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Synopsis

A perspective of postmodernism is applied in this disser-
tation to investigate both serious and popular music of the
20" century West, especially after the 1950s. Chapter 1
means to be a general introduction to the trend of postmoder-
mism. Chapter 2, from a historical point of view, examines
the characteristics and their disruption of the traditional tonal
music, and discusses the rise and fall of the modern music.

Along the historical clue provided by Chapter 2, Chap-
ter 3 and 4 respectively treat two categories of serious music
in the logic of postmodernist culture, which is different from
both traditional and modernist music: deconstructionist mu-
sic, and inorganic collage music.

Great changes have taken place in post —war western
politics, economy, culture, and art after the West stepped
into post-industrial era. The writer believes that these
changes have also found their reflections in the field of mu-
sic. This has been evidenced especially by various expres-
sions of anti - logeocentrism, deconstructionism, polyphyl-
etism in the trend of postmodernist ideology, and of what F.
Jamson calls “fragmentarization” or “non-—centralization” of
the subject of postmodern man.

The deconstructionist category includes musique
concréte, aleatory music, part of electronic music, computer

music, environmental music, an conceptual music. These
kinds .of music are characterizéd by independence of human

03'




control, anti-esthetics, actionization of musical works, and
elimination of hierarchies and demarcation between music
and life.

The inorganic collage category embraces a portion of
New-romanticist music and various types of varied musical
styles, with multi—central or non—central characteristics.

Both deconstructionist and inorganic collage categories
have broken the traditional musical discourse: they have
gone away from the theme—-developing patterns of well —or-
dered traditional and modernist music.

Chapter S investigates the western popular music in the
post-war era, including music in cultural industry and in the
“popular square. ” It is evident that music in cultural indus-
try has the characteristics critically analyzed by W. Adorno,
and F. Jameson, while music in the “popular square” pos-
sesses characteristics similar to those which M. Baktin sum-
marizes in his analysis of Revelry Festivals, and features of
postmodern man and society. _

Chapter 6, the concluding chapter, reflects on the mu-
sic in the logic of postmodernist culture. The writer calls for
a return to the beauty of music and, with reference to the
phenomenon post - colonialism in Chinese music, puts
forward opinions on the relationship between Chinese and
western music, an well as on how to ensure a healthy
development of Chinese music, The writer believes that we
should stand on a higher vantage point in viewing Chinese
and western music and their relationship on a background of
- a-global cultural study, The writer also deems it important to
e 4.



establish the conception of the ecosystem of musical culture,
so as to ensure careful protection and full exploitation of the
treasure — house of world musical culture, and constant

creation of new music to add to such a treasure-house.
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