the field have been interesting in any case. 

William Grant Still's Afro-American Symphony, Florence Price's Symphony in E Minor, and William Dawson's Negro Folk Symphony are examples of American musical nationalism, they also represent the culmination of the Harlem Renaissance, an affirmation of the black cultural heritage in which composers sought to elevate the Negro folk idiom to symphonic form. Still's Afro-American Symphony is based on a theme in the Blues idiom. The second theme of the first movement of Dawson's Negro Folk Symphony is based on the spiritual Oh, M' Littl' Soul Gwine-a Shine, and the two themes of the third movement are based on the spirituals O Le' Me Shine, Lik' a Mornin' Star and Hallelujah, Lord I Been Down into the Sea. In Symphony in E Minor, Price is more subtle in her use of elements from the Afro-American folk tradition: her instrumentation calls for African drums; the principal theme of the first movement and its countermelody are built upon a pentatonic scale (the most frequently used scale in Afro-American folk songs); and the third movement is based on the syncopated rhythms of the Juba, an antebellum folk dance. 

  Breakdown of Tonality :: 


It is generally agreed that the breakdown of tonality commenced in 1857 with Wagner's Tristan & Isolde. It pushed chromaticism into a new sound world where the boundaries of tonality could be barely contained as, for example, in Richard Strauss' opera Elektra. It was in 1909 that the German theorist and composer, Arnold Schönberg (1874-1951), wrote the opera Erwartung, which clearly abandoned tonality completely. In his youth, Schönberg had pursued the post-Tristan & Isolde path of intense lyricism in composition, warmly encouraged by Gustav Mahler.

Schönberg revolutionized modern music by establishing the 12-tone technique of serial music as an important organizational device. His early works, e.g., Verklärte Nacht (1899), expanded Wagner's and Mahler's use of the chromatic scale. His later works are highly contrapuntal. In 1908 he completely abandoned tonality in a set of piano pieces and a song cycle. He first employed the 12-tone technique in a work in his Suite for Piano (1924). He was also a teacher; his students included Alban Berg and Anton von Webern and for this reason his famous 12-tone system, for a long time dominated twentieth-century music, both directly and through Anton Webern's serial and atomistic works. Schönberg, Berg and Webern are sometimes called the 'Schoenberg trinity' or the 'Second Viennese School', where the 'First Viennese School' embraces Haydn, Mozart and Beethoven.

Ruth Crawford Seeger's String Quartet (1931) was one of the first works to employ extended serialism, a systematic organization of pitch, rhythm, dynamics, and articulation. Milton Babbitt's Three Compositions for Piano (1947) and Structures, Book Ia, one of Pierre Boulez' earliest attempts at employing a small amount of musical material, called cells (whether for use as pitches, durations, dynamics, or attack points), both employed highly serialized structures.

  Post Romanticism: Mahler, Strauss, Reger

  Atonality: Schönberg, Webern, Berg

  Serialism: Schönberg, Webern, Berg

  Twelve-Tone: Stravinsky, Dallapiccola

  Ultra-rationality & Serialism: Babbitt, Boulez, Stockhausen
  Impressionism :: 


Debussy was more a Symbolist than an Impressionist who might have followed Mallarmé's dictum, "To name an object sacrifices three-quarters of the enjoyment. To suggest it - that is our dream". Certainly, he never considered himself an "Impressionist", describing his approach to composition in the following terms.

"There is no theory. You have only to listen. Pleasure is the law. I love music passionately. And because l love it, I try to free it from barren traditions that stifle it. It is a free art gushing forth, an open-air art boundless as the elements, the wind, the sky, the sea. It must never be shut in and become an academic art."

"Historically viewed", Virgil Thomson wrote, "Debussy is the summit toward which during the two centuries since Rameau's death, French music has risen... Internationally viewed he is to the musicians of our century everywhere what Beethoven was to those of the nineteenth - our blinding light, our sun, our central luminary." In 1971, the year of Stravinsky's death, the great Russian-born innovator declared, "Debussy is in all senses the century's first musician". 

David Dubal has written, "Debussy's pianism contains layers of exquisite 'chording', harmonies hovering unresolved in the most rarefied, intoxicating air. New concepts in pedalling and minute rhythms governing microspacing and a range of atmospheric tonal problems necessitate the highest sensitivity and elasticity that a pianist may possess. Unfortunately, as the most exportable of French piano composers, he has been subjected to many untenable performances. He may indeed be the most poorly played composer, generally speaking, after Chopin." 

Impressionism released the chord from its function in regard to the movement and goal of the music. Chords could be freely altered. Chords no longer required preparation or resolution in conventional harmonic patterns. Writers describe this as the "emancipation of sound." Harmonic patterns were free to move in non-traditional manners. This blurring of traditional tonal progressions may be analogous to the Impressionist painters' technique of avoiding hard edges and sudden, sharp contrasts.



Neo-Classicism :: 


Neo-Classicism is a twentieth-century style of composing characterised by the reintroduction of balanced forms and clearly perceived thematic processes of earlier styles to replace the over-exaggerated gesticulation and absence of form of the late Romanticism. The term may be considered misleading when applied to the anti-Romantic style of composers working in the 1920s because the retrospective model was the music of Bach's rather than Mozart's period. It has been suggested that the better label would be neo-baroque.

A neo-classicist is prone to reject the structural tonal system found in true classical music and instead uses expanded tonality, modality, or atonality. Just the term "neo" itself implies a deviation from the traits of true classical music. The whole idea of neo-classicism was a direct result of anti-romanticism in an attempt to refine and control expressionism. Neo-Classicism is less known for its reinstitution of the technique of composers like Mozart and Haydn, but known more-so for its power in the manipulation of earlier elements.

The three schools of neo-classicism are those of Stravinsky, Schönberg, and Hindemith. Richard Strauss' Ariadne auf Naxos, Prokofiev's Classical Symphony, Stravinsky’s Oedipus Rex, Pulcinella, Symphony in C, Capriccio for piano and wind and Piano Concerto, Britten’s Billy Budd, Tippet's Concerto for Double String Orchestra, Vaughan William's Violin Concerto and Hindemith’s song cycle Das Marienleben and opera Cardillac are works composed in the neo-classical style.

  France: Stravinsky, Ravel, Les Six

  Germany: Strauss and Hindemith

  England: Vaughan Williams, Britten, Tippet

  Russia: Prokofiev
  Computer Music :: 


While mechanical musical instruments go back thousands of year, the practicality of linking the art of composition, as opposed to that of performance to mechanical , electromechanical or purely electronic machines has been a mainly twentieth-century preoccupation. The twentieth century saw its crop of mechanical performers. In 1944 Percy Grainger and Burnett Cross patented a machine that 'freed' music from the constraints of conventional tuning systems and rhythmic inadequacies of human performers and a mechanical invention for composing "Free Music" used eight oscillators and synchronizing equipment in conjunction with photo-sensitive graph paper with the intention that the projected notation could be converted into sound. Four years later John Scott Trotter built a composition machine for popular music.

Computer-generated music arrived in 1953/4 with the work of Lejaren Hiller (1924-92) and Leonard Isaacson, from the University of Illinois. They 'composed' the Illiac String Quartet the first piece of computer-generated music. The piece was so named because it used a Univac computer and was composed at the University of Illinois. In 1956 Martin Klein and Douglas Bolitho used a Datatron computer called 'Push-Button Bertha' to compose music. This computer was used to compose popular tunes; the tunes were derived from random numerical data that was sieved, or mapped, into a preset tonal scheme.

In 1958, while working at Bell Laboratories, Max Mathews first generated music by computers. This rather ad hoc work was soon systematised with the establishment, also in 1958, of The Studio for Experimental Music at the University of Illinois, directed by Lejaren Hiller. In the same year Max Mathews and Joan Miller, also at Bell Labs, wrote MUSIC4, the first wide-spread computer sound synthesis program. Versions 1 through 3 were experimental versions written in assembly language while MUSIC4 and MUSIC5 were written in FORTRAN. MUSIC4 did not allow reentrant instruments (same instrument becoming active again when it is already active); MUSIC5 added this. MUSIC4 required as many different instruments as the thickest chord, while MUSIC5 allowed a score to refer to an instrument as a template, which could then be called upon as many times as was necessary.

The Columbia-Princeton Electronic Music Center was formally established in 1959. The group had applied through the Rockefeller Foundation, and suggested the creation of a University Council for Electronic Music. They asked for technical assistants, electronic equipment, space and materials available to other composers free of charge. A grant of $175,000 over five years was made to Columbia and Princeton Universities. In January, 1959, under the direction of Luening and Ussachevsky of Columbia, and Milton Babbitt and Roger Sessions of Princeton, the Center was formally established. PLF 2 was developed in 1962 by James Tenney. This computer program was used to write Four Stochastic Studies, Ergodos and others and in 1963 Lejaren Hiller and Robert Baker composed the Computer Cantata. In 1964, Gottfried Michael Koenig used PR-1 (Project 1), a computer program that was written in Fortran and implemented on an IBM 7090 computer. The purpose of the program was to provide data to calculate structure in musical composition; written to perform algorithmic serial operations on incoming data. The second version of PR-1 completed, 1965.

Improvisation too was a topic that received a lot of attention. Jam Factory, written by programmer David Zicarelli, was designed to listen to MIDI input and 'improvise' immediately at some level of proficiency, while allowing (Zicarelli) to improve its ability. Joel Chadabe, Offenhartz, Widoff, and Zicarelli began work in 1986 on an algorithmic program that could be used as an improvisation environment. The performer could be seated at the computer and shape data in real time by "a set of scroll bars that changed the parameters of this algorithm, such as the size of the jump from one note to another, the lowest and highest note, etc." The original version was to be named "Maestro," then "RMan" (Random Manager), and finally, "M."

One might say that computer music reached full maturity once the computer itself could be considered a 'musical instrument'. Music Mouse, written by Laurie Speigel, was designed to be a stand-alone performance system. It may be used as a MIDI controller or as a performance station using the Macintosh internal sound. Unlike other programs for the Macintosh environment, Music Mouse was not intended to be used as a recorder/player program. Instead, the program enables the programmer to "play" the computer. 

  Hiller, Cage, Dodge



Twelve Note Method / Dodecaphony :: 


Serial music is constructed according to the principle, described independently by Hauer and Schönberg in the early 1920s, of 12-note composition. According to the Schönbergian principle, the 12 notes of the equal-tempered scale are arranged in a particular order, a series or row, that serves as the basis of the composition. Serial technique requires that the succession of notes be ordered as they are in the row, but simultaneities--chords--have no succession within them, so the principle of order relations does not apply to them. In Schönberg's Method of Composing with Twelve Notes Which are Related Only to One Another, the note-row may be used in its original form, or inverted, or retrograde, or retrograde inverted; in each of these forms it may be transposed to any pitch (each note-row may thus have forty-eight possible forms). All the music of the composition is constructed from this basic material; any particular note may be repeated, but the order must be maintained. Octave transpositions are permitted. Notes may occur in any voice, may be used either melodically (horizontally) or harmonically (vertically) but the entire sequence must be employed before the row may be repeated. The row is normally designed to avoid outlining the triads or patterns associated with tonality. Berg's Lulu (1937) and Schönberg's Moses und Aaron (1957), both written entirely in serial technique, are considered the two masterpieces of the serial repertoire. Both employ the same arduous vocal style as Wozzeck and are significant undertakings for performers and audience alike. Later developments of 12-note theory introduced the idea of using six-, four- or three-note segments of a row as compositional elements. As originally designed by Schönberg, the method was intended to preclude tonality, though later composers, notably Berg, found ways of using the technique in a tonal context - as indeed did Schönberg himself.

  Indeterminacy - Improvisation :: 


Why did musical improvisation die in the eighteenth century, to be fully reborn only in jazz? Until the late eighteenth century, musicians were trained to improvise and embellish, and even to create entire compositions spontaneously. But by the Romantic period, improvisation had almost become a lost art. Although organists and opera singers continued to learn how to improvise, for most instrumentalists the art of spontaneous improvisation survived only in the solo cadenza. From a modern perspective, the decline of improvisation seems paradoxical, because modern listeners think of spontaneity as a characteristic of Romanticism. Improvisation is most often associated with jazz. But there are other forms- international and very old forms, long pre-dating jazz- which are associated with it as well. There is flamenco, in which improvisation is an integral part of the form, with master players being able to perform for hours at a time without stopping. And then of course there's raga. The rules for improvisation here are much more strict than with jazz, but once again it's not unusual for performers to go for hours. And despite the rules, the performers do have a lot of leeway. In each of these cases, the music and the expectations place upon it by the audience all tie in to the music's social function. Flamenco is viewed as a way of life; raga is steeped in philosophical and religious precepts. In these cultures, improvisation is not only acknowledged as valid, it's fully expected as part of the proceedings. Perhaps one cause of the loss of improvisation was the loss of a system of musical shorthand that made instant composition easy: figured bass notation. The modern jazz improviser uses "fake books" which contain chord symbols - the standard modern shorthand for harmonies. The standard musical shorthand in the eighteenth century was figured bass, or thorough-bass. Instead of using chord names, it indicated harmonic patterns by means of numerical notations above a written bass line. Three- and four-part harmonic accompaniment to the bass line was worked out instantaneously. The most important eighteenth-century text on thorough-bass notation was Der Generalbass in der Composition (Dresden, 1728), by Johann David Heinichen. For music students who do not read German, Heinichen's work is clearly explained (and partially translated) by George J. Buelow, in his Thorough-Bass Accompaniment According to Johann David Heinichen, rev. ed., Studies in Musicology, No. 84 (Lincoln: U of Nebraska P, 1986).

The music critic and composer Kyle Gann has argued that John Cage (1912-1992) 'was part of a generation - one could mention Milton Babbitt and Conlon Nancarrow, close contemporaries of Cage, and others - for whom music was simply a pattern of sounds, incapable of expressing or eliciting emotion except by some willing self-delusion on the part of the listener'. Cage began experimenting with indeterminacy in 1939. In his composition, Imaginary Landscape No. 1, multiple performers are asked to perform on multiple record players, changing the variable speed settings. Composers have also experimented with "aleatoric" music, in which form and structure are determined by chance. For some however, the meaning of aleatory is different from chance. Aleatory, which was a European adoption of American chance, implies chance with selected aspects of control; for this reason, aleatory was considered, by Cage, to be a corruption of his idea of 'pure' chance. The correspondence of Cage and Boulez throws a sharp light on their differences. Alea, a term from Latin signifying 'a game of dice', was the original term used by Boulez in an essay he wrote which criticizing the use of chance in musical composition, referring to, but without naming him, John Cage's experiments in determining pitch, rhythm, structure, and dynamics by the use of the I Ching. This was not a new idea - Mozart composed works where the order of pre-composed sections was determined by the throw of dice. Boulez, Stockhausen and others have experimented with aleatory music and, more recently, computers have been used to generate music of this description.

Aleatory is also often mistakenly confused with indeterminacy, which refers to performance practice, rather than to composition. It is sometimes confused with improvisation, as well. 

  America: Cage, Feldman, Brown, Wolf

  Europe: Boulez, Stockhausen, Berio, Lutoslawski
Minimalism :: 


Minimalism has also been called repetitive music, mediative music and process music. It was developed in the 1960s primarily in America and during the 1970s became successful in Europe as well. However, minimalism can be traced back to medieval times with the repeated phrases of choral liturgy. It can also be heard in Bach fugues, Ravel's Bolero and Stravinsky's Rite of Spring (heavily reliant on rhythm). It has been argued by Torsten Ekbom that, "Satie was the first composer who affected with monotony, "tediousness", the stationary in music" and should be considered the true father of twentieth-century minimalism. In the opinion of John Cage (see Cage’s Place In the Reception of Satie), Satie was as great a pioneer as Anton von Webern. Of course the real pioneers are those who have a profound influence on the figures we generally associate with twentieth-century minimalism and there is little doubt that the recordings made by Coltrane were significant.

John Coltrane died on July 17, 1967, at the age of forty. His revolutionary use of a single mode throughout Africa, the piece that takes up all of side one of an album, with the astonishing variety Coltrane superimposed on a single F was, according to the composer Steve Reich, a significant, if ostensibly an unlikely, influence on the development of minimalism. The originator of minimalism, La Monte Young, acknowledges the influence of Coltrane's My Favorite Things on his use of rapid permutations and combinations of pitches on sopranino sax to simulate chords as sustained tones. The minimalism that grew in the 1960s was distinct in many ways.

	characteristics of minimalism:

	repetitions often last 30 minutes, an hour or even longer

	lengthy ostinato

	ostinati's gradual changes are usually systematic e.g linked to process

	extended periods of harmonic stasis

	usually dominant equality of timbre and rhythm


The first composers to develop minimalism, La Monte Young, Terry Riley, Steve Reich and Philip Glass, are all American. Riley's composition In C is thought to be the first to suggest minimalism. It is a piece of overwhelming simplicity. 

	minimalist techniques include:

	additive melody
	example: Philip Glass - Music in Similar Motion. This technique extends or reduces a repetitive pattern by increments of the smallest rhythmic value which thus affects the melodic content, rhythm etc.

	rotation
	example: Steve Reich - Clapping Music, Violin Phase. This technique involves phase shifting.

	texture construction
	this technique involves the ostinato fabric gradually growing more or less complex.

	isorhythmic overlap
	example: Philip Glass - Einstein on the Beach. This technique involves ostinati of varying lengths stated simultaneously.


"You know there is a maverick tradition in American music that is very strong. It's in Ives, Ruggles. Cage, Partch, Moondog, all of these weird guys. That's my tradition."

Thus Philip Glass traced his artistic lineage in an interview with the composer Robert Ashley. Glass, born in Baltimore on January 31, 1937, began his musical career in a conventional enough manner: study at the University of Chicago and Juilliard; a summer at the Aspen Music Festival with Milhaud; lessons with Nadia Boulanger in France on a Fulbright scholarship; many compositions, several of them published, in a neoclassical style indebted to Copland and Hindemith. In 1965. however, Glass worked with the Indian sitarist Ravi Shankar in Paris on the score for a film titled Chappaqua, and that exposure to non-Western music was the turning point in forming Glass' mature style.

In 1965-1966, Glass spent six months traveling in India, North Africa, and Central Asia. and he returned to New York in the spring of 1966 with a new musical vision (and a new religion - he has been a Tibetan Buddhist for years). Glass rejected his earlier works, formed an ensemble of amplified flutes and saxophones, electric organs and synthesizers, and began writing what is commonly known as "Minimalist" music (though Glass loathes the term; Debussy likewise insisted that he was not an "Impressionist.") "Minimalist" music is based upon the repetition of slowly changing common chords in steady rhythms, often overlaid with a lyrical melody in long, arching phrases. Glass views this style, which contrasts starkly with the fragmented, ametric, harshly dissonant post-Schönberg music that had been the dominant style for the twenty-five years after the Second World War, as hypnotic and trance-like, lifting the spirit out of the mundane and freeing the mind. Minimalist music is meant, quite simply, to sound beautiful and to be immediately accessible to all listeners. Indeed, Glass represents the epitome of the modern "cross-over" artist, whose music appeals equally to classical, rock and jazz audiences.Such an extraordinary, new style was not quickly accepted, but Glass was determined to continue on the path he had chosen. He kept composing and honing the skills and performances of his ensemble, but supported himself for some time as a taxi driver and plumber.

Young studied Indian music with Pandit Pran Nath although he came to Indian music more by thinking through his own musical ideas. Reich studied African drumming in Ghana, and also Balinese gamelan music and the cantillation (chanting) of the Hebrew Scriptures. 

Other motivating forces for minimalism have come from the tape studio e.g the use of loops and multiple tracks.

Minimalism has wide appeal. Minimal composers have by far the largest public in contemporary music today. The appreciation of these composers can be said to be due to the simplicity and nature of their works. Terry Riley's recordings are sometimes brought out simultaneously on the pop and classical markets. Philip Glass has composed music for the advertising of the Orange phone company. This popularity has startled many a supporter of experimental music who believed minimalism to be doomed to live a brief life.

http://www.dolmetsch.com/musictheory40.htm
Introduction

The evolution of music has been driven by composers' reactions to the music that they have been exposed to. For the most part, they have usually tried to adjust or improve upon the music that has come before them. However, the Modern period has been largely focused on completely redefining music as we know it. The twentieth century has been a time of musical experimenation, as composers have tried to redefine virtually every aspect of music: tonality, rhythm, form, harmony, and even the qualities of sound itself. 

The reason that composers wanted to completely change the face of music was mostly because the old systems were growing so overused that they were becoming limiting factors. A large question looming over composers was "what do you do when everything's been done already?". As many different composers tried to answer this question in many different ways, the musical world was split in more different directions than it had been pulled before. 
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Historical Context

One usually points to Impressionism as being the root of the Modern period. However, the end of World War I is widely considered the real start of the Modern period. Postwar society was characterized by rebellion and experimentation. As a result, music of the time became increasingly divided as composers went their own separate ways. Because of its experimental nature, much of the music from 1910 to 1930 was called "the new music". A major development of this time was the concept of atonality. 

In the thirties, the world faced a global economic depression, as well as the rise of dictatorships in Germany, Russia, and Italy. The tension of the time led many to adjust moral, political, and social questions. Music was affected as well, and from 1930 to 1950 there was a general movement to bridge the gap between "old" and "new" music. The Neo-Classical movement came as a result of this longing to somehow return to tradition. 

In retrospect, the 20th century was generally a century of "isms": Atonalism, Serialism, Minimalism, etc. No one can really tell yet which of these movements will stand the test of time; as Schoenberg put it: "Contemporaries are not final judges, but are generally overruled by history." 
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Chamber Music in the Modern Period

The late Romantic period was full of massive, extravagant symphonies and tone-poems. For modern composers trying to counteract the size and scope of these gigantic works, chamber music provided the ideal medium. As a result, chamber music saw a bit of a resurgence in the Modern period. 

However, the idea of chamber music was somewhat changed as well. Many composers, seeking out new sound colors, tried several different arrangements of instruments. Also, the music became increasingly harder, to the point that much of it is playable only by very skilled ensembles. 
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Composers

Currently it is difficult to tell which of the modern composers will be remembered by history. A few men seem to have already earned this lasting recognition. Among them are Béla Bartók, Dmitri Shostakovich, and Arnold Schoenberg who are considered among the great authors of chamber music in the 20th century. Other widely recognized names include Claude Debussy, Igor Stravinsky, and Sergei Prokofiev. There are many more names out there, but whether they will be remembered or not is still a question up in the air. 

Click here to see the full listing of Modern composers. 
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New Developments

	Impressionism
	While considered more a movement of the Modern Period than of the Romantic, Impressionism served as a transitional bridge between the two epochs.

	Expressionism
	A kind of outgrowth of Romanticism, expressionism aimed to represent feelings from the "inner" perspective.

	Atonalism
	For the entire history of western music, music had been written with a tonal centre in mind, until composers in the 20th century began venture into atonality, or the lack of a definite key.

	Neo-Classicism
	After much of the experimentation of the early 20th century, many composers tried to incorporate these new musical discoveries while keeping with traditional methods.

	The 12-tone Series
	Created by Schoenberg, the 12-tone series became a popular method of composing atonal music.

	Serialism
	Serialist composers did not "write" music in the traditional sense, but rather created music through mathematical methods.

	Indeterminism
	Pioneered by John Cage, indeterminism aimed to remove all creative choice from composition, leaving it up to chance.

	Minimalism
	By employing miniscule changes to music over an extended length of time, minimalists strove to create a near-hypnotic effect.


Minimalist music has been around for a long time in other cultures, but its spread into Western music and art began in the mid-1900's. The main concept behind minimalist composition is the use of a small (or "minimal") amount of musical material. Composers take these musical patterns and repeat them over and over and over and over... you get the idea. They vary these patterns over long stretches of time, often so that the listener cannot readily perceive the changes. For that reason, minimalist music is often said to have a trance-like or hypnotic effect. 

	Audio Clip (MIDI): Metamorphosis One by Philip Glass 




Like many other kinds of modern music, some people find minimalist music difficult to listen to. This is because minimalism is not based on inidividual notes but rather on musical patterns. For example, classical composers like Beethoven used notes to create a melody, whereas minimalist composers like Philip Glass use patterns of notes to create a mood. Therefore, minimalist pieces may sound like a broken record, with no change really happening. The key is to listen for the overall effect, not the actual notes. 

Many of the pioneering minimalists (such as Glass, Riley, and Reich) are still writing today. The minimalist style has also spread into pop music, most notably into "techno" music, where there is a need for dance music that lasts for hours at a time. 

Funk and Wagnall's Encyclopedia tells us that atonality is "the absence of the system of harmonic relationships called tonality." Ummm, okay... If that's confusing to you, don't worry; we'll try and explain this. 

The best way to explain the concept of atonality is to first explain the concept of tonality. All tonal music has a key, such as "C major" or "F minor", etc. All the notes in a key are related to a central note, called the tonic. As you've probably guessed, the tonic note of "C major" is C, the tonic note of "F minor" is F, and so on... The tonic is the most important pitch in a piece, and is its center of gravity. Hearing the tonic gives a sense of resolution. All tonal music returns to the tonic at the end to bring closure. For example, think of your country's national anthem (or, if you prefer, any other national anthem). Now sing it, but DO NOT SING THE LAST NOTE. You should feel an urge to just belt out that last note, because it is the tonic. All the notes in the song have led up to set up a sense of tension that can only be resolved by singing that final tonic note. 

To put it simply, atonal music is music without a tonic. Now this doesn't mean that atonal composers just write songs and take out the last notes. Whereas tonal music features one pitch (the tonic) that is more important than all the others, atonal music treats all notes as though they were of equal strength. Most people aren't used to hearing music this way, however, which is why many people find modern atonal music hard to listen to. 

Historically, Western music had been steadily progressing towards complete atonalism ever since the Romantic Period. The increasing use of chromaticism during the 19th century led to a weakened sense of key. Later, the Impressionist movement, led by Debussy and Ravel, displayed several atonal qualities, like the use of chords for non-tonal functions. Bart&oacutek moved even further away from the tonal tradition by generally ignoring it, except for some instances where he used it merely as a dramatic device. An important figure in 20th century music is Arnold Schoenberg, who developed the twelve-tone system for composing atonal music. This system marks the beginnings of serialsm, which is the repetition and variation of a given sequence in any musical element. 

The term "serialism" is sometimes used synonymously with "twelve tone music". The truth is, however, that the 12-tone method is just one of several kinds of serialism. The reasoning behind total serialism is simple enough: if Schoenberg could compose notes according to numerical patterns (or serialize them), then why couldn't you do the same thing with other aspects of music? Going down this train of thought, composers quickly came up with ways to serialize all kinds of musical elements: note length, silence, texture, volume, and so on. 

This could be done in several different ways. A serial composer could have several different series to govern several different elements of the music (for example, one series for the notes, one for the note lengths, another for volume, etc...). Another way of doing things would be to have everything be derived in one way or another from a single numerical series. Either way, the composer would be close to having "total control" over every little detail of his piece by way of the series he came up with. 

Of course, this doesn't mean that composers could just pick a few random numbers and try to turn them into music. The real challenge to writing "good" serial music is to somehow arrange the series so that the resulting music at least makes some degree of sense; otherwise, the whole thing can easily wind up sounding like total randomness (see indeterminism if you want total randomness.) Even in the most carefully constructed serial works, however, the unaccustomed listener will probably get the impression of randomness. 

Serial music is almost completely detatched from "traditional" music, in terms of melody, rhythm, and harmony. Ever since the days of Bach or Haydn, music had been written so that the listener could follow its development from beginning to end. This was done through "logical" harmonic progressions, melodic lines, and a sense of pulse or rhythm. In serial music, the listener is only aware of unrepeated and unpredictable musical "events" which dissolve in and out of each other in an apparently random fashion. The end result: it's usually very complex and is usually understood only after many listenings (if ever). 

Total serialism followed the success of the 12-tone series, and developed around the beginning of the 1950's. It continued into the 1960's with such composers as Igor Stravinsky, Milton Babbit, Pierre Boulez, and Walter Piston. 

20th Century Characteristics
Form 

Composers experiment with "aleatoric" music, in which form and structure are determined by chance. 

Harmony 

Intricate harmonies paint beautiful pictures of sound. Modal, pentatonic, and twelve-tone scale are often used. Chords often have dissonant intervals, such as 2nds, 7ths, 9ths, and 11ths. 

Keyboard Instruments 

Electronic keyboards, synthesizers, and pianos are used. 

Rhythm 

Changing meters, polyrhythms (more than one rhythm used at the same time) are popular. 

Style 

Vague outlines of melody and rhythm, soft and colourful tones and shimmering effects are used. Dissonance, prepared instruments, new notation types and precise dynamic, phrasing and tempo indications are used. There is a variety of harmonies, moods, rhythms, and styles found in this period. 

Impressionist Music

(20th Century 2)

	A 20th century offshoot of Romantic music is a type of program music called impressionist music. However, where Romantic music is like a sharp, clear picture of a friend, impressionist music is like a blurry, vague painting of the same friend. 

The most famous composers of impressionist music were Claude Debussy and Maurice Ravel. Due to his theoretical innovations, Debussy was regarded as a radical in his composition classes at the the famous Paris Conservatory of Music. One of his best known works is Prelude to "the Afternoon of a Faun." 
	


Debussy, Prélude à l'après-midi d'un faune

Neo-Classicism

(20th Century 3)

	An important type of 20th century music is neoclassical. "Neo" means new, so neoclassical music is new music that is similar to music of the Classical period. While neoclassical music sounds modern in many ways, it is written following the basic forms and ideals of the Classical period. 

A famous neoclassical composer is Igor Stravinsky. His music uses many different key signatures and time signatures, and sometimes more than one at a time. One example is the Rite of Spring. 


Chance Music

(20th Century 4)

	In chance music, the composer leaves a lot up to the performer. For example a composer might give each player in the band four different sheets of music. On the director's signal each player in the band could play any one of the four sheets of music, starting and stopping whenever he or she wished. Chance music is interesting because each performance is different. 

One important composer of chance music was John Cage. His Imaginary Landscape No.4, consists of 12 radios all playing at the same time, but all tuned to different stations. 


Atonal Music

(20th Century 5)

	One composer, Arnold Schoenberg, devised a completely new system of composing by using the 12 tone scale. The resulting music is called atonal. The scale uses all 12 chromatic notes equally. Rhythms are irregular and unpredictable. 

Joined by Alban Berg and Anton Webern, the three formed the Second Viennese School. Both Berg and Webern followed Schoenberg in abandoning traditional tonality and melody, and in writing concentrated short pieces. 
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Components of Twentieth Century Classical Music 

RHYTHM

One of the most significant changes in components of music that formed twentieth century music is rhythm. The modern music is full of complex rhythms and time signatures. The major reason for the increase of rhythms in twentieth century music is the development of the ballet. Obviously, ballet needs music with accented beats and rhythms because the dancers need to move to the rhythm of the music. In the nineteen hundreds, the body became a rhythmic machine and this affected the music dramatically. 

Industrialization and urbanization also affected the rhythm of music. Composers began to listen to the sounds and rhythms of machines in factories and city streets and this gave the inspiration to imitate these sounds in music. Polyrhythm, the use of more than one rhythm at a time, became popular as many different rhythms were heard in the factories and cities. 

The use of multiple time signatures is another significant component of twentieth century music. Earlier composers used one time signature for a whole composition and it was never considered acceptable to use multiple time signatures. Today, composers do not only use the usual time signatures in two, four, six, but also, in five, seven, eleven, and thirteen. A classic example of this is Stravinsky's composition, "The Rite of Spring" where a diverse number of key signatures are used. 

MELODY

The second component of twentieth century music is melody. This new music moves away from the traditional melodic line that previous musical styles had developed. The melody of twentieth century music is a constant or scattered line of notes with no direct tune or phrasing. This type of melody contains large intervals and very dissonant sounds. One reason for rejecting the traditional melody is the goals of the composer. Twentieth century composers no longer have the musical goal of giving the listener a melodic line to hear and envision, but rather, a desire to create new sounds and ideas through their music. 

HARMONY

Modern composers have also rejected the traditional harmony structure by developing two new forms of harmony.

Polychords and Polyharmony

Polychords are a new set of chords unlike the traditional chord which requires the tones in thirds such as 1, 3, and 5. Modern music has developed polychords which is one gigantic chord that includes two different triads. An example of a polychord including the triads of C major and D major would be: CEGCDF#AD. This type of chord "stacking" creates a tension and dissonance that is uniquely characteristic of twentieth century music.

Polyharmony is the musical idea of using polychords to create two melodies at the same time based on two different triads. 

EXPANSION OF TONALITY

There are four different types of tonality in twentieth century music including: expanded tonality, polytonality, atonality, and twelve-tone music. 

Expanded Tonality

Expanded tonality is the idea of compositions revolving around a twelve-tone scale, not a traditional 8-tone scale. This new idea meant that there was a lesser sense of major and minor keys and less of a distinction between diatonic and chromatic. 

Polytonality

Polytonality is the use of two or more keys at the same time in one composition. This was made possible with the introduction of what was previously described as polyharmony (the use of polychords to create more than one melody). Stravinsky and Milhaud were the main composers to use polytonality. Usually, the end of a song had a dominant key so that it would give the listener a sense of ending and completeness. 

Atonality

Atonality is the total rejection of a central key in a composition by making each of the twelve-tones equally significant. This method was particularly mastered by composer, Arnold Schoenberg as he produced a sense of tension in his music. By never resolving the chords and sounds in his music, because there was no sense of key, Schoenberg's music was a reflection of the European culture at the time. The culture in Europe was very pessemistic about triumph and completeness which was shown in the never-ending tension of Schoenberg's music. 

Twelve-Tone Method

The twelve-tone method of replacing tonality is where all twelve tones are equally important. This method is most often used in serial music where a composer creates a line of twelve chromatic tones, called the tone row, which becomes the theme for the composition. This line of tones is reversed, started on different tones, and transposed into different melodies for harmony. Schoenberg was one of the composers who was famous for his composition of serial music. 

Styles of Twentieth Century Music

ORIGINS OF POPUALAR MUSIC .....

From the work songs of the African Americans and from European hymns spirituals and blues developed. 

SPIRITUALS were songs with great religious fervour and driving rhythms for people to sing together. They evolved into Gospel music.

BLUES were individual songs about life. These used the major and minor scales that provided harmony but flattened some of the notes giving the music its unique sound.

One of the great features of popular music which made it so "popular" was its drive. The rhythmic drive was an important quality that made listening and dancing to the music enjoyable.

It is from the combination of the African rhythmic heritage with European melody and harmony that much of the popular music of this century has been created.

The popular music of the early twentieth century owes its rise in popularity to the invention of radio and to the ability to record music developed in the twenties. These two major developments are very important to musical history as they allowed for the spread of popular music world-wide. 
 MUSICAL THEATRE CHARACTERISTICS
~collaborative effort...the balance of the musical elements (lyrics, music, dance) as well as the balance of the non-musical elements (plot, effects,characterization) is more even than that of opera

~stars ...musical theatre requires a trained voice to be performed but not of the same intensity as required of an opera singer ... must be able to act convincingly where an opera performer does not ... must look the part where an opera performer does not

~mass appeal ...musical theatre must appeal to a broad audience as opposed to opera which was written to appeal to a select audience 

~musical appeal ...the music must appeal to the general ear and have a singable quality so even those not trained to sing can enjoy singing them ... catchy tunes that stick with the listener

* the fact that many musicals can be adapted for film and television adds to their mass appeal *

COMMON THEMES IN MUSICAL THEATRE
~Nostalgia ...setting the show in the past ex) Showboat ... Oklahoma! ... Music Man ... Grease ...

~Cinderella Stories ... ex) The King & I ... The Sound of Music ... My Fair Lady ...

~Realism ...basing the plots on more plausible stories ex) Cabaret ... West Side Story ... A Little Night Music ...

~Literature ...some musical theatre is based on existing literature ex) The Phantom of the Opera (based on the book by G.Leroux) Jekyll & Hyde (based on the book by RL Stevenson) Ragtime (based on the book by EL Doctorow) Jane Eyre (based on the book by Charlotte Bronte)

THE 4 PHASES OF MUSICAL THEATRE
I) The American Version of the English Operetta ... These were simple and unrealistic with a strong emphasis on romance. ex)The Student Princeby Sigmund Romberg (1924)

II) Specifically American Versions ... These were musicals written in a "specifically" American style. Many of the composers of these musicals also wrote popular music. ex) Annie Get Your Gunby Irving Berlin (1946) or Porgy and Bessby George Gershwin (1935)

III) Realism ... These were based on better and more realistic plots including those found in literature. The songs were also integrated into the plot more effectively to help establish character, advance plot and involve the audience. ex) South Pacificby Rodgers & Hammerstein (1949) or Camelotby Lerner & Lowe (1960)

IV) Totally New Approaches to Musical Theatre ... These involved the development of new characters and stories which incorporated the sociological change, new attitudes and new ideas of the times. ex.) Guys & Dollsby Frank Loesser (1950) or How to Succeed in Business Without Really Trying(1961)

Rock Musicals ... When rock music became extremely popular it was discovered this too was suitable for musical theatre and thus a new style developed. Some well known rock musicals include: Hairby Ragni, Rado &MacDermot (1968) ... Jesus Christ Superstarby O'Horgan, Rice and Weber (1971) ... Bye, Bye Birdieby Adams & Strouse (1960).

"New" Musicals ... "New" musicals can be more of a theatrical than musical experience like Man of La Manchaby Leigh and Darion (1965) or else they can deal with material which seems very unlikely for a musical such as Bock and Harnick's Fiddler on the Roof(1964) or Weber's Evita.
* Musical Theatre has proven to be a very versatile musical genre. It can deal with fantasy and fairy tales or the happenings of everyday. It can be biographical or deal with great literature. It can take us back to an idealized time or deal with serious facets of modern day society.*

Famous Composers of Musical Theatre ...
~Sigmund Romberg (1887 - 1951)

~Jerome Kern (1885 - 1945)

~Irving Berlin ( 1888 - )

~George M Cohan (1878 - 1942)

~George Gershwin (1898 - 1937) and Ira Gershwin

~Alan Jay Lerner and Frederick Loewe

~Richard Rodgers and Oscar Hammerstein

~Andrew Lloyd Weber

BARRELHOUSE/BOOGIE-WOOGIE(late 1800s)

In the drinking houses, pianists began to play music known as Barrelhouse or Boogie-Woogie. This form of music was strongly rhythmic. It contained repeated bass patterns played by the left hand --- this gave it its drive. The bass part was overlayed by the tunes/phrases played in the right hand. It contained simple harmonies and could be improvised.

Barrelhouse/Boogie-Woogie remained popular into the 1930s and can still be heard today.

THE CAKEWALK
The Cakewalk was the first syncopated music to become popular in America. It was considered to be high society pasttime. Among African Americans it was considered to be less respectable.

The Cakewalk was often passed off as Ragtime to those who could not tell the difference between the two. As a matter of fact, the first three published "Rags" were in truth Cakewalks. These were:

Mississippi Ragby William Krell (1897)

Ragtime Marchby William Bebe (1897)

Ragtime Patrolby RJ Hamilton

The first true Rag, Louisiana Ragby Theodore H Northrup, wasn't published until almost a year later.

RAGTIME
Ragtime began as a performance medium. Its pre-sheet music origins were in the saloons where the Ragtime Performers played. There is little historical data on Ragtime because it developed in a time when only Classical music was considered worthy for consideration. Therefore its distinguishing musical characteristics remain a bit muddled.

Ragtime was racially amibiguous ... a very important feature as it developed in a time of extremely rigid racial divisions. Although the earliest composers of Ragtime had no interest in using their race to promote their music, it is interesting to note that the first musical composition by an African American to be published was in fact a rag (Harlem Ragby Thomas MJ Turpin )

This style of music was called Ragtime or Rags because of its "ragged"/syncopated rhythms. Ragtime was similar in style to marches and dances.

~The Compositional Format of Ragtime Music ~
~ instrumental work in 2/4 composed for piano (Ragtime was seldomly performed in non-piano presentations)

~ combines a syncopated series of melodies accompanied by an even and steady rhythm

~ LEFT HAND bass pattern was march-like rhythm accenting the first and third beats

~ RIGHT HAND melody was syncopated

~ typically contains 3 or 4 distinct sections each with 16 measures and each section being able to stand on its own

~ usually a repeated AA BB CC DD form

Ragtime was popular in North America and Europe well into the twenties. It was also subject to several revivals later on in music history. One such revival occured in 1974 when The Academy Award winning film The Stingfeatured Ragtime music by Ragtime composer Ragtime composer Scott Joplin who died in 1917.

Those who did not like Ragtime music said it was "an addictive poison that caused permanent brain damage and ruined people's morals".

Ragtime was eventually ousted by first a livelier form of rag known as a Stomp. This then led to the development of a musical form with a stronger beat which would replace Ragtime in popularity and remain popular for the years to come ..... This new form of popular music was Jazz.

Some famous Boogie-Woogie & Ragtime Pianists
Eubie Blake, Cow Cow Davenport, James P Johnson

Meade Lux Lewis, Jelly Roll Morton, Joshua Rifkin

and Jimmy Yancey 
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Composers of Twentieth Century Music

Scott Joplin's Music ...
Before Scott Joplin the Ragtime music was known as "Folk rags" (they were of no specific type and contained folk elements of various sorts). 

With his composition The Maple Leaf Rag (1899), Joplin brought to Ragtime its compositional framework that later composers could readily follow. The Maple Leaf Rag gained great fame. If fact, it was the first piece of sheet music to sell more than a million copies. Other well-known rags by Joplin include The Entertainer(1902) and Scott Joplin's New Rag(1912).

Joplin saw the possibility of Ragtime as a serious art form. He realized he needed to merge the styles of Ragtime and classical. He combined the traditions of African-American music with those of 19th century European Romanticism as well as having a liberal use of blues notes. And so began to work on an opera ... Treemonisha.
Treemonishais the story of an abandoned black child who is found under a tree by a childless couple. While working on the opera, he burned several other works which remained unfinished. Joplin wanted to succeed with an opera or not succeed at all. The opera was a failure. Joplin managed to get it performed once in 1915 but it was totally ignored. But there was a second performance. Treemonisha was performed fifty-seven years later in 1972 at the Atlanta Symphony Hall. In 1976 (almost sixty years after his death), Joplin's opera finally made it. It was considered to be the first truly American opera and was awarded the Pulitzer Prize in music. 

George Gershwin was born in Brooklyn, New York in 1898. In his younger days he assumed music was what girls did. He was more interested in playing stickball and baseball and roller-skating. In fact he was the roller-skating champion in his neighbourhood.

At the age of ten, he heard someone playing a piece by Antonin Dvorak and saw how wonderful music could be. He was so eager to learn to play the piano his parents had bought for his older brother, Ira, that they let him take lessons.

Gershwin quit school at sixteen and worked in music stores demonstrating music and trying to get his own works published.

By nineteen years of age, Gershwin was rich and famous. His first hit Swanee sold over two million copies and was one of the earliest phonograph records recorded.

Together, George and his brother, Ira wrote Broadway musicals. George was "Mr Music" while Ira was "Mr Words".

George Gershwin was incredibly egotistical. He talked about himself constantly and loved his music. He was proud of his physique and when he began losing his hair he bought a refrigerator-sized machine that was advertised to stimulate hair growth.

Gershwin dated glamorous actresses but he never married. He seemed not to care when a girl he liked married someone else, either. He'd say "I'd feel terrible if I weren't so busy." 

Gershwin was very athletic. He played golf, rode horses, went skiing, and played tennis. In his apartment he had his own gym (there was a piano in it as well)

Gershwin constantly smoked cigars and so had stomach problems most of the time. As a result he had to eat a rather bland diet although he could polish off a quart of ice cream in one sitting.

At a concert in 1936, he began having memory lapses and dizzy spells with the sensation that he was smelling burning rubber. Six months later, at the age of thirty-eight he died of a brain tumour. 
The Russian composer, Igor Stravinsky, was a significant composer of 20th century music. His father was an opera singer and sent him to piano lessons early in childhood to encourage musical talent. Stravinsky went to the University of St. Petersburg to study law to become a lawyer. He developed good connections with some well-known composers, the most significant being Nikolai Rimsky-Korsakov. Stravinsky studied orchestration with Korsakov and started composing large-scale works after graduating in 1905.

Stravinsky's music interested Serge Diaghilev, a major leader of the Russian Ballet. Diaghilev commissioned Stravinsky to write a score for the song entitled, The Firebird. This major composition was soon followed by the ballets entitled, Petrushka and The Rite Of Spring which angered many listeners because the music contained untraditional sounds and rhythms.

During World War I, Stravinsky fled to Switzerland with his family. It was very difficult to gather large groups of people to perform ballets and operas during the war, so Stravinsky started writing smaller works for piano and ensembles. Stravinsky was later forced to move to France in 1920 when the Russian Revolution started. He stayed there for nineteen years performing concerts in Europe and lecturing at Universities. 

In 1945, Stravinsky became an American citizen and lived in California for the remainder of his life. He still performed many worldwide concerts which was a great example of how twentieth century music was spread throughout the world and accepted. He also wrote books with Robert Craft which contained an abundance of musical ideas and history. Finally, Stravinsky died in New Uork on April 6, 1971. 

The Elements of Stravinsky's Music

Stravinsky had a major impact on the rhythms and sounds of twentieth century music. He had to develop a good sense of rhythm because he composed many ballets which required music and rhythms that people could easily dance and move to. 

Stravinsky also impacted the sound and tone of twentieth century music. He rejected the chromaticism of the Romantic era by using unusual harmonies and sounds, although he was always careful to not lose the sense of key. Later in his music career, during the 1950s, Stravinsky developed a great interest in writing serial music. This is music based on the twelve tone style and is best shown in his ballet Agon and Threni: Lamentations of the Prophet Jeremiah. 

Later on in his life, Stravinsky went through a neoclassical period where he used the forms of the Mozartean opera. Some major works which display this neoclassicism include: the opera-oratorio, Oedipus Rex, the Symphony of Psalms written for chorus and orchestra, and the opera entitled, The Rake's Progress. All of these compositions displayed Stravinsky's maturity as a twentieth century musician. 

Sergei Prokofiev's Music ...
At first, Prokofiev's music was not popular. Much of it was extremely controversial. So much so that the conductors of his symphonies on occasion received death threats. Critics got so used to picking on him that one published a bad review before the piece had even been performed. His violent piano playing startled audiences. In fact, the first four notes of his First Piano Concerto sound so powerful that they have been nicknamed "hit on the head".

As a child, Prokofiev was afraid of the black keys on the piano and so avoided them. As a result of this fear, some of his earlier works written when he was in his twenties are known as "white" music as it is to be played on the white keys only.

Prokofiev's final opera, A Tale of a Real Manwas never produced in his lifetime due to a political ban by Stalin.

One of the most famous pieces by Prokofiev is Peter and the Wolf. This piece demonstrates different instruments in the orchestra (there is one for each character) as the story is told at the same time. Peter and the Wolfhas introduced classical music to children all over the world.

Although Prokofiev's music was not at all popular to begin with ... he is one of the most frequently performed modern composer today.
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Great American Composers: Concert Band Literature

SOUSA, JOHN PHILIP  BIOGRAPHY
(1854 - 1932)

Sousa said a march ‘should make a man with a wooden leg step out’, and his surely did. However, he was no mere maker of marches, but an exceptionally inventive composer of over two hundred works, including symphonic poems, suites, songs and operettas created for both orchestra and for band. John Philip Sousa personified the innocent energy of turn-of-the-century America and he represented America across the globe. His American tours first brought classical music to hundreds of towns. While Sousa’s fame as a bandmaster needs little comment, far less is known about his formative years as an orchestral composer, conductor and violinist.

Born in Washington DC on 6 November, 1854, Sousa developed with startling quickness. Fame was no accident. Sousa’s father was a trombonist with the United States Marine Band. By the age of six, his musical talent had become apparent and he was enrolled for a year of solfeggio with a local Italian teacher. The boy was found to have absolute pitch, and thus deemed sufficiently gifted to begin basic training in harmony and the study of the violin. These early school days coincided with the great events of the American Civil War, then swirling around the Washington area.

By the age of eleven Sousa organized and led his own ‘quadrille orchestra’. The rest of his orchestra consisted of seven grown men and quickly became a popular dance orchestra in the Washington area. The following year, 1866, he changed music teachers, beginning studies with George Felix Benkert, who had trained in Vienna with the famed theorist Simon Sechter, with whom Schubert planned lessons and whose most famous student was to be Anton Bruckner. Benkert greatly encouraged the young Sousa, allowing him the sort of sophisticated training in composition, harmony, counterpoint and orchestration in Washington that was generally presumed available only in Europe. At the same time, Sousa played first violin for Benkert’s Washington Orchestral Union, as well as performing for regular Tuesday evening string quartet concerts at the home of the Assistant Secretary of State William Hunter. Hunter was an avid classical musical devotee, and for these sessions he imported numerous scores from Europe. He warmly fostered Sousa’s career and was to provide him an invaluable entrée into Washington’s official community. 

At the age of nineteen, Sousa was already an active violinist in theatre orchestras, including Ford’s Theatre and the Washington Theatre Comique (vaudeville). Soon his great talent, extensive training and natural leadership attracted notice, and he assumed duties as an orchestral leader. Since these responsibilities often required the preparation of special materials, he augmented the theatrical productions with numerous incidental pieces and arrangements.

In 1875 Sousa left Washington, touring the Middle-West for a season as the concertmaster and leader for Noble’s acting troupe. He arrived in Philadelphia just as the 1876 Centennial Exposition was beginning. Now 21 years of age, he promptly landed a job in the first violin section of the official centennial orchestra playing for guest conductor Jacques Offenbach. After the Exposition, he remained in Philadelphia for the next three seasons, leading various theatre orchestras. In 1878 he was asked to provide orchestrations for an American performance of Gilbert and Sullivan’s Sorcerer. The following year, he composed his first operetta Katherine, and prepared the orchestrations for he American Introduction of HMS Pinafore. Pinafore received its Broadway première with John Philip Sousa conducting. The same year, at the age of 25, he was chosen to become Director of the United States Marine Band in Washington. He began leading the Marine Band in January 1880, beginning a fabled 52 year career as a bandmaster.

Despite his success with bands, Sousa never gave up his fascination with the musical theatre. It was his goal to become an American version of Gilbert and Sullivan combined. In all he composed fifteen operettas. His El Capitan of 1895 is believed to have been the first musical by an American composer to enjoy a successful run on Broadway. In many ways, Sousa’s compositions were the equal of Sullivan’s music, but his lyrics sadly never matched the inspirations of Gilbert’s, nor did his attempts at collaboration ever produce a truly worthy librettist. By the turn of the century, his popularity on Broadway began to be eclipsed by the musicals of Victor Herbert, and later by those of Berlin, Kern and Gershwin. Sousa, the classicist was caught in the on-rush of the romantic era. Today, happily for us, the classicist has left a legacy of enduring classics.

Sousa’s associations with the theatre music of Gilbert and Sullivan and with Offenbach had became central to his musical thought. Like these European masters, he fluently composed in the light music and dance styles of his day, using existing classical frameworks. Mozart, however, was Sousa’s ideal composer. His biographer Paul Bierley notes that Sousa’s personal scores of Mozart’s operas had obviously been read and re-read for pleasure. Mozart’s opera scoring techniques are wonderfully evident in Sousa’s orchestrations.

From 1880 Sousa’s career was dominated by his association with military bands. In other circumstances he might have found a place in the theatre, with which he was associated after his discharge in 1874 from the Marine Band at the age of twenty. He had enlisted as a boy of thirteen and returned as a conductor of the United States Marine Band in 1880, continuing there until 1892, when he left to set up his own band, under his own name. With Sousa’s Band he won an international reputation, with regular tours throughout the United States and visits to Europe. His band came to an end in 1931 and he died the following year.

Many aspects of Sousa’s life as a bandmaster reflected his experiences in the musical theatre. His ‘potpourri’ style of programming was based on the same structural ideas that make a successful theatrical production. Superb programming was a hallmark of his phenomenally successful forty years of band touring. Many themes from his operettas found their way into his great marches and concert music. His early days in the theatre also developed his unerring instinct for popular taste. His band mimicked the sound of a symphony orchestra, and no finer band that Sousa’s was ever heard. Sousa modified the existing military band by decreasing the brass and increasing its woodwinds, and by adding a harp to create a truly symphonic sound.

Gleaned also from the musical theatre was his musical salesmanship. Sousa pleasingly packaged classical standards and orchestral treatments of popular fare, establishing a standard style reflected today in the pops concerts of American symphony orchestras. Sousa never spoke at his concerts, preferring non-stop music that spoke for itself. His band played Parsifal excerpts ten years before it was introduced at the Metropolitan Opera, yet combined it with such fare as Turkey In The Straw, ultimately doing more to champion good music than any other American orchestra of the era. Throughout his career, much of Sousa’s output was created simultaneously for theatre orchestra as well as for band, including such marches as The Stars and Stripes Forever, El Capitan, Washington Post, and Semper Fidells, universally acknowledged as the best of their genre.

Sousa astounded Europe by introducing ragtime on his 1900 tour, touching off a fascination with American music which influenced such composers as Debussy, Ravel, Stravinsky, Grainger and Milhaud. The principal commodity Sousa sold however, was pride in America and American music. In the quarter century before radio, improved electronic records, and finally, the miracle of talking pictures. Sousa and his Band and Sousa and his music, was America’s greatest musical attraction. 
DAVID HOLSINGER
Holsinger's compositions have received kudos in several national competitions. He won the National Federation of Music Clubs Band Composition Contest in 1970. In 1971, THE WAR TRILOGY was awarded first place in the Kent State University Band Composition Contest. LITURGICAL DANCES was first runner-up in both the 1981 NBA-DeMoulin and ABA-Ostwald competitions.
In 1982, the ABA-Ostwald prize was awarded to Holsinger's THE ARMIES OF THE OMNIPRESENT OTSERF.   In 1986, Holsinger's THE DEATHTREE, was a finalist in both the NBA-DeMoulin and the Sudler International Competition. His composition, IN THE SPRING AT THE TIME WHEN KINGS GO OFF TO WAR, won the 1986 ABA-Ostwald Prize.  
Much of Holsinger's music is characterized by unrelenting tempos, ebullient rhythms, fluctuating accents over set ostinati, poly-lineal textures, vigorous asymmetrical melodies, and high emotional impact. His adagio works are as intransigently passionate as his allegros are exuberant!  - TRN program notes.   

Compositions by David Holsinger receiving outstanding reviews include THE EASTER SYMPHONY, a three movement, 55 minute chorale symphony based on the Passion of Christ, and the U.S. Air Force Tactical Air Command Band commission, TO TAME THE PERILOUS SKIES.  High marks by reviewers have also been given to the memorial work, CONSIDER THE UNCOMMON MAN; PRAISES, a six-movement ballet suite; SCRAPPY BUMPTOE'S PICTURE CARDS AND RAGTAG DIARY, composed for the Kansas Brass Quintet; SINFONIA VOCI for band and choir; TEXAS PROMENADE, celebrating the 50th Anniversary Convention of the Texas Bandmasters Association; and THE SONG OF MOSES, a four movement band/choral work premiered by the United States Air Force Band and Singing Sergeants and selected for broadcast nationally on a National Public Radio Special Project on Vocal Music in August, 1997.    
Other much played works in Holsinger’s catalogue include THE WAR TRILOGY: 1971, a special edition of the Kent State contest winner; ABRAM'S PURSUIT; a rollicking overture based on a story from the Book of Genesis; HOMAGE: THREE TAPESTRIES, the composer’s tribute to Vaclav Nehlybel; and ADAGIO, about which one reviewer penned, "Composed in memory of a departed friend, this work is an intensely emotional synthesis of both joy and pain, the result being a beauty touched with sadness similar to the effect achieved by Albinoni's famous "Adagio"."       
SCOOTIN’ ON HARDROCK, a jazz suite for concert band, and BATTLE MUSIC, a work inspired by Revelations 12:7; “And there was war in Heaven....” have already seen a major number of performances since their publication in 2001.  Not to be overlooked is Holsinger’s translation of the American hymn, “It is Well with my Soul”.  ON A HYMNSONG OF PHILIP BLISS, his largest selling work, has become a part of the national dialogue with numerous televised memorial performances in recent years, including the commemorative services for the Challenger Astronauts, the State Funeral and Interment of President Ronald Reagan, the dedication of the World War II Memorial, and national commemoratives for our fallen heroes of the American Armed Forces, past and present.   
New compositions in 2006 include DIVERTIMENTED DANCES, seven whimsical movements, SYMPHONIA GLORIOSO, a concert fanfare, ELEGY ON AN AMERICAN FOLKTUNE, a memorial work, and a work honoring Robert Foster, Conductor Emeritus of the University of Kansas, OTSERF 2: REVENGE OF THE WARRIOR PRINCE.
http://www.davidrholsinger.com/ 

 

Robert W. Smith (b. 1958) is one of the most popular and prolific composers of concert band and orchestral literature in America today. He has over 600 publications in print with the majority composed and arranged through his long association with Warner Bros. Publications and the Belwin catalog.  He is currently published exclusively by the C. L. Barnhouse Company and serves as the Director of Product Development for C. L. Barnhouse and Walking Frog Records.

Mr. Smith's credits include many compositions and productions in all areas of the music field. His original works for winds and percussion have been programmed by countless military, university, high school, and middle school bands throughout the United States, Canada, Europe, Australia, South America and Asia. His Symphony #1 (The Divine Comedy), Symphony #2 (The Odyssey) and Africa: Ceremony, Song and Ritual have received worldwide critical acclaim. His educational compositions such as The Tempest, Encanto, and The Great Locomotive Chase have become standards for developing bands throughout the world. His numerous works for orchestras of all levels are currently some of the most popular repertoire available today. His music has received extensive airplay on major network television as well as inclusion in multiple motion pictures. From professional ensembles such as the United States Navy Band and the Atlanta Symphony to school bands and orchestras throughout the world, his music speaks to audiences in any concert setting.

As a conductor and clinician, Mr. Smith has performed throughout the United States, Canada, Japan, Europe and Australia. He is the principal conductor of the American Symphonic Winds and the American Festival Philharmonic Orchestra, professional recording ensembles based in Washington D.C. He is currently working on the production of Symphony No. 3 (Don Quixote), the fourth in a series of compact disc recordings of his best-known works for concert band. In addition, he is co-creator of the Expressions Music Curriculum. This comprehensive Pre-K through 12 music program includes Band Expressions, an innovative new approach to teaching music through the band.

Mr. Smith is currently teaching in the Music Industry program at Troy University in Troy, AL. His teaching responsibilities are focused in music composition, production, publishing and business.  In addition, he is a managing partner and conductor/producer for American Audio Unlimited, an audio production company specializing in recordings for concert band and orchestra. US
Robert W. Smith

Occupation:

Teacher, Composer/Arranger, Publisher, Conductor, Songwriter, Producer

October 24, 1958

CD Recordings

1. 1.The Divine Comedy

2. 2.Inchon

3. 3.The Odyssey

4. 4.Don Quixote (Spring 2008)

DIVINE COMEDY

1. 1.The Inferno

2. 2.Purgatorio

3. 3.The Ascension

4. 4.Paradiso

THE ODYSSEY

1. 1.The Iliad

2. 2.The Winds of Poseidon

3. 3.The Isle of Calypso

4. 4.Ithaca

DON QUIXOTE (Spring 2008)

1. 1.The Quest

2. 2.Dulcinea

3. 3.Sancho and the Windmills

4. 4.The Illumination

AFRICA:  Ceremony, Song and Ritual

INCHON

ENCANTO

THE TEMPEST

TWELVE SECONDS TO THE MOON

INTO THE STORM

IN A GENTLE RAIN

THE GREAT LOCOMOTIVE CHASE

FURIOSO

THE SYMPHONY OF SOULS

REPERCUSSIONS

RITES OF TAMBURO
http://www.robertwsmith.com/RobertWSmith.com/Biography.html
Alfred Reed 

Alfred Reed was born on Manhattan Island in New York City on January 25, 1921. His formal music training began at the age of 10, when he studied the trumpet. As a teenager, he played with small hotel combos in the Catskill Mountains. His interests shifted from performing to arranging and composition. In 1938, he started working in the Radio Workshop in New York as a staff composer/arranger and assistant conductor. With the onset of World War II, he enlisted and was assigned to the 529th Army Air Corps Band. During his three and a half years of service, he produced nearly 100 compositions and arrangements for band. After his discharge, Reed enrolled at the Juilliard School of Music and studied composition with Vittorio Giannini. In 1953, he enrolled at Baylor University, serving as conductor of the Symphony Orchestra while he earned the Bachelor of Music degree (1955). A year later, he received his Master of Music degree. His interest in the development of educational music led him to serve as executive editor of Hansen Publishing from 1955 to 1966. He left that position to become a professor of music at the University of Miami, where he served until his retirement in 1993. After retirement, he continued to compose and made numerous appearances as guest conductor in many nations, most notably in Japan. At the age of 84, on September 17, 2005, Alfred Reed passed away after a short illness. 

Armenian Dances (Part I) 

In his Armenian Dances, Alfred Reed has captured many of the styles, tempos, and subtleties of the Armenian folk songs and dances. Part I, completed in 1972, is based on five authentic Armenian folksongs drawn from the vast collection of Gomidas Vartabed (1869 - 1935). Gomidas has been credited as the founder of Armenian classical music for his work on preserving and documenting over four thousand folk songs. The opening (The Apricot Tree) is a sentimental song with a declamatory beginning. The Partidge’s Song is an original song by Gomidas. Its simple, delicate melody was intended for a children’s choir and is symbolic of that bird’s tiny steps. A young man sings the praises of his beloved (named Nazan) in the lovely, lively love song Hoy, My Nazan. Alagyaz is the name of a mountain in Armenia represented by a beloved folk song that is as majestic as the mountain itself. Part I ends with a delightful and humorous laughing-song (Go, Go!) with an ever accelerating tempo. 

Armenian Dances (Part II) 

In his Armenian Dances, Alfred Reed has captured many of the styles, tempos, and subtleties of the Armenian folk songs and dances. Part II, performed today, was commissioned after the highly successful premiere of Part I and completed in 1977. The two parts comprise a full-length symphony. Reed, acting as arranger and composer, drew his inspirations from the vast collection of Gomidas Vartabed (1869 - 1935). Gomidas has been credited as the founder of Armenian classical music for his work on preserving and documenting over four thousand folk songs. 

The first movement of Part II is Hov Arek (Come, Breeze). It portrays a scene both pastoral and melancholy as a peasant sings to the mountains pleading for a breeze to take away the oppressive heat and the rest of his woes. Khoomar is a female Armenian name. This movement is based on a light-hearted song that depicts how two young people meet and marry. The wedding dance conveys the joy and excitement of the occasion. Lorva Horovel is a plowing song from the district of Lori. The multiple themes in this movement are varied in rhythmic and melodic structure. They reflect the physical and spiritual feelings of the farmer as he proceeds with his work. The sheer effort of this undertaking sets a heavy tone to the movement as the brass and percussion make their introductory proclamations. The farmer pleads with his oxen to put themselves into the task. Good progress and bright spirits are represented by a fast dance common to Eastern Armenia. A slow and plaintive song (Giligia) tells of a longing for his country and lost homeland. The mood picks up with a presto dance theme that builds to a dramatic closing. 

El Camino Real 

Literally translated as “The Royal Road” or “The King's Highway”, El Camino Real was commissioned by, and is dedicated to, the 581st Air Force Band (AFRES) and its Commander, Lt. Col. Ray E. Toler. Composed during the latter half of 1984 and completed in early 1985, it bears the sub​title: A Latin Fantasy. 

The music is based on a series of chord progressions common to countless generations of Spanish flamenco guitarists, whose fiery style and brilliant playing have captivated millions of music lovers throughout the world. These progressions and the resulting key relationships have become practi​cally synonymous with what we feel to be the true Spanish idiom. Together with the folk melodies they have underscored, in part derived by a procedure known to musicians as the “melodizing of harmony,” they have cre​ated a vast body of what most people would consider authentic Spanish music. 

The first section of the music is based upon the dance form known as the Jota, while the second, contrasting section is derived from the Fandango, here altered considerably in both time and tempo from its usual form. Overall, the music follows a traditional three-part pattern: fast-slow-fast. 

Russian Christmas Music 

Alfred Reed was a 23 year old staff arranger for the 529th Army Air Corps Band when he was called upon to create what has become a masterpiece of the wind literature. It was in 1944, when optimism was running high with the successful invasion of France and Belgium by the Allied forces. A holiday band concert was planned by the city of Denver to further promote Russian-American unity with premiers of new works from both countries. Roy Harris was placed in charge and planned the second movement of his Sixth Symphony (the “Abraham Lincoln Symphony”) to be the American work. The Russian work was to have been Prokofiev’s March, Op. 99, but Harris discovered that it had already been performed in the United States (by Reed’s own organization). With just 16 days until the concert, Harris assigned Reed, already working for Harris as an aid, to compose a new Russian work for the concert. Scouring the Corp’s music library, Reed found an authentic 16th-century Russian Christmas Song “Carol of the Little Russian Children” to use for an introductory theme. Drawing on his investigations of Eastern Orthodox liturgical music for other thematic ideas, he completed the score of Russian Christmas Music in 11 days; copyists took another two days to prepare parts for rehearsal. The music was first performed on December 12, 1944, on a nationwide NBC broadcast. A concert performance was given in Denver two days later. In later years, Reed made minor changes to the instrumentation to suit a large ensemble, but tonight’s version is essentially the same as the original. 

The liturgical music of the Eastern Orthodox Church is entirely vocal, admitting no instrumental music into the services. Alfred Reed has captured the sonorities, rhythmic inflections, clarity, and flowing phrases of the human voice in his composition. Although the work is in the form of a single movement, four distinct sections can be recognized. The opening “Carol” sets a restrained and gentle mood. The chant from the trombones and trumpets climaxes into the “Antiphonal Chant” carried by the woodwinds. The rhythm picks up for the “Village Song,” which is presented in two bar phrases that rise and fall with the liturgy. The church bells herald the final “Cathedral Chorus” that builds in a steady crescendo, pausing for a soft and sonorous chorale, before continuing with the introduction of additional instruments until all of the colors and intensity of the celebration fill the hall. 

Viva Musica! 

Commissioned by the VanderCook College of Music, Viva Musica! has been “dedicated to all who strive for excellence in the noble field of music education.” The composer noted that while there have been may testimoni​als to the joy of making music, and to the joy of hearing it, there have been few dedicated to the joy of teaching it. 

This composition is in the form of a single allegro movement marked “allegro brilliante”, with an immediate statement of a basic motif out of which the entire texture is developed. Three elements (the basic, fanfare-like motif, a playful contrasting figure, and a broad lyrical line with its unusual rhythmic basis) make up the remainder of the music, ending with a final, joyous outburst of the basic motif in a lustrous and affirmative conclusion. 

http://www.windband.org/foothill/pgm_note/notes_qr.htm#Reed_Alfred
I Am
Andrew Boysen, Jr.
(b. 1968)
Score Analysis By: Andrew Klein
Andrew Boysen, Jr. began composing for piano at age nine and has written works for concert band, full orchestra, brass choir, brass quintet, and horn choir.  He received his Bachelor of music degree from the University of Iowa and has received commissions from the Herbert Hoover Presidential Library, the University of Minnesota-Duluth, the University of Nebraska-Omaha, Cedar Rapids Prairie High School, Andrews High School, and the Cedar Rapids Metropolitan Orchestra Festival.  He won the University of Iowa Honors Composition Prize and the 1992 Claude T. Smith Memorial Band Composition Contest for his work I Am and again in 1994 for Ovations. His works are published by Neil A. Kjos, C. Alan, Wingert-Jones, and Ludwig Music, including pieces for band, orchestra, clarinet and piano, and brass choir. His compositions with C. Alan publications include All Hail the Power and Shades of Ivory.  With the Neil A. Kjos publication company, he has produced numerous compositions that include: Brandon’s Rainbow, Conversations with The Night, The Four Horsemen, Grant Them Eternal Rest, I Am, John Henry, Kinetic Energy, Ovations, Scherzo, Simple Song, Song of The Sea Maidens, Tricycle, An Uncommon Man, and Urban Scenes.  Recordings of his music appear on the Sony, R-Kal, Mark, St. Olaf, and Elf labels.

            I Am was commissioned by Craig Aune and the Cedar Rapids Prairie High School Band of Cedar Rapids, Iowa in February, 1990.  It was written in memory of Lynn Jones, a baritone saxophone player in the band who was killed in an auto accident during that winter.  The work is basically tonal in nature, but includes extended techniques such as an aleatoric section and singing from members of the ensemble.  The words “I Am” are taken from a poem that Jones wrote days before his death.

            Despite the tragic nature of the accident, I Am does not attempt to serve as an elegy, but rather a celebration or reaffirmation of life.  The poem reads: 

I Am

Life, Music, Competition.

I like exciting things, and doing good for others.

Beauty, Successfulness and Smartness are important to me.

I like to achieve recognition.

I can succeed if I really put my mind to it.

I am very set in my ways,

 But I can change when I realize my ignorance.

I like a simple nonchalant lifestyle.

I hate ignorance.

I hate structuredness.

This is me.  I am! 

            I am essentially alternates between a sense of affirmation and celebration. It was written for a baritone saxophone player; therefore, it is essential that this instrument be used because it serves the purpose of Jones’ life and soul.  It calls out to the listener that this is me, this is my lifestyle!  The timbral contrast in the piece is achieved through twentieth-century techniques such as minimalism, pointillism, ensemble singing, and aleatoric sections.  Minimalism can be seen the timpani and marimba parts where a simple eighth note ostinato is continued for a long period of time which starts in measure 8 with the timpani.  The pointillism technique is present in the baritone saxophone part where it is a chosen timbre standing in isolation rather than linking up to form or melodic relationships of the piece; this can be seen is measure 36 and 80.  One of the spots where the ensemble sings is in measures 106 and the aleatoric section takes place in measure 95.  Also, the variations of the melodic material that are presented in the slow sections provide another nice timbral contrast. A softer, more reflective tone should be placed with thoughtful expression in the slow sections, and the more melodic usage of the running eighth notes in the faster sections should be more of a celebratory nature.

            The entire piece centers around the first statement presented in the clarinet which is six bars in length.  This idea follows the first “scraping” sound of the tam-tam.  The simple six measure idea is used in a variety of tempos and styles, lending itself to imitation, canon, augmentation, diminution, and motivic manipulation throughout the entire piece.  These compositional devices correspond to sections within the overall form and provide a variety of textures.  In addition, the chord progressions in I Am often move upward an interval of a major second (whole tones), either alternating between major/minor or remaining major.  An occurrence of this progression takes place in measure 10 in the low brass parts.  These progressions set the “gloomy” mood in the opening statement of the piece, taking the listeners back to that foggy morning of the crash; it is another great compositional device that corresponds to that section.

The technical considerations of the piece are basic.  The overall range of the piece is not a major concern.  The harmonies that are used in the piece don’t follow standard tertian harmony, but contain tonal areas of B-flat, E-flat, and A-flat.  At the end of the piece the ensemble is required to sing an interval of a major second (B-flat to C) to the words “I Am”.  A challenge that might occur with students is in the aleatoric section that requires the players in the ensemble to improvise motives placed within a specific time frame.  The last item that one has to take into account is the instrumentation of the ensemble.  The instrumentation in this piece utilizes standard concert band instrumentation.  The work incorporates many percussion instruments including timpani, wood block, snare drum, tom-tom, crash cymbals, suspended cymbal, chimes, bass drum, marimba, triangle, bells, tam-tam, and vibraphone.  In case of an absence of bassoon players, the bassoon part is often doubled between the bass clarinet and baritone saxophone parts.
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