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Message from the Editor

Nico SchYler, Texas State UniversitylMail: nico.schuler@txstate.edu

As always, | would like to sincerely thank allem-
bers of our peereview board for their hard work
and excellent suggestions for improving eadi a

cle.

All issues may contain articles anch-a

nouncements in the following cataes:

articles with a special focus on local music
traditions (any region in the world);
researcharticles b generally, all msic-relaed
topics are being considered

opinion articles that are part of, or provide the
basis for, dscussions on important music topics;
composer portraits that may or may notni
clude an interview;

- shat responsesto articles published in prev
ous Bsues;

- bibliographies on any musigelated topic,
which may or may not be annotatgd)

- reviews of books, printed music, CDs, and
software; and

- reports on recent symposia, coménces, and
music events

| would like to call for submissions that fit any of

these categories. Submissions by students are,

always, very welcome. All subssions are »

pected via email with attatbments in Word format

or in Rich Text Format. For detailed submissior

guidelines visithttp://www.scmb.us
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Research Article

An Analysis of Alfred SchnittkeOg hird
Symphonyin the Light of the Question of
Metamusic

by Gregor Pompe
University of Ljubljana, Slovenia
E-Mail: gregor.pompe@ff.unl.si

OPolystylisticO Starting Points
The debate about postmodernism reached miusico
ogy relatively late, in the 1980s. But after the initial

for rather varied lists of typical postmodernnco
posers. However, there seems to be no dilemn
about Afred SchnittkeOs position on the stylistic
map of late 28 century musicb practically all
scholars highlight him as a representative podtmo
ern composer.

It therefore seems wise to search for the-sp
cifics of postmodern music in examples of Sdhnit
keOs music. Such an investigation coeveal that
it is possible to find a common denominatorabf
most all of the aforementioned charadrs of

spark B JYrgen HabermasOs famous speech at the postmodern music; namely, the specif@nantics

conferal of the Adorno Award in 198(Habemas
1981)Dit gained wider dimensions and led to some
fiery polemics. Similarly as in other humanistie-sc
ences, the slden surge of interest in this current
problem contributed to the birth of some rathar-co
trary desigretions of its characteristics, as well as
divergent evaluations of postmodern art and culture.
Hermann Danusef199(a, 1990b,1997) Helga de

la MotteHaber (1987, 1989) Jann Pasle(1993,
2012) Sigyfried Mauser(1993) Thomas SchSfer
(1995) Jorasthan D. Kramer(2002) and Mirjana
Veselinovi-Hofman (2003) devoted a lot of their
research time to questions of musical postmoder
ism. The slightly different assessments and ntetho
ological starting points of these scholars resulted in
diverse developmentalypologies and the eme
gence of a broad network of characteristics ot-pos
modern music. Among the most common are the

emphasised communicativeness of postmodern art,

its heterogneity, the renouncement of modernist
complexity and rationality, an affirmagvrelation-
ship towards tradition, multiplicity of meaningupl
ralism, a break with the idea of constant progress
and innovation, and the accentuated role of subje
tivism. But one can also find diametrically opposite
claims about postmodern homogeneityhe loss of
stbjectivism! Such discrepancies are responsible

! Hermann Danuser reveals both tensions in his writings. First
he claims that the main characteristic of postmodern collage
techriques is their heterogeneity (Danuser 1990a), but later he
changes his mind with the assumption that the sante tec

of postmodern music. | would like to demonstrate
its functioning with an analysis of Schnittka®gd
Symphonywhich | will interpret as a kind of miis
cal essay or emblematic example of what | cal
metamusic

The beginning of SchnittkeOs postmoder
compositional OphaseO could be set in the historic
ly watershed year of 1968, which was markedtpoli
ically by student revolts in Paris, the brutal suffoc
tion of the Prague Spring, the murder of Martin-L
ther King Jr., and an escalation of the Vietnam
War, while musically it was marked by L. BerioO:
Sinfonia and B. A. ZimmermannCRequiem fYr
einen jungen Dichtef1967%69). In the same year,
Schnittke wrote & Second Violin Sonatawhich
marked his stylistic turn from various modernist
approaches (setiam) towards OpolystylismiCa

postmodernists strive for homogeneity of material and idea
(Danuser 1990b). Sitairly, he distinguishes between awvant
garde postmodernist composers, who completely erasecsubije
tivity, and traditional postmodernists, who build their ag-pr
cisely on strong subjectivity (Danuser 1984).

2 schnittke linked his idea of polystylism withshéplit pos
tion as a composer of film music and OseriousO works: O1
polystylistic method, the use of interacting styles, gave me
way out of the difficult situation in which | had been put by
having to combine, over a long period, work for the cinems
with work Oat the deskO. There was a time when | simply ¢
not know what to do: | had to droftfeer one or the other. [E]
Then | reached a critical point when | no longer knew how tc
proceed. And the way out was thést Symphony in which
there is an iterplay of film music and music written Oat the

niques were already used by modernist composers and that the desk.0O (Schnittke 2002, 17.)

4
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term that was coined at the beginning of the 1970s
by Schnittke himself andefended as Omore subtle
ways of using elements ohatherOs styld¢Schnit-

ke 2002, 89). The subtitle of the sonatd Oquasi
una sonataBsuggests that the composerseddh-
ingOfor a sonata form that would be based og th
matic and harmonic contrast, but in the course of
composition he finds the nessary dialectic in the
interplay of the mdernist and the traditional: the
bearer of the thematic blocks became two stylistic
quottions.

The Second Sonatavas soon followed by
similar OpolystylisticO compositiopnsn  which
Schnittke went even further in jtaposing different
stylistic allusions and or genre quotations. With
his First Symphony1972) he found a way out of
his schizophrenic division betweenngposing film
music and writing Oat the desk®e symphony is
conceived as a dense collage thahdfarms itself
into an argfact on the border between reality and
cultural history.(Kostakeva2002, 244.)The artstic
gestures spring from everyday material and gain
new semantic potential within a musical context
that could be compared with intertextpabcedures
(alusion and quotatioBaccording to Schnittke the
two essential polystylistic principlegSchnittke
2002, 87)b often function as a kind of oasis or
shock within the context of the whole work). Skea
ing about his Concerto Grosso No. 11977)
Schnittke reveals that his Olifelong task would be to

bridge the gap between serious music and music for

entertainment{ibid., 45) Diverse elements are

therefore found in the piece: a childrenOs choir, an
atonal OserenadeO, Baroque allusions and tango

rhythms. In connection with hiBourth Symphony
(1984) he even dreams of a iwersal language of
music(ibid., 47)

SchnittkeOF hird Symphonyan be placed
in a similar stylistic and compositional context. It
was written in 1981 on a commission from the

Gewandhaus Orchestra and its legendary conductor

Kurt Masur for the opening of a new concert hall in
Leipzig. The composer wrote about his symphony:

% This quote is from SchnittkeOs text OPolystylistic Tendencies

in Modern MusicO, which was written around 1971, but not
published until 1988 ilMMuzyka v SSSR

| wanted to explore the acoustic and eletcoustic
properties of LeipzigOs new concert hall. | imagined
music related to the scale of natural overtones,
achieved by the pilling up of the overtone spectrum,
where groups of notes derived from higher overtones
appear and then separate themselves from thétgrav
of their original note and pass into acousticdula-
tion. This was a Utopian plan, which failed because
of the still unavoidable ties of present day conipos
tional possibilities to the tempered system. A part of
this idea could, however, be realised in the finat ve
sion of the symphony, in the first mavent, al-
hough only in tempered approximation. Meanwhile,
though, the conceptxpanded, and in the end a piece
of music came into existence whose musical material
was developed from the monograms of more than
thirty German composers (from Bach, Handel and
Mozart through Schoenberg, Berg, Webern, Eisler,
Dessau, Weill, Stddhausen, B. A. Zimmermann and
Henze). This time, too, only the attempt to write a
symphony was sicessful.(Schnittke 1994, 87.)

On first listening to the symphonyne is easily
confusedand gains an impression of chaos,i-arb
trary indeterminacy, heterogeneity and formless i
rationality. The following analysis will try to clear
such reservations andveal the special formative
logic tied to the semantic aspect of the piece.

Analysis
The symphony consists of four movements in ar
almost traditional symphonic fashion: the first
movement is conceived as a kind of introductior
and is followed by a sonata movement, a scher:
and an adagifinale. A brief overview reveals the
traditional layoutof a symphonic cycle; however,
deeper levels of form and semantic potential bring
more conflicting picture.

The first movement serves as an expositiol
of material on different levels: on thematic amd s
mantic levels and on the level of compositiona
technique. The first entries of the contrabasses pr
sent the melodically stretched OspectralO then
based on the first thirteen tones of the overtane s
ries (see Example 1).



South Central Music Bullatifn 2013 ¥ A Refereed Journal ¥ ISSN 18871 ¥http://www.scmb.us

Y - be hn. -
'1': r ) = !l: be
D ®
— [
L 4
=6 —1 T — T I — } T } I
g "  —— } " i — — } f }
20— e e e e e e e =
e S R B
I)a/—\ 'ﬁ“/_\c S !
Ol - f 1 - PN — ) Tt f 4 f I PS— 0 " T
o) T—Ee I i ] | f  E—— I i o1 f 11
7 i 1 1 i 1 I T 1 1 A i 1 I 11
t I 1 I f 1 ] i t I I P> 1l

Example 1:Overtone Series and Its Derivation, OSpectralCh&me.

However, his OspectralO theme, which is to become

the central theme of the symphony, is not without
inner sylistic conflict: on the one hand, it functions

as an appropriation of the idea of the spectral music

to the condions of the tempered system, while on

the other hand it brings strong tonal OconnotationsO

b the harmonic mgression latent in the melodic
outline could be explained as the common fumetio
al successianT DD BDs' DDp’ BVIIp DD. Yet
closer observation of the texture of the beginning of
the synphony reveals another stylisticcompos

tional layer: all of the strings bring in the OspectralO

theme in a strict canonic manner, first in time linte
vals of whole bars and then half baesulting in a
dense texture that comes close to a harmong clu
ter. This means that in the first bars Schnittke a
ready introduces the main thematic idea (the ®@spe
tralO theme), a compositional technique (polyphonic
canon) and a compositional procedure (the judap
sition of spectral, tonaland modernistic harmonic

OspcesO). However, at score number 5, when all of

the 66 strings are finally sodimg the OspectralO

theme, Schnittke adds another layer that could be

labelled as a semantic layer; namely, the woodwind

and brass begin to Owrite outO various monograms.
In conparison to the OspectralO theme, which is

firmly anchored in the tonal system, the monograms
seem more arbitrary, but their succession is sema
tically controlled: the monograms connected with

the commission of the symphonitrfle, Deutst-

land, Leipzig Sactser) are preseed first, and then
the monograms of Germanmposers in historical
order from J. S. Bach to B. A. Zimmerma(see
Example 2)

The overall form of the first movement is
conceived in four blocks, separated by three huc
climaxes: the anonicpresentations of the Ospectral(
theme in different keys (C major, D major, B major,
¢ minor) and instrumental groups (stringsvood-
wind D brassb tutti) function as a textural bke
ground above which Schnittke presents three seri
of monograms: OgeogragdO monograms and
monograms of Baroque and Classical composers
the first, monograms of composers from the- R
mantic era in the second, and monograms of 20
century composers in the third and final series.

The polystylistic conception of the first
movement is obviousP in a specific manner
Schnittke caenbines diverse conceptions: the idea o
spectral music, traditional functional harmonye-th
matic presentation, OarchetypalO polyphonimelat
ration, a mdernist harmonic cluster and wave form
(four blocks & gradation with inserted climaxes).
Such juxtaposition gives a seemingly chaotit i
pression, but we should also focus on the semant
level: the monograms draw the historical line of
German masic.
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Example 2a-f: Examples ofSelectedM onograms

4 Schnittke used &man names for tones.
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monograms: monograms: monograms:
Erde L. van Beethoven G. Mahler
Deutschland A. Bruckner R. Strauss
Leipzig climax F. Schubert M. Reger
J. S. Bach in J. Brahms climax A. Schoenberg climax
G. F. Handel D R. Schumann inB A. Berg inc
J. Haydn major R. Wagner major A. Webern minor
W. A. Mozart f-esd-escegh)-b-a° c-d-f-g
h-a-esa-es H. Pfitzner
H. Eisler
C. Orff
K. A. Hartmann
K. Stockhausen
H. W. Henze
B. A. Zimmermann
a-c-e-g
canonof the OspectralO theme in {

canonof the OspectralO theme in the wood
strings in C major in D major

canonof the OspectralO theme in the| canonof the inve-

brass instruments in B major sion of the Osmtral®
theme in ¢ minor,
played by all of the

instruments

pedal tonee on the
organ

pedal toned on the timpani and

pedal tonéb on the timpani and ¢o
trabasses

OspectralO D major in the strings

Table 1: Overall Form of the First Movement of SchnittkeOs Third Symphony.

The second movemeshedamnore light on this o position are highly unusual for classical music)
tral semantic idea. Schnittke stated that he-co  while the harmony, with a serie$ deceptive a-
ceived the movement as sonata form, but it would dences arranged as sequences leading to a aodt
be more precise to understand it as attempted sonata tion (the formula is ™ d° ® Dp% B VI B moduk-
form. The first thene, which we will call Okt tion) is also OalienO. In terms of melodic materie
zartOsO thepfanctions as a simulation of a Class rhythmic organisation and formal organisation, the
cal themebthe thematic matial is derived from a theme is obviously based on examples frtme
broken chord, while its periodic constructionno Classical era, but it then seems orchestrated al
ophonic texture and functional harmony are also harmonised in the manner of théhlcﬁantury. What
typical. However, even in & exposition one la appears to be only a simple theme actually expos
ready has a strange feeling\éérfremdungseffel® a wide field of associations, which can be loroa
the theme is accompanied by the harp playing sy  ened even more by the fact that the theme seems
copated bass tones (the instrumentation and metrical be developed out of the central OspeGtrtieme

® Schnittke stated that in his symphony he used more than 20 or even 30 monograms, so the definitive number is haidetol det
discerned 30 monograms and was able to decipher 24 of them. Such decoding is not an easy tagkcttieath®chnittke almost
never repeats letters (BeethovenOs monogram would be comprised eD#)ree procedure that should be understoochirection
with SchnittkeOs developing the monograms into twielve rows in the last movement. Schnittkeoaéxplicitly states that he used

the monograms of Paul Dessau and Kurt Weill, which | was unable to find. However, the question BamaisliOs marsgram
simply the notee?
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(compare Kamples 1 and 3a). Schnittke again between solo horn, oboe and string pizzicati in th

counts on polystylistic interplapthis time the te- manner of Romantic music. It is followed by e s
sions are hidden inside the theme itself. ries of additional stylistic simations. The idea of
The search for the second theme is even presenting the history of German music is elevatec
more complicated. First a sh fugato theme @& to a OhigherO plane: the monograms from the fil
pears, followed by a chord sequence. The shert f  movement are noweplaced with allusions to the
gato runs over the pedal toe(the dominant of stylistic characteristics of individual Germannto

OMozartOsO themie)t the subsequent chore-s posers (Examplet). The OabstractO semantics ¢
quence is actually the harmonic skeleton ofoOM  monograms isubstituted with more substantiay-st
zartOsO theme and therefore brings no theroatic listic simulations. It becomes clear that we shoul
trast. The expected contrast only arrives a few bars not understand the exposition of SchnittkeOs son:
later, not in the form of a new theme but as a-co form as a presentation of moasting themes. The
pletely new genre contefithe accentuated regular  central idea of dialectical otrast is widened we
rhythm and repé&ion of accompanying formulas are dealingwith the expogion of three contrasting
link this section with film music. Another surpegis blocks: a thematic block (OMozartOsO themei); a g
comes at score number 12, when the OspectralOre block (film music) and a semantic block (stylistic
theme returns, this time eladated as a dialogue allusions).
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Example 3a: OMozartOsO Theme
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Example 3CThe Central Theme of the Symphony Developed as an Allusion to Romantic Music

Example 3a-c: Thematic Blocks of the Exposition of the 8cmnd Movement

11
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Similar formal OdeviationsO connected to tee s
mantic idea of the symphony also mark the rest of
the moement. The development begins at score

number 22 with the elaboration of OMozartOsO
theme and the return of the genre and semantic

blocks. However, the real problenstart with the
recapitulation. OMozartOsO thesngns very soon,
followed by two other blocks, but the theme itself is
alienated with an imitation technique very similar to
the beginning of the symphony. The Oactual® rec
pitulation begins at score nueb45, where O

formal blocks. The return of the simulated cuot
tions is this time arranged OhistoricallyO: from- all
sion to Baroque, Classicand Romatic music to
apparent quotations of WernOs music, serialism,
HenzeOs harmgngnd aleatoric procedures. The
result of this historical sequence is a graduaj-fra
mentation of texture. In this wagchnittke prepares
the ground for the concluding coda, in whichd®M
zartOsO theme is stated in@malienated fashion in
the solo piano (the harmonic successions isuore¢
larO: TDD% DD° BT BS% BT BDp? D), remi-

zartOsO theme is joined by a short fugato, a chord niscent of MozartOs piano atars. However, again

sequence, an intrusion of film music and simulated
guotations. It is clear that the first repetition of the

formal blocks was a kind of false recapitulation. But

even the OrealO recapitolatdoes not bring a sof

tion of the dialectical tensions between the disparate

the conflict is not resolved: soon the obviousi-all
sion to Mozart is interrupted by new dense canon
built on the OspectralO theme: in a few bars pthe
parently unburdened Classical theme is ovetsha
owed by a thick harmonic cluster.
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Example 5: OMozartOsOhHEme in itsNon-Alienated Version

The problems of establishing the progathematicO
conflict, of false recapitulation, of the unresolved
tension of the recapitulation and of the interrupted
theme in the coda all testify to the inability tarco
pose sonata form in which the formal procedures
are dependent on functional harmomdamotivic
thematic elaboration. Schnittke himself pointed out
this problem with regard to the music of the late
20" century(Schnittke 1994, 87)

| do not know whether or not the symphony wilt-su
vive as a musical form. | very much hope that it will
and| attempt to compose symphonies, although it is
clear to me that logically it is pointless. The tensions
of this form, which are based upon a tonal perception
of space and on dynamic contrast, are paralyzed by
the present materidéchnical point of view.

The impression of chaos is yet again connected with
different parallel layers: the whole movement can
be wnderstood as attempted sonata form. For this

13

purpose Schnittke chose a theme shaped as an all
sion to MozartOs music. In this way he opened
wide range of associations: the sonata form, an
consequently also the form of symphony, were fully
developed in MozartOs era and marked one of t
peaks of German music. The latter are further pr
sented in the form of simulated quotations tha
could also be uterstood as a sequence of topics
Individual allusions function similarly to topics as
theoretically defined by L. Ratngl980) V. K.
Agawu (1991) and R. Monelle(2006) Kofi Aga-
wuOs Ouniverse of topicsO could be extended v
Baroque, Classical, Romaatiimpressionistic, »e
pressionistic, serial, pointillist, aleatoric, MozartOs
BeethovenOs, MahlerQOs, etc., topic. However, all
the associations, allusions or topics are connected
the main reflexive idea® attempted saaa form
and the history of Genan music. Both of theseeOr
flectiveO strands could be further linked to a singl
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thought, namely the history of the German syoph not reflexion on the present possibilities of an old
ny. form but the question of evil. The latter is literally

The third movement plays the role of a written out in the passacaglia themehich is
scherzo and is shaped in the form of a passacaglia. formed as a magram (the notes can be read a¢
This time the central idea bied the movement is Odas B3seO):

bg He hﬁ

¥
]

rax ®

—

BT
9

Example 6: ThePassacaglia Theme Developed from hogram Odas B3seO:ai(e)s be-(di)s-e

exposition development recapitulation
1*theme attempted 2 theme false recapitulation or attempted| 1®theme 2"theme coda
recapitulation
OMozartOs| fugato, | film Ospectrald simulated | elaboa- | OMbzartOsQ film simulaed | OMvzartOsQ film simulaed | non
theme chord music | theme quotations | tion of theme music | quotations | theme music | quotations | alienated
sequence OMo- elaborated OMozartOsO
zartOsO | as a canon theme and
theme Ospectré)
theme
thematic | thematic | genre | thematic semantic | themadic thematic genre semantic thematic genre semantic thematic

Table 2: Overall Form of the Second Mbovemeri of SchnittkeOs Third Symphony

The question of evil in the present time was one of Out of the clash of different Oworld®¢he
SchnitkeOs central concerns. His belief was that evil OoldO style of passacagiia the OpopularO idiom
is somehow related to popular culture: ONowadays of the presend grows the semantics of the mev
what is often called Opop cultureQ is the most direct ment, which gains maximum deétysat the climax.
manifestation of evil in art. Evil in a general sense.O This is conceived as a collision of different stylistic,
(Schnittke 2002, 22.)n fact, the prominent usef semantic and compositional strands: at scora-nu
electric and bass guitar in the third movement could ber 37 one can discern the gasaglia theme in
be linked to the presentation of evil. A similar claim long durations, its variation in punctuated rhythrr

could be made regarding the strange atien of and harmonic version, tweltene mirrors in the
passacaglia form: the OoldO polyphonienigce is woodwind, repetitions of short motifs used before
associated with the arbitrariness of thenagram and allusion to OMozartOsO theme (its tail; comp

and is often merged with a regular rhythmic pulse the last two measures of Exampewith Example
reminiscent of rock music, whereas the individual 7), this time strangely transformed and soundin
motifs derived from the passacaglia theme gainh di  more like the theme from a Mahlemsghony.

ferent sylistic features.

14
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Example 7: Transformation of the Tail of OMozartOsOHEme,Becomingan Allusion to MahlerOs Misic
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The last movement is once again conceivedei
mantically contrasting layers: a sequence of major
and minor chords (the sequence is arbitrary at the
beginning but becomes fixed and repeated in the
seond half of the movememsee Exampl®) rep-

resents the basis for melodic elaborgtion of twelve
tone rows derived from the comggarsO monograms
from the first movemenDthe first notes are mon

gram notesand the other notes fill the rest of the
chromatic stock:
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Franz Schubert-a-(e)s-c-h-b-e-cis-d-fis-g-as

Karlheinz Stockhausem:h-e-(e)sc-b-g-f-d-cis-gis-fis
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Example 8:Examples of theTwelve-Tone Elaboration of Monograms Presented in the First Mvement
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Example 9:Fixed Sequence of Major and Minor Ghords
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The whole movem& could be understood  SchumannOdienzeOs andaydnOsMozartOs and
as tripartite formbnot in terms of the material,xe MahlerOs monogranare presented together) and
ture or character, which bring no contrast, bex r first names (BerndAlois Zimmermann, Arnold
garding the three rounds of presentation of @on SchsnbergAlban Berg,Anton Bruckner and\nton
grams. Again the immanent musical formativecfor Webern,Richard Waner andRichard StraussCarl

es are replaced by semantic pawes. In the first Orff andKarl Amadeus Hartmann are presented t
round morograms are musically Ovteh outO in gether) and finally, at the climax of the movemen
chronological orderin the second roundchnittke the maogramssound simultaneously. Similao

groups them according to the alphabetical order of the third movement, the climax presents not s
the compeersO last name8ergOsBeethovenOs,  much the central dynamic pedbut rather a very
BrucknerOs arBachOs monogranthenWebernOs dense semantic field.

and WagnerOs, SchoenbergOs SchubertOs and
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Example 10: TheSimultaneous Presentation of @mposers®onograms (B. A. Zimmermann,
A. Berg, A. Schoenberg, A. Bgy, R. Wagner, C. Orff) at the dimax of the Last Movement

The climatic third round of monograpresentations In the last bars the flute presents the Osyéxt
is followed by a coda, which functions as a link to  theme for the last time, only this time melodically,
the ober movements. First of all, the strings intone  whereas the strings build up a spectral chord. Tt
the monogranb-a-c-h emblem in unison, which is  end of the OspectralO theme leads smoothly
obviously the central emblem both for Germam-m BachOs monograrand as the last note the flute
sic and for the city of Leipzig. Then OMotOsO  plays C-sharp which can be understood améiv
theme appears elaborated in a canonic manner, and lently: as a strong dissonance to the bass @nean
finally the OspectralO theme also app@dhis time which the spectral chord is build, or as the hanmon
in ¢ minor and in an inversiob together with the ous last, seventeenth tone of tdwertone series
Ogeographical®O monograBrsle and Deutschland

16
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L. van Beethoven
R. Schumann
F. Schubert
R. Wagner
R. Strauss
G. Mahler
M. Reger
A. Schoenberg
C. Orff
H. W. Henze
K. Stockhausen
a-c-e-g

B. A. Zimmermann

J. S.Bach
A. Bruckner
A. Webern
R. Wagner
R. Strauss
H. Eisler
A. Schoenberg
F. Schubert
R. Schumann
C. Orff
K. A. Hartmann
G. F.H&del
J.Haydn
W. A. Mozart
G.Mahler
M. Reger

sequence of major in minor
chords

fixed sequence of major
and minorchords

A. Schoenberg
A. Berg

R. Wagner

C. Orff

J. S. Bah

H. Eisler

M. Reger

B-A-C-H

J. S. Bach B. A. Zimmermann chord sequence derived Erde
G. F. Handel A. Berg G. Mahler from OMozartOsO theme | Deutschland
J. Haydn A. Schoenberg B. A. Zimermann (trumpetsbhornsbtrom-
W. A. Mozart L. vanBeethoven A. Berg bones) OspectralO theme (flute

b-a-c-h

+ ¢ sharp

canon developed out of
OMzartOsO theme

canon of the inversion of
the OspectralO theme

Table 3: Overall Form of the Last Movement of SchnittkeOs Third Symphony.

The last movement brings numerous reminiscences Conclusion

regarding different levels of th@ork. On the level
of cyclic form the last movement is full of remsi

cences of the thematic material

of the former

mantic potential® the reminiscences and stylistic

clashes open the space for wide association fields.
The paralleling of the OdodecaphonicO treatment of centre of SchnittkeOs interest, is organised ev
the monograms and sequences of tonal chords, or more strictly. Numerous allusions, simulated guot
better the clash of OatonalO and tonal music, is yet tions, stylistic clashes and other manifisins of
again tied to the semantics of the syntagma German Oparallel constructin§@re connected witthe dis-

music.

17

Although on first listening to SchnittkeOs symyph

ny, an impression of chaos and arbitrariness ca

prevail | hope that my analysis has proved tige o
movements (OMozartOsO theme and the Ospectral@site. Schnittke in the first place applies stract r
theme), the resumed use of passacaglia and canonic tional control regarding the fom: the whole syn-
polyphonic technique brings remiscenceson the
compositional level, and on the historical level the
sequences of tonal chords could be linked to the
OmemoryO of traditional music. However, the d
main of OmemoryO is in close alliance with the s

phony is conceived as traditional cyclic form on the
level of thematic material and semantic idea, whil¢
individual movements bare traces of customar
formal models (sonata form, wave form, a series ¢

separate blocks) or are tied to a ®810® compds

tional technique (canon, passacaglia, tracesoef d
decaphony). But the semantic level, which is in th

® The term was coined by Brian McHale in his bodad-
modernist Fiction(McHale 1987)and Constructing Postni
ernism(McHale 1992.
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cussion about the problems of symphonic form at
the end of the 20century, questions of sonata form
in the atonal compositional OmilieuO and various
aspects of German music. However, these sdgima
strandsare again not tackled arbitrarilput are n-
stead tightly associated with the commission of the
piece, namely with the Gewandhaus Orchestra from
OBachOsO city of Leipzig.

It seems that SchnittkeOs central coinpos
tional thoughts sprang from ehlocalities of the
commission: Leipzig and the new Gewandhaus
Hall. Pondering Leipzig brought a chain of asaeci
tions: Leipzigb Bachbthe history of musi® Ger-
man musicb the history of German musio tonal
music b sonata form and the development oé th
symphonyb atonal musicb questions of sonata
symphonic form in atonal mustthe semantics of
atonal music. The second associational field-co
nected with the new hall brought questions of
acoustics, tempered and nmmpered systems,
spectral music@ies with the tonal and atonal Oenv
ronmentO.

Regarding Schnittke@&ird Symphonyone
should not be concerned with questions of thei-orig
nality of the material or the banality of itsnsgctic
sequencing or layering. Although SchnittkeQs-sy
phony is ful of simulations of historical stylests
central idea is not nostalgic reminiscence. Schnittke
was not preoccupied with the past, his interest was
the actual moment with its specific tensions: the
predominance of pop culture, the seemingly u
bridgeable gp between popular and OartO music,
guestions of identity in a globalised world, tha-in
bility of contemporary music to function as ®la
guageO. Therefore, we could claim that Stitefis
symphony functions as a kind of musical essay in
which the music beenes a means for discussion of
musicalband also nommusicalb problems. We are
dealing with music about music exploited fa-s
mantic sage b therefore music once again comes
close to gaining the Odenotational® power ref la
guage. SchnittkeOs music posdtu@l questions,
addresses deeply personal dilemmas and tries to
solve the immanent problems of contemporary
compofgtional technique. In this respect, SchnittkeOs
procedures come close meetafictionas defined in
literary criticism (see Waugh 1984 an#&u#nt
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2005) Similar to the wayin which literarytextsare
often linked with meta@tion, Schnittke exposes the
immanent prblems of music itself. Therefore, his
music could be labelled ametamusicb paradox
cally it can also be music about the incapabidif
music. The Obeautiful® music of Schnittke@rs
Symphonyis actusly OmetafictiveO musitt; is an
essay on the impossibility of fulfilling the &d
mandsO of sonata form, on the unfeasibility of co
tinuing the tradition of Genan symphonic music,
and therefore also on the unrealisable hope and d
sire to write a sympiny at the end of 20century.
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|
Book Reviews

Introductory Musicianshipby TheodoreLynn struments in different languages, and commpn d
namic and rhythmic markings.

by Cliff Burden A symbolto-sound approach is used in this

E-Mail: cburden2@gmail.com text, rather than sourAd-symbol. This can hinder
the teaching process as well as limit the ability t

Lynn, TheodoreIntroductory MusicianshipA Workinok 8" present material to the student in a more interestir

edition Boston, MA: Schirmer Cengage Learning, 2012 way. In chapter three, which includes scales, key:
$134.95. ISBN 978111343545http://www.cengage.com and modes, Lynn shows how his approach can |
clude engaging material. When introducing modes
he explains how they are constructéeen uses @
ferent modes in an example by appy them to the
popular melodySilent Night This allows the si
dent to utilize what he or she has learned inman i
terestig and stimulating way. The chapter ther
briefly covers scales and modes in a contempora
sense. Lynn presents the pentatonic scale, the wh
tone scale, and an introduction to tweteae serik

Theodore Lynn, a professor of music at Los é&ng
les Valley College, presents fundamental musical
coneepts in his textbookitroductory Musicianship
The 8" edition of this text is the first to introduce
the use of a website, which includes exercises for
the student as well as audio files to help develop the
studentOs aural skills. Along with the webghe,
textbook comes with a laminated, feattave kg-
board with marked notes as well as enharmonic 5
spellings for sharps and flats. Each of the notes are 'SM- LynnOs symbés-sound approach also occurs
connected to their place on a grand staff, allowing N the intoduction to intervals, where popular ime
the student to make the connection between the odies, with certain intervals hlghl_lghted, are giver
keyboard and written music. In the latest edition of 0 Nelp the student remember the information.
Introductory Musicianship Lynn presents a clear Chapter four introduces the construction
and easily understood text for the novice musician. ~ 2nd application of intervals. With this section anc
The format of the book includes six chapters other parts of the texLynn introduces more than

that present concepts accompanied by three chapters ©1€ Method of learning these concepts. Wheir dex
containirg strictly exercises. The text starts oy i ing with intervals, Lynn first introduces a method
troducing basic notatigrfollowed by scales, keys called identification and alteration. He has the st
and modes. Intervals are then introduced, which dent construct the general interval, briefly eisr
precedes the chapters that include chords, melody, 9arding accidentals. Thehe student alters the-i
transposition, chord progressions, and harmniz terval to produce the desqed result. He alsoointr
tion. Each ofthese chapters include worksheets as duces a method that applies whole and half ster
well as a testencompassing all material introduced ~ FOr €xample, the process of finding a major sixl
in the chapter. These six chapters are intertwined P€lOW E consists of counting down four whole step
with three chapters that include an abundant amount PIUS one half step. The finaiethod Lynn utilizes to
of exerciseswhich increase in difficulty throughout teach the construction of intervals is interval mve
the text,progressing from easy to difficult. While ~ Sion- In this method, Lynn explains that a majo|

there are many exercises made available to the st SXth above A produces the same pitch as a mins
dent, answers are not provided. Thus, for the st third below A. An aural approach of intervald-fo

dent to recognize his or her errors, a teacher must 'OWS, giving the student examgleof where these

correct all completed worksheets. These ningpcha  INtévals occur in popular melodies. y
ters are fobbwed by an appendix, which can be used The website provides exercises in additior

as a reference tool for the student. The appendix t© the numerous amount of drills found in the text
includes performance terms, names of commmn i further revealing LynnOs philosophy that practic
makes perfect. While the text encourages the use

20
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an irstrument to play selected melodies, the website
also includes audio examples that will help the st
dent develop his or her aural skills.

Introductory Musicianshigncludes a clear
and concise approach to teaching fundamental co
cepts. This text can be usatthe collegiate level in
a music theory fundamentals course with thedgui

ance of a teacher. | do not recommend the use of

The Complete Musiciay Steven Latz

by Sze Wing Ho
E-Mail: cwingho@gmail.com

Laitz, Steven GThe Complete Musician: rAintegrated A-
proach to Tonal Theory, Analysis, and ListeniBd edition.
New York: Oxford University Press, 2012. $215.8&x{book
+ two wolkbooks). ISBNs 9780-19-9742783 (textbook)
9780-19-9742790 (workbook 1), 978-19-9742806 (work-
book 2).http://www.oup.com/us/

The Complete Musiciaby Steven G. Laitzs a b-

nal harmony textbdofor college music majors. It is
designed for a threeto four-semester core course
sequencén tonal harmony, keyboard, and dictation
at the undergraduate setting. It can be used for
graduatdevel review courses as well. The author of
the book is the Ciir of the Music Theory Depar
ment at the Eastman School of Music, University of

Rochester, and a member of the Piano Faculty at the

Chautauquaristitution.

The book comes with two CDs, which-i
clude musical examples from the text, performed by
musiciansfrom the Eastman School of MusicdA
ditional materials include two workbooks thapsu
plement the exercises within the textbook. They i
clude written, aural, and playing exercises far- st
dents to practice. An InstructorOs Manual is avail
ble, which providessolutions to all of the ear
training exercises, analytical highlights for more

complex exercises, and supplementary examples,

exercisesand teaching guidelines. A separate eight
CD set contains all the exercises foundhe text
and two workbooks.

21

this text for selstudy, due to the fact that it does
not include answers. Lynn provides a plentiful
amount of exercises, allowirtge student to comti

ue practicing the concepts learned. Having used th
text, the developing musician will acquire a stron¢
understanding of fundamentals, paving the way fc
further instruction in music theory.

Compared with the previous editions, the
third edition has a new organization and appendice
The most commonly taught topics are presented
sequencewhile the less common topicsuch as
invertible counterpoint, compound melody, and-m
tive, are moved to thAppendices. The Appendices
alsoinclude a 75page section that introduces key
concepts and basic terminology of musicdamen-
tals.

TheComplete Musiciafs divided into eight
parts. The first part, The Foundation of Tonal-M
sic, provides a comprehensifoundation for st-
dents with a broader experience in fundamenta
and for those who worked through the fundamenta
section in the Appendix. The topics in the first unit
include musical accent, metrical disturbancen-co
sonance and dissonance, sample yesesl, melody,
two-part counterpoint, voicing, and musical texture
The author introduces twwoice firstspecies and
secondspecies counterpoints early in chapter two
Rules and guidelines are listed to facilitate student:
counterpoint writing. At the endf this chapter, the
author includes the techniques for taking {vaice
dictation. It helps students to build wp strong
foundationfor four-part dictation.

Part two and part three focus diatonic
harmony wherdy the toniedominant relatioship
is highlighted; and pastfive to six focus on clu-
maticism. In part four, the author talks about mus
cal form in detail. It includes the terminology and
definition of structural units and the introduction of
small forms. The topic about musical forms conti
ues in part seven. Large forms such as Ternar
Form, Rondo Formmand Sonata Form are iotr
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duced. In the last part, 9" and early20" century
tonal practices are introduced@he 20" century
atonaltechngues are excludddom this book.

A hierarchical apmach that the combén
tions of melodic lines form the harmony is central
to The Cormplete Musician(p. xii). The author n-
troducestonal music as a fusion of melody, oeu
terpoint, and hanony, which can inspire students to
understad tonal harmony in a lir@ pespective.
The emphasis on voice leading and the inclusion of
counterpoint facilitate the linear approach. The a
thor also usesn integrated @proach to introduce

tonal theory. There are many practical exercises at

the end of each chapter. Some darthcan also be

found in the additional workbook. The exercises do
|

Foundations of Musicby Nelson and Christensen

by Justin R. Glosson
E-Mail: j.r.glosson@gmail.com

Nelson, Robert, an€hristensin, Carl JFoundations of M-
sic: With CBROM, 7" edition. Bogon, MA. Schirmer Ce-
gage Learning 2009. $125.95 (paperback with GROM).
ISBN 978-0495565932http://www.cengage.com

The approach of sourtd-symbol is very important
in structuring the theoretical mind. It is inmpant to
create an implicit understanding that theony i
volvestheorizing Therefore, it should be that in the
instruction of the tools of theorp fundamentals,
tonal harmonyetc.Dbthe approach always be appl
cable to the process tifeorizing The 7" edition of
Foundations oMusic by Robert Nelson and Carl J.
Christersenbegins with sound as using defined-fr
guencies. These frequencies are furthgrlaned
and the process of bringing Osound tleatis over
a period of timeO to the page 1.

The chapters ofFoundations of Musiare
organized toproceed fromsound to symbol. The

first chapter (OSoundO), sets out with the definition

of music and continues to tlapplicableprocesses
of music that a beginning listener can appreciate
without being bgged down around notation. Asti
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not only focus on written theory, but alsaclude
sight singing, keyboard playingand aural training.
Besides, there are plenty of music analysis exercis
at the end of each chapter. Themalytical exerst
es depend more on a series of veelpported mus
cal decisions than odyesO or OnoO anspexsi).
Students are required to take an active role to-co
prehend the msic.

Most of the topics and repertoire in this
book emphasize toh&aarmony from the commen
practice paod. For example, there is no discussior
of ninth and eleventh chords at all, since they ar
more commonly found in modern music or in Jazz
The harmonic practice ih8" and 19" century nu-
sic is the maindcus of ths textbook.

ulations are defined clearly, as well sgnorities
and textures, such apolyphonyand monoplony.
Like every chapter following, the first ¢itudes a
workbook section to use the GROM to further the
study. The second chapt@NotationO) sets out to
define why notation is necessary to give the readt
context of the usage. Notes and rests are defined
a symbo] and execises of rhythm are approached
first. The only laking factor of the whole chapter
can be found in the elgnation of the notes on the
staff (p. 21). The authors separate OEGBDFO &
OFACEOQ, rather thasing a continuous thread of
letters, until the explanation of ledger linedich is
done quite agqjuately.

From chapters three to nine, the text ralte
natesbetween rhythmic qualities and organizatior
(such as OBiple MeterO and OCompound Meier
separate chapters, with compound beingpthiced
later, giving the feel of a Omore difficuti@ality of
meter) and the concept of pitch ahor scales. It is
not until chapter nine that intervals are approache
in depth, after Simple Meter, Scales, Compoun
Meter, Modes, and Keys aitatroduced Chapter
Nine sets with the explanation of intervals, comin
ing to Chords and Simple Harmony. The final thre
chapters @e a continuation of Oadvancesti@lies
that seem to be left to difyith relatively little -
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planations) The CDROM is, however, integrated
fully into each chapter, offering the student every
opportunity to practice the workbogityle -
proaches.

Throughout the entire text, musical terms

are a@fined, such as allegretto and prestissimo, each

used in catext and given their individual definition.
The CDROM takes the brunt of the work in pra
tice and instruction as an attempt to include the
digital world. Though the texis based on a sound

to-symbol approach, very adequately in fact, it does
I

Sumy TakesueOQdusic Fundamentals:
A Balanced Approach

by Shaoying Ho
E-mail: shingoya.ho@gmail.com

Takesue, SumyMusic Fundamentals: A Balanced Approach
New York: Routledge, 2010. $70.59 (paperback) and $125
(hardback). ISBNs 978-415997249 (paperback) and 978
0-415-8733%6 (hardack).http://www.routledge.com

Published in 2010 by Routledge, a reliable name in

the publishing business, this book stands out among

many other theory textbooks for its simplicityp-i

pressive range of musical examples, and its attempt

to provide compreheng musicianship training. As
Sumy Takesue explained in the preface of this tex
book, it is obvious that the targeted audienceus st
dents of introductory music theory cees, or non
music majors, where students from variouskbac
grounds, age groupand dfferent musical expeér
ence can learn how to read and write music for fun,

or to expand their musical perspective and enhance

their learning experience. This textbook is wuser

friendly, even to the absolute beginners, and serves

well up to high school or ecomunity college st-
dents and amateurs]though the theoretical ne
cepts and vocabulary covered are clearly not for
university uppetlevel theory courses. Despite this,
the textbook could be useful in an intensive theory
review course for musimajor fresimen, while
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not flow with a common thread from onecen to
the next in the OmeatOthe text (chapters three
through eight). The text includes a shortsghry,
index of termsand composers, as well as a listing o'
tracks on the CD. The whole work relies very heav
ly upon the CBROM. The whole text makes a very
clear and concise statementtloé approach towards
a student with little or no osical experience and
completes the etessary nformative processes to
offer basic knowledge of the prerequisites foe-sp
cies counterpoirdnd / or tonal harony.

providing interesting interactive and compresige
activities and exercises.

This textbook is OpostmodernO in a sen:
that it attempts to integrate historical context, worlc
music, theoretical concepts, aural perceptiand
practical applicabn all in one book. From the gha
ter outline (OmodulesO is the term Takesae)u
this 15module textbook covers the basics of pitch
rhythm, notation, scales and key signagunater-
vals, triads, basic harmony, dominant sevent
chords, cadences, as wabk basic form It leaves
out the more advanced harmonic vocabulary an
corcepts, (e.g.secondary seventh chords, saton
ary dominarg, and chromatic harmonygoncepts
of genre, textureand nusical forms and structures
on larger scale, since they areybnd the authorOs
objective in writing this textbook. @sistent with
its aim for providing a welstructured and thorough
training in basic musicianship, this textbook has
plenty of engaging exeises and drills covered in
four ways: notation, pctical application (especially
on keyboard), aural (singing), and visualizatior
(conduting), to ensure #t students have a firm
grasp of conceptand are able to analyze, apply anc
re-create as needed. Another forte of thighierk
is that it maintains a balaa between conptual
teaching, classroom activities, drills and exses,
as Takesue mapped these out in a way that none
them outbalances thehatrs.

Furthermore, this textbook has a very wide
coverage and a very OglobalizedO selection of mu
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cal exanples, for example: Stevie WonderOs songs,

to sign in forthe instructorOs manual and relatec

Beethovep@s symphonies, Chinese folk songs, resources. The materials are divided into three-cat
SchubertOs Lieder, Filipino ballads, and many more. gories: student resources, instructor resources, a
Takesue uses a mixture of classical, popular and additional resources, while it also includes corre

world music to explain concepts and to servexas e
ercises, to enabkn easier connection from students
of various backgrourgdto related theoretical oo
cepts, while making the learning process maore i
teresting and engaging.

It also has many little gems to help students
roll along, such as: 1) vocabulary notes to explain
terminology in simple but engaging ways, 2) histo
ical notes to provide origins and background stories

of theoretical concepts so that students can put them

into a historical contextand 3) cultural notes to
promote studentsO alertness to differentresitu

This textbook incorporates the functions of
textbook and workbookni one bookand provides
an interactive website for drills and revisionsprel
inating the need to buy a separate workboolk-Co
sidering the amassed materials, it justifies the
$70.95 pice tag (for paperback). A cheaper version
is available on Kindle at $51.12, but exercises and
notes will have to be written down on separate
manuscript papers then. The book also has two p

ano keyboards attached at the back cover, which

students can wet on with dryerase markers. One
of the keyboards has alphabetigahotated keys

with corresponding staff notation, while the other
one is a plain keyboard. The complimentary audio

CD, recorded on piano by Takesue and her son, is a

recording of all musichexamples covered in this
book and will be immensely useful for classroom
and drill activities that involve conducting, singing,
clapping,discussion, and identification.

The interactive website provides excellent
supplemental materials and extra exersighat
complement the textbookit can be found at
http://www.routledge.com/textbooks/MusicFundam
entals It allows students and teachers hasse

access to all materials on the shat teachers have
!

tions of meprints regarding th circle of fifths of
major and minor scales in the textbook. The appe
dices listed at the end of the bookOs table of conte
can be found in the additional resources link; the
include more challenging materials for the more
advanced nomusic major stuents, such as irdr
ducing Gclefs, practical application of scales and
triads on a kgboard, more dvanced seventthords

in other qualities, church modes, discussion af m
sic acoustics, more analytical exercises, and-exe
cises involving complex rhythm amtbpping based
on an African playground song. The studeet r
sources link provides quaguiz exercises that co
respond to the unithat have a heading of OWe
siteO in the textbook, allowing students to choos
what to be tested on and the length of ea@iase,
while the score could be printed or to be sent to tF
teader. Since Takesue emphasizes aural skills ar
handson learning, the questiotisatinvolve ident-
fication and answers by students will be played
giving them a chance to hear what theyéan-
swered for the exercises and quizzes.

It is easy for theory instructors, especially
those teaching uppéevel music majors, to pass on
this textbook, but one should keep in mind that thi
textbook is written mainly for nemusic majors,
children andamateurs of various blagrounds and
cultures, and it serves very well for that purpose. |
encourages practical application of concepts,selas
room participation, and emphasizes the balamce b
tween explanatory notes and exercises, whilerinco
porating auralpractical and theoretical concepts a
a level that nommusic majors will be comfortable
with. This textbook will be great for a fun, multi
cultural and less stressful learning of mufsinda-
mentalsfor nonmusic majors.
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