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In the first few decades of the 20" century, Italy found itself at the center of a great
political and cultural unrest. A climate of fierce nationalism in Europe eventually led to World
War I and the establishment of a fascist regime spearheaded by Benito Mussolini. Infiltrating
every aspect of individual and intellectual life, external forces pressured Italian musical
institutions to re-exert their dominance through a restoration of their perceived glorious musical
past. Composers born in the 1880s were reaching compositional maturity around this time, and
they undertook the task of creating a new Italian sound. United by their affinity for early music
and the clarity and simplicity it possesses, and a conservative turn towards the past and away
from the dangers of experimentalism, a group of six composers known as the “Generazione
dell’Ottanta” (Generation of the 80s) began implementing certain techniques cultivated from that
earlier style in their instrumental music in order to achieve this endeavor.

This dissertation examines the techniques employed by the composers in the Generation

of the 80s through an analysis of the social, political, and musical influences that they



experienced. Mussolini’s fascist government, while not imposing strict constraints on artistic
expression analogous to those placed by Stalin’s regime on Prokofiev and Shostakovich, urged
Italian composers at the time to reach back to the purity of early Italian compositions. I show
how the Generation of the 80s implemented compositional techniques from such works in their
effort to create a nationalist style and a new Italian sound. In particular, I argue that the
Generation of the 80s’ interest in and analysis of Gregorian chant and celebrated Baroque and
Classical era compositions encouraged them to emphasize the perfect fifth as a melodic motif.
This analytical observation, when combined within a fuller framework of the style and forms of
the works presented in the three dissertation recitals, invokes a clear sense of the new Italian
sound.
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The Generation of the 80s believed that Italy’s grand operatic tradition had ended, resulting in
the necessity to return Italian instrumental music to the prominent position it inhabited during the
Baroque period. Yet, unable to distance themselves completely from their vocal tradition, the
Generation of the 80s’ style contains a propensity for song, in addition to the transparency
afforded by Gregorian chant and perfect fifths. Their implementation of these elements and their
willingness to go in a new musical direction fostered Italy’s rise to prominence in cinematic

composition during the middle of the 20" century.
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Chapter 1: Introduction

The “Generation of the 80s” (“La Generazione dell’Ottanta”) is a group of
Italian composers who were all born in, or very near to, the 1880s; it consists of
Franco Alfano, Ottorino Respighi, Ildebrando Pizzetti, Gian Francesco Malipiero,
Alfredo Casella, and Mario Castelnuovo-Tedesco. They reached their compositional
maturity in the early decades of the 20" century, a period of great turmoil in which
nationalist tendencies and the outbreak of World War I eventually led to the
establishment of a fascist regime. In 1922, Benito Mussolini was installed as Il Duce,
the repercussions of which were felt in every aspect of Italian culture. Filippo
Tommaso Marinetti, an Italian poet, published a “Manifesto of Futurism” in 1909 that
celebrated speed, machinery, violence, youth, and industry, and advocated for the
modernization and cultural rejuvenation of Italy. In the musical sphere, the period of
the grand, Romantic operatic tradition culminating with Verdi’s final works had
ended, and verismo composers such as Pietro Mascagni, Ruggero Leoncavallo,
Francesco Cilea and especially Giacomo Puccini became immensely popular. Yet
notwithstanding the verismo movement’s intention to portray the world with greater
realism, it transformed opera into a more digestible form of entertainment for the
masses. Seen by many in the intellectual and aristocratic circles of the day as a
weakening of creative energies and a tired repetition of the late-Romantic formula, a
desire arose to return Italy to a perceived former glory of the dominance of

instrumental music in the 18" century.! This longing for a restoration of somethin
ry ging g

! Alberto Racanati, “La Generazione dell’Ottanta and the Italian Sound” (DMA diss., University of
Missouri, 2021), 18.
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lost was naturally reflected in other contexts of Italian cultural life, perhaps most
obviously embodied by the Italian journalist Vincenzo Cardarelli, who in 1919
founded the literary magazine La Ronda with the motto “Return to Order.”? The
Generation of the 80s aligned themselves with the objective of that motto,
manifesting those same desires and inevitably intertwining themselves within a
greater historical context.?

After the perceived self-destructive spiral culminating in the downfall of the
verismo movement, these composers undertook the task of re-establishing an
instrumental-symphonic tradition after the exclusive melodramatic dominance seen
heretofore.* They sought to achieve this by creating a new Italian sound through the
resurrection and reappropriation of the past.’ Though this associated them with the
wider neoclassical compositional movement happening contemporaneously in
Europe, the Generation of the 80s followed a different path from that of what Vinay
refers to as “Stravinskian neoclassicism.”® Stravinsky’s approach was pastiche: he
took melodic material from earlier composers, for instance Pergolesi in Pulcinella, or
Mozart in The Rake’s Progress, out of its original context and reworked it into a new
fabric, often with a sense of irony or humor.” The Generation of the 80s, on the other

hand, attempted to integrate melodic and harmonic elements from earlier works,

2 All translations from the original Italian texts are my own.

* Guido Salvetti, “Del “Ritorno all’Ordine” le Diverse Ragioni,” in /I Novecento Musicale Italiano tra
Neoclassicismo e Neogoticismo, ed. David Bryant, (Firenze: Leo S. Olschki editore, 1988), 67.

4 Paolo Pinamonti, “Musicologia Estetica ed Estetica Musicologica: Eclettiche Fusioni Critiche alle
Origini del Novecento Musicale” in I/ Novecento Musicale Italiano tra Neoclassicismo e
Neogoticismo, ed. David Bryant, (Firenze: Leo S. Olschki editore, 1988), 53.

5 Racanati, “La Generazione dell’Ottanta,” 17.

¢ Gianfranco Vinay, “Ricognizione del Neoclassicismo Musicale” in I/ Novecento Musicale Italiano
tra Neoclassicismo e Neogoticismo, ed. David Bryant, (Firenze: Leo S. Olschki editore, 1988), 81.

7 Dr. James Stern, comment to author, March 26, 2025.
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maintaining a historical consciousness of evolution that stylistically incorporated the
past.

The majority of the extant musical analysis of the oeuvre of the Generation of
the 80s lies in the orchestral and vocal realm, with very little written about their
works for chamber ensemble, and even less about their compositions for cello and
piano. This dissertation is intended to accompany a series of three recitals of chamber
works and cello pieces composed by the Generation of the 80s, which for the sake of
clarity and conciseness will henceforth simply be referred to as the “Generation.” In
these three recitals, I presented works that share similar compositional motifs and that
evoke the new Italian sound cultivated by the Generation. In what follows, I will
explore and elaborate on two main facets that the Generation employed in their quest
to achieve this new style: the element of Gregorian chant in chamber works and the

use of an embellished fifth motif in the works for cello and piano.

Chapter 2: A Confluence of Variants

The term “Generation of the 80s” first appeared in Italian musicologist
Massimo Mila’s 1963 publication Breve Storia della Musica (A Brief History of
Music). Mila originally identified only five composers in the Generation, omitting
Mario Castelnuovo-Tedesco.? Yet this pupil of Pizzetti said,

I believe that music is a form of language capable of progress and renewal.

Every means of expression can be appropriate if used at the opportune

moment through inner necessity rather than caprice or fashion. I have sought

to express myself with means always simpler and more direct, always clearer
and more precise.’

8 Massimo Mila, Breve Storia della Musica (Turin: Giulio Einaudi Editore, 1963), 419.
9 “Mario Castelnuovo-Tedesco,” MTC, Accessed January 15th, 2025,
https://mariocastelnuovotedesco.com/.
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These beliefs root him firmly in the ideals of the Italian neoclassical movement. His
works were often included in concerts presented by the Societa Nazionale di Musica,
a society for new music founded by Alfredo Casella in 1917 that regularly performed
works by composers in the Generation, and his use of the embellished fifth motif-one
I argue is a hallmark of their style-abounds in his music for cello and piano. This,
along with his relationship to the Italian political situation and the critical musical
climate of the period places him firmly as a member of the Generation.!°

Before the first impulses of the Generation were felt, at the end of the 19%
century, Paris’s musical establishment was asking what the future of Italian music
would be. Many predicted a new young Italian school heavily influenced by the
French and Russian schools.!! Although Alfredo Casella lived and studied in Paris for
many years, this prediction failed to come to fruition as the Generation is far from a
homogenous group or some type of national school. As opposed to the emerging
national Spanish school, Italian musicians overwhelmingly sought their musical
education abroad. Besides Casella studying in Paris, Alfano chose Leipzig, Respighi
selected Berlin, and Malipiero settled on Vienna.!? Their individuality, fierce

competition, and propensity toward artistic conflict often put them at odds with one

10 “Mario Castelnuovo-Tedesco,” Casa Ricordi, Accessed January 15th, 2025,
https://web.archive.org/web/20160506225909/http://www.ricordi.it/catalogue/composers/mario-
castelnuovo-tedesco/.

! Francois Lesure, “La “Generazione dell’Ottanta” Vue de Paris,” in Alfredo Casella negli Anni di
Apprendistato a Parigi, ed. Giovanni Morelli (Florence: Leo S. Olschki Editore, 1994), 7.

12 Lesure, “Vue de Paris,” 7.
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another. In fact, some even identify this group of composers more by their differences
than by their similarities.!?

One of the earliest meetings of multiple members belonging to the Generation
occurred in Paris in the Spring of 1913, and included Alfredo Casella, Gian Francesco
Malipiero, and Ildebrando Pizzetti. Despite a fruitful meeting transpiring in the same
city six years earlier between Isaac Albeniz, Manual de Falla, and Joaquin Turina to
develop a purely Spanish music devoid of foreign influences, the meeting of Italian
composers was in no way analogous.'# Likewise, Franco Alfano’s proximity to
Alfredo Casella for five years in Paris saw a similar lack of concerted effort at
forming a national Italian school. Starting in 1918, articles in the Parisian musical
publication Le Monde Musical began to appear speaking about a “new young Italian
music.”!> In these articles, critics attempted to show that young Italian composers
(mainly those of the Generation) were reconnecting to their musical past. Yet all
agreed that what was striking about this new school was its extreme variety, and the
astonishing diversity of the talents that constituted it.!¢ This heterogeneity caused
them to clash with one another periodically, especially Respighi, Casella, Pizzetti and
Malipiero. In fact, those who wrote autobiographies spoke about the isolation, fierce
competition, and even outright slander from their colleagues.!” When examining each
of the composers’ lives from a biographical perspective, one may easily be tempted to

argue against even considering labelling them together as a cohesive group. However,

13 «T 3 Rinascita Strumentale: La Generazione dell’Ottanta,” Accessed October 22nd, 2024.
https://conservatorio.net/admin/ static/files/clienti/129837699296270/132838498886308.pdf.
14 Lesure, “Vue de Paris,” 8.

15 Lesure, “Vue de Paris,” 12.

16 Lesure, “Vue de Paris,” 12.

17 Racanati, “La Generazione dell’Ottanta,” 10.



the Generation’s unified goal of resurrecting the past to create a renewed Italian
instrumental dominance outweighs their personal differences, and as we will examine
later, the new Italian sound they created confirms their classification as a
compositional entity.

Due to the nature and scope of this paper, I will refrain from covering in depth
the individual biographies of each composer. Instead, readers interested in obtaining
further information on the lives of any of the composers in the Generation will find a
list of biographies in the Appendix. Likewise, one may not ignore the fact that each
composer experienced and interacted with the fascist regime in various degrees. The
significance of Italy’s political situation between 1900 and 1930 was inescapable, one
of many influential factors determining the Generation’s musical direction and
aspirations. Some of them even benefited directly from the party, helping it reach
certain aesthetic and political goals, and advancing their own careers as a result.
Regardless of each individual composer’s connection to the regime, their cultural
matrix and shared socio-historical influences caused them to exert great efforts at re-
inserting Italian music into the European and international context.!® Once again,
since this paper will focus on the musical connections and compositional techniques
used by this group, a list of publications that do not appear in the bibliography will be
provided in the Appendix for those seeking more information about the Italian fascist

period and its effect on each composer’s life.

18 “La Rinascita Strumentale: La Generazione,” 208.
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Chapter 3: Return to Order

Before embarking upon a musical analysis of the works chosen for this
dissertation, understanding the musical landscape in which the Generation navigated
is essential. As mentioned previously, although the composers in the Generation exist
in their own niche slice of neoclassicism, their intent to reappropriate the past and
update it for modernity, returning Italy to its former musical glory, makes them all
neoclassicists in the broader sense.!® This is due in large part to the musical criticism
and environment which surrounded them at the turn of the 20" century. As evidenced
in table 1, Alfredo Casella’s compilation of 267 symphonic concerts presented in
Turin between 1872 and 1913 reflects a situation in which early music was

completely neglected, and a select few composers enjoyed a near monopoly:

Table 1
Composer # of Performances
Wagner 193
Beethoven 115
Rossini 49
Verdi 32
Corelli, Vivaldi, Monteverdi 0

Note. Alfredo Casella, Music in My Time, trans. Spencer Norton (Norman, Oklahoma: University of Oklahoma
Press, 1955), 6.

This propensity for concert houses to program similar, recent works began to irritate
Italian music critics. Towards the end of the 19™ century, their publications started to
lament what they viewed as a state of serious weakening of creative energies, stuck in
the tired repetition of the late-Romantic formula. Some critics even ventured so far as

to express nostalgia for the bygone days of contestation, with La Nuova Musica

19 Racanati, “La Generazione dell’Ottanta,” 133.
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complaining “No one even boos anymore” on April 30", 1898.2° Others bemoaned
the preference for a superficiality of virtuosity over the deeper emotional meaning
behind musical composition. When reviewing Massenet’s Sapho in La Nuova Musica
on May 31%, 1898, a commentator wrote,

We can admire and enjoy the usual technical ability of a skilled musician; but

we believe it — sincerely speaking — to be very far from that seriousness of

artistic intentions to which we would like the young school to be directed,

while we painfully see it increasingly dive, running after easy successes, into a

romanticism of very poor taste which replaces great true art, the most

enervating and feeble sentimentality.?!

The critics’ dismay at the current state of music in Italy aligns with the nationalist
tendencies imposed by the fascist party and promoted by the futurist movement.
Though the general Italian public seemed perfectly content with the late Romantic
model, the Generation felt it needed to answer the call of both the Italian musical
critique and its increasingly nationalist government to find a purer music, one based
on simplification and clarity, the laws allowing absolute music to stand on its own,
and a recalibration of its instrumental and vocal components.?

After the members of the Generation who had completed their musical
training abroad returned home, they encountered the disillusionment conveyed by the
intellectual society that was echoed in the period’s musical criticism. The seeds of a
new musical direction had already been planted before the Generation made their

mark on the Italian musical landscape. In this way, the Generation’s embrace of the

“Return to Order” motto was a reaction to external pressures, as opposed to an

20 Marcello de Angelis, “Correnti Critiche Primonovecentesche,” in I/ Novecento Musicale Italiano:
tra Neoclissicismo e Neogoticismo, ed. David Bryant (Florence: Leo S. Olschki Editore, 1988), 40.
2l de Angelis, “Correnti Critiche,” 41.

22 de Angelis, “Correnti Critiche,” 33.



intrinsic impetus or a concerted effort amongst themselves. Some even venture so far
as to claim that the Generation charged the composers of the verismo movement with
a betrayal of the Italian musical tradition, creating a general aversion toward the
musical drama in Italy in the early 20" century.?® Yet as we have seen, this was not a
universally shared mentality by the Italian public, but rather a push from above to
steer the public’s tastes in a new direction. As Massimo Mila (our labeler of the
Generation) reminds us, when they confronted the changed cultural trends brought on
by nationalism, fascism and futurism, the Generation felt they could no longer write
in the antiquated style of popular opera.?* They did not actively seek its destruction,
but simply reacted to the pressures which rooted themselves in Italy at the start of the
20" century.

In forging a new Italian sound, none of the composers crossed the threshold of
atonality. While the Second Viennese School was emerging on the heels of Wagner’s
erosion of tonality, the Italians were not yet ready to completely abandon their
historical penchant for song and their longstanding operatic tradition. Italian critics
treated Wagner especially harshly, with the Rivista Musicale claiming in 1900 that he
“frequently veered so far from his starting tonalities that he wreaked havoc on his
own music.”? Compelled by the nationalist tendency of eradicating foreign stylistic
influences, the Generation embraced the shift towards “archaicization” which took

hold in the first decade of the 20 century, and focused their energies on reviving

23 Racanati, “La Generazione dell’Ottanta,” 35.
24 Mila, Breve Storia, 419.
25 Mila, Breve Storia, 419.



early Italian music and implementing it in their compositions.?® The composers of the
Generation thus turned to Gregorian chant, which they viewed as a musical
subconscious of the nation. Eschewing the popular song tradition usually used as a
basis for operatic compositions, the Generation combined their explorations of
Gregorian chant with a revival of contrapuntal techniques, incorporating modal and
polytonal harmonies. In this manner, they expanded tonality without abandoning it,
and created new melodic norms based on a flexibility to the spoken word.?” Naturally,
creating a new type of Italian music which incorporated Gregorian chant, Renaissance
polyphony, modal harmonies, and the operatic tradition yielded results that were not
always calm or straightforward. The desire to simply renew, while maintaining
continuity with their musical trajectory instead of breaking away from it completely,
set the Generation apart from other contemporaneous national schools, and even from
other Italian composers who chose not to turn their back on their great opera to focus
their attentions on instrumental music.?®

At this point, we understand enough of the background and external forces
which caused the Generation to make their unique compositional choices. Let us now
examine and compare several musical examples to see how their implementation of
Gregorian chant and the embellished fifth motif influenced this new Italian sound

which the composers hoped would help Italy and its art music “Return to Order.”

26 Aldo Ferraris, La Musica Strumentale in Italia: nel Secondo Ottocento (Milano: Volonté & Co.
Sr.l,2022), 148.

27 Mila, Breve Storia, 421.

28 de Angelis, “Correnti Critiche,” 34.
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Chapter 4: Gregorian Chant and Modal Harmony

Ottorino Respighi (1897—1936) is the composer from the Generation most
familiar to concert attendees and classical music listeners. He is best known for his
symphonic tone poems about the life and features of Rome, and even many trained
musicians are unaware of his impact on chamber music. In addition to works for
various instruments with piano, Respighi composed eight string quartets. He also
composed a piano quintet in F minor containing three movements, though it is
possibly missing a fourth since the third movement ends in the subdominant Bb
major. Respighi exhibited a penchant for early music and archaic forms from the
outset, believing that ancient and early Italian music was proof of the grand Italian
past, and that its resurrection in modern Italian music would stand testament to Italy’s
musical greatness.”® We see evidence of his taste for early music in such
compositions as Prelude, Chorale, and Fugue for Orchestra, his Quartet in D Major
for Ancient Instruments, Five Songs in the Ancient Style, Violin Concerto in the
Ancient Style, and numerous cantatas and Baroque dances which he transcribed for
modern instrumentation. He continued to infuse early music into his works
throughout his mature period, evidenced by Three Preludes on Gregorian Melodies
for piano, Concerto Gregoriano (Gregorian Concerto) for violin and orchestra,
Stained Glass Windows: Four Impressions for Orchestra, Ancient Airs and Dances of
lute transcriptions for orchestra, and transcriptions of Claudio Monteverdi’s Orfeo

and Benedetto Marcello’s Didone. Other works demonstrate his inclination for using

29 “La Rinascita Strumentale: La Generazione,” 209.
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modes, with several compositions devoted purely to modal writing, such as the
Toccata in Dorian Mode for piano, Doric Quartet (a string quartet that uses eight
different modes), and Piano Concerto in Mixolydian Mode.*°

Respighi’s String Quartet No. 3 in D Major, P. 53 and his Piano Quintet in F
Minor, P. 35 are prime examples of his early attempts to integrate modern music with
Gregorian chant and modal writing. In the string quartet, Respighi follows a late
Classical-era structure of four movements. The first movement is an Allegro in
sonata-allegro form, followed by a theme and variations, an intermezzo which is
actually a scherzo reminiscent of Mendelssohn’s A Midsummer Night’s Dream, and a
tarantella-inspired finale.?! This string quartet manages to sound both Romantic and
quite different from anything which came before it. Respighi achieves this through a
new style of melodic writing, combining Italy’s operatic tradition with modal
harmonies and Gregorian chant. For example, in measure 48 of the first movement,
the cello begins a run of triplets which is then imitated and continued by the first
violin, eventually briefly joined by the second violin. Only five notes comprise each
run, which when arranged in ascending order form a pentatonic scale. The ear
instantly recognizes this special scale, whether consciously or not, its simplicity
contrasting with the dense romantic harmonies employed by Respighi thus far.
Furthermore, when one considers the vertical harmonies throughout this passage
created by all four instruments, one may clearly see they do not follow any sort of

harmonic progression based on the long-established tonic-predominant-dominant-

30 «“La Rinascita Strumentale: La Generazione,” 210.
31 Wilhelm Altmann, Handbuch fiir Streichquartettspieler: ein Fiihrer durch die Literatur des
Streichquartetts, Vol. 2 (Wilhelmshaven: Heinrichshofen Verlag, 1972), 78.
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tonic phrase model used in functionally tonal music. In attempting to label the chords,
one soon encounters issues of missing notes, or of extra notes which do not conform
to non-chord roles such as passing, neighboring, or escape tones. However, when one

adds the other instruments’ notes to the triplet runs, a pattern of modes emerges.

Figure 1
Respighi, String Quartet No. 3 in D Major, P.53, I. Allegro moderato

.';. -

Note. Ottorino Respighi, String Quartet No. 3 in D Major, P.53 (Bologna: Pizzi, 1920), 3—4.

As we see in Figure 1, Respighi employs at least three different modes in each two-
measure run in this passage, including the Dorian, Mixolydian, and Ionian. Though
the Tonian mode contains the same notes as the major diatonic scale, when considered
alongside the pentatonic melodies and modes which surround it, calling the diatonic
area lonian is certainly appropriate. Respighi’s application of modal harmonies as a
dominant substitution imbues those tonal areas with a distinctly archaic flavor.

A very dense work from both the performer and listener’s perspective,
Respighi’s Third Quartet abounds with double-stops, and the tonal texture remains
thick throughout. When moments of clarity and simplicity do occur, they contrast
with the denser sections, allowing the music and listeners’ minds to collect

themselves. In the fourth movement especially, Respighi’s transparent moments
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hearken back to a religious clarity, uncomplicated rhythmically and harmonically.
After a long section of unrelenting triplet eighth notes, Respighi unites all four
instruments in measure 72, and for the next six measures they remain playing half
note chords together. The movement began in D minor, and at this point Respighi is
moving us towards E major, first tonicizing E with numerous D sharps before arriving
at the half note chords, which should logically move towards E major. Yet instead of
having a dominant chord as the final chord before the E major section, Respighi lands
on a C major chord, the flat submediant in the key of E major. Though deceptive in
effect, this is no deceptive cadence since the chord preceding the flat submediant is an
E major chord, instead of a B major (dominant) chord. In fact, Respighi purposely

omits any dominant functioning chord in this passage.

Figure 2
Respighi, String Quartet No. 3 in D Major, P.53, IV. Finale
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Note. Ottorino Respighi, String Quartet No. 3 in D Major, P.53 (Bologna: Pizzi, 1920), 36.

This section is essentially a tonic extension of E major, though Respighi keeps the
tonic chords weak through inversions and by omitting the root in the first violin part.
Respighi even goes so far as to provide only the third (G#) and fifth (B) in the very
first chord, creating a feeling of floating suspense, starkly contrasting to the preceding

material. Respighi does not establish E major until measure 86, eight measures into
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this new section. Massimo Mila describes this aspect of Respighi’s style as “lying
somewhere between the rich and fat “Wohlklang” of Strauss and Wagner, and the
new transparent timbre of economy of sound, which he used as another color to add
to his sound palette, namely the “picturesque color of archaism.”*? Respighi continues
to paint his “picturesque color of archaism” in measure 78, where a memorable yet

distinctly simple cello melody emerges.

Figure 3
Respighi, String Quartet No. 3 in D Major, P.53, IV. Finale

Note. Ottorino Respighi, String Quartet No. 3 in D Major, P.53 (Bologna: Pizzi, 1920), 37.

This melody’s contour bears a striking resemblance with melodies from his own Suite
No. 1 of Ancient Airs and Dances, a collection of Renaissance lute transcriptions for
orchestra. In the violins and cellos in the Balletto and in the oboe in the Villanella,

one clearly sees the inspiration Respighi’s melodic writing draws from early music.

Figure 4
Respighi, Antiche Danze ed Arie per Liuto, 1. Balletto
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Note. Ottorino Respighi, Antiche Danze ed Arie per Liuto, I. Balletto (Milan: G. Ricordi, 1920), 1.

32 Mila, Breve Storia, 422.
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Figure 5
Respighi, Antiche Danze ed Arie per Liuto, III. Villanella
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Note. Ottorino Respighi, Antiche Danze ed Arie per Liuto, III. Villanella (Milan: G. Ricordi, 1920), 20-21.

Respighi’s transparency of timbre and economy of sound dominate the texture
more apparently in his Piano Quintet in F Minor, P. 35. Composed when he was 23
years old, the piece deviates already from Romantic traditions by the structure of its
movements. The first movement is a long flowing allegro, reminiscent of grand
Romantic piano works, but the second movement lasts less than two minutes, feeling
more akin to an interlude than a stand-alone movement. The third movement, also
quite short, feels like a finale with its intense energy, but finishes on the subdominant
Bb, perhaps implying Respighi conceived it as a scherzo to be followed by a final
movement lost or never completed. In the very opening, the piano remains silent
while the strings play a haunting unison passage. After a brief answer from the piano,

the strings repeat the figure a perfect fourth higher, alluding to Baroque contrapuntal
16



transpositions. The starkness of the strings playing in unison also evokes the way the

human voice moves during Gregorian chants. Let us examine here one of the most

recognized Gregorian chants throughout history, Alma Redemptoris Mater (Loving

Mother of the Redeemer).

Figure 6
Alma Redemptoris Mater
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Note. “Alma Redemptoris Mater,” in The Parish Book of Chant, ed. Richard Rice (CMAA, 2008): 119.

Naturally, Respighi’s melody contains leaps greater than one would find in any

ancient chant. Yet when comparing them, especially aurally, Respighi’s imitation of

chant’s sound and emotion become clear. An equally transparent moment in the first

movement occurs at rehearsal 3, in which the strings play an extended meditative

passage with interruptions from the piano. Here, Respighi’s melody moves

exclusively in stepwise motion, emulating chant even more.

Figure 7

Respighi, Piano Quintet in F Minor, P. 35, I. Allegro
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Note. Ottorino Respighi, Piano Quintet in F Minor, P. 35 (Milano: Ricordi, 1986), 7-8.
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This foreshadows similar moments in some of his later orchestral tone poems, such as
the Pines of Rome when he breaks the orchestra into sections that enter one after the
other with the indication come una salmodia (like a psalmody). Respighi’s use of
these extended, chanting melodies introduced into an otherwise rich tonal landscape
are an important part of his distinctive style.

Gian Francesco Malipiero (1882—1973) crafted his music to reflect the new
Italian sound by embracing a concept of free-flowing, single movement forms
moving from one idea straight into the next, stemming from an aversion to the multi-
movement German approach. He also had a fundamental opposition to the 19%
century Italian operatic tradition, predicated on his belief that its musical ideas were
forced to be subjected to the vocal technique of singers, as well as the Impresario
system and the vitiation of music through the mass reproduction of a work.*?
Regardless of this distaste for Italy’s Romantic opera tradition, Massimo Mila
reminds us that Malipiero maintained an extremely vocal tendency, even in his
instrumental compositions.** His first string quartet, entitled Rispetti e Strambotti,
follows this single movement form while incorporating numerous early music effects.
The quartet’s first connection to the past begins with its title, which only makes sense
when its Renaissance usage, rather than the modern translations “Respects” and
“Strange Ones,” is accounted for. Rispetti are messages exchanged between lovers,

and strambotti are single stanza verse forms comprised of either six or eight 11-

33 Racanati, “La Generazione dell’Ottanta,” 27, 39.
34 Mila, Breve Storia, 421.
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syllable lines. Thus, the 20 sections of this quartet act as stanzas which together form
a poetic work. According to Malipiero,
the twenty stanzas which form this quartet are united by a theme which almost
resembles a ritornello, but which is meant above all to express the joy of one
who loves to listen to the vibrations of the open strings and to intoxicate
himself with their sounds. Each stanza in turn expresses some musical thought
of a folk nature.*
Both the open strings and use of music reminiscent of folk tunes evoke the past in a
simple, idealistic manner devoid of contemporary strife and political turmoil.
Malipiero beautifully combines the simplicity of open strings and extended,
prayer-like patterns of chant with a dense instrumental texture and a modern sense of
extended tonality replete with frequent dissonances. In measure 16, after an opening
section filled with double-stops and fast flourishes, the viola and cello play a simple
chant melody in parallel fifths beginning on a G# and C# respectively. Each
instrument then rises a diminished fifth to a D and an A, clashing momentarily with a
held G# in the second violin. After another quick burst of the quartet’s main, open-
strings theme occurs in quick imitation, Malipiero lightens the texture considerably,
similar to Respighi’s economy of sound. This time, in measure 23, the viola remains
on a C# pedal while the other three instruments begin the chant theme in parallel
fifths, once again clashing with C naturals and G naturals against the C#. This creates
a haunting effect, disrupting the potentially peaceful moment through an eerie
oscillation between perfect fifth consonance and diminished fifth dissonance. This

scheme continues throughout the work, often pairing open strings against runs

abundant with accidentals. The juxtaposition of serene chants with dissonant

35 Gian Francesco Malipiero, Rispetti e Strambotti (Huntsville, TX: Recital Publications, 1998), 3.
19



harmonies culminates at the end of the work, with all four instruments playing
quadruple-stop chords in perfect fifths crescendoing to an outburst in triple forte,

which is followed by a final episode of prayer chant in four-part harmony.

Figure 8
Malipiero, String Quartet No. 1, “Rispetti e Strambotti”

molto crescendo ..

i £ & 2 3 & ritenuto
P BBV O|D P77 L = T e—t
i £ & i |z 2 , s
T ==z 3 — ¥ T 7 T ==
S 7 [+ ° £l Ei g |+
5 JB7|E = - =
e £ £ £ =—r— 5 i 3 ===
== 2 | —t & B R e A
¥ b 74 P
A 4 ——t— e + 7 & pESevic =1
: £ If 2 4 = Bt 353
S =s o o=sa w ——
P97 T Iwoiaze Roma, Aprile MCMXX.

Note. Gian Francesco Malipiero, String Quartet No. 1, “Rispetti e Strambotti” (London: J. & W. Chester, Ltd.,
1921), 34.

This time, however, no accidentals appear, hinting at a resolution and potentially
optimistic ending. Instead, Malipiero’s final cadence is a deceptive one, ending the
quartet with a feeling of questioning uncertainty.

Franco Alfano (1875-1954) is the composer from the Generation most closely
associated with opera, and the one whose reputation suffered the most from his
alignment with Mussolini’s fascist regime. Although he completed Puccini’s
unfinished Turandot and his operas had successful debuts during his lifetime, his
instrumental works have largely fallen into obscurity and are rarely performed today.
He wrote three string quartets in total, for which only one professional recording
exists. The first string quartet, in D major, was composed during World War I, with
final revisions completed in 1924. It is a work in three movements, following the late
Italian Baroque structure of fast-slow-fast, although Alfano added slow introductions

to each fast movement. After a brooding and contemplative Grave opening, the first
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movement begins in earnest in an animated Vivacissimo with alternating eighth notes
and triplets. Alfano put a rest on the first beat of this faster section for all four
instruments, enhancing an off-balanced, agitato feeling already initiated by the eighth
note to triplet oscillations. Heavily influenced by Romantic composers such as
Edvard Grieg, Gustav Mahler and Richard Strauss, the first movement contains
copious amounts of double, triple, and quadruple stops in all four instruments, and
long sweeping melodic lines that often end abruptly and unresolved.

The second movement, simply marked Calmo, opens with a plaintive melody
in the viola whose intervals are far closer together than the huge leaps seen in the first
movement. Alfano’s Gregorian chant influences come to the fore in this movement,
with extended meditative solo lines in each instrument. The most direct reference to
chant occurs at the end of the movement, when the cello plays in parallel octaves with
the second violin, and later with the first violin. Alfano marks ppp and lontano in the
score, evoking a feeling of voices singing in a large, resonant cathedral. The religious
undertones implied by the Generation’s implementation of Gregorian chant recall
Italy’s close historical connection to the Roman Catholic Church, and the influence it

exerted on the Italian people during this period.

Chapter 5: Perfect? Fifths

The perfect fifth is one of the most consonant intervals in Western music,
appearing second only to the octave in the harmonic series. Yet its importance is
arguably greater than the octave since it lies only a half-step away from one of the

most notorious intervals in history, the augmented fourth. Nicknamed the “devil’s
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interval,” religious officials banned it from compositions for hundreds of years due to
its dissonant effect on listeners’ ears. During the Middle Ages, composers were
controlled by the church which allowed them to write exclusively sacred music, and
forced them to avoid the augmented fourth at all costs in order to not incur the wrath
of the devil and upset the Lord.>® Familiar with the melodic parameters of Gregorian
chant, the Generation held an equal veneration for the perfect fifth, and used it as an
essential building block in the motifs of their works for cello and piano. In all five
works for cello and piano selected for the dissertation recital series, I argue that the
perfect fifth, when combined melodically with one or two embellishing semitones,
acts as the basis for two melodic motifs which unite the composers of the Generation
stylistically. Naturally, the members of the Generation did not consciously gather and
discuss incorporating these motifs (what I collectively refer to as the “embellished
fifth”) into these five works. Rather, I believe their study and knowledge of early
music techniques compelled them to turn toward the simplicity of the perfect fifth and
its prominence in Gregorian chant in their quest to realign Italy’s focus from opera to
instrumental music.

While embellishments of the perfect fifth are ubiquitous in musical
composition, especially since the interval outlines a common tonic/dominant
harmonic impulse, the Generation’s particular treatment of the embellished fifth

shows a curious commonality between them. Although often isolated by their fierce

36 Judith Kogan, “The Unsettling Sound of Tritones, The Devil’s Interval,” All Things Considered,
NPR, October 31, 2017, audio, 00:14—1:13, https://www.npr.org/2017/10/31/560843189/the-
unsettling-sound-of-tritones-the-devils-
interval#:~:text=For%20centuries%2C%20it%20was%?20called, Trinity% 20College %20in
%20Hartford %2C%20Conn.
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competition, the Generation’s mutual intent to subsume the past into their new sound
caused them to gravitate towards similar motifs in their melodic writing. In the
following example, I present a perfect fifth and the two embellishments of it used by

the Generation, which I refer to as the primary and secondary motif.

Figure 9
Embellished Fifth
Primary Motif ~ Secondary Motif
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Note. Image by author.

In the primary motif, a perfect fifth is expanded to a minor sixth and then a
diminished seventh. The primary motif is the slightly longer variant, and examples of
it may be traced throughout history. In the secondary motif, a perfect fifth is collapsed
to an augmented fourth, harkening back to an era when the church still exerted
creative influence over composers.

Alfredo Casella’s (1883—1947) Sonata for Cello and Piano in C minor, Op. 6,
contains the most striking example of the primary motif serving as the basis for an
entire movement. At the start of the first movement, after a pedal on repeated eighth
note Cs in the piano, the cello plays a perfect fifth followed by a minor second, which
leads into the primary motif. While developed dynamically and occasionally altered
rhythmically, the motif remains essentially unchanged throughout the movement and
is repeated numerous times by both cello and piano. The opening iteration is followed
by a chromatic stepwise motion which opens into more perfect fifths followed by the

primary motif.
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Figure 10
Casella, Sonata for Cello and Piano No. 1 in C Minor, Op. 6, I. Allegro assai
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Note. Alfredo Casella, Sonata for Cello and Piano No. 1 in C Minor, Op. 6 (Paris: A.Z. Mathot, 1907), 1.

The second theme of the movement implements the secondary motif in a more
relaxed, lyrical manner. However, the first theme using the primary motif largely
dominates this movement, and quickly surpasses the second theme as the main
developmental material.

The Sonata for Cello and Piano in D minor by Gian Francesco Malipiero
opens with a statement of the second motif in the cello. The entire sonata dwells in
the realm of this motif, to which both instruments return multiple times. As with his
first string quartet, Malipiero eschewed the four movement Romantic tradition, opting
for a single-movement form containing different sections flowing seamlessly from
one to another. Malipiero infuses his sonata with uneasiness from the outset,
beginning with a syncopation and septuplet run in the piano, followed by a quintuplet
ostinato. The cello responds with the secondary motif, further enhanced by displacing
the octave and the interval order, so the listener first hears a minor ninth, followed

directly by the augmented fourth.
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Figure 11
Malipiero, Sonata for Cello and Piano in D Minor
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Allegro impetuoso

Note. Gian Francesco Malipiero, Sonata for Cello and Piano in D Minor (Milan: Casa Editrice Musicale Italiana, 1909), 2.

In the next section, a more lyrical andante, Malipiero continues leaping frequently
between fourths and fifths, but the augmented fourth disappears. After this section,
the opening material returns, acting as a ritornello and transitional material between
the sonata’s different sections. Malipiero inserts the secondary motif between every
new musical section, in respectful imitation of his musical hero Antonio Vivaldi.

The second movement of Ildebrando Pizzetti’s (1880—1968) Tre Canti,
marked Quasi grave e commosso, begins in the key of F minor. The cello initially
states an F minor triad, but proceeds immediately to a B natural, emphasizing a
version of the secondary motif. After Pizzetti reiterates the opening material, the cello
restates the secondary motif which then reaches up one more half-step to a minor

sixth.

Figure 12
Pizzetti, Tre Canti for Cello and Piano, II. Quasi grave e commosso
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Note. lldebrando Pizzetti, Tre Canti per Violoncello e Pianoforte (Milan: Ricordi, 1995), 7.
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The third movement, Appassionato, starts with a triplet eighth note pattern in the
piano, similar to the opening of the Casella, when the piano states a short variant of
the secondary motif, which the cello immediately imitates and then expands upon. By
going from an E# to an F# and up to a B natural, Pizzetti places the dissonance at the
start and ends with a resolute perfect fourth (an inverted perfect fifth). Pizzetti inserts
numerous melodic perfect fifths throughout this movement, which either expand
outward to the primary motif or collapse inward to the secondary motif. These broad
leaps and camouflaged dissonances in the context of an expansive, Romantic texture
exemplify Pizzetti’s contributions to the new Italian sound.

Mario Castelnuovo-Tedesco (1895-1968), Pizzetti’s young protégé, inherited
the latter’s affinity for chant and early music counterpoint. In his Chant Hebraique,
composed in 1928 for Parisian vocal teacher Amédée-Landély Hettich’s Répertoire
moderne de Vocalises-Etudes, Castelnuovo-Tedesco combines Hebrew influences
with his own early music influences. Remaining solidly in the sphere of the secondary

motif, Castelnuovo-Tedesco reflects on his Jewish ancestors’ grim history.

Figure 13
M. Castelnuovo-Tedesco, Chant Hebraique
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Note. Mario Castelnuovo-Tedesco, Chant Hebraique (Paris: Alphonse Leduc, 1930), 2.
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Though the composition turns more hopeful and ends with a promise of perseverance,
the secondary motif pervades, an ever-present reminder of human nature’s darker
proclivities. Although composed in the same year, Castelnuovo-Tedesco’s Sonata for
Cello and Piano, Op. 50 is a much brighter and more optimistic output. Avoiding
once more the Romantic four movement practice, the sonata consists of only two
movements. The first movement, Arioso e sereno, is a sonata form containing three
distinct themes. The second, an Arietta con variazioni, is a theme and variations with
Classical and late Baroque underpinnings. In the fifth and final variation, the cello
establishes a Bachian fugue that contains a prominent rendition of the primary motif.
Castelnuovo-Tedesco develops the fugue subject only slightly, returning to it often in

nearly its original form.

Figure 14
M. Castelnuovo-Tedesco, Sonata for Cello and Piano, Op. 50, II. Arietta con variazioni

VARIAZIONE V* 29
[l_’:ﬂ Energico e ben ritmato

Note. Mario Castelnuovo-Tedesco, Sonata for Cello and Piano, Op. 50 (Rome: A. Forlivesi & C., 1929), 39.

After a slow section, during which the G minor theme of the second movement is
restated in G major, a coda section pendulates on an augmented fourth from G to C#,
fluctuating between consonance and dissonance. Finally, the variation, and thus the

sonata, ends on a single unison G in the cello and piano, the plainness of a single note
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harkening back to a simpler musical era, unfettered by the complications of harmony
and dissonance.

The Generation’s decision to feature the embellished fifth and its two
resulting melodic motifs is by no means historically idiosyncratic, but is certainly not
coincidental. Masters of the Classical and Baroque eras such as Bach, Mozart, and
Beethoven frequently turned to this device. In J.S. Bach’s Suite No. 2 in D Minor for
Solo Cello BWV 1008, the Gigue opens directly with the primary motif, stated purely

and simply.

Figure 15
Bach, Suite No. 2 in D Minor for Solo Cello BWV 1008, Gigue

7. Gique

Note. J. S. Bach, Suite No. 2 in D Minor for Solo Cello, BWV 1008 (Kassel: Barenreiter Verlag, 1988), 12.

As evidenced in figure 13, Bach’s Gigue certainly influenced Castelnuovo-Tedesco’s
fugue in the fifth variation of the Arietta con variazioni. Later in the movement,
through developmental transposition, Castelnuovo-Tedesco repeats exactly the
primary motif from Bach’s Gigue. Juxtaposed with the dotted rhythm typically found
in the Gigue dance form, Castelnuovo-Tedesco’s homage to Bach becomes
unmistakable. In Mozart’s Fuge in C fiir zwei Klaviere, KV 426, the subject opens
with a perfect fifth, followed by a short scale to another perfect fifth that expands into

the primary motif.
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Figure 16
Mozart, Fuge in C fiir zwei Klaviere, KV 426
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Note. W. A. Mozart, Neue Mozart-Ausgabe, Serie IX, Werkgruppe 24/4bt. 1, (Kassel: Bérenreiter Verlag, 1955), 39-45.

Beethoven also used the primary motif as the basis for at least two of his string
quartets, the slow introduction to the first movement of Op. 132, and the fugue in his

Grosse Fuge, Op. 133.

Figure 17
Beethoven, String Quartet No. 15, Op. 132, Assai sostenuto
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Note. Beethoven, Quartette fiir 2 Violinen, Bratsche und Violoncell, Band 2, Nr.51, (Leipzig: Breitkopf und Hértel), 159-88.

29



Figure 18
Beethoven, Grosse Fuge, Op. 133
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Note. Beethoven, Ludwig van Beethovens Werke, Serie 6, Band 2, Nr.53, (Leipzig: Breitkopf und Hértel), 207-28.

As one may see in figure 18, Beethoven states the primary motif in unison in all four
instruments, before stating it again and eventually beginning to develop it in his
typically obsessive manner. By utilizing the embellished fifth as a melodic motif in
their works and turning back to earlier forms such as the fugue, the Generation sought
to revive a bygone musical era, and to celebrate the past while simultaneously

reinventing it.

Chapter 6: Conclusion

The Generation’s oeuvre occupies a highly important role in Italy’s musical
history. Musicians and audiences alike often overlook their works, with Respighi’s
orchestral contributions serving as a notable exception. These composers shared the
common goal of creating a new Italian sound by adopting early music techniques,
yielding unique results due to each composer’s individual compositional style. Many
critics and musicologists even choose to focus on the Generation’s differences,

instead of their similarities. However, the techniques they implemented, including
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Gregorian chant passages, modal harmonies, and the melodic motifs generated by the
embellished fifth united their overall sounds, cementing a new instrumental musical
direction in Italy at the turn of the 20'" century. This separated the Generation from
the previous generation of Italian composers such as Giuseppe Martucci, Giovanni
Sgambati, Marco Enrico Bossi, and Leone Sinigaglia, who also sought to restore the
glory of Italian instrumental music, but believed the key to achieving this was by
continuing the Romantic symphonic tradition established by Beethoven,
Mendelssohn, and Brahms.?’

The categorization of composers into different generations commonly occurs
retrospectively, when a prominent musicologist identifies a commonality linking said
composers together. First appearing in Massimo Mila’s Breve Storia della Musica in
1963, the Generation is one of the few composer groups that was aware of its mission
as it unfolded. In his memoir Music in My Time from 1955, Alfredo Casella refers to
“the difficult environment which formed our generation of Italian musicians and in
which those of us born between 1880 and 1890 have worked.”*® The Generation
knew that continuing on the current path of Italian music became impossible when
external forces and cultural shifts demanded a restoration of its so-called “glory
days.” However, since their works remain underperformed on today’s concert stages,
their legacy lies as much in what they allowed to follow as their actual compositional

output.

37 Mila, Breve Storia, 420.
38 Alfredo Casella, Music in My Time: The Memoirs of Alfredo Casella, trans. Spencer Norton
(Norman: University of Oklahoma Press, 1955), vii.
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While yearning to forge a new musical path, no composer from the
Generation could escape the dominance of opera in Italy. Each made significant
contributions to the genre, even when personally opposing it. In fact, the language
which birthed opera lets no Italian escape their connection to song and the vocal
tradition. Even in their focus on instrumental writing, the Generation displays an
affinity for the word, seeming to imply vocal accompaniments that remain
unexpressed.>® When the technology for combining sound with motion picture arrived
in Italy, the roots for a great cinematic tradition had already been laid and were being
passed on from the Generation to the next wave of Italian cinematic composers. Gian
Francesco Malipiero and Mario Castelnuovo-Tedesco scored many early films, with
Castelnuovo-Tedesco eventually winning a contract with MGM in Los Angeles and
scoring more than 200 Hollywood films. The great Italian film composers Nino Rota
and Giovanni Fusco studied composition with Alfredo Casella in Rome, and
Castelnuovo-Tedesco’s forced emigration to the United States fostered a new wave of
cinematic composers including John Williams, Henry Mancini, Jerry Goldsmith, and
Nelson Riddle, all of whom studied directly with Castelnuovo-Tedesco.*’ By reaching
into the past for musical inspiration, the Generation created a new Italian sound which
ushered in the era of great cinematic composition. Retaining the vocal tradition of
opera and infusing it into a new medium with the simplicity and clarity of early music

created the perfect musical setting for the grand Italian cinematic tradition led by

39 “La Rinascita Strumentale: La Generazione,” 215.
40 Roberto Calabretto. “Nobili Padri: La Generazione Dell’Ottanta E La Musica per Film Del Secondo
Dopoguerra,” Schermi 3, no. 6 (2020): 35, https://doi.org/10.13130/2532-2486/12081.
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filmmakers such as Federico Fellini, Pier Paolo Pasolini, Luchino Visconti, and

Michelangelo Antonioni.
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Further reading on the lives and output of the composers in the Generation of the 80s.

Calabretto, Roberto. Alfredo Casella: Gli Anni di Parigi, dai Documenti. Firenze:
Leo S. Olschki Editore, 1997.

Cantu, Alberto. Respighi Compositore. Torino: Edizioni EDA, 1985.
Casella, Alfredo. I Segreti Della Giara. Firenze: Fratelli Stianti, 1941.

Conti, Francesca Romana, and Anna Rita Colajanni. Catalogo Critico Del Fondo
Alfredo Casella. Firenze: Leo S. Olschki Editore, 1992.

Gatti, Guido. Contemporary Composers: Ildebrando Pizzetti. London: Dennis
Dobson Limited, 1951.

Gatti, Guido, ed. L ’Opera Di Gian Francesco Malipiero: Saggi Di Scrittori Italiani E
Stranieri. Treviso: Libreria Canova, 1952.

Malipiero, Gian Francesco. Gian Francesco Malipiero, Il Carteggio Con Guido M.
Gatti, 1914—1972. Firenze: Olschki, 1997.

Malipiero, Gian Francesco. I/ Filo d’Arianna: Saggi e Fantasie. Turin: Einaudi
Editore, 1956.

Malipiero, Gian Francesco. Malipiero, Scrittura e Critica. Firenze: Olschki, 1984.
Rostirolla, Giancarlo, ed. Ottorino Respighi. Torino: ERI Edizioni RAI, 1985.

Spini, Daniele. Ottorino Respighi: Profilo biografico. Turin: Eri Edizioni RAI
Radiotelevisione Italiana, 1985.
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