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GENERAL PREFACE

The diverse works presented in these two
volumes bear a gignificant relationship to each -
other and to a common underlying theme, which may
be said to be an attémpt t0 enlarge our awareness
of the nature and the possibilities of the Sonata
Principle. All were expresgly written for
publication; one ﬁas already been published.
They are:

(1) Towards a Theory of the Twenticth Century

Symphouy $ an Approach tahrough Sympacnic

History (submitted here in Vol. Une and
the beginning of Vol. Uwo)

A T70,000-word book which 1 have been regearching

and writing over the last three-and-a-nalf years.

This work, which was suggested partly by the
very preliminary explorations of an earlier
piece of research, is to the best of my
knowledge the first intensive theoretical
investigation in its stated area, in any
language. My earlier piece of research
attempted a general survey and catalogue

of the symphonic field, and was wholly
non~theoretical; +the present work does

the opposite: it explicitly avoids survey,

[y

1. My Tradition and Innovation in the Twentieth
- Century Syumpnony, s. Litt. thesis, Canbricge
University, 1Y69. 5




(2)

and just as explicitly attemptis to adumbrate
theory. Thus it is part of an ongocing project,
open ended, still not complete. The book is
presented liere in exactly the form in which.

it has been submitted for publication. Thanks
are due $o Mr. Anthony Mulgen, Music Books
Editor of the foord University Press, for

his helpful suggestions as to the type of

approach, length, manner of treatment, number

of musical. examples, etc., that would be

desirable in a study of this nature intended

for publication. Aﬁd it should be borne in

mind that this study (like the others in these
volumes) was indeed written for publication:

if, for example, I appear at times to have

been a little ungenerous in the use of

musical examples, this is a direct consequence

of that fact. Some of my findings, incidentally,
have already been published in the pages of the

llusic Review.

Beethoven, Hegel and Marx (Vol. Two, page 346)

A philosophical essay on the nature of the
Sqnata Principle; with special reference 1o

Beethoven.  Though the type of analysis



(3)

adopted here owes something to the socio-
philosophical procedures of Geocrg Iukics
and of the Frankfurt Institute Lor Social
Research (as exemplified particularly in
the musical writings of T.W. Acorno), nmy
essay is, as far as I have beer able to
ascertain, the first systematic attemp?t
to understand Beethoven and the Sonata
Principle in this way. '

The Symphonies of Sibelius : a Revaluation
(Vol. 'i'wo, page 362)

A 25,000 word study commissioned by a leading
British publisher. This work +takes a fresh
look at the symphonies by means of making
discreet analytical use of certzin insigats
which are both philoscphical acd sociological,
As such, it takes note of the wiew that is
increasingly being aired in musicological
circles, that analysis and cri<icism ought

to broaden their apporach by seasitively
availing theméelves of the findings of other
disciplines -~ and sociology in pariicular.

I think that my bbok is in this respect one
of the first of its kind in Epnzliish (Iukdcs,

Adorno and the 'Frankfuxrt Schocl' are once
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again the very general models, though no such
analysis has ever been made of Sibelius) and
I believe that the kind of approach it nses
makes possible a new understandiugﬁbf the
real musical échievements of the Sibelius
symphonies. Grateful thanks are éue to

Dr. Gerald Abraham for helpful suggestions

and commentse

Christopher Ballantine
Professor of liusic _ :
_ University of Natal : August 1974
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INTRODUCTION

This study grew out of a wish 1o provide a
first step to&ards a theoretical understonding of
the nature of the symphony in the bwentieth centﬁry.
I kpnow of no book, in any langvage, which deals with
this topic. Mine is therefore the first intensive -
investigation in what is a vast, largely unknovm,
and almost wholly uncharted territory; and as
such it will inevitably suffer from the limitations
of a pioneer study. ks such, too, it is only an
attempt: a Lirst contribution to the understanding
of the relationship of present to past in a

.traditional musical field, whexre that field is

at its broadest defined by the word symovhony.

Thé examination only of pieces explicitly called

*symphony* is a pecessary delimitation. But by

imposing this restriction I do not imply that

general symphonic (or sonata) principles are not

-

at work elsewhere; nor that these principles did
not from the very beginning give rise to, and
~influence, forms and styles nol{ explicitly called
'*symphony"'.

Inevitably this book will disappoint those who
require of it what it does not set out to offer. In
particular, it does ﬁot attempt to be comprehensive

in any sense. It does not attempt to write a history.
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It does not attempt to mention, let alo*e discuss,
all the symphonles written in our century: it is
impessible even 1o say how'ﬁany there are, though
certainly they are to be numbered in thousands
rather than in scores or hundreds; in fact I
discuss less than one buudred of then. And it
does not attempt to give exhauvstive analyses of
the particular works dealt with.
While meany more works were studied than are

actually dealt with here - indeed a vast number

of works had to be exhaustively analysed in the
first instance - I have tried to discuss only
those works that seemed . to me to be representative
of a trend, or to bear an otherwise significant
relationship to the smymphonic tradition. But
I do not claim to have dealt with all, or even
most, works that might be congidered representative
or significant. Some inclusions may surprise,
some omissions may surprise as much. However,
to avoid a very likely misunderstanding, it
should be stresgsed that the fact that a work
is included or excluded does not carry implications
for its value as a piece of music, or even as a
| symphony. A relatively unknowvn work, or even
onelnot usually cohs%dered important, might be
cited as well as one of accepted importance, if
the unknown or ‘unimportant' work is able to tell

us somethivg about what a symphony is or might be

]
- . N
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in the twentieth century. Besides, our 'established!

contempora;y hierarchies; musical and otherwise, are
notoriously poor indicators as to what the really
dynamic and original processes at work are. In
general, 1 have not tried to justify an inclusion
{or an omission) as a separate undertakigg. In a
field so large that it soon stretches beyond the
bounds of the knowable, and even sooner becomes
unmanégeable, there can logically be no absolute
Justification for my choices: <the points that
emerge from the discussions of these choices are
themselves implicitly the only - if partial -
Justification for what I have included, and what
left out. The absence of a little-known work

nmay mean simply that I did not know of its
existence; the absence of a well-kxnown work
probably means that its inclusion would have

added nothing very much to the argument: it

is thig latter that explains that absence of,

for instance, even a mention of the symphonic
oeuvre of Roussel. It scemed to me as I pursued
my researches that the best way - the only way -

to make preliminary sense of so vast and so
unknown a territory was to explore something

of both the relativelj familiar and the unfamiliar,
moving from the one to the other; <o plot a cougsé
around various recognizable landmarks and; resisting

the temptation to stay always where it is sefe, to

——pyy - —
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begin excursions into the outlying terrain. The
discussion of works of very differing fame and
stature is therefore a conscious methodological
feature of th?s gstudy.

Thus Chapter 1, as a summary dealing with
well~charted pre-twentieth-century territory,
attempts to lay the groundwork for the main part
of the book by making brief comment on a number
of pertinent issues. _It establishes a necessary
frame of reference. The rest of the book isolates
only certain aspects of the works dealt with, in
order to indicate trends, or matters of significance,
in a hitherto largely uncharted territory: +{hese
are implicitly or explicitly related to that frame
of reference. I repeat that there is no attempt
at a comprehensive picture of each work. Indeed,
the discussions of individual works rest on a
purposeful limitation. Since in the historical
period under review the symphony has undergone
radical changes, my eye has been fixed throughout
on the shifting relation between techuigque and
something that I take to be symphonic 'essence’.

As such mine is a quest for more than technique. = °
Inevitably, of course, the discussion-leads into

& consideration of technique ~ but only of such °
techniques (whether form or tonality, etc.) as

happen at that moment tc¢ be relevant to the discusgion.

. = —
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In addition, then, to the general restriction

that only works actually titled symphony are

considered, another limitation -~ which I implied

by the term 'symphonic essence' - is sustained

throughout this study, and one that will account

for the absence of at least a few works from its

pages. It is that since the symphony (as will be

shown) first came to life as the large-scale

incarnation and exploration of musical dualism,l

and developed as such in its nineteenth-century

mainstream, I have taken this musicel preoccupation

with dualism (and with the dialectic that accommodates

it) to be an essential symphonic characteristic and

one whose embodiment in twentieth-century works

called 'symphony not only serves to define our

field, but also - where the dualistic technicue

is quite novel - demands of us fresh responses

and new modes of analysis.

The large-scale exploration of dualism, then,

has been seen as a condition of genuine symphonic

thought. By implication, there may be (and indeed

are - in our century more frequently than in the

The term has been used by many music historians

in connection with the sonata principle: I use

it in the same sense as they do. See for

instance Lang, P.H.; Music jin Western Civilisation,
P.5380 ££; and lMellers, Wilired; ilan and his lius ic,
phoTLL. This use of the term has nothing whaiever

to do with the 'harmonic duslism® -of Zarlino, Rdmcha,

Riemann and others.
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last) works called symphony that do not meet this
condition. It is important to stress that since

this emphasis on musical duality is & categorical

and not a normative criterion, the fact of a work's
being outside the gymphonic tradition -~ @pether

that work is called gymphony cr not. - has no
necessary bearing on our estimation of it as a
musical work. Some composers, quite simply,

have used the word symphony at the head of a

piece inm the absence of a better word - sometimes
because superficially the word seems to fit. o
course, a composer may try to write a symphony and
fail. Bat in any event it is not in itself the
presence or absence of the willingness of a work

to pursue some musically meaningful dualism that
would emable us to praise or condemn it. In

every case the work should itself suggest the
criteria by which it must be judged. Once this

is understood, it will be clear that one takes
nothing away from (for example) Britten's Spring
Symphony by saying that, in an essential traditional
senge of the term it is not a symphony at all. The

logic of the Spring Symphony is that of its text;

the work seems 1to owe less to the tradition of
the symphony than to that of the English oratorios,
Much the same could be said of Vaughan Williams's

Sea Symphony, its use of more orthodox symphonic

forms notwithstanding. Exémples of a-different

o S — Y L TR
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Xind are the Third, Fourth and Fifth Symphonies

of Henze, in which an interest in static sonorities
is primary; Rubbra's Fifth Symphony, which is a
work of pure contrapuﬁtal monism (and as such is
typical of his symphonic output); Vaughan Williams's

London Symphony, in which the sonata form basically

‘arranges' the folk tunes; or his Pastorzal Symnphony,

which is é kind of impressionistic rhapsody, its
climaxes owing nothing to conflict. |

A more explicit note on method will not be out
of place here. There would appear two main ways in
which a book devoted to a theoretical understanding
of the twentieth-century symphony might be written.
The‘first possibility is thaf the discussion be
organized on the basis of ‘'obvious' distinctions and
similarities between symphbnies, composers, ete. TFor
example, one might order the discussion chronologically,
or perhaps group works under neadingsreflecting their
country of origin. This might be called a 'sequential’
organization. The disadvantage of this approach
is that since the field of study is s0 enormously
complex and so little explored, the only 'obvious'
or evidently 'innate' headings are the most
superficial oﬁes. The gsecond pogsibility is
what migh?t be called a 'thematic' organization;
and it is this method I have adopted in the main
portion of the work. I have tried to reveal é

more profound and meaningful order in this huge,

A A |+ g
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intractable twentieth-century field by (rganizing
the discussion on the basis of symphonic forms and
procedures which are ! .

(2) inferentially related to the symphonic

tradition, and |
(b) studied in rational relation to.;ach
other.

Hence the following outline of the book is arrived
at. Chapter 1 (constituting Part One of the book)
is a fairly lengthy — and indispénsable - 'review',‘
establishing higtorical categories, concepfs, etc;,
as well as setting down the main lines of development
in the symphony before lahler. The discussion of
twentieth~century symphonies begins after thias:
the two following chapters move logically through
.formal developments in the twentieth-century
symphony; together they constitute Part Two
of the book. Thus Chapter 2 discugses 'moderate’
departures from (historically) orthodox form; £ 8,
innovations clearly based on or derived from earlier
symphonic practice. And Chapter 3 deals with radical
formal innovatibns; i.e. where features historically
associated with the symphony are obscured or even
annihilated. The last two sections of the book,
Chepters 4 and 5 (constituting Part Three), deal
gpecifically with new procedures (i.e. other +than
the historical opposition of themes and keys) for
incarnating symphonic dualism: procedures whose

invention has been made necessary by the stylistic,
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linguistic, and formal developments in twentieth-
century music.

My enquiry indirectly faises a number of
important quesitions. One of the most pressing
of these is the question why the changes that I
degcribe came about at all. I nced hardly
reiterate that it is no part of my purpose to
_ enswer these in the present book. If the
beginning of Chapter 1 doés propose socio-historic
foundations for the rise of the sonata principle,
this is for no other reason than to give a sgolid
grounding to the quintessential sonata principle
of dualism and dialectic, and to give a concrete
historical basis to the argument that there grew
up a specific symphonic tradition distinct from
other musical traditions. But I would add that
any questions so raised are part of the general
area of enquiry that my essay may have opened up,
and which I hope others may feel inclined to enter.

The area is vast, and the questions insistent.
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CHAPTER 1

I

The rise-of the symphouny in the eighteenth
century corresponds with, among other things, the
rise of democracy and of the tradition of Hegelian
dialectical thought; There is a sirong connection
between these. In the early eighteenth century
none oZ-the prevalent musical forms was capable
of representing society in a&ll its contradictory
complexity, though the sum of the forms and styles
loosely did so. Moréover each of the forms was
monigtic in the sense that it was grOunded-on a
single centre (a tonality, a thematic complex, a
rhythmic predisposition), the full diversification
of which constituted the piece. The symphony =
and the sonata principle ih general -~ began to
taeke from the pre-existing forms and to forge
& new single form; of the sum it made a synthetic
unityé and the monistic control of a single centre
gave way to the duglisms of opposing tonalities,
themes, rhythmic characters, within fhe course
of a single movement as well ag over a multi-
movement siructure. Further, the Barogque
principle of instrumental registration ylelded
to the instrumental democracy of the symphony

orchestra and the individualistic, soloistic

liberty of the players in it. The Affektenlehre

.
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fell under the attack of Rousseau and the Sturm
und Drang; the terraced dynamics ol the Baroque
were ugurped by the sweep of the Mannheim crescendo.
There was free speech - and the dramatic srgument
end flux of sonata development. The old order,
.which was God- or State-centred, and hegemonic,
wag surpassed by the new, which hoped to be
rationalistic, libefal; universal and democratic.
- Jate feudalism crumbled under the pressure of the
revolutionary forces in society. What was
generally nappening, in Hegelian terms, was
that the contradictory viewPoints which carried
forward, and resisted, the social changes, were
transcended by and conserved in the higher synthetic
unity represented by the new democratic order. The
musical analogue of this process was the rise of the
sonata principle, in which the dualisticallx opposed
tonal centres and their attendent paraphernﬁlia came
to suggest antithétical 'world-views',l and the total
work their synthetic resolution. Philip Barford has
also remarked on this analogy:

l. This view of a specific tonality as a kind of
: Weltanschauung in which the tonic is the centre .
that holds together and orders a particular se%
of entities is by no means new; c.f., for example,
Furtwingler: 'Tonality, in which each note is
referred to the whole range of humen emotion,
and man, as listener, is unreservedly made the
centre of the whole, coxrresponds to the
anthrogomorphlc, telemaic~Christian view
of the world. fConcerning Musgic, p. 93)

g ———
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It is a highly thoughi-provoking fact that
the rise and establishment of the sonata-principle
corresponded in the most intimete wey with the
gradual emergence and full flowering of a
comprehensive metaphysical system which, in so
many respects, is the ultimate rationale of the
logic of the sonata-principle ... The lHegelian

. system, at its finest,is a superd justification
of the sonata-principle. Similarly, the
classical sonata, at its finest, is a sensuous.
embodinent of the dialectical relationship of
opposed terms. In the collective congciousness
of late eighteenth-~century man, some vital force
was at work which found expression in music,
literature and philosophy = in Haydn, Mozart
and Beethoven, in Goethe, in Hegel. It was
the same force. It found diverse expressgions.’,

II

By the 1760's the s&mphony stood unchallenged as
the highest form of instrumental music.  Its
achievement of this position coincides with the
earliest date we can give to the birth of the
symphonic tradition that runs through Haydn, Mozart,
and Beethoven, to Mahler and beyond: +the composers

of the Sturm und Drang deepened the galant symphony

into something of greater human importance, and they
wrote into it a principle of integration whereby each
element had implications that were to be fully explored
end realized in the context of the whole, which was
greater than the sum of the parts. Hiller, writing

LY

of the 'mew symphonies' about the same time, makes

2. The Keyboard Music of C.P.E. Bach, p.83.I have
explored and developed these philogopnical
implications in my 'Beethoven, Hegel and NMarx',
Music Review, Vol. 33 No. 1, Feb. 1972, pp. 34-46.
(See Vol.II of this submission).

= ———
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it clear that the concept of dualism was not the
iavention of later theorisits trying to be wise after
the event, even if for contemporary musicians it was
sometimes a 'problen':

sesee It is trué that one can find some well

written, beautiful and effective movements

among them «.... but the strange mixture of

the sperious and the comical, the sublime and

the lowly, which so frequently is blended in 3

the same movement; often creates a bad effect.
And a few years earlier, in 1753, C.P.E. Bach had said:
'Hardly has the executant musician stilled one emotion
than he excites another; +thus does he juggle with the
passions.'

The growth.of the symphony towards its condition
of the last third of the eighteenth century had been

surprisingly rapid in view of the many and radical

- changes that had had to be effected. Around mid-century

lay one of the great and - now, as then - lzast
documented watersheds of Western musical history,
perfectly symbolized by the death of J.S. Bach iﬁ
1750. It was not much before 1730 that the sinfonia
began to be composed independently, instead of avanti

1'opera, with Sammartini and other Italians leading the

way and German, French, and Ausirian composers following.

The fast-slow-fast scheme of movements supplied the basic

shape of the piece; the genesis had (democratically)

involved a good deal else by the time men such as

3 fﬁdhentliche Nachrichten, 1768, p.107. Quoted by
Lang, rfauwl Henry; busic in Western Civilisation,

P.589. ; _ , T .
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Stamitz had added a fourth movement and the various
movements! origins had to be traced respectively to
the Qgggg.overture, the operatic aria, the dance
suite, and either buffo (binary) or dance (rondo).
styles. When fugue was adapted to the new
instrumental form, or when Haydn prefixed a first
wovement with a slow introduction that was cunly
introduction, refining his - and Georg lMonn's ~
earlier practice of writing a whole slow first
movement in the da chiesa manner, the origins

could be still more diverse, the synthesis yet

more remarkable. The first movement's gradual
definition of dualistically contrastiﬁg key-areas
grew from the binary dance form's habit of moving
4o the domipant (or relative major) before the
double-bar; thehBaroque concerto's tendency to
enhance with contrasting figuratién its vertical

and horizontal diffgrentiation between ripieno and
concertino lent & thematic emphasis to the development
Just as Vivaldi's episodes gave some precedent for a

transition between the groups.4

Rinelde di Capua,
by hinting at a secondary thematid area, Sammartini
by being probably the first to grasp the hint and
write & second subject or group, and Stamitz, by
-hélping to meke it stendard practice, were key |

figures in this counection. The neceésary

4o Throughout this study various terms are used
for what are here called ®groups'! the criterion
is thai of appropriateness. :

o —— e — AT w—
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modulation after the double~bar in the binary
dance form gave the foundafion to what soon bhecame
recognizable as the symphony's development section.
Bat the notion of modulation was foremost. A%
first there wés no development: Sammartini, for
instance, would merely play his first subject again,
in the dominant. By the time C.P;E. Bach was writing
development, however, that section might be the dramatic
central section of the povement. In a rounded binary
form, after the modulation back to the tonic, there
would follow some recollection of the opening; the
principle of recepitulation was latent here — as it
was more obviously, if less meaningfully for the
symphony, in the da capo aria. And the idea of
re-entrencament of the tonic was primary, and thematic
reprigse only secondary, as is borne out by the fact that
in many pre-classical symphonic recaplitulations the
original thematic material was recalled onlf in part
or under some species of radical variation, while tae
tonic invariably came round againe.

One of the great and absolutely necessary
achievements of the new musical order in the
- eighteenth century was the invention of a new kind 4
of melodic forming and gemeration, a néw kind of
movement, a gramﬁar; the dualistic style, suatéining
dynemic motion and & large structure and integrating

thematic contrasts, is unthinkable without it.

b p—— b f—
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Baroque melody had been virtually superseded by
influences from folk éﬁd-oﬁeratic gources; in the
absence of the Baroque 'motor' and of the melos
that invited progress bj the ﬁrinciple of continuity,
one 5f the great problems of the early or pre-— :
Classical composers was ‘how to go on'. Their
problem was as acuté as fheir breathléss cadences
were freqguent. Their solution was the invention

of what Schoenberg called the method of developing
variation - and what Ret15 called the technique of
transformation. Vagenseil, Stamitz, and others,
vesting the periodized symphonic themes with a
kinetic motivic significance, and Haydn, especially
in the 'Russian' quartets, mafk roughly the points
of incipience and fulfilment in the development of
this technique.

A few general observations on some diffrrences
in grammar between the o0ld order and the new might be
pertinent here, since an understanding of the
differences is crucial to any account of the
sonata principle. And the differences are of
degree rather than kind: Schoenberg characterized
the new syntax as depending in part on'a more e
elaborated development through variatiéns of the

motive';6 and Reti étated the matter as follows:

5« The Thematic Process in Music; see especially p.60.

6. Style and Idea, p.21l.

e e
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evsees While imitation strove to this height

/in Palestrina, Lassus, and others/, the other
principle, variation, was by no means discarded.
Yet it did not at that time progress to as
comprehensive and methodical an art of structural
formation as did imitation. It rather remained
at the comparatively simple stage that it had
reached a few centuries before. No definite
gystem, no concrete technique of thematic
varying was yet developed. 'nis declsive

step from a simple stage of varying to an
elaborate; subtle technique was not taken

until the thematic, the classical style
superseded the contrapuntal. This more
elaborate, more complex method of varying a
given shape we call transformation.”

In music of the contrapuntal era each stalement, motive}
etec., insofar as one can isolate it at all, is followed
by another which is closely connected and which yields
up some of its iﬁplicationé - almost as though the two
were one or in a relationship of some kind of orgznic
growth. In music of the sonata era each statement,\
motive, etc., is foilowed by one which diversifies

the original, as though the relationship were more

or less tenuous - but which reveals a cloae'identity

at a deeper level. . 'In the contrapuntal style!,

said Schoenberg,

the theme is practically unchangeable and all
the necessary contrasts are produced by the
addition of one or more voices. Homophony
produces all its contrasts by developing
variation.

In philosophical terms, thé older principle may be

LI

described as monistic and enalytic, the‘other as

7. ~“opscif., p.60
Bo. OEcCitog P0212;
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dualistic, dialecticel, and synthetic. As for

theme s0 for harmony, a dyad whose parts are, strictly,
ingeparable: it is guch more true of music of the
sonata era than of the contrapuntal that each harmonic

step forward brings with it a crucial imbalance so

that it stands in need of reintegration. Paradoxically,

in the best music each thematic and harmonic step forward

algo brings with it simultaneously its own partial,
deeper, reintegration: +this is wﬁat we mean by logic.
Small imbalancesg find their full reintegration on the
nearest adeguate dialectical plane - say the period or
paragraph; the large imbalances or contradictions are
the contrasting subject-groups, the opposed tonalities,
and then the various movements, and these will find
equilibrium in the context of their whole only - the
movement or the whole work. (This is what Furtwingler
meant when he said® thet in Haydn musical up _ty had to
be striven for - and that this was the starting point
of modern music). The terms ‘dynamic' and 'static’
are often used to differentiate roughly beﬁween music
that participates in the sense of movement peculiar

to sonata, and mugic that does not; +the terms are
‘useful for they make a fundamental dist;nction.
Riezler's use of the terms may make their function,

and some of the related points we have been discussing,

more clear:

90 OE-Cito’ PP 28-‘29-
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Bach's music is complete from the very
beginning, and in essence remains unchanged,
whatever may befall it as it runs it course.
The theme of a passacaglia, a fugue, or any
spparently freely constructed composition of
Bach, isg fixed and constant in form from the

. very first, and is, in its essence, unchanged
even by inversion, augmentation and so forth ..
And what happens round about the theme is
predetermined by its shape and kind. This
igs 'gtatic' form -~ form that is a fixed
condition and not a process ... And the 10
feeling that is in this music is also static.

sonata form, on the other hand,

is a dynamic form, which does not, like the
static fugue, merely unfold whet was already
there, but gradually develops its own essential
substance, travelling a road whose end was not
to be foreseen at the beginning.

And the following quotation from Furtwingler restates

the case in other terms, with an important emphasis

on theme:

The decisive factor which was introduced into
the history of music by Haydn and which becane
a complete reality in Beethoven's work, was
that the subject should develop organically
within the work, like a Shakespearean character.
With Bach, the entire potential development of
e work is implicit in the subject .... each
piece runs its predestined course .... But
with Beethoven this development is not
predetermined solely by the first subject:
Beethoven uses geveral subjects from the
opposition and permutation of which the piece
develops .... They have to bear a desthy of
own.1l2  (My italics).

10, Beethoven, p.Tl.
'11.° £bid., p.T6.

12. og.cxt., Pp«29-30. This change fzom the Barogue
to the Classical style is discussed from a more

philogephical point of view in my 'Eccthoveu,
Hegel and Marx', loc 01t.

-
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We are now in a position to begin to consider,
first in general terms and later with attention to
detail, the growth and fortunes of the symphony.up
to the end of the nineteenth century. By atliempting
to deal mainly with the major works of the major
symphonic composers, our discussion will try to suggesf
the principal lines of the symphonic tradition; but it

will thus not always move sitrictly chronologically.

III

If the development in the symphony through the
middle of the eighteenth century had been enormous,
securing for it a position of pre-eminence by the
1760'5, there are a number of senses in which its
}ife-during the last third of the céntury was even
moxre remarkable.i Perhaps the most immediately
striking is that Haydn and Nozart, inheriting the
symphony in what was basically still its Ita.ian
gsinfonia siyle, freed it finally of its buffo
limitations and made it a vehicle adequate to
their most profound inspirations. Henceforth
its composition would be an immense human undertaking.
Haydn's own career fully spans this change. His
earliest symphonies - up to about 1760 '~ even include
the three-movement type and employ terraced dynamics.
Soon he introduced the minuet, and began giving depth
Y0 the finale; in the Sturm und Drang symphonies of

the eightéor—so years after 1766 he reached maturity: |
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& sure haud permitted experiments in style and form
(e.g. No. 45 ), and a desire for unity called for
connections, sometimes even quotations, between

movements. The reactionary symphonies of the next

ten years - the Esterhédzy circle demesnded simplification -

were later fully compeﬁsated for by the high Classicism,

the beautiful integrated structures, of the *Paris' set,

and then by the 'Salomon' symphonies, all wofks that

could take central rather than peripheral place in a -

programme. These pieces for London are the summit

of his symphonic achievement: like IMozart's last six

symphonies they provided the models for a generation

and lenger. And Haydn's No. 102 is probably the

first ‘dramatic’ symphoﬁy, inasmuch as it is the

first ‘o introd&ce the idea of full-scale thematic

conflict, and the notion victory. i\
For Mozart, as for Heydn, C.P.E. Bach was one

etarting-point - though Mozart wag also influenced

8t least as much by J.C. Bach and Schobert. Mozart's

symphonic career began with.the light three-movement -

type in which the first movement was the most

important, the second a small cantabile movement

(usually endante), and the third a rapid (sometimes

minuet-) finale. But around 1773 - about eight

years later - Mozart could write three sympnonies !

of astounding individuality, one in the 'difficult‘,

anti~-buffo key of G minor, and exhibiting a new

level of thematic unification. This was the time

. p— 1 | — 1 ——
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he first heard Haydd's Sturm und Drang symphonies,

and the experience héstehed the change towards
intensification and deepening of content that had
been evident in his symphonic writing during the _
preceding years. The amazing wnity and structural
ingenuity of the laét symphonies, anticipated in
some senses in the eaxrly triéd, has been demonsirated
by Keller and others: among them are the four or
five that Einstein argues are written according to
the ideal that held for Beethoven and Brahms -
orchestral works 'addressed, above and beyond any
occasion for (their)lcomposition, to an ideal public,

13  mne extent of this schievement must

to humanity.'
appear the more remarkable when the symphony's Baroque
geneslis becomes once more suddenly apparent " as it
does in the Prague (and often in Haydn) where on the
analogy of the Bardque concerto the first su!ﬁect
in the exposition is played again, in the dominant,
before the entry of the second subject.

Beethoven, indeed, found in those late, great

works of Mozart his most powerful precedents. But

while for Mozart, and for Haydn, it had been normally

sufficient that the dualistic tendencies of a symphony i

be contained by being felicitously balanced, for
Beethoven the dualistic priaciple became to a far

greater degree a means of playing out a drama of

13. Mozart: His Character, his Work, p.215
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the emotions: what had been a neat contrast of
keysa, themeé, sectionsg, and movements, in subtle
and intricate dialectical syntheses, became for
him a means of. dramatic presentation and ultimate.
reconciliation of conflicting modes of experience:
the symphony became an analogue of {the experience
of Becowing. And Beethoven understood very well
(as the late works in particular so miraculously
show) that there could conceivably be ways of
organizing a logical working-out of the dualistic
principle that were not.contingent uvpon this kind
of first movement, or thaf number of distinct
sections, or certain key relationships. Now ‘the
implications of this potential in the sonata
principle for adaptation and renewal, though
imperfectly understoéd for the better part of

the nineteenth century, were ultimately enorqbus,
as we shall see during the course of this study.
Beethoven's extension of the notion of universal
sonata—-dualism into a concept involving conflict
also had fowering, and troublesome, implications
for his successorsg. And not only for his successors:
'Two principles!' he insisted in one of his manifestos.’
iA thousand musicians fail to compreﬁend thigt!
éertainly his duvalistic contrasts shocked and.-
baffle@ his contemporaries: a correspondent of

+he Freymithige whe was at the first performance
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of the Eroica reported of a faction of the audience

that it

denies that the work has any artigtic value ...

By means of strange moods and violent transitions,
" by combining the most heterogeneous elements ...
o certain undesirable originality may be achieved
without much trouble.l4

Even in 1862, when Berlioz published his commentary

on Beethoven's symphonies in Paris, there was still the
need to defend the onslaught of the beginning of the
finale in the Fifth Symphony against critics who, he

wrote,

tried to detract from the merit of the composer
by declaring that .... he had resorted to a mere
vulgar procedure; the brightness of the major

mode pompously succeeding the obscurity of the
minor pianissimo.

Along with the intensification of contrasts, Beethofen
evolved brilliant méans for their resolution, leading
specifically - for this is what mattered to him - to
the idea of symphonic triumph. Reti has deélt fully
with the species known as thematic resolu.‘bion;l6 we
need only remind ourselves here of the core of his

argument:

1l4. Quoted by Thayer, Alexander Wheeiock; : ¢
Life of Beethoven, Vol.II, p.43

15. A Critical Study of Beethoven's Symphonies, p.66

S

16. op.cit., see esbecially pp.l57-160.
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Beethoven's 'thematic resolulionsg' have
almost invariably one characteristic in.
common: structurally they transform a
shape which has a quality of discord into
an expression of perfect harmony. Yor
ingtance, a line centred around a chord

of the seventh is resolved into a triad,
or a complex chordal progression into one
rooted in the tonic-—-dominant relation.
Correspondingly, in the dramatic-—emotional
sense Beethoven's resolutions lead from
tension to release, from compulsion to
liberation, from the tragic to the joyous ...

In almost all of his symphonies we see

the opening Allegro theme at the end of the

movement changed into a shape of resolved

discord, of released tension.l7

Beethoven's contrasts, if intensified, also used
motives which were extramusical and dramatic, as
Salazar has said, unlike those of Clagsicism which
were 'as explicit as two-plus-two'.ls At its
most vulgar this change could lead to the crass,
blatant programmaticism of the Battle Symphony,

where the oppositions of Rule Britannia and

Malbrough s'en-va-t-en-guerre represent the strugglé

between the English and the French; at its most
sublime to the metaphysical symbols of the Ninth
Symphony . The'différence here is one of degree:
new, and common to both, is the manifest
preoccupation with a dialectic of conflict, a
dualism now specific réther than universal in

the Classical manner: Beethoven, said Reti,

would not have rejected allegorical interpretations.

17. 4ibid, p.157.

18. Music in our Time, p.93f.
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But with these developments came a threat to
aymphonic unity, already endangered by a widening
of the tonal orbit and his expansion of the
sympponic structure, the latter made possible
partly by his slowing down of harmonic tempo.

The Sixth Symphony is his final symphonic
exploitation of the architectonic capabilities

of the Classical tonal system;t2 and.his tendency
towards the kolossél, a Romantic urge that was to
find its fulfilment in the gargantuva of Bruckner
and Mahler, culminates in the Ninth Symphony.
Beethoven answered the threat to unity by
tightening the motivie network and binding the
movements together. The cyclic motto in the
'Fifth Symphony was radical in its time; and in
that work and in the Ninth Symphony parts of a
previous movement are recalled in the finale;
while in the Pifth and Sixth Symphonies some /
movements are literally bound togethner. Ve
shall also see the implications of these
innovations.

In Schubert we already have a symphonic !'problem'.
'What more can be done?' he asked. His question, at
once humble and indignant, speaks for every serious
symphonist who happened to live in the shadow of ‘

Beethoven - and that means almost every one in the

19. See Bagil Lam in The Symphony (ed. Simpson,
Robert), Vol.I, pp. 141l-142.
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nineteenth century. How the question wag answered
provides tﬁe fagecinating symphonic history of that
century.  But the problem which faced those

composers was not just that Beethoven had lived

béfoge them: it is also referable to their Romanfic
predicament. The versatile sonata grammér, the taut
dialectical techniqué; and the established formal
articulation -~ at first simply the means of organiziung
the principle but now abstracted from former practice
end reified into‘ a mould - all these fhings were no
longer immediately relevant to the age, or immediately
appropriate to its musical inspirations.

Schubert dealt with Beethoven by avoiding his
full implications. Those works that acknowledge
‘him (in general the Second, Fourth, and Sixth
Symphonies) refer principally to Beethoven's
first two symphonies: in retrospect the firﬁt
movement of Beethoven's Second Symphony seems
in its style and instrumentation particularly
(early) Schubertian. Thehcomposcr knew a good
deal of the instrumental music of Haydn and Mozart,
including the late symphonies” of each; his First,
Third, and Fifth Symphonies look back to the older
men or their contemporaries. What we feel about
81l the above symphonies of Schubert is that theix
form is inherited, a 1egacy used as a 'prop',

rether than a deeply atructural confrol. Iu
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In the Fourth (Tragic) Symphony, for instance,

the first movement's eprsition has a closing

section that is ali'empty gesture. And in the
alleéro finale the substitution in the recapitulation
of major mode for minor, and the embarrassing herioc
higtrionics that follow, constitute one of the
century's first attempts to simulate a Beethovenian
finale of triumph. Moreover, Schubert's kaleidoscopic
sense of key and his notoriously recalcitrant song-
subjects are a contradiction of sonata functionality

and dynamic Durchfiihrung. Only in the last two

gymphonies are these problems resolved and the
symphounic tradition renewed, in a way that was
not Beethoven's or anybody else's, but peculiarly
‘his own. He did not banish song but subjugated
it to a precise, strictly relevant dramatic role.
Hermonic tempo was now slower than ever, preéision
and economy as telling as ever. From Beethoven
he learnt the meaning of conflict, but with
Schubert symphonic resolution is achieved not
so much by victory as by the kind of afifirmation
that wltimately rises above conflict. Schubert's
Nipth Symphony is, with Beethoven's, one of the
first of the huge'nigeteenth-century symphonies.
The gradual appearance of anything as precise
as the Leipzig school or its neo-German opposition

is evidence of & split in the symphonic tradition
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after Beethoven, .inseparable from the Romantic
symphonic problem in all its complexity. An
important aspect of this split - and therefore .

of the symphonic problem - is the polarization

of different attitudes towards the past in
general, as towards Beethoven in particular.
Mendelssohn was the first of the Leipzig composers
to attempt to renew the past by creating within it -
but he did so only within those aspects of it that
he could understand. Like Schubert he avoided
gome of Beethoven's greatest implications by
ignoring them, taking instead for his model, in
his finest symphonies, the Itelian and the Scotch,
a work such as tﬁe Pastoral Symphony with its

eduitted points of inspiration and its relatively

unproblematic relation to the eighteenth-century

Mugiziersymphonie. This implied conservative

interest in the Classical past is evident in the
symphonies for string orchestra which he wrote
between 1821 and 1823: those of the twelve that
are now available abound in winks at Haydn and
Mozart. The Op.lllof 1824 - Mendelssohn's
thirteenth symphony and one of the only tﬁree
symphonies he ever allowed to reach publication -~ .
is in a C minor that is pre-Beethovenian (except
perhaps for a major-mode conclusion). The

Lobgesang is surely nof a choral symphony on the

g
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Beethovenian precedent but a cantata of 12 choral T
end solo sections preceded by a prologue of three 1
symphonic moveménts; the similarity with the

Ninth Symphony is hardly more than superficial.

Yet despite these dispositions, only rérely - E
perhaps only once A did Mendelssohn achieve the }
fine syntheses that had characterized the mainstream |
of the symphonic tradition before that time. He 1
undermined dynamism by tending to substitute a '
square thematic periodicity for the vital protoplasmic

‘asymmetricality first perfected by Haydn. The

relationship between movements, between sections,
became looger, less necessary, and more episodic. i

The nadir is perhaps the Reformation Symphony.

At the seme time he rendered a contribution in
Yrying to counteract the increasing diffuseness ;
‘by following up Beethoven's hints about cyclicism, |
thematic crosséréference, and movement-binding -
es in the Scotch Symphony for instance, though

no amount of stitching can obscure the fact that

Yhis ig still form filled out. Best is the

Italian Symphony, the most thoroughly 'driven!
of the symphonies, a work unified by an abiding

central concern which now articulates form -

with startling consequences —.and Mendelssohn'sg
only symphony fully to take issue with the .
Beethovenian ethic of conflict. We shell need

to return to it again during this study. . |
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Schumann, as great critic, was his generation's
most articulate analyst of the symphonic problem, and =
or more correctly, because -~ he was one of the few
who understood the importance of Beethoven's greatest

achievements.zo

But he was not 0ptimistié. In
1835 he had ‘almost feared that the term “symphony"
might soon become a thing of the past'; in 1839
he wrote that 'isolated beautiful exampleé of it
(i.e. sonata form) will certainly setill be written
now and then - and have been written already - but
it seems that this form has run its life course'.
Essentially he was raising the same question as
Schubert had done: what more could be done after
Beethoven? -
It is so often said, and to the considerable
annoyance of composers, that 'aiter Beethoven
one should forgo symphonic ambitions', and
it is true that most of those who have |
disregarded this advice have produced only
lifeless mirrorings of Beethovenian idioms,.
not to mention those sorry, dull symphonists
who have managed a tolerable suggestion of
the powered wigs of Haydn and Mozart but
not their heads.2l

In a review of new symphonies in the Neuve Zeitschrifit -

in 1839 Schumann examined the problem more fully,
criticising contemporary symphonic writing on

grounds we have familiarized ourselves-with:

20. For instance, in a letter im June, 1838, Schumann
called the Ninth Symphony 'the most important work
in ingtrumental music in recent times.'

21. From his essay on Schubert's Ninth Symphony (1840).
Quoted by Pleasants, Henry; The Musical World of
Robert Schumann, p.l64.
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When the German talks about symphonies, he
spcaks of Beethoven. For him the words
'*symphony' and 'Beethoven' are synonymous
and inseparable ... Beethoven's works
having become a part our innermost being -
even certain of the symphonies have become
popular - one would assume that they had
left deep traces, and that these would be
visible in the works of the succeeding
generation, particularly in works of the
same category. Such is not the case.

We hear reminiscences, to be sure, although
curiously enough, mostly of the earlierx
symphonies, as if each of them required

& certain time to be understood and
imitated. Reminiscences there are -

too many and too strong. But mastery

ol iae grand form, where ideas follow

one another in rapid succession, bound
together by an inner spiritual bond, is
encountered, — with certain exceptions -
only rarely. The newer symphonies level
out for the greater part, into the overture
style, particularly the first movements.
The slow movements are there only because
custom reguires it. The scherzos are
such in name only. The last movements

no longer know what the earlier movements
contained.22

What then Was %o be done? On the one hand Schumann
hinted at a solution in the last quotation: ‘ome would
expect 'deep traces' of the Beethovenian symphony 'in
the worﬁs of the suéceeding generation'. On the other,
the difference between the two ages and their musical
styles had to be %a@en fully into account: as he
himself once said, the sonata style of 1790 is not

that of 1840. In a word, 'the ideal modern symphony,
which, since Beethoven, has.left us, must necessarily

\

take another direction.f

22. Quoted by Pleasants, op.cit., p.148. .
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Schumann's four symphonies are his attempt to
give that new direction. The principle is that of
conscious renewal, which we shall encounter
reﬁeatedly in the history of the symphony. Since'
Beethoven in 1841 could not be avoided except in
bad feith, he had to be accepted: in that year
Schumann began a study of Beethoven's symphonies
in preparation for the writing of his own. The
First (Spring) Symphony is, like some of Mendelssohn's,
.a relative of the Pastoral; the titles to the movements,
openly suggesting the sources of insgpiration, would,
even if they had nbt been suppressed, have made no
difference to the plain truth that this is not
programmatic music. The other symphonies
similarly have suppressed or undeclared 'titles!',
in the manner of most of Beethoven's. The_Second
Symphony, while Schumann's most Cléssical in form,
is obviously Beethoveniaﬁ-in the way it grows out
of Schumann's self-confegsed 'fear and struggle
against the_spectre of madness'. Its dramatic
life is, as prototypically in Beethoven, expressible
in terms of a dualistic conflict which culminates
in victory. The Fourth Symphony is also manifesily
of the same kind. It is, moreover, one of the most'5
iﬁportant in the history of the symphony, and for a
pumber of reasons. One of these we shall touch on
- dpmediately: it representé the highest point to
which external integrat;pn.of the symphony'within |
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a broadly traditional format had been teken, either
in Schumann's work or the work of any other men, and
it remained.unique throughout the century. The
tendency towards iﬁtegration is generally observable
in Schumann's symphonic writing, and it places him
in the line that runs through Beethoven and
Mendelssohn. There are mottos in the First

and Second Symphonies, which do not always disguilse

the fact that the sectional relationships are, as

in Mendelssohn, looser and less telling than formerly.

The Third Symphony (Rhenish) goes so far in trying

to unify its contrasts, sometimes through simple
motivic means, that as a result the contrasts are
merely incidental, no 1onggr generative.23 The
Fourth Symphony uses every known external integratory
device including that of running the four movements
into each other withdut a break, and inter-;ovement
assimilationg; 1likely sources for some of these

devices are the Yanderer Fantasy and the Symphony

Fantastique. While in general Schumann strove to

23. The First Symphony also has contrasts that are
on the whole less generative than those in
Classical times, but for a ratner different
reason - namely that the contrasts are diverting

- rather than dramatic, and are less than crucial
agpects of the structure. The symphony is not
a single, powerful span in which contrasts
support each other and regulate the structure.
The motto theme in this context is clearly a
congcious attempt to provide unification to
the weakened span. :
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bind and compress the symphony, unlike many of
hisg COntemﬁoraries who continued to expand it,
he did not always do so: The Rhenish has an
extra slow movement, and in the first two
symphonies he used two independent trios, as
Mozart had done before him.

For all his Beethoven-awareness, Schumann did
not succeed in writing a symphony that was fully
heir to Beethoven's gsymphonic legacy. That had
to await an heir for half a century, until the
1870's when Brahms and othersproclaimed the
sympﬁonic renaissance. By a formidable effort
of concentration Brahms retrieved tae principles,
much of the spirit, and a surprising amount of
the technique of the Beethoven symphonies. This
is not to say that he simply imitated themn. His
mugical idiom is fully contemporary. And hé was
prepared to differ from Beethoven in such primary
matters as metrical schemes, key relationships
between movements, and dramatic purpose. None
of the first movements is in the usual 4/4 time,
and of the twelve remaining movements only two,
end a part of a third, are indeed in it. For
inter-movement key schemes he generally preferred

mediant relationships. Only the First Symphony 3

in Beethoven's herioc C minor - attempts a genuinely

Beethovenian apotheosis in the finale: +the others

- ———
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move ever closer to positions of stoical acceptance;
and the Third in its time was the only important
symphony since Haydn's Farewell to conclude softly

and diminuendo. At the same time, with only two

minor exceptions his orchestra never excéeds that
of Beethoven's Ninth Symphony; the exceptions are
the tuba in fhe Seéond and a third drum in the
Fourth Symphony. And his modulatory orbit is
closer %o Beethoven's than are those of his
‘contemporaries and éven his ﬁredecessors. He
relates to Beethoven at more profound levels,
however. He connects immediately and always

with the Beethovenian principle of generative
conflict¥; indeed, it wes perhaps his over-

" solicitousness in seeking a dramatic contrast

to his first groups that led to the frequently
criticised lyrical stereotype of his secoﬁd groups;24
but that his secbnd_groups carry a powerful dualistic
charge is undeniable. In his hands the symphony
regains its former dynamic sense of movement and
direction; phrases, cells, boil over, obliterating-
squareness. And the symphoﬁy is once again s
perfect synthesis, single; stable, complete - and
‘written in its own length', to use & phrase of
fovey'a. Eschewing the eiternal integratory
devicés of his Romantic predecegsors, Brahms

unifies internally. His subtle unifications

24. See for instance Latham, Peter; Brahms, p.102
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through the Clasgssical principle of thematic
tranaformation and through motivic allusion
cannot be called ‘mottos' - as they sometimes
are - withouthdoiﬁg violéuce to their nature.

To £ind that the 'rationale' of the second
subject of the fiﬁaie of thé Second Symphony

is that it includes a 'motto-figure' is to
overlook the fact that; as Reti has-demonstrated,zs
it is really a synthesis of all the thematic
impulses of the symphony, and is thus a thematic
resolution in the finest Beethovenian tradition.

We must now return to the time of Beethoven's
death to trace the development of symphonists wﬁo
moved in quite aﬁbther direction from the one we
have been considering. ~We shall find that the
men in this loosely defined tradition also took
Beethoven ag their immediate starting point;
regarding themselves in their own way as disciples
of Beethoven, they set out to continue this symphonic
line. If their work led them into what may look like
surprisingly new territory we shall see that this was
as much because they meant to realize to the full
Beethoven's implications, as because they were less
reverent.-

Indeed, Berlioz is supposed once to ﬁave said
to Fetis: *'I took_gp mugsic where Beethoven left it.?
In the spring of 1828, shortly before the start of -

256 0[2.011:., Pp- 163_164‘0
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hig symphonic career, he attended Habeneck's
performance of Beethoven's symphonies for the

Société des Concerts in Paris. The effect on

him was overwhelming:

I had scarcely recovered from the visions
of Shakespeare and Weber when I beheld
Beethoven's giant form looming above the
horizon. The shock was almost as great
as that I had received from Shakespeare,
and a new world of music was revealed

to me by the musician, just as a new
universe of poetry had been opened to

me by the poet.26

But never was there any apology in the admission
of his differences from orthodox practice:

I never dreamt of making music without
melody, as so many in France are stupid
enougn to say. Such a school now exists
in Germany, and I hold it in detestation.
It is easy to see that, without confining
myself to a short air from the theme of
the piece, as the great masters often do,
I have always taken care that my 7
compositions shall be rich in melody.

Later he made an intensive study of the symphonies

of Beethoven. The influence may in some ways even

have been harmful to him, as Tom Wotton has suggested:28
hailed as a succesgsor to Beethoven, he may have felt
bound to justify the cdnnection by complying with

Teutonic criteria that were irrelevant to his style.

b

26. Memoirs of Hector 3Berlioz, p.T76. Gy \
27. ibidt, PO4’87.
28. Hector Berlioz, p.l56
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Only seldom, however, does this amount to a
disparity between means and ends. Phe Symphonie

Fantasticue, arriving so soon after the symphonic

achievements of high Classicism, comes 1o proclaim
a néw ‘world', quite unlike anything in the genré
before it; as immediately French, as un-Viennese,
almost as 'felt', as Debussy, the first movement
nevertheless accepts the Classical heritage in
dynamically and individualistically using sonata
form end coming to terms with the principle of
dramatic dualism. These, and the way the whole
movement evolves inexorably as a single driven
span, are its points of contact. Like gome

other symphonies we have mentioned it has not-

the Classical time-scale, nor as a whole quite

its sense of movement and tonal drama. The
structure of the symphony reveals a loosenirk

of the bonds between movements: +the three middle
movements are genre'pieées instead of being deeply
and functionally integral, a fact that must owe a
great deal to the extraordinary composition of

the work from odd numbers from the abandoned
Egggg ballet and the subsequently revived

Leg Francs Juges. On the other hand the idée

fixe, providing external cyclic unification,
becomes a dynamic and symbolic participant in

the symphonic drema, as much & bearer of

o
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Furtwingler's thematic 'destiny' (see page 25) as

any thematic transformation of Beethoven's: what

looks like lgss and gain is'evidently reinterpretatiOH.
The programme is sufficiently external, even incidental,
to the music not to be a problem — in this respect the
symphony is rather like Beethoven's Pastoral. The
mugic goes its own way, in its own terms; only at

the broadest level - for instance the relationship

of the central movements to each other and to the

reast - is it perhaps at all necessary to invoke

any extramusical logic. We may wonder whether

any of the arguments that have smouldered over

this piece for being a 'programme symphony' would
have taken place_if Berlioz had not providéd a

textual 'explanation'; in his doing so we should
understaﬁd, as Jacques Barzun has pointed out,

that 'by Berlioz's day, programme writing had

becomé a custom ;.. in writing his Berlioz was
obeying tradition: Leseur, Knecht, Schubert,
Spohr, Weber and Beethoven had preceded him'.29
These remarks are generally true also of the

programmatic significance of Harold en Italie. .

Here however there does appear a contradiction
between the sonata form - evinced particularly
by the first movement — and the still further

general relaxation of the symphonic web. The

29. Berlioz and the Romantic Century, Vol.I, p.155.!
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first movement has in some ways a text-book
orthodoxy, perhaps making Wotton's point about
Berlioz's ‘harmful' study of Beethoven, while

the two middle movements carry so little structural

weight thaf Eiqstein‘s description of them as
‘episodes' or 'mere picturesque scenes' is
gcarcely an exaggeration, and the finale is
frankly too ritornello-based to achieve much
of the sonata drive it attempts. Like the

Symphonie Fantastique, it makes some use of

glready existing music (originally composed
for a cantata on the death of Mary, Queen of
Scots, and the Rob Roy Overture).

In his Roméo et Juliette Berlioz grasps

" some of the implications of Beethoven's Ninth
Symphony and expands the symphony botﬁ in the
size of forces used (including the incorporation
of vocal elements) and in duration (including
extra movements). The work goes further along
the path set by the earlier symphonies: it is

still more of a succession of movements, and is

associated yet further with programmaticism.
This trait may be seen as the realiza%ion of
another implication of Beethoven's -~ the tendency
of the symphony to have extramusical significance.

But {there are fewer coniradictions here than in
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Harold, because Berlioz now no longer allowed
himself to be bound by the tighter exigencies of
the traditional forms. The outcome is that there
is much less-of the traditional symphony here than
in his previous works. That it does coniain
elements of the‘symphony it is important to stress,
without necegsarily subscribing to Berlioz's over-
simplification that 'it is neither an opera in
concert form or a cantata, but a symphony with
chorus'. What it retains of the traditional
form of the symphony is firstly the broad scheme
and seguence of movements, mixed, and sometimes
fused, with the vocal or other movements, and

. secondly (programme permitting) some of the
internal formal operations of those movements.
What it retains of the symphonic style is the
fluidity and dynamism of symphonic development;
the deeply relevant thematic integration, with
its implicit concern for the fortunes and
destinies of themes and motives; and thé
Beethovenian notion of conflict. This last

does not function at a high;y interactive oxr
dialectically meaningful level, but, in the
general absence of important traditional means

of organization and articulation, exists rather

in the form of fairly static, conirasting blocks.

- p—— .
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Appropriately entitled Symphonie Dramatique, the

work looks towards Wagner - who was at the first
performance in November 1839 in Paris, and who
found it a ‘revelation of a new world of music'.
'Berlioz's secular gscriptures', as Barzun has
séid, *composed and sung in tﬁe symphonic‘style,
became Wagnerian‘obera’as soon as music was
reattached to acting and scenery: +the Dramatic
Symphony germinated the Music Drama' .= As a
- 'building of a world', it is a crucial link
between Beethoven's Ninth and the symphonies

of Mahler. And in its occasional blatanf
tstory-telling' - where the music refers fto,
indeed needs, something outside itself - it
anticipates Richnard Strauss. Two other works
of Berlioz, with even more slender symphonic

affiliations, deserve brief mention. La Damnation

de Faust retreafs still fufther from traditional

symphonic thought, as implied by its title 1égende

—_ e,

dramatique. Yet at least one critic, in a

somewhat tepuous claim, has found that 'the
symphonic spirit still persists in the rounded
experience and the converging moral of each parf.31

Avd the Symvhonie Funébre et Triomphale,

30. 3ibid., Vol. I, p.338.

31. Diékinson,'A.E.?.; Vaucghan Villiams, p.182.
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though ita‘interpal forms may be irregular,
traces at least a superficial symphonic 'line

in the way it moves from the funeral merch of

the first movement to the apotheosis of the last.

Liszt, while apparently more removed than
Berlioz from the Beethovenian symphony, was
essentially closer to it. The confusion arises
from the fact that Liszt's symphonic works are a
more radical innovation-in-tradition - or
reinterpretation - than those of Berlioz. His
own approach to the'symphonic problem was one
of the most original of his century. It rested
on the belief that Beethoven wag decaling with

.metaphysical questions, and that the total form
of his compositions was inseparable from the
nature of the questions and the ways they were
examined; this 'explained' unorthodox form.

His intuition arose from intimate knowledge

of the Beethoven symphonies.  Between 1837

and 1863 he transcribed all of them for the
piano, a task undertaken partly out of his

deep love for them, to maké'them more accessible

£

and more popular. It is interesting to note

that he had done the same for Berlioz's Sympnonie

Fantastioue in 1833 and Harold en Italic in 1836.

Like most men of his century involved with the

sonata principle; Liszt- regarded himself as .

o ——
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belonging to the Beethovenian era. He followed
Beethoven in using the sonata principle - now
almost necessarily involving some mnotion of overt
- conflict -~ for philosophical ends: two obvious,. | oot
if non-gsymphonic, works whose form is 'explained®
in this way are the C-sharp-minor guartet, Op. 131,
and the B minor piano sonata. Liszt came closest
to articulating these poinfs in his own words in a
letter to Wilhelm von Lenz, an eminent Beethoven
critic of the day, apropos of Lenz's new book,

Beethoven and his Three Styles.32 T'he letter

dates from 1852, well into the period of the

composition of the symphonic poems:

Were it my place to categorize the different
periods of the great master's thoughts, as
manifested in his conatas, symphonies, and
quartets, I should certainly not fix the
division into three styles, which is now
pretty generally adopted and whicih you

have followed; but, simply recording the . .
questions which have been raised hitherto, * i ]
I should frankly weigh the great question i
which is the axis of criticism and of _
musical aestheticism at the point to _ 4
which 3eethoven had led us - namely, how :
far is tradition or recognized form a
necessary determinant for the organlsm
of thought?

© o mempees e

The solution of this question, evolved
from the works of Beethoven himself, would
lead me to divide this work, not into three ;
styles or periods - the words style and '
period being here only corollary subordinate

32, Beethoven and his Three Styles, St. Petersburg, 1852.
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terms, of a vague and eqguivocal meaning -

but quite logically into two categories:

the first, that iu which tradition and

recognized form contain and govern the

thought of the master; and the second,

that in which the thought stretches,

breaks, recreates, and fashions the form

and style according to its needs and

inspirations.33
For our purpoges, the only important thing to be
said about the difference, in their philosophical
aspect, between the symphonies of Beethovén and
the symphonic poems of Liszt, is that Beethoven
seldom gives any clue while Liszt, by appending
programmes, often does - thus referring the
ligtener directly to something outside the music
(a text, a painting),where the ideas expressed
inside it find a more explicit, and certainly a
different, embodiment. This is guite another
thing from pictorialism in music; it is programme
music only in the specious and not very helpful
sense that a programme gives incidental accompaniment
to the music and makes explicit what already exists
with full independence and self-sufficienty (but
in non-explicit musico-symbolic terms) in the piece.
The relationship between music and programme is
always tenuous in Liszti. Five of the first
twelve symphonic poems do not have programmes at
alle Those that do are nmot tyrannized by their

A

programmes -~ there is & sense in which the musie

33. Ie Mara, (ed.); Letters of Franz Liszt,
VO.—L_.,I, Ppll5lﬂl520 ;
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exists first and the programme second, or

consequently. In the case of Les Prdludes this

is literally true: +the work was written in 1848

as a prelude-to a choral work, Les Quatre Elémens,

which was never published, and only much later,
when Liszt{ decided to allow the prelude to stand
as a separate piece, did he write a text to go
with the music.

Les Préludes has its origin as an overture

in common with many other symphonic poems. This
says something important about the genesis of the
new form. In it the experience of the single-
movement dramatic overture, and of a century

of symphonic writing, meet in a oné—movement
structure related to the quintessential

gonata ideal, thé traditional first movement.

But the point now is the freedom that is
exerciged over this basic scheme : Gerald Abraham
hag found that seven of Liszt's symphonic poems
can be discussed in terms of a Bogen.>%  The

- break, however, was not yet complete. In the
two large symphonies as much as in the symphonic
poems, Liszt took still further the tendency,
inaugurated by Beethoven, to slow down harmonic
progression; this, and the fact that his use

of tonality, though generally unequivocal and

still related to structure, was no-longer 7

34. A Hundred Years of Music, p.39.
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structurally end dramatically significant,probably
accﬁunts for our feeling that these works have

not the dynawic energy that we have come to
recognize in the symphony. Many other symphonic
works of the second half of the ﬁineteenth century
gimilarly went through, and simuitaneously belied,
’the conventional motions of key, since the means
of integration and dramatic articulation was
coming to depend on other factors. Theme was

the most important of these: Liszt extended the
cyclic techniques of Schubert and Schumann, and
the idée fixe of Berlioz, into the idea of a
synthesizing metamorphosis of themes, but one
still capable of realizing a conflictual polarity.
If his works are not ideal symphonically it is
because the break was not clean, the new technique
not yet perfect. - The symphonic works are, fipally,
rather episodic. . '

In our discussion of Liszt we have avoided a
-too easy use of the term 'programmatic’. We have
suggested that if the gsymphonic works are ‘
programmatic they can only be so either in the
weak sense that some of them happen to be
accompanied by texts, or else in the unusual
sense that the Beefhoven symphonies are
'programmatic'. Even in the case of the so-

called programme symphonies of Berlioz we have

e e et e o =t =
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found that the term has a very limited application.
Much of this goes against received musical notions, -
and 1t may be worth while to examine some of the
underlying postulates a little more closely.

Insofar as we can, and do, speak about music
es & 'language' which has 'meaning' for us,lwe are
Justified in saying that the nature of this meaning -
here distinct from the meaning itself - differs from
cne pilece to another. This difference ia‘commonly,\
and cruacly, expressed-as the difference between
the extremes of absolute music and programme music.
We assume that the meaning of a piece of programme
music is such that it can be paraphrased into
common language. But if absolute music still
‘means' to us, what is the nature of this meaﬁing?
Cr more to the point, why is this meaning not
susceptible of expression in English? It is
because this absolute music (a Bach fugue, a
Mozart string quartet) uses a language of fluid
sound symbols whose significance is 'universal' -
though this is not to deny that its éenesia may
have been particﬁlar and individual. But the.
meaning of these symbols is inexplicit, or better,
non-specific. In a work such as Beethoven's
Fifth Symphony, however, a theme or motive can
through a usage that definmes its relationship
to its context inm é_speqial way (though it still
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has no & priori meaning, or even a meaning outside
this context) call to itself the specificity of a
recognizable essence, or character. In.such a

‘ case we may be tempted to call it a 'protagonist',
and may even want to give it an archetypal name -
Death, Fate, Positive or Negative Fofce, etc.
‘Metaphors of darkness and light' said Dent,
'abasement and exaltation, hesiténcy and ;
resolution we must allow fo be legitimate, as
hardly more than extensions of the notions of
tension and relaxation thch are fundamental to
musical psychology'.35 Beethoven's Sixth

Symphony is for the most part such a work -

and Beethoven articulated an important difference

- between this kind of symbolic lahguage (which we
will call ‘specific symbolization') and proérammatic
music in his insistence that despite the mofement— _

headings - the particular genesis we gpoke of

earlier, here revealed - the music is still more
an expression of feeling than painting. DMusical
symbolization can becoge more inclusively specific
than this - as in much of Nielsen, or even Wagner

(consider especially Tristan and Isol@e) where

tonality also becomes gpecifically symbolic -
without our needing to think that we have found '
a type of musical meaning whose nature is

qualitatively different from_Beethoven}s.

35. In his preface to Scherchen, Hermann;
The Nature of lMusic, p.lO.
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What function have we left, then, for the
term programmatic music? The only viable one
has been hinted at earlier: we shall have to
understand by it music that attempts to paint.
Here the symbol. will have been forsaken for
the image. The crucial difference will be
of one of two kinds. Either the meaning that
will now inhere in the tonal language will not

be a meaning that has flowered predominantly
through musical context, but which it will
have called to itself by imitation of the real,
particular world; or the meaning will depend
for its coherence on a programme, supplying
the image to the music, tacked on from without.
Fivally, we must note that the simple existence

or non-existence of a programme supplied by the

composer has no a priori bearing on this distinctionm.

In the history of the symphony the specific
symbolization type is almost exclusively a post-
Beethovenian phenomenon. Obvious examples, apart
from the ones just mentioned, include Beethoven's
Ninth Symphony, Schumann's Fourth Symphony, the

Symphony Fantastigue, Liszt's symphonic poem

Hunnenschlacht, and the Faust Symphony. lduch

of the mature music of Wagner - the furthest

extension of the symphony in the nineteenth

- ————
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century along the line through Beethoven, Berliogz,
end Liszit * belongs also to this type. In Oper
und Dramea Wagner was guite clear in regarding
Beethoven as the instigator of this development;
and his insistence on the primacy of a forming
and shaping conatus reminds us of Liézt:

+«ee 8 new, more subtly expressive type of
instrumental melody ... /was/ ... developed
by Beethoven, yet a type not completely
satisfactory in itself. 'In the works of
the second half of his artistic life,!
those in which the old, conventional formal
moulds are broken by his profound emotion,
'Beethoven is mostly unintelligible, or at
eny rate liable to be misunderstood, where
he tries to convey some particular meaning
with special clearness. He abandons the
absclute~musical ... in order to speak in

a language which, not being attached to a
purely musical context, is only held
together by a poetical idea that cannot 36
be clearly expressed in the music itself.’

In the music dramas the 'programme' is carried'by
the music itself in the form of verbal song. As
the best programmes do, it gives precise,; particular
meaning to what is already inherent in the music as

specific symbolization (this no longer dependent on

36. TFor the sake of succinctness my quotations are
taken from Gerald Abraham's excellent summary
of Oper und Drama in his A Hundred Years of
Music. His direct quotations from the work,
which I have retained in their inverted commas,
were taken or adapted from the translation by
Edwin Evans, Senior, in Opera and Drama, London,
N.D. The present quotation is Ifrom Abraham,
Ppe 99-~100. / § s
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gsubjects but on their logicel extension, & network
of leitmotifs). And here is the importance of
the text; for Wagner modern instrumental music,
a8 invented by the later Beethoven,

'‘undeniably possesses a capacity for speech.'
Not precise speech; but we shall not now
want it to be precise in itself; the voice-
part will give precision to the message. 37
(My italics)

.- Moreover,
instrumental music can also, through the power
of association, recall past emotions and hence
(as these vague emotions have been defined by
- the voice-part earlier in the drama) more

precise thought-impressions. This, in fact
was the original function of the leitmotif. 30

The symphonic music of Richard Strauss is usually
regarded as the furthest point to which story-telling |
in music had been %aken. This view needs a great
deal of qualification, but its generel truth cannot
easily be denied. It is Strauss, rather than Liszt,
or Wagner, or even Berlioz, whom we may, in the light
of the distinctions just made, sometimes be Jjustified
in speaking of as a programmatic symphonist. But we
“shall not understand Strauss unless we see that, far
from this amounting to his symphonic excommunicatiocn,
he was a fully conscious sucdessor to Beethoven in.
the tradition that includes Berlioz, Lisﬁt, and
Wagner. He began, indeed, as a symphonic
conservative, producing two 'straight' symphonies

in the early 1880's. j Broadly apeaking, they are




orthodox in form and 'Leipzig' in idiom; and
the gecond, in F minof, conclﬁdes with a
recollection of earlier movements and a grend
peroration.  But Strauss soon began to feel
that the only way to continue the Beethovenian
tradition was to make certain changes in what
he called the 'musical-poetic content' and in

the form - changes that were already implied

and to some degree realized in Beethoven. In

a single letter to Blilow in August, 1888, he
says ealmost precisely this. His arguments
are basically the ones used by Wagner, Liszt,
and by implication, Berlioz. The relevant
passage is wortﬁ quoting at length:

A linking up with the Beethoven of
'Coriolan', 'Egmont', the 'Leonore' III
Overture, of 'Les Adieux', above all with
the late Beethoven, whose complete ouevre,
in my opinion, could never have been
created without a poetic subject, seems

to me the only course for the time being
by which an independent further development
of our instrumental music 1s yet possible.
If I lack the artistic power and talent to
achieve gomething worthwhile in this
direction, then it is certainly better

to let it rest with the big 9 and thelr
four distinguished offshoots ...

From the F minor symphony onwards I
have found myself in a gradually ever
increasing contradiction between" the
mugical-poetic content that I want to
convey and the ternary sopata form that
-has come down to us from the classical
composers. In the case of Beethoven
the musical-poetic content was for the
most part completely covered by this

60
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the sonata principle in thae sywphonic poem.
Strﬁuss's highest ideal was no different from Liszt's:

the programme should be a dispensi®le paraphrasis, or

6l

very 'Sonata form', which he raised

to itg highest point, wholly expregsing

in it what he felt and wanted to say.

Yet alrcady there are to be found works

of his (the last movement of the A flat
major sonata, Adagio of the A minor
quartet, etc.), where for a new content

he had to devise a new form. Now, what
was for Beethoven a 'form' absolutely in
congruity with the highest, most glorious
content, is now, after 60 years, used as

a formula inseparable from our instrumental
music (which I strongly dispute), simply to
accommodate and enclose a 'pure musical!
(in the strictest and narrowest meaning

of the word) content, or worse, to stuff
and expand a countent with which it does

not correspond.

If you want to create a work of art
that is unified in its mood and consistent
in its structure, and if it is to give thae
listener a clear and definite impression,
then what the author wants to say must
have been just as clear and definite in
his own mind. This is only possible
through the inspiration by a poetical
idea, whether or not it be introduced
as a programme. I consider it a
legitimate artistic method to create
a correspondingly new form for every
new subject, to shape which neatly and
perfect is a very difficult task, but 39
for that very reason the more attractive.

Liszt had shoﬁn the way with the realization of

objective co—relative, of the work's philosophiceal

import already fully alive in the music in terms of

39.

Schuh, Willi, and Franz Trenner (eds.);
Hans von Blilow and Richard Strauss:
Correapondence, ppP.ol-82.

Apparently
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a gpecific symbolization. 'I am a musician
first and lagt', he wrote when working on Algo

Sprach Zarathustra, 'for whom all "programmes"

are merely the stimulus to the creation of new
forms, and nothing more.' And in July, 1905,
he wrote to Romain Rolland:

To me the poetic programme is no more than
the basis of form and the origin of the
purely musical development of my feelings -
not, as you believe, a musiczal description
of certain events of life. That would be
quite contrary to the spirit of music...

2o the listener, too, suchn an analytical
programme should not be more than a pointer
which can be used by those wno so desire.
Those who really understand how to listen 40
to music probably don't need it at all ...

Strauss was not always true to his ideal. In the

best of the symphonic poems -~ say Tod und Verklirung

or Till Eulenspiegel - the programme is incidental

to the music. Here, as so often, it seems likely
that Strauss published programmes because the public
wanted them: &s Ernst Krause has pointed out,
Strauss placed less importance on the publication

of his programmes than did his public. But in
deference to the shallow naturalism of his time
Straugs began increasingly to write music that
employed image rather than symbol. Works such

as Don Quixote and the Symphonia Domestica are in

40. Quoted by Krause, Ernst; Richard Strauss:
the Man and his Work, p.219.




our gstrict sense programmatic.

Strauss's reforms, however, seldom went so
far that a traditional structure was not operative
at some level, or that the principle of dualistic
conflict was no longer basic to the work's dramatic
articulation. lfacbeth is a complex sonata form.
It involves gtrong thematic opposites - one set
of polarities symbolic of Macbeth and his wife
(to use precise, i.e. textual, terms), and another
Gf the conflict between love and war. The final
version inverts traditional symphonic procedure
by replacing the original D major with an ending

in D minor. Don Juan is fundamentally a sonata-

form movement carrying two large episodes within
the development.' It too traces a line of dramatic

progress that is the inverse of the symphonic norm,

moving from E major to E minor. Tod und Verklidrung

articulates a conflict of two vast and violently
opposed thematic complexes in terms of a fairly
straightforward sonata structure that rises with
superb judgemenﬁ to an apotheosis in which the
original tragic C minor is metamorphosed into a
triumphant C major. The piece even retains . Sl
dominant key relations between groups -and a tonic

recapitulation. Till Eulenspiegel is a rondo -

a scherzo with 'trios'= that also inverts the

prototypical Beethovenian conclusion of triumph
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by ending with - in the precise terms of the text -

a sentence of death for Till. Zarathustra ends

tranquilly but without full resolution of its
presiding conflict, an antagonism between keys

on B and C - its symbols for the conflict between
Man and Nature. The work is usually described as
a free fantasia, but it is possible to discern in

41

it, as Ian Spink has done, a basic sonata structure.

The form of Don Quixote is symphonic variations; the

piece has little to do with dualism. Ein Heldenleben

involves a tremendous conflict (between symbols of the
‘hero' and his 'adversaries') and a triumphant outcome.
At one level its form is almost fantasia; at another
it is a vast sonata movement with scherzo and slow
movement interpolated into the development, a
recapitulation that coincides with the late stages

of that development, and a coda.42

The Domestica
has some contact with the traditional four-movement
structure of the symphony.

" There remain a number of symphonists who do
not fit immediately into either of the two great
gymphonic lines that run across the nineteenth

century (and in the case of the second, have taken .

us already into the twentieth), but who may owe

41. See his An Historical Approach to Musical
Form, pp.l55-157.

42. See Specht, Richard; Richard Strauss und sein
Werk. ©See also Del liar, lNorman; Richard
Stravss: A Critical Commentarv on his Lite
and Vork, p.lo6.
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something to one or the other or both. Bruckner
is the wost important of these, and his work
stands with that of Brahms as the finest example
of the renaissance of the Beethovenian symphony
in the last third of the century. He differed .
from Brahms in having neither his acute
'‘musicological' awareness of the past nor his
distrust of the neo-Germans. The most powerful
shaping influence on his gsymphonic style came
from the late quartets and the symphonies of
Beethoven, especially the Ninth, whose tremendous
challenge Bruckner was the first composer fully
to accept, and which was his most prevailing
obsession. This was music he studied in detail,
- not objectively iikg Brahms, but from his own
subjective premiées. Other important influences
came from Bach, Schubert (particularly the vocal
works, and probably ggg the last two symphonies
since, as HRedlich has pointed out, it is unlikely
thaf Bruckner came into contact with them), and
Yagner., Though his symphonies differ from those
of Beethoven in many obvious externals, and to

a greater extent than do those of Brahms - the
most unavoidable difference is their use of the
Vegnerian time-scale - Bruckner's symphonies

are 'genuinely' Beethovenian in a number of

- —————
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essential ways. We may imﬁediately indicate two
of these, closely related to each other, and
appropriate to this general discussionj others
will become clear when we return to Bruckner
shortly to mention some important details.’
Firstly, Bruckner's symphonies reinvest the
genre with an indestructible unity, a Gestalt

in which each part has ultimately a bearing on
every other part and a meaning only in the
context of the whole, and in which the whole

is greater than the sum of the parts,_ Secondly,
they articulate a dialectic in which crucial
dualities resting on a.fluid, expansive syntax
of theme and key reveal an absolute, indivisible

. identity with functions of structure aud motion.

A difference, but one which is less important
than the points of contact, is that Bruckner's
symphonies do not employ a techmique of specific
symbolization as do many of Beethoven's, but |
rather one in which the symbols are mbre
universal as in many pre- and many postwﬁeethoven
symphonies. So much for his much-vaunted
'"Wagnerianism' - let alone fprogrammaticism'!
Another diffefence is that Bruckner's_symphoniea
are not progressive'temporal dramags in quite the
way Beethoven's are. A symphony of Beethoven's

is a journey in fime, through time,; as it wers
i { .
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horizontally - an analogue of the experience of
Becoming, dependent on growth through temporal
conflict. A symphoay of Bruckner's is outside
of time, a search in which time has no place and
for which we ﬁay wish to use the metaphor; 'inwards'
or 'downwards'. This is probably what Robert
Simpson means by describing the essence of
Bruckner's music as 'a patient search for
pacification'. He speaks of the music's tendency
'to remove, one ﬁy one, disrupting or distracting
elements, to seem to uncover at length a last
stratum of calm contemplative thought'. Consequently
Bruckner's endings 'are not really cumulative in the
old sense; they aré formal intensifications that
.blaze with calm.'43' An inherited formal groundplan -
from the broad léyout of the symphony to some of the
minuter internal workings of the movements = is
always discoveraﬁle in Bruckner, though in most
respects far less easgily thaﬁ in Brahms: Bruckner
tends to supersede sonata form, while Brahms still
tries to use it. This leads for instance to a
progressively greater integration‘of development
and recapitulation, 80 that in the maturer symphonies ‘
sonata movements are frequeﬁtlj more éﬁtly descriped ‘;m
(in Simpson's terms) as Statement, Expanded Countexr—

statement; and Coda. Among the more obvious results

43. The Xssence of Bruckner, pp.l98-199. - -
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of the vast expansion the symphony undcfgoes in

the hands of Bruckner is the appearance of what
looks like a third subject in the exposition -
generically the old codetta theme - and the great
magnification of the micro-dualismsof the Classical
symphony, such as might operate between consecutive
or simultaneous lines within a single subject-group.
A good example of the magnification is the
astonishing contrast, acknowlédged and explained

by Bruckner himself, in the enharmonically notated

Gesangsperiode of the finale of the Third Symphony,

where a 'polka' and a 'chorale' co-exist contrapuntally.

Finally we must observe that in addition to achieving

a deep thematic unification, Bruckner, like RBeethoven

- and others, also uses more external means of

integration: most of his symphonies have some

degree of cyclicism, and frequently a strong
structural as well as thematic resemblance between
outer movements. |

Franck, though far less important, is perhapé
in some ways at least as anomalous as Bruckner. He
represents a highwater-mark of neo-German infatuation
-in!. Prance, and he was in love with German polyphony;
he was overwhelmed by chromatic harmony and the
modulatory quickéanﬁs of the Wagnerian idiom and
fired by Liszt's'technique of thematic metamorphosis,

and he wrote a consciously Bgethovénian synphony by
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appropriating to his style more or lesgs orthodox
procedures. Here was another compoger wno
believed himgelf {o belong to the Beethovenian
tradition - even to be following the radical
formal precedents of Beethoven's late manner,
though there is little enough in the Symphony
in D minor to suggest this apart{ from the second
movement's fusion of slow movement and scherzo.
As if thése crogs—currents are not enough, the
scherzo section of the second mofement is quite _
unambiguously lMendelssohnian in idiom. The
symphony is counventional in perticulars of its
key-plan, and formally guite plainly so in two
of its three.movements; even the hybrid moveuent
" resolves itself into a perfectly simple ternary
shape. It is a work of intricate cyclicism and
is shot through with thematic transformations.

It partakes convincingly in the Beethovenian ethic
of conflict.

Many of Franck's followers shared his
dispositions - for instance Chausson, whose
B flat Symphony is cyclical and is Beethovenian
in the manner of its thematic growth and purpose,
and d'Indy, who described his huge Synphony in
B flat as a (Beethovenian) conflict between good '
and evil. Saint-Satns's Third Symphony is

another good example of the late French Romantic
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mixing of Lisztian techniqﬁes, & basically
conventional outline, and a dramatic growth
that yields an afotheosis out of the conflict,
but it is nof_typical of the composer's other,
more Classical strain, which later found a
culmination in the neo-Classicism of the
Symphony in C by Dukas. |

Like his older compatriot Smetana, Dvorédk
came early under a powerful neo-German influence.
But above all he revered Beethoven and Schubert;
and his career as a symphonist may be seen as a
struggle to find his way through these sympathies -
as well as others, such as his nationalistic
proclivity to use folk idioms, and his later
Brahmsian inclinations - and to write the great
Beethovenian symphony which ne feit it his duty
to do. The interest in Beethoven is clear from
the start: Dvoirdk's First Symphony is in C minor
end its four movéments use the same key-scheme és
the movements of Beethoven's C minor Symphony.
The two symphonies that follow it suffer from
contradictions between an idiom owing much to
Liszt and Wagner and some of the conventional
forms the music is simply pegged onto; as in
the First, there are problems of unity and indeed

of the very fundamental application of the sonata
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principle. A rejéction of.the neo~German influence
is incipient in the Fourth Symphony, and complete
in the Fifth where now the Classical models are

- paramount - as filtered through the multiple
lenses of thé Mendelssohn end Schumenn symphonies,
the Pastoral, and Schubert. Yet even here sonata
form is followed rather than dynamically used;
delightful this Fifth Symphony may be, but there
is little single-mindedness about it and
insufficient thrust. These remarks are less

true of the finale, the weightiest movement and
one that has a gengine dramatic urge. If looks
in the direction of the gravef 3eethoven, positing
a conflict and finding an ultimate triumph. .In
this sense the mbvement stands outside the orbit
of the other three movements - perhaps the

consequence of an unsuccegsful application of

of the Pastoral's precedent of a late exposition

of conflict. In the last fhreé symphonieé - the
Seventh, Eighth, and Ninth - Dvordk brought the
problems that beset the earlier s&mphonies as

closse” to full solution:as‘he was able. Particularl&
in the Seventh, written uﬁder the inspiration of
Brahms's Third which he had recently heard, and in

the Ninth, is DvoXdk's virtual mastery of the \
Classical symphonié techniques and principles
evident. And fhe‘approach is individual: for

A
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instance in a major ending 1o a minor~ke& symphony
(i.e. the Ninth) the temptation, so universal at
this time, to write a triumphant peroration in
. naive imitation of Beethoven, is resisted - and
properly so, -for Dvofék{s contrasts are |
(individualistically again) less a matter of
conflict than of Classical dualistic imbalance.
In the Ninth Symphony, too, Dvordk brought the
cyclic technique that he had usea so often in
his symphonies to a state of high intricacy:
indeed in the development of the finale it
ceases to be a mere'binding device and becomes
integral to the symphonic denouement, revealing
connections between the fifst subject of the
first three movements, and between these and
the material of the laét movement. Like Haydn,
Dvordk developed a rare ability to harness folk
music ~ or at any rate its idiom - to symphonic
ends; like Schubert, with whom he had a profound
patural affinity, he learnt at length to come to
terms with Beethoven, to distill and concentrate
his own great inventiveness, and to master the
Classical symphonic style. His best symphonic
work is associated with - indeed helped to bring
about -~ the rebirth of the symphony in the late -

nineteenth century.
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There is authority, and at least éome Justice,
in Dvordk's remark to James Huneker that Tchaikovsky
was reaily a composexr of suites.- If Dvordk was
thinking of Tchaikovsky's first three symphonies
in particulaf and of his notﬁrious 'seams' in
general,the remark has at any rate more justice
than Bruckner's frequent description of the

symphonies of Schumann as Sinfonietten. But

we should not think that Tchaikovsky was a
mindless joiner of tunes or thaﬁ'he was any
less aware of the symphonic heritage than other
symphounic composers of his generation. His
struggle for formal mastery is too often spoken
of to bear repetition in full: 'Sometimes one
must do omeself violence', he wrote to Nadejda
von Meck in June, 1878,
must sternly and pitilessly take part
against oneself ... I have always suifered
from my want of skill in the management of
form. Only after strenuous labour have I
at last succeeded in making the form of my
compositions correspond, more or less,
with their contents.44
And inevitably we find that when Tchaikovsky is
thinkingz of a model he is thinking of Beethoven;
like nearly every other syﬁphonist of his century,
Tchaikovsky believed he belonged to the Beethovenian

tradition and that in his ovmn way he was helping

44. Tchaikovsky, fodeste; Life end Letters of
Peter Ilvyich Tchaikovsky, p.3ll.
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to perpetuate it. Tu o letter to Taneiev in
March, 1878, he wrote:

Vith all that you say as to my [?ourtgz
Symphony having a programme, I am quite

in agreement. But I do not see why this
should be a mistake. I am far more afraid
of the conirary; I do not wish any symphonic
work to emanate from me which has nothing to
express, and consists merely of harmonies
and a purposeless design of rhythms and
modulations. Of course, my symphony is
programme music, but it would be impossible
to give the programme in words; it would
appear ludicrous and only raise a smile ...
I must tell you that in my simplicity I
imagined the plan o my symphony to be so .
obvious that everyone would understand its
meaning, or at least its leading ideas,
without any definite programme ...
Througnhout the work I have made no efiort
to express any new thought. In reality
my work is a reflection oi Zeethoven's
Fifth Symphony; I have not copied his
musical contents, only borrovwed the

central idea. Wnat kind of programme

has his Fifth Symphony, do you think?

How one answers Tchaikovsky's question may depend
on what one understands by ﬁrogramme. 3ut
Tchaikovsky has already partially quelified the
term; and we should in reply suggest that it may
be more useful to employ the coinage 'sﬁecific
symbolization' here than to speak of a prograﬁme.
As for his owﬁ programme, the explanatory text

he sent to von lleck was written post .factum, and

he indicated that he was by no means satisfied
with it - or even sure of the poszibility of

writing an 'explanation'. Some of the other

45. ibidq 3 p.294.




5

numbered symphonies have suggestive titlis in
the manner of Beethoven's Pastoral, but the Sixth -
of all Tchalkovsky 8 symphonles the most consistently
specific in 1ts symbollzatlon - givesg away no verbal
clue (unless it be between bars 201 and 205 in the
first movement, where the brass play a paééage ffom
the Orthodox Requiem associated with 'resting with
the saints'). 'Its programme will remain an
enigma for everyone', said the conposer. 'Let
them guess «..'. One may wonder how often
Beethoven uttered the same comment over his
symphonies! But Tchaikovsky did not turn to
Beethoven only for justification of his so-called
programmaticism, With perhaps rather less good
cause, but with no less enthusiasm not ©To be
excluded from the Beethovenian tradition,
Tchaikovsky in the same letter quoted above
replied to Taneiev's charge that the flaw of
his Fourth Symphony was its incorporation of
'phrases which sound like ballet music'.:

In that case how can you reconcile yourself

to the majority of Beethoven's symphonies,

for in them you will find similar melodies

on every page? ... I do not see why dance

tunes should not be employed episodically

in a symphony, even with the avowed intention

of giving a touch of coarse, everyday humour.

Again ] appeal to Beethoven, who frequently

had recourse to similar effects.46 :

46. ivid., pp.292-294
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One of the great.difficulties Tchéikovsky had
to face as a symphonist was his natural love of
intransigent, self-contained melodic types. Russian
folk-song is oné of these — and it need not be
authentic folk-song, for its idiom alone'may be '
equally unsymphonic. Tchaikovsky was highly
proficient at writing in this idiom: 'I grew up

in the backwoods', he wrote to von lfeck, 'saturating

myself from earliest childhood with the inexplicable .

beauty of the characteristic traits of Russian folk-
song'. The Second Symphony is built to a large
degree on folk-song or its idiom (hence the later

nickname of Little Russian). The other most

common 'problem' type is the self-sufficient

" Romantic cantilena, which insofar as it has some
place in the work of most symphonies of the
nineteenth century from Schubert onward, and
inevitably militates against the Classical syntax
of 'developing variation', is one of the century's
mosf familiar symphonic aifficulties.  But we have
seen that these composers ultimately found their
own solutions -~ more, or less, satisfactory
according to the genius of the composer - and

as we shall see Tchaikovsky was to do likewise.
Inseparable from the problem of melody was \

anotaher of Tchaikovsky's great problems: +the

tendency, in the absence of material capable of

-
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creating and sustaining a subtle and dynamic
 dialectical structre, to impose shape on the
material by simply forcing it into orthodox
formal patterns. Hence most of Tchaikovsky's
sonata movements may be seen to depend on a
formal stereotype rather than to create their
own unique, unrepeatable internal relations.
Hence also the fgequent episodic nature of some
of his symphonies, the merely contingent
relationships between some of their movements,
the contradictions between the conventional key
manouevres and Tchaikovsky's more 'matural’
proclivity for the side-stepping modulations
that undermine purposeful tonality, and the
_-freqﬁent irrelevance - in the absence of the
necessary tension of a latent unity - of what

are posed by the form as contrasts of a

Ydualistic' nature.

The Fourth Symphony is a prodigous step
forward in Tchaikovsky's symphonic career. The
symphony is integrated to an amazing degree; it
is organized in terms of a single Gestalt -
represented by the opening horn theme - on the
basis of which it is possible to account
rationally for every important move in the ‘

work, as Alan Walker has done,47 even to the

47. A Study in Musical Analysis, pp. 116-126.
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point of explaining the unusual key arrangements.
Its highly dramatic nature depends on the violence
of its thematic contrasts whicn, even if they
don't engage in conflict in the usual way,
sufficiently acknowledge each other by virtue

'of their underlying unity that their mere
juxtaposition generates much of the crisis.

The forms, though still unmistakably related

to the orthodox types, are now unusual, and

depend on the exigencies of the material and

the composer's musico-dramatic purpose. When
folk-song is used, as in the last movement, it

is with a careful eye to its possibilities, and
its use is appropriate to its particular position
" in the symphony." But the Fifth Symphony is,

from a strictly symphonic point of view, a
regression. Packed with lyrical, intractaﬁle
'tunes' - rather than subjects - which are
ﬁoreovér too self-centred for any dualistic
engagement, the work falls into the errors of
formalism and attempts a pseudo-symphonicism

' that cannot disguise its fundamentally balletic
-disposition. The last movement, however, redeems
something for the work by finding a mbre symphonic
sense of direction and a truly dynamic motion. The
Sixth Symphony copes with Tchaikovsky's perennial
problems in a masterly waye. The richly lyrical

T
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element in the work, since it cannot be banished,

is rendered symphonically viable by being vested
with a high dramatic purpose as a persistent
polarity in the work, and by its deep and revealing
thematic integration. It is confined, moreover,

to areas where it is fairly easily dealt with (such
as the second-subject stage of the first movement),
and is closely associated with material that is
dynamic and developmental (such as the first
movement's first subject). In this first movemen+t
the polarization spoken of above is clearly evident;
and it appears in association with the keys of

B minor and D major. The way these theme-key-mood
complexes transmute themselves into the various

" movements while usuélly retainiﬁg their identity

and their key-centres of B and D accounts for the
symphony's specific symbolization mentioned earlier,
This symphony ~ with the Fourth - gives some support
to Hans Keller's view that 'Tchaikovsky's individual
contribution to the development of sympﬁqnic thought
was the discovery and integration of new and violent

148 lost of Tchaikovskj's symphonies

contrasts «..
‘use the cyclic technique to some extent. His
- symphonic poems belong largely to the autonomous,

pre-Straussian type, in that they are not conditibned

48. In The Symphonleqp.cit., Vol.I, p.346.
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by their programmes and so are in a sehse independent
of them. Most are explicable in terms of sonata
structures - some of these, as in the symphonies,
releting to the formal stereotype, others expanded
end varied bj interpoiationé.

In Tchaikovsky's compatriots, Borodin and
Balekirev, we encounter a phenomenon surprising
in nineteenth-century symphonic terms: symphonists

who did not feel tiie weight of the symphonic heritage

or experience the need to come to terms with Beethoven.

With a less European consciousness than Tchaikovsky's,
these Russians wrote, it is true to say, without a
past, out of nothing. In this sense they are -on

the outer fringe of symphonic practice in the
'ninetgenth century; but we can see now that this

was part of their'sfréngth, and it helped them

to make some refreshing and original symphonic

contributions. 'neir approach to the time-honoured

concept of dualism is a case in point. In general
they preserve just enough of the appearance of
dualism to show that they know about it, and then
proceed to prove thaf for them it doesn't exist in
ény meaningful sense at all.'49 Borodin's First
Symphony has a first movemeﬂt that beéins by
looking like sonata form but ends by destroying

the illusion of duality as the subjectsare shown

49. This, and related aspects, is well discussed |
in Gerald Abraham's Studies in Russian Iusic,
p.102f, and his On Russian lwusic, p.l79f.
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really to be one and the same. In the first
movement of the Second Symphony, the second
subject, chameleon-~like, soon takes on the
appearance of. the first; at the same place in
the Third Symphony, the second group clarifies
rather than polarizes the first. Balakirev's
First Symphony has & monothematic first movement
and appropriate Lisztian metamorphosis - Liszt
was of course a pbwerful influence in Russia at
this time - in order to give a (non-dualistic)
second-subject ‘'shape’ and to supply the prianciple
by which the music can be said to progress;
typically for a_Russian symphony, it shuns

. orthodox develoﬁﬁental technique, but it also
goes a stage further in denying all sectionality
-and forfeiting 'block' recapitulation for spasmodic
recollections in passing. Also unusual in these
symphonies are the key—changes, often favouring
such unorthodox relationsaips as those between
tonalities semitonally adjacent (as in the first
movement of Balakirev's Second Symphony, where
the first subject is in D minor and the second

in D flat major). Associated with this is the
frequent use of modulation for purposes of coloun
end variation rather than strictly as a means of

articulating structure. With the displacement

b ——————— e - —— =
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of the old syntax ﬂy one based more on folk-song,
and the corresponding weakening of harmony as a
function of mogement and direction, rhythm takes
on new importance as the most vital means of
conveying motion. What is common to all these -
changes is the most radical loosening the symphony
had yet seen of its logical Teutonic method,
represented principally by its highly developed
dialectical technique, The wheel had come full
circle. Borodin and Balakirev raised once again
the question whether the symphony could retain any
meaningful relationship with its past, or whether
it had - as they seem inadvertently to suggest -
to learn to forget and set out in a new direction.
This question already leads us into tne chapters
that follow; but first we must re;iew with a
little closer attention to detaii some of‘the

. more observable and specific changes in the life

of the symphony up to this time.
IV

We turn first to the opening movement. As
we have seen, Haydn refined the church sonata's

initial adagio into a prefix to the first movement,

and it is common to‘find a slow introduction in his

symphonies after the early 1770's. Gradually he

Y S .
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made_its relationship with the ensuing allegro

more complex and more necessary by means of subtle |
thematic integration. TLater the introduction

- might contain seeds of the_allegro or even, as

in No. 98, its principal theme; sometimes it

might instead have seeds of the slow movement

(as in Nos. 86 and 92). ~ Occasionally (for
instance No. 103) the introduction made a dramatic
return during the course of the first mo§ement.
Particularly in the 'Salomon' Symphonies there

was also now a metrical similarity between the
introduction and the allegro, though the principle
of contrast - invoiving for instance a minor-mode
introduction for a major allegro — was retained.
Haydn's earlieéf second groups appear in the
dominant minor or largely avoid a thematic contrast;

No. 41 of the Sturm und Drang period is ome of the

first to have a second group that contrasts with
the first in every possible way. In the later
symphonies - éfter 1785 - the groups are either
thematically identical, or éIOSely related (in
both these cases for the sake of unity), or else
quite distinct. Tiematic identity, of course,
does not mean lack of dualism so long as there
\

is tonal opposition. Haydn wrote scarcely any

real development beforé the mid-1760"s; then,

in the Sturm und Drang, he began to find s
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working-out technique baged mainly - but not
always — on the given material. He perfected
the technique with the 'new manner' of the 1780' g,
but. it was hig later Symphony No. 102 that
especially heightened the contrapuntal drama
of the development with the idea of thematic
conflict and caused the recapitulation to enter,
in Robbins Landon's words, 'as the dézzling
conqueror of a titanic thematic battle'. After
the meeting with Mozart in 1781, Haydn added
weight to his codas.by giving them a developmental
importance (e.g. ﬁof 100). The gain from that
meeting — and from the composer's growing
acquaintance witﬁ each other's ﬁusic - was
reciprocal: Mozart in 1783 wrote his first
slow introduction, to the Linz Symphony. And
in some of Mozart's late symphonies the striking,
even overt, thematic relationship between
contrasting groups suggests that Mozart was
wanting to-assimilate the contirasts to each
other at a thematic level under the influence
. of Haydn's frequent mono thematicism. lozart
also learnt a good deal ffom Haydn's developmentis.
Of course, the mutual spiritual gains ;erefar ‘
greater than any of these. I

Beethoven used the slow introduction in his

First, Second, Fourth, and Seventh Symphonies -

-
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and with characteristic individuality: din the
First Symphony it begins in the 'wrong' keys,
and in the Seventh it seems to outline the
ensuing sonata drama in analogous tonal and
thematic terﬁs. His many formal innovations,
such as the choice pf'B flat major for the second
group in the Ninth éymphony; and the introduction
of a new theme in the development of the Eroica,
are well known; less clearly understood are his
radical and far-reaching changes in the operation
of the dualistic principle in the Eroica and in
the Seventh Symphony, which we shall only mention
here but will need to examine at a later, more
appropriate staée. With the development section
as the decisive,-central stage in the thematic
and tonal struggle of the movement, the
recapitulation often folloﬁs closely and with
great dramatic impact upon its climax, as the
issue of that conflict, or the ‘victor',; or the
tremendous reassertion of 3Beethoven's own will.
-Beethoven's codasg, like many of Haydn's, are
often developmentally extended, but with this
difference, that they may now bring the movement
to its highest, most dramatic climax.O

In Schuhertlthe more cousistently overt
thematic connection between the slow introduction

and itssequel is an aspect of the external

L
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.unification that we have seen become iﬂcreasiugly
necessary from the time of Beethoven onwards. of
his symphonies, all but the Fifth and the Eighth
have introductions; in most of these (i.e. the
First, Third, Fourth, and Ninth) the principal
subject of the movément is anticipated in some
form in the introduction. Moreover, the
introduction may be recalled later in éhe
movement (as in the First and Ninth Symphonies);
and it may be less slow than formerly (in the
Ninth it is andante). Schubert's subjects are
unusual in their dangerous tendehcy to be discrete
and lyrically self-absorbed; and some of his
second groups are tonally unorthodox. Developments
'~ are invariably unconventional. They may be virtual
non-developments, as in the Fourtn Symphony, where
little happens other than the replaying of the
first subject outside the main keys of the exposition;
or‘they may be superb reinterpretations of the
Classical ideal, as in the last two symphonies,
where the shapé énd.identity of the subjects is
retained, despite sdstained conflict, Ly ﬁeans
of a technique that places taem in changing
contexts and surrounds them wita cellﬁlar working
of a more ortaodox developmental kind. Recapitui&tions

often evade the tonal and dramatic implications of
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gonata by returning the groups in related keys
instead of in the tonic, and by their sometimes
formalistic,similarity to the exposition.

In the Scotch Symphony'Mendelssohn also
secures anlovert thematic connection between the
slow introduétion (2gain an andante, this time
con moto) and the alleéro} the two sections are
~drawn still closer together by the partial return
of the introduction as a kind of second coda to
the movement. But this introduction departs
further from the Classical model in being fully

melodic and periodic rather than a motivic flux.

Similarly, the Reformation Symphouy uses tae .

Dresden Amen in the introduction. The Scotch

also ignores the normal Classical community oZf
metre between the introduction and the allegro:
here the one is in 3/4, the other inm 6/8. Anotaer
departure in the way of divers;ty is the change

from Allezro un voco agitato to Assai animando

for the second group, a diversification countered
to some extent by the olear motivic binding of

the two groups. In the Italian Symphony the

real dualistic charge lies elseihere than between o

the traditional groups, but as with the comparable
case of the Erioca a full explanation of this must

await a more appropriate stage of our study.
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Significantly, the movement is also like the‘first
movement of the Eroica in that the development
introduces a new'sgbject. The development
typically abounds in Clagsical techniques; it
also has a génuine thematic struggle, which is
taken up again in the coda.

Only the Third of Schumann's symphonies has
no slow introduction. All contain important
thematic premonitions.of the ensuing allegro;
the Second and Fourth in addition have material
that appears elsewhere in the symphony. The

First's introduction is Andante un poco sostenuto,

and it returns at the beginning of the recapitulation.

On Beethoven's precedent Schumann sometimes introduced -

or recapitulated - a group in a 'wrong' key at first,
only finding the 'right' key later on. In any case
he was capable of choosing an unusuai key area for a
thematic group, such as G minor (instead of the
ortnodox B flat major) for the exposition of thel
second group in the Rhenish and the analogous

C minor for its recapitulation. In the highly
unified Fourth Symphony there is no new material

' associated with the second-subject stage - only

a change.of key, as in many Haydn symﬁhonies.
Schumann's developménts are less Classically
competent than Mendelssohn's; and some lack

the unifying thrust of a single urge impelling

| —p—
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the development toward the recapitulation. New
material in the development is not uncommon -~ the
Fourth Symphony, for example, has a new pair of.
'themea, which engage in combat. The same symphony
has a partly ;uppressed recapitulation, which, ‘
however, deploys the second development theme at
the second-subject stage. The First Symphony,
apart from having a new theme in the deveiopment,
diversifies still further in the coda, which is
quicker, and introduces yet another theme.

Brahms used:a slow introduction in the opening
movement only once in his symphonies - the First -
and there it provides germinal anticipations of
the eusuing allegro, and is recalled in the cdda.
His second groups are powerful contrastis, and .

nowhere more so than in the Third Symphony, where -

the group enters in the unorthodox mediant (A major),

brings with it a metrical change (from 6/4 to 9/4),
anﬁ is reinforced by an unambiguous change of
instrumental colour (mainly woodwind based, as
against a mainly string-based first group). In
the Fourth Symphony the Ifirst grouﬁ, in E minor,
is followed by a second group placed unusually in
the dominant minor;. buf the.expositién ends inl*
B major. 3Brahm$s developments - thoroughly
1ntegrél; dynamic, single spans motivically

worked; dramatic and climactic - are among the
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most remarkable reincarnations ever of the
Beethovenian development. His recapitulations
can also be dramatic in ihe Beethovenian manner.-
His codas tend to be unlike Beethoven's in their
brevity and their avoidance of development.

Berlioz used the slow introduction gua slow

~introduction in two of his symphonies: the

Symphonie Fantastique and Harold en Italie. Both

follew the old precedent of anticipating a major-
mode allegro by a minor-mode introduction. Both
are unusually long and to a degree periodic rather

than motivic. In the Symphonie Fantastique

premoniéions of the idée fixe are deeply embedded
into the texture of the introductiion and germinal
to it. In Harold the idée fixe is proposed more
openly; and the secfion 5egins to sound rather
more like a slow movement than an introduction.
The adagio (in 3) and the allegro (in 6/8) are
perhaps more discrete, and, despite the obvious
thematic connections, more merely incidental to
each other than ever before in the symphony. In

the Symphonie Fantastigue the reasl development does

' not take place in the brief section between exposition’

and recapitulation but is saved for the long and
climactic coda. It is an aspect of this fluid, |
evolutionary movement that the recapitulation

arrives virtually unnoticed -~ and initially in
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the dominant, ettaining the tonic only after the
onset of the second subject. Harold; by contrast,
is a rigid, orthodox structure, scarcely mollified

by the reverse recapitulation. But it has a genuine
and compelling development. The coda, ag'in tpe
earlier work, is Beethovenian in its-lengfh and .
developmental nature. .

Formal norms are often disguised, reinterpreted,
or simply abandopned in the symphonic ﬁorks of Liszt
and his successors — as they were to a large extent
already in the later symphonic writings of Berlioz.
But more often they are still recognizable. Both

the Faust Symphany and Les Préludes, to take two

typical examples from Liszt, have slow introductions;
. both have anticipations of first-subject material.
The 'free' sonata of the Faust Symphony poses a
conflict between.multiple themes, or complex
subject-groups, defined roughly by their opposing
tendencies, one striving towards 'light', the other

towards ‘*darkness'. Les Préludes is in this respect

more regular: apart from the new, slower time-scale
which is not our concern here, there is hardly
-anytning more unv . ~bout the subjects than the
chqice of the mediant major instead of the dominant

for the second group. The development section of

Les Préludes may be described as extrapolatery and

-derivative rather than toughly analytic in the °

T e———
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Clagsical manner, and it has a big quasgi-slow

movement (Allegretto pastorale) interpolation.

There is a tonic recapitulation with the groups
returning in reverse order. The Faust Symphony
follows a brief, incremental development with a°
brief reprise. In Strauss the problems of
recognition become greater - though not in a

work such as Tod und Verkldrung, with its large

introduction pregnant with thematic germs of

what is to come, its meno mosso second group

50

in the dominant, its vast conflictual
development in which old material is made the
basis of proliferation and extrapolation, and
its succinct tonic-mejor recapitulation extending
" into a coda whose apotheosis insists - on behalf
of the whole pieEe - on its direct succession to
the.Beethovenian heritage. ‘ y

Wita the notable exception of the Fifth
Symphony, Bruckner did not use the slow introduction.
The.typical hushed stillness, the motionlessness, of
his openings suggest that he took instead the
beginning of Beéthoven's Ninth for his symphonic
model. The Fifth Symphony, however, opens with

an adagio introduction that is full of thematic

50. Strictly speaking the dominant is a less
orthnodox choice nere than, say, the relative
would have been, for the work is in a minor-key.

P ———— e
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cells and mobives pertaining to the whole work;
and they anticipate later conflicts in the way
they stand to each other in relationships of tense
thematic and tonal contrast. The introduction
returns at its original speed duriﬁg the.
development. Dika Newlin has keenly observed
that Bruckner's principal subjects can nearly
always be seen as a synthesis of the Wagnerian
melos and the 'particle construction' of the
Classical symphony. She cites as furtner proof
of this their 'classic symphonic urgency which is
symbolized by dotted rhythms or martial I-V-I

fanfares'.sl

Bruckner's second groups are
' sometimes in a siower tempo; and wnen they are
tonally unortnodox they are usually (e.g. in the
Fourth and Eighth Symphdnies) followed by a sequel
that ends the exposition in an orthodox key.
Bruckner's so-called third subjects proportionally
take up no more of fhe exposition than did Classical
codetta themes from which they are generically
derived, and they are normally related to previous
material. His developments, while of course on
a greatly expanded time—scaie, are still no less

real for tnat. They support and are generated

by a tonal drama as fully and functionally

51. Bruckner, Mahler, Schoenberz, pp.85-88.
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modulatory as any Clagsical development. The
recapitulations, ingofar as they are recognizable
as such, usually return the first group in the tonic,
but especially in the'later syuphonies - and partly
ow{ng to their developmental and recapitulatory
syntheses - the other groups tend to appear in
related keys. Thé codas seem long only in
relation to music an a different time-scale. They
are, like Beethoven's the dramatic outcome of the
movement - for instance, tragic in the Eighth
Symphony, in the Seventh a blaze of E major light
with the first subject resolved back into its

- tensionless common-chordal origians.

The remaining composers can be passed over
guickly, as they oifer little that we have not
already seen. Dvo?ék's_introductions, waen they
appear, are not always slow and sometimes c)intain
a motto that returns during the movement and perhapa
égain later in the symphony; that in the Ninth
Symphony is more conventional, being aperiodic
on the Classical precedent and foreshadowing the
cyclic first subjeét of the movement. If the
earlier developments tend to be pseudo-Classical,
by the time of the Ninth Symphony Dvordk had
brought a host of Classical developmenfal technidues

under his pen; the Ninth also has & developing coda.

T
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All Tchaikovsky's symphonies except the Iirst begin

with a slow passage that usually returns later in

the movement, and may appear literally or in

metamorphosis in othe} movements as well. Sometimes,

as in the Sixth Symphon&,'it is germinal to the-.

thematic material of the symphony as é whole.

Tchaikovsky's finest developments are satisfactory

compromises with Classical techniques: in the

Fourth Symphony he surrounds the first subject

with dynamic contfapuntal elements, finds new

and often dramatic settings for it, and varies

it; in the Sixth he fully extends the first subject
in the exposition and gleans from its organic

proliferations much material that is developmentally

susceptible; he also makes good use of transformation

in this symphony. 'His best recapitulations -
belonging to these same two works - are, lize
many of Beethoven's, precipitated by the climax
of the developﬁbnt and carried by its gatnered
momentum. Some of his codas introduce old
waterial in new-sounding transformations.

We turn next to the middle movements. Haydn's

slow movements deepen from the early binary-ternary

hybrid andantes into adagios, often in an elemeuntary

sonata form. Variations - of differing types and
in different hybrid combinations - are the most

popular form of %he‘later slow movements. Haydn's

—

- —




g6

« P

truly symphonic minuets - those which héve forsaken
their courtly inhibitions -~ belong to the symphonies
after 1785: indeed in No. 86 Robbins Landon has
discovered 'a miniature wovement in sonata form'.
Their trios are sometimes overtly thematically
related, sometimes contrasting. Mozart's slow
movemenfs follow a similar course of deepening
‘into broad adagios; the early symphonies (before
the great triad of %773) characteristically have
andantes, sometimes in the dominant, while the
andantes in some of the last symphonies are
usually profound movements bearing little
relationship to the earlier type. Sonata form
is not uncommon among the mature slow movements.
"Mozart's last minuets are allegrettos, fully
symphonicized movements capable of exploiting
the possibilities of contrast between minuet
and trio to intensely dramatic ends - as in the
G minor Symphony. Occasionally Mozart wrote two
independent trios.

Beethoven's slow movements tend to be adagios
or andantes - with the allegretto 'march' movement
- of the Seventh Symphony and the allegretto scherzando
of the Eighth as the two notable exceptions. Sonata,
rondo, and variation, are among the forms used. .In

the Second Symphony the slow movement is situated in

v e p——
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the unusual key of the dominant. the title 'scherzo!

is used in only two of the symphonies, but it is

appropriate to all - including the First, with

-its allegro molto e vivace indication. Remarkable

-

among the scherzos are those in the Fourth, Sixth,

Seventh, and Ninth Symphonies, whose trios call for

"~ a change of tempo, thus moving the movement away
from the more homogeneous Classical type; in two

of these symphonies, moreover, the Fourth and the

Seventh, there are two identical trios. The scherzo

in the Ninth is one of the first ever to be placed
second in a four-movement symphony, and also one
of the first to use sonata form for its scherzo
section - and is still more unusual for having

" the second subject of this sonata form in the key
of the flattened leading-note. Schubert'slslow
movements are basically more simply shaped ihan
Beethoven's - nearly all are ternary structures.
Before his Sixth Symphony Schubert used the word
minuet rather than scherzo, though the generally
rapid tempi and frequent syncopation of these
movements suggest that they are aifeady moving
towards the scherzo ideal. - The Ninth Symphony's
scherzo is in sonata form, and has a new theme in

\

its development.

- - ——
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Mendélssohn's Italian Symphony has an andante
'march' movement in the manner of the second movement
of Peethoven's Seventh Symphony; the work's scherzo's
has & trio unusually situated in the dominant. - The
scherzo of the Scotch Symphony is unconventional on
four counts: it appears as the second movement, i%
is in simple duple time instead of triple, it is a
sonata movement, and it has no trio. Schumann wrote
two successive slow movements into his Rhenish symphony,
neither of them in itself very traditional: the first
is a brief intermezzo, the other a majestic neo-3aroque
polyphonic movement. His other slow movements - with

the exception of the adagio espressivo of the Second

Symphony - are a@lso genre pieces: a larghetto and a
romanze, the latfer in the dominant minor. His
scherzos are still moré eccentric. The First and
Second ‘Symphonies have two dissimilar trios; in

the former, one trio is in a quicker tempo, and in
the latter the scherzo is in 2/4. The Third
Symphony, like the Second, has the scherzo as the
second movement{ and it is an original synthesis

of orthodox scherzo-and-trio form and sonata form,
in which the trio is equivalent to the development,
and in which there is no recapitulation of the

second subject. Though marked 'scherzo', it is |

moderato in tempo and really more like a Liéndler.
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The Fourth Sympﬁony, like two of Beethoven's, has
two identical trios. In Brahms, too, adagio is
the atypical marking for the slow movement:. three
out of the four in the symphonies are andantes.
The scherzos slow down to allegrettos. None is-.
unequivocally in scherzo-and-trioform - least of
all in the Second Symphony, where the movement is
a theme and variations, and in the Fourth, where
the movement is a sonata structure. In the First
and Fourth Symphonies; moreover, the movement is
in 2/4. ‘

With Zerlioz the genre piece still more infades
the centre of the syﬁphony, sometimes, as we have seen,
bringing with it an exclusiveness that undermines unity;
sometimes, too, the character of the genre overrides
the inherited character of slow movement or scherzo.
Thus the allegretto march in Harold is less of a
symphonic movement than is tpe second part of
Beethoven's Seventh symphony, which is its precedent,
and the serenade ip the same work is hardly a scherzo,
though tae flanking sections of its ternary structure
are certainly scherzo-like. (The mévement can of
course be seen as a free reinterpretation of the | ;
scherzo-—and-trio idea, tanough in infeése formal

\
ro OI‘tiOHS) . Toe Symchonie FTantasticue has two
P e —

unusual 'scherzo' movements: the 'Valse' (on the
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analogy of the symphonic use of the miniet and the
ILindler) which falls second, and the penultimate
'Marche.aﬁ supplice', in sonata form.

In the symphonic works of Liszt and Strauss, .
as we have already suggested, slow movements and
scherzos generally exist, if at all, in'éﬁe forg
of radical reinterpretations which preserve something
of theif principle but usually little of their outward
shape or definition. It is in the symphonies of
Bruckner that the great Classical and Beethovenian‘
slow movements ﬁnd scherzos come once again to life..
Not for half a century had there been adagios of such
breadth and profundity as are found here. Though
vast, these movements are nearly always basically

ternary structures; the adagio of the Sixth

Symphony, in sonata form, is the notable exception.

Sometimes they bear an extraordinary tonal relationship‘

to the principal key of the symphony: +the slow
movements of the minor-key Third and Eightﬁ Symphonies
.are in the key of the flat supe}tonic major, and that
of the D minor Ninth in the (natural) supertonic major.
Though Bruckneriusually calls his scherzoé explicitly
by that name, they commonly owe a good deallto the .
Schubtertian Landler - and their irios may do so as
well. The exclusively scherzo.sections of these
movements are characteristicallj in a concentrated

sonata form. One scherzo and three trios are in

-

-
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duple éime, and most of the trios, and very
occasionally even the second subject of the
sonata—schefzo, prescribe a new tempo. In the“
Eighth and Ninth Symphonies the scherzo is placed
second. ‘ ¢ :
Franck's merging of the central movements in
his D minor Symphony takes the form of an allegretto
ternary movement in B flat minor in which the central
G minor section is scherzo-like and-even has its own
'trio' im the flat submediant major. The repeat of
the scherzb merges and then fuses with the reprise
of the first section to complete what is a highly
original movement. Dvordk's slow movementsare
andantes or adagios, usually in ternary form; his
scherzos are charac?éristically furiants, though

he was also capable of writing a slower and more

graceful Brahmsian intermezzo—type'movement - such

aé the wistful allegretto grazioso of the Eighth
Symphony. Tchaikovsky's slow movements show us
-nothing neﬁ until the Sixth Symphony, which takes '

the unprecedented step of having a full-scale

adagio as the finale. His scherzos owe something

to Berlioz -~ particularly with regard to the
.symphoniclzation of the waltz (in the third :
movemﬂnt of the Fifth Sympaony and the 5/4 'waltz'

" movement of the_Sixth). His symphonic assimilations
of the march are ﬁe:héps elso more indebted to Berlioz

) - ; . I
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thén fo other composers who had similarly incorporated
it'(conside: especially the third movement of the
Sixth Symphony and fhe trio in the scherzo of the
Fourth). And indeed the very use of two 'scaerzos'
in the last gymphony, as-iﬁ the Third, is a structural
idiosyncrasy which has a precedent in Berliaz. In
the matter of key-schemes Tchaikovsky was much more
orthodox than Borodin and Balakirev; for instance,
the slow movement_pf’Borodin's First Symphony is in'D,
while the principal key is E flat, and the corresponding
movement in Balakirej's Fifst Symphony is in D flat,
while the main key is C; and the scherzo of Dorodin's
SecondISymphony is ih F, a tritone removed from the
principal key of B. Also worth noting is that the
slow movement of Ba}akirev's First Symphony is,
ﬁnusually, a sonata-rondo, still more irregular

for having itssecond subject in the key of the
sugmented second; his Second Symphony has a slow
movement called:'Romanza', éfter the early Romantic

type. The scherzo of Balakirev's First Symphony

~falls second. The same movement in his next symphonyn.

‘has its scaerzo section in a sqnata form which, during
the reprise after tne trio, replaces the old second
subject with the trio theme. - .

In the last part of this more detailed, out
necessarily brief, survey, we must examine the hisfory
of the finale. 6uité early in Haydn‘s symﬁhonic

career he began to take special care of the finale;:

e
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even before the Sturm und Drang he gave it a new

dramatic emphasis. His early fivnales were ternary
er rondo affairs, but from about the time of his
meeting with Mozart he started to add an intellectuél
strength to the movement by crossing rondo with .
sonata; +thus came into being what we know as the
sonata-rondo. Thereafter Haydn used sonata and
rondo separately, as well as in their new hybrid
combination, to shape the'finale; but in tﬁe'
'*Salomon' Symphoniés he relied on highly
individualized and often complex sonata-rondos
almost to the exclusion of other forms. llany

of the finalesbwhich have contact with the sonata
principle are characteristically monothematic.

Once again we find a parallel in lMozart's
development. As early as 1773, wnen lozart

first came under the influence of Haydn's Sturm
und Drang symphonies, his finales became heavier
movements that often approached the first movement
in ‘importance; part of this new importance was due
fto the 'seriousness' acquired by the finale in its
adoption of sonmata form. All the last great
symphonies of Mozart employ the sonaté principle

in the finale, though they are unlike-Haydn's
finales in the way they remain generally \
untrammelled by associations of rondo; the
exéeptions are the Haffner and Frague Symphonies

in which the successive reappearances of the
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_principal subject suggest a fusion of rondo with

sonata form. The Jupiter is the finest of the
‘rue 'finale symphopiesﬂ having a last movement
that is not only strong and dynamic in its own
rizht but is also adequate to the collective
impetus of the foregoing movements and is the
goal of the whole symphony. Its famous enlarged
coda anticipates Beethoven in the way it summons
yet more energy to bring the movement to its-
highest climax Eed to load the symphony to
apotheosis. ' | |

Beethoven fully realized the emanicipation
of the last movement and consolidated the 'finale
symphoay"'. For this movement to be the dramatic
focus of the:whole sympnony and its denouement it
wés necessary that it gather to itself, either by
explicit recollecfion or implicit reference, and;_
always by transformation, something of the rest
of the symphony; i.e. that,it-offer itself as
in some sense the answef to the contrédictions
of the previous movements or, more correcfly, :
as the accommodation of those confradictiona .
in a synthesis on a higher dialectical plang.
The most explicit recall is iﬁ the finale of
the Ninth Symphony; waich épens'with a dramatic

and unambiguous 'review' of the previous movements.

Another imstance of overt recall ig in the Fifth
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Symphony, where the pervasive use of the four-note
motif links the finale with the first and third

movements, and in which the main scherzo theme

-returns necar the end of the development. Beethoven's

finales, like those great ones of Haydn's, have an

individuality and an unpredictability; like Haydn's,

too, they arec sometimes formal hybrids. Thus in
the First Symphony the finale opens with a slow
introduction, in tﬁe Second it is a baffling,
subtle blend of sonata and rondo, in the Third

it begins in G minor rather than in E flat major
end is a variation movement, in the Eighth it is
‘a rondo with clear suggestions of sonata, and in
the Ninth a fusion of variation form with what

' Hans Keller has cal%ed a suppressed sonata form.
Otherwise the finalés are commonly sonata or

rondo foras. The 3eethovenian finale of thematic
revelations; triumphant resolutions, and a'COda Y
apothecais; becwin Lheraeniuant WoAeds Ehrthe, 5

nineteenth century.

Schuvert's finales, however, do not usually

‘attempt such total and logical syntheses. His
finales are not the triumphént outcome of the
conflicts of the previous movements s; much as
& climactic asszertion Offthg power of song fo

transcend those'conflictQ:T Wnen they do-aftempt

a Beethoven-like victory -~ as in the € major

A
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conclusion to the C minoxr TFourlh Symphony -~ the
result, as we have pointed out, is a facile and
unconvinciné gesture. His finales are all sonata
structures, though they tend to be still freer

than his first movements;" Mendelssohﬁ‘snScotch
and Italian Symphonies in their own way acknowledge
the Beethovenian finale. The first does so rathexr
glibly in the way the coda suggests a culmination

and release from dualism by the introduction of a

new periodic and hymnic melody in an allegro moderato

assai tempo. The Italian, on the other hand, has
censiderably more originality. Its procedure is
based on a full inversion of the Deethovenian ethic
of victory: it ends not with a cumulative outburst
but in defeat, running.down despairingly as if from
exhaustion; it is one of the first symphonies to
allow the Beethovenian principle of conflict to
issue in failure instead of triumph. Bota theée
finales are sonata forms; +that in the Italian is
also more interesting for its technique of
suggesting dramatic progress by substituting new
material for the o0ld at the second-subject stage

of the recapitulation and amalgamating this with
coda function.

Sharing Mendelssohn's lack of a full mestery

of the Classical dialectical method and of RBeethoven's

technique of significant transformatibn, Schumann
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sometimes also harncsséd a new theme tﬁ'the coda
to clinch the dramatic resolution - guch as he
occasidnally did in codas to other movements ag
well. In the Secoud Symphony the coda theme is
hinted at earlier in the movement, and in the
Fourth the rousing, climactic new theme drives
the coda ever guicker to its end. = The coda of
the Third Symphony is more subtle in that the
deéelopmont's discovery of a triadic Urthema
which obtains for the whole symphony, but sounds
like new material, is used together with other
thematic resolutions, and recollections of earlier
parts of the symphoﬁy, to build tne coda to a
great climex. All Schumann's finales are sonata
forms; anmong t@eir individualities are the use
- of a slow introduction in the Fourtih Symphony,
the omiss;pn of the Tirst subject from tae
recapitulation in the same movement, and the
dovetailing of development and ;ecapitulation
in the Second Symphony.

If Brahms grew ever less able to write a-
Beethovenian finale of triumpn it was not for
want of tecanique - whicn ne had in abundance -
but for rezszons waich nave something ho do with
his having been born in 1833 rather than 1770.
Only in the First Sympaony did Brahums attempt

t0 recreate and inhabit Z2eethoven's world of

N e e B T I T
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heroism. There the finale's allegro emerges
triumphantly in C major out of the troubled
C minor adagio which introduces if, and puts
down attempts to undermine it before culminating
in the apothéosis of the coda. By the Third
Symphony the change is marked. In the finale,
the second subject's C major opposition to the
F minor first subject has a facile optimism.
It cannot triumph, as the sostenuto coda reveals
when it slowly loses energy and momentum, and
dissolves the movement into an ethereal, sighed
remembrance of the once strenuous and impassioned
opening theme og the first movement. This is
thematic resolution indeed, but it is not a
fulfilment of the heroic aspirations of the rest
of the symphony. There is no triumph, only
resignation to the faci that the Seethovenian
world of achievemenf is unattainable. In the
Fourth Symphony the change is complete. The
finale is still the climax, focal point, and
resolution of the symphony, bﬁt now in formal ¢
stoical terms; dualism finds synthesis in the
monism of a profound and laconic passacaglia.
The finales of Berlioz are in maﬁy ways the
most unconventionaljwe have so far encountered, ‘

though whatever else happens they still retain
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& sense of essential dramatic completion and climax.

The 'Songe d'une nuit du Sabbat' in the Symphonie

Fantastique is an unusual type of through-composed

gectional form, starting with a larghetto
.introduction; The movement realizes the 'destiny!
of the thematic lives of the éymphony, and does so

in terms of a friuﬁph wnich is a perversion - or |
inversion — of the Beethovenian model: if it is
a victory it is a diabolical one.. In this way
~ the work has some relation to Mendelssohn's Italian
Symphony, and also - though much less - to Brahms's
Third. The reminiscences of former movements at
the beginning of the finale of Harold have an

immediate precedent in 3Beethoven's Ninth Symphony.

. But the movement, though preserving a sonata 'shape‘,'

is gtatic and ritornello-like; it uses a
recapitulation that is absolutely identical with
the exposition, a departure from dynamic principles
that is not redeemed by a second quagi-developnent
in the coda. (This postponed development is a
procedure that recalls but does not repeét the
success of the first movement of the Symphonie

Fantastique). The coda replaces G minor with

G majore. As for the symphonic poem,-.we indicated
in our earlier discussions that Liszt aud Strauss
made it a single-movement synthesis of the multi-

movement traditional symphony; we need therefore

Ty
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‘oenly remind ourselves that we saw there that the ’
symphonic poem pursued a 'symphonic' notion of
thematic 'destiny', and that this could end in

an inversion, as well as in a pregervation, of the

g

Beethovenian finale ideal.

It is to Bruckner yet again that we have to
look to find the most explicitly intended and most
fully realized Beethovenién finales of the
nineteenth centufy.; These finales accept the
contrasts of the prévious movements in all their
complexity and atteﬁpt no less than their total

synthesis. Sometimes, as sometimes also in

Beethoven, part of the machinery of this

et p———

process is apparent: in the Eighth Symphony,

for instance, the principal subjects of the first ;
two movements afe recalled near the end of the : __i
movement, and then, for the last thirteen bars

of the work, the main ideas of all four movements !
appear simultaneously, resolved triumphantly over f
a C major common chord. Other explicit
recollections occur in the codas of the Third
and Seventh Symphonies; and nearly all thel i

finales embody at some stage veiled reference

to previous movements. The Fifth Symphony 5
follows the example of Beethoven's Ninth in
beginning its finale with a review of themes

from earlicer (in this case the first two) movements.

-
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Generally too the finales involve their first
movements by a structural and thematic affinity

with them. All reach glorious major-key apdthcqses.
Formally the finﬁlés are highly sophisticated sonata
structures sﬁowing:the same types of peculiarity as
the first movementis, but connecting with a long
tradition in their architectural freedom and
individuality, and their resistence to categorization;
it is even more true of the finales than of the first.
- movements that they are composed against; rather
than in, sonata form. One of the most interesting
of the movements. is in the Pifth Symphony: there
sonata achieves synthesis with a fugue on three
‘subjects in a finale whose-general precedents

are to be found in Haydn and iozart, but above

all in fhe late works of Beethoven.

DvoYdk's finales operate within a fairl;
conservative frameworlk. Sonata forﬁs are common;
an interesting exception is the Eighth Sywphony
which has as its finale a theme and a series of
variations amounting to a broadly ternary form.
~ Phe finale of the Fiftha Symrhony begins in the
‘ ‘virong' key of A minor before moving eventually
to the 'correct' F major - a proceduré which we :
will remember was used by Beethoven, and later

also by others (for instance by BEruckner, in nis

Bighth Symphony). Dvordk's finales favour

-
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recalling, either explicitly or in the partial
guise of a 'mew'theme, the first subject of the
opening movément. But nowhere are the recollections
_Imore thorough than in the Ninth Symphony where the
. coda confirms the 'discoveries' of the developmept
that we spoke of earlier (see page 72), and
interweaveg the principal subjectsof all four
movements and the introduction to the second.
Tchaikovsky's finales make two important
innovations: +the Sixth Symphony has an adagio
for a finale, and the Third a polonaise.
(Balakirev's First Symphony has a finale coda
in tempo @i polacca). In the Sixth Symphony

we have another instance of the type that connectis

. with the Beethovenian ideal by inverting it. Instead
of a final winning through to apothcosis this last
movement submits to a final catastrophe: +the sgecond
subject, an opposition to the first subject in the
symphony's prevailing opposition key of D major,
collapses cataclysmically and hurtles downwards

through a stringendo string passage into the

finally ineluctable main key of B minor. There are
.anticipations of this inescapable tragedy elsewhere
in Tchaikovsky's symphonies; It lurks in the
Fourth, for example, but there it is up to a
point simply evaded: just before the coda in
the finale the first movement's fateful fanfaré

intrudes, insisting that the high spirits of the

———
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recalling, eithér explicitly or in the bartial
guise of a 'new'theme, the first subject of the
opening movément. But nowhere are the recollectiong
fmore thorough than in the Ninth Symphony where the
. coda confirms the 'discoveries! of the developmept
that we spoke of earlier (see page 72), and
interweaves the principal subjectsof all four
movements and the introduction to the second.
Tchaikovsky's finales make two important
innovations: +the Sixth Symphony has an adagio
for a finale, and the Third a polonaise.
(Balakirev's First Symphony has a finale coda

in tempo di polacca). In the Sixth Symphony

we have another instance of the type that connecis

. with the Beethovenian ideal by inverting it. Instead
of a final winning through to apothcosis this last
nmovement submits to a final catastrophe: +{he second
subject, an opposition to the first subject in the
symphony's prevailing opposition key of D major,
collapses cataclysmically and hurtles downwards

through a stringendo string passage into the

finally ineluctable main key of B minor. There are
.anticipations of this inescapable tragedy elsewhere
in Tchaikovsky's symphonies; It lurks in the
Fourth, for example, but there it is up to a |
point simply evaded: just before the coda in
the finale the first movement's fateful fanfaré

intrudes, insisting that the high spirits of the
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movement are no final answer to it - but then
the symphony merely picks up its former manner
and escapes into the exhilarating coda. Sonata

form finales are cownon in Russian symphonies in

.
-

the last third of the nineteenth century.

v

Our brief history of the pre-twentieth-century
symphony is at an end. The study of a century-ané-
a-half of symphonic writing has shown us how the
forces of renewal, operating between the.poles of
strong conservation and imaginavive reinterpretation,
transmitted the Classical sympnony eand pafﬁicularly
its Beethovenién manifestation throuzn the |

nineteentn century and obrought it, still a living‘
organisnm, to the déwn of the twentietn. He are
now ready to turn to the twentieth century and to
try to understand the nature of some oi the

symphonic developments that have taken place in it.

i
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CHAPTER 2

I

At this point 'survej‘ ends. No longexr shall-

we be concerned with an attempt to be anything like
‘comprehensive'. Nevertheless, our way of
proceeding will try to be as logical as possible.
We move on now directly to an examination of
twentieth-century éymphonies that preserve
conventional forms but begin to depart moderately -
yet significantly - from themn. Works that are
'*wholly' conventional in structure will not be
dealt with, for the obvious reason that, since

© they add very little to our knowledge of what

a symphony might be, they belong to a general
survey rather than to a limited study of the
continuing evolution of the symphony in the
twentieth century. In this chapter, taen, we
shall be concerned with symphonic features that
carry on progressive developments, or that
extrapolate from hints in earlier symphonic
practice, or that are themselves gquite novel -

but always with the limitation that none of these
developments will go so far as to seem to call into

question the existence of a relationship with some

well—-founded aspect of traditional symphoniec practice.
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We shall be cowncerned with developments wmade on

the basis of this practice, rather than.with

radical departures frém it: that is why we can

speak of 'moderate' innovations. In addition

to this, one further limitation - and a crucial

one - is implied. It is that the works {o which
these moderately ivnovatory features belong, and
which are cited as examples, are still 'conceptually*
symphonic in the sense running tarouzh this entire
study: namely, they are essentially and definitively

preoccupied with the traditional problem of sonata

dualism.

- II

With the weakening or disappearance of tonality
as a structuring element, composers have looked for
other ways to control their (often agglomerative)
material. One procedure that has suzgested itself
has been to divide wnat might otherwise have been
a single complex movemsnt into two or more movements;
or put differently, to strengthen the bond between
discrete symphonic movements by maintaining between
two or more of them some affinity of Qtyle, idiom,
or canaracter. This is doue over and above the
usual fundamental taematic unity that can be taken

for granied in most sympnonies.

A
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The genre of the scherzo seems to lend itself
well to this kind of trecatment: and there is of
course a Tawmous precedent (mentioned earlier -

see page99 ) in the Symphonie Pantastique. Iahler's

Ninth Symphony, for insfaﬁce, like say, his Thifﬁ,
spreads a general 'scherzo' style over two of its
movements (movements two and fhree). The first
of these is a Lindler with two consecutive trios,
and the second the defiant and savagely parodistic
'Rondo Burlesque'. ind there is an intimate
dramatic and temporal connection between these
two movements that reinforces our sense of their
being, from one point of view, a single complex
movement written as two. The Lindler had begun
as an attempt,; through the symbol of the dance,
tp recreate the vanishing world that was s0 much
the cause of?}irst movement's conflict. But tae
vision of the old world did not come easily; the
picture was distorted. Diatonicism became
overloaded with chromaticism and by the imminence
of other tonal centres; tonality frequently
seened on the point of breqking down. The mood
of the movement became increasingly hysterical,
and the distorted, conjured-up worlad faded Before
ovr-eyes in the coda: thus the bitter varody, the

grotesquely reductive view, of the 'Rondo Burlesque'.

- —— ——
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A somewhat si%ilar state of affairs obtains in
Shostalkovich's Eightn Symphony. Like lahler,.
Shostakovich spreads a scherzo character over
movements two and three, and adopts the common
gcherzo-and-trio form only in the first of them.
But unlike the Mahler of the Ninth Symphony, he
places the second scherzo movement in abrupt and
powerful contrast o its companion piece. In
the first scherzo movement, despitc the orthodox
form, there is no mere literal repetition, and
the whole grows spontanecusly to a central climax.
But the quicker second scherzo is a dogged and
imperturbable movement of amazing symmetry: a
ternary form in*which a militaristic and tuneful
central section is_framed by a trenchant moto

perpetuo of compelling regularity. The contrast

is obvious; yet in a long work of fierce conflicts,

two of the central movements are drawn together
(despite the duality between them) by this
affinity of genre. The procedure here is very
similar {to that in Mahler's Second Symphony
(movements two and three).

One also finds a_symphbnic scnerzo divided
into three movements. In that probagly unique
synthesgis of sYﬁphony and song cycle, Mahler's |

Dag Lied von .der Erdc,% movements three, four

Lo The work isg subtitled 'A Symphovy for tenor,
contralto (or baritone), and orchestral,

——— S —————* ——
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and Tive (*Vou dér.Jugend', ‘Yon der Sﬁhﬁnheit',
and ‘'Dexr irunkeue im FPriihling') may be taken
together for they quite obviously share affinities
of mood, and concern themseclves with some of life's
pleasures = youth, beauty and intoxication by wipe
and by spring. Tﬁey stand collectively in sharp
contrast to‘the other movements of the work,
textually and musically. They are predominantly
major in key, bright toned, lively, uninhibitedly
happy; +they are also all relatively shoxt. it
is thus fair to see tanecir function in terms of |
the symphony as a waole as that of a ;multiple
scherzo'.

NMovements other tﬁan scnerzo may also be
subdivided. Mahler provides felicitous instances
here too. In the Third Symphony, the fourth and
fifth movements obviously fall together through
being the only vocal movements in the symphony
and througn the way they complement each other
by sbeaking respectively of the grief and longing
of the human soul, and of eterpal paradise. In
the very vigorous ?if%h Symphony, the traditional
Tirst movement is subdivided into two separate
movements which, together make up what Mahler
delineates as Part 1. The first of these presents
the material: +the second takes it up, nearly in its
original form or otherwise in varied form, and

develops it. Here the method of splitiing up

- ————— i ———
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a single.movcment into a multiple movement
clearly giﬁes hiahler a way of controlling his
material. It is a principle of restraint,
wholly in keeping with the neo-~Classical
disposition of the work. The first part of

the multiple movement is a 'Trauvermarsch' in

C sharp minor and straightforward rondo form;
the second part, in which tue moods of the first
are largely unrelieved, is a complex fusion of
rondo, sonata, and variation forms.

So far all the movement sub-divisions we
have seen have resulted in a multiplicity of
consecutive or conjunct movements. This is
. the obvious solution; but there woula appear
to be no reasoniwhy a disjunct placing could no%
result: i.e. one in which vhe various 'parts’
vere seperated by a different movement altogether.
Indeed llahler's Seventh Symphony provides an
instance of this. Both the slﬁw movemeqts are
titled 'Nachtmusik', suggesting different parts
of a multiple movement. 3ut they occur as
movements two and four in the five-movement
work, are situated respectively in C minor and.
F Major, and are separated by a siniater N

schattenhaft scnherzo in D minor.

Another controlling, form~giviong operation

gometimes used by sywmphonists of the iwenvieth-
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century iQ the combination, within a single
movement, of two (or more) structural principles.
Thus, for instance, sonata organization is added
to variétion forms, to scherzo movements, %o
rondos, and is synthesised with fugues; Qariatibn
prineiple is united with rondo or ternary shapes;
and s0 on. Let us look at some examples. The
first movement of Vaughan Williams's Eighth
Symphony is a'éompléx synthesis of monistic
variation form End orthodox dualistic sonata
structure. An initial complication is that the
movement (called 'Fantasia') is a series of

variazioni senza tema: +there are no unambiguously

stated thematic 'positives'. One important

" consequence for the inherent sonata structure
Tollows from this: in the absence of any

| absolute point of reference, such dualistic
cppositions ag tﬁerp are, are free to define
themselves anew continually; +the opposing
tendencies in the music aré differently
characterized at different times. The two
opening variations belong together, the first
introducing material that the second subjects

to soﬁe development. If the latter is rapid,
diabolic,-chromatic, and with prickly syncopatioﬁ,
the third variation (andante sostenuto and C major)

is precisely and dramatically the opposite. This

s
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cantabile section arrives ﬁith the force of a
second group of a sonata exposition - which in
terms of the inﬂerqnt sonata structure is
exactly what it is. From the sonata viewpoint,
the fourth and fifth variations are the &éveloPﬁent
gsection, the former developing mainly the first
variation, and the latter mainly the third. The
development seems %o overflow into the sixth
variation. But this section is also a revision
of the second variation; and when it breaks off
suddenly (es it did in the 'exposition') and is
followed by the affirmative seventh variation,

an andante sosténuto and a varied return of the
third, we realize that the movement is in the

" process of recapitulating. Furthermore, in
Beethoven-like fashion the music has grown
through conflict, and swells into a glorious

largamente passage in D major. The slow movement

of lMahler's Fourth Symphony might likewise be
considered as basically a set of variations
compounded with sonata organization.

Various possibilities exist for the fusion of
sonata form with scherzo structures. For a start
the trio may be treated as a second sﬁbject - a
procedureiused in Schumamns Third Symphony and \

adopted by Vaughan Williams perhaps most notably
in his Sixth Symphony. Here,as so often with

- —— e p—————
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symphonic movements that bring together and unite
different forms, any ‘'simpler' view of the movement
will fail to do justice to its complexity. The
“description of the Vaughan Williams movement
given by'mosf analysts -~ simply as a schéfzo

with a trio that returns after an expanded
reprise - wholly misses the dynamic, evolving
nature of the movement, its dramatic nature, and
the fact that it has the most extensive and the
most classical development in the whole work. A
more adequate view would see the opening scherzo
gection (mainly on a B flat tonic) as being
simultaneously the first group, and the trio
(setting out in C minor) as the second group.

The scherzo repeat is then the development -
though only of the first group - which initiates
a varied, abbreviated recapitulation; and the
reprise of the second subject is traditional in
this sense also, that there is now much less
differentiation between it and the first group,
since the heavy texture and the fortissimo
dynamic level are maintained. The scherzo
(titled *Humoreske') of Nielsen's Sixth Symphony
behaves fairly similarly,; the chief exception
being that it forgoes recapitulation after a
quaéi-development. Closer to the formal technique

of the scherzo of VaughanIWilliams's Sixth is the

- e — ——— - ————— ) |
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scherzo of the Third Symphony by Charles Ives,
The movement is a splended amalgam: not only
does Ives manage to develop both 'subjectis'
(the second within the boundaries of the trio),
but contrives also to turn the trio into a
sonata structure that is fully developed except
for a recapitulation! '

Just as Jves treats the trio as an 'independent®
sonata form, so also the scherzo section may be
treated in such a way. Indeed, this.wmanner was
implicit{ in many nineteenth-century scherzos
(Bfuckner's for example) and it is an idea that
bears fruit in the twentiefh—century. The Second
and Fourth Symphonies of Véughan Williams, for

instance, add sonata procedures to their scherzo
.‘movements by using this technique; but a more
intrlcate development of this idea is that worked
out by lahler in the scherzo of his Fifth Symphony.‘_
The following schema may suggest this intricacy: .
A major. Sonata exposition and a

: terse development but no récapitulation :

only a brief closing theme. The Bection

ends in D major.

B : B flat major. Another sharp contrast -
the first trio, a gentle Lindler.

A ¢ D major again, initially. A counter- .

' exposition, with another development.
Also acts'as a transition by anticipating
the themes of the next section.
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C ¢ D minor. The gsecond tric - another
Liindler. (Followed by a Classical
development of principal elements
from A, B, and C : the dramatic
crisis of the movement).

.

D major. General recapitulation of
principal elements of the movement,
all grafted onto a predominantly ‘A’
(i.e. scherzo). section.

Coda.

Begideg, this movement also contains a rondo
shape (ABACA); and one might perhaps do the piece
equai justice by explaining it as a rondo organization
of a scherzo-and-trio movement, pressed: into the
service of sonéta. As such, the complexity may be
new, but the appropriation of sonata thought by
rondo form has of course a long history. We must

‘'note that those two forms (rondo and sonata) offer
nevertheless anothér opportunity of formal combination
to twentieth-century symphonists. Indeed, the second

novement of the same Mahler Symphony fuses modified

rondo from (ABABABCAB) with sonata form (AB, exposition);

ABAB, development; C, interpolation or episode;
AB, recapitulatiog). More novel and intriguing
syntheses of rondo and sonata forms are those
systematically exp}ored by Fricker throughout his
Second Symphony. ° A special interest of tﬁese
syntheses is the occasional incompatibility, or

et least incongruity, of the two forms - where the

o ———— e A ———— —— —
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sectional poundaries of the different forms do not
coincide, but rather overlap. The final movement,
for example,.has a striking instance of tension
between.parallel rondo and sonata forms. The

" first section (i.e. group) which is of course

algo the rondo's refrain, propels itself to a
tonic D just before cue 5, and then gives way

to what may be takén to be the second section,

or the rondo's first episode. But at cue 8

the momentum of this section is punctuated by
three brisk chords, demarcating what then suggests
itself to be the beginning of the sonata form's
development - esyecially as it starts in a different

(meno mosso) tempo and after six bars recalls the

introduction to fhe movement. In rondo terms,
however, this is felt to be merely an interpolation,
" for the music now reveals itself as an extension of
what has gone before - i.e. the first episode.
Neither in mood, style, orchestration, or thematic
identity does it differ seriously from that first-
eplisode. 'Whaf has happened iﬁ fact, is that the
sonata form has thrown its development right across
this expansgive first episqde and has done so
emphatically, with a heavily stressed end to the
éxposition and start of the development. A great
structural tension results from this disjunct

correlation of the two forms.
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~ One further amalgam involving sonata is
worth mentioning:the combination of sonata with
fugue. An impressive cagse ig the finale of the
Sixth Symphony by Karl Amadeus Hartmann, yhich as
a sonata finéle on three fugues has a notable
precedent in Brucknex's Fifth Symphony. Harimann's
finale, however, is perhaps more easily assimilable
to traditional sonata outline than is Bruckner's:
in the twentieth-century work, the three fugues
correspoud broadly fo exposition, development,
and recapitulation. Simplest is the first fugue,
which counts as exposition if only because it
provides the material for the whole movement.
The second fugue simulates development by
fracturing and fragmenting its original lines

and by using other orthodox developmental techniques;

it is also the central pillar of the movement. The

third fugue is recapitulatory insofar that iv

approximates its subject closely to that of the

first fugve. Less thrbughgoing ig Walton's

approach in the finale of his First Symphony:

here fugue is confined to the second subject of

the exposition,‘and to parts of the development.
A1l the synthetic forms we have examined so

far have involved sénata organization of some kind:

i.e. '‘as one of their components. Though these

would appear to be the most interesting type of

emalgams, others do occur in symphonic writing -

Y ¢ T PP by
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combinations involving varistion principle, for
example. We have already seen fusions of variation
and sonata; brief mention might be made of two other
types. Ronﬁp and variation is a felicitous
combination, much favoured by Mahler. The Fiftﬁ

- Symphony is permeated by this unionj the Seventh
adopts it in movements two and five. Its
convenience in these works seems to be that it

allows the composer to make use of the strongly
unifying technique of repetition and at the same

time enables him to avoid straightforward reiteration
by creating an evolving thematic network. Or
variation technique may be combined with, say,
ternary form, as happens in the glow movement of

Prokofiev's Seventh Symphony.
1LT

Among the problems facing twentieth-century
symphonists disposed to make use of orthodox form,
is the problem of recapitulation. In the Classical
_era there was a patent musical logic at work within
. structural repetition: indeed, the two procedures -
repetition and logical continuétion -'were really
inseparable, for they both stemmed from the formal
Classical aesthetic. This unity (as we saw in

Chapter 1) became problematic after the Classical

~
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age proper, es music began to demand new kinds of
struéture - often as a consequence of the unfolding
in the music of an explicit symbolic (or even
programmatic) content. This problem persists
into the twentieth-century; but its solution
seems to be somewhat simpler how, since symphonic
composers apparently have fewer scruples about
bending orthodox form to suit their needs, and
even forgoing recapitulation altogether when
~ necessary.

A particularly notable case of a 'musico -~
dramatic' situation rendering formal reprise
pot merely redundant but actually 'impossible',
is the scherzo of Sibelius;s Fourth Symphony.
Throughout this work the interval of the tritone
plays & highly disruptive role; in the scherzo,
;it begins to work its corruption in the doEJib
piu_lento section. This is generically the trioj;

it has no stable tonality, but B, the key tritonally-

distant from the home tonic (F), offers itself
strongly as a potential tonal centre. F and B
now lock in a fruitless, annihilating strife that
soon brings the movement to an end. At the
conclusion all that is left of the briginal
material is the merest ghost of the first theﬁe,*
which flickers to life within the domain of B

and is promptly smothered, and a vaguelmemory.

e pes ——
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of the principal to;ic, gstruck lifelessly upon
timpani soli. Theée are also all that remain
of the spirit of reprise that in a classical
work would have brought back the first part

of the scherzo at this point. Here no return
is possible - perhaps because no pre~established
- order has meaning in the face of such internal
conflicts. This movement omits reprise from

& scherzo-and-trio form; the slow movement

of Nielsen's Fourth Symphony (The Inextinguishable)
omits reprise from a sonata structure - and for '
similar 'dramatic' reasons. The first subject
begins as a writhing string line, with a

desiccated timpani and pizzicato accompaniment

that is brilliantly macabre; the contrasting
gecond subject haslé disarming simplicity.

These meet in contrapuntal combat in the
development; when the second theme has found

an ostinato to match the first's, the battle
freezes into stabilitj. There is no recapitulation:
both themes are spent, and in the ewnsuing relative
calm motives from them fly about fragmentarily. A
somewhat different 'dramatic' situation occurs in

the finale of Honegger's Sympnonie Liturgisues:

here it is not that aftef sonata counflict there_‘

is not enougn energy for recapitulation, but

rather that there is, in a sense, toc much:
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the apotheosis within reach after the development

ie of a kind of ‘other worldiness', realized by a

slow hymnic epilogue situated in the relative of

the dominant of the symphony's principal tonal

centre. - '
Sometimes only a part of the recapitulation

" is rendered ‘dramatically' superfluous and thus

omitted. In the sonata-form finale of Shostakovich's

Fifth Symphony there is nc éecond—group reprise: in

leading from recapitulatory hesitancy to an ultimate

and triumphant solution of i's, nnd the symphony's,

problems, the first group has supcrseded the

majestic second;. for the gecond group to return

now would be gratuitous and formalistic. Much

the same takes pléce in the finale of the same

composgser's Seventn Symphony. How successful -

indeed how necessary - such measures are in

symphonies with a certain type of dramatic

contént, may be inferred from works which fail

to make a sufficient amendment_to their recapitulation

when this seems called for. An example is the first

- movement of Mahler's Third Symphony, which suffers

from a contradiction between a fluid exposition tpat

takes shape under dramatic - perhaps éven programmatic -

- forces, and a somewhat formalistic recapitulation;

'My work', said Mahler, in a letter tc Anna von

Mildenburg, in July 1896, 'is a musical poem
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’

embracing all stages of de#eloPment in a
progressive order; it begins with inanimate
nature and rises to the love of God!l' The
first movement poses a conflict between the
first—subjecf complex - a symbol for Mahiér's
'inanimate nature' - and the second-subject
complex, which syﬁﬁolises the life-~force of -
'summer marching in', and finally triumphs over
the first group. In the exposition the themes
take shape slowly, dramatically, interacting
constantly; after this formal freedom the
recapitulation -~ despite abbreviation - sounds
stiff and contrived, a formalistic reprise in
an otherwise freely and dynamically generative
movement.

At the same time, recapitulation may be
truncated or omitted for reasons which have
nothing to do with any overt 'dramatic' or

symbolic significance. Britten's Cello Symnhony

has a sonata-form third movement that forsakes
recapitulation of its second group apparently

in order to be able to bring it back, transformed,
as the main theme of the linked final movement:
this certainly resulté in fine formal.integrationo
‘The finale of Walton's First Symphony recapitulaté;
no more than the grand preface which opened the .
movement; the first subj;ct is there only by

implication.
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None of our examples of varied recapitulation
has come from a symphoniclfirat movement., This
may perhaps indicate -~ though it is impossible to
be sure ~ that composers have a freexr attitude
1o recapituléfion in later movements than*they
do in first movements; however, it shouid not
suggest that first movements are quite exempt
from this kind of treatmenf. Two of the works
cited (Siﬁelius's Fourth Symphony. and Walton's
First) do in fact in their first movements forgo
a reprise of the second subject; and in a work
such as Copland's Second ('Short') Symphony,
recapitulation is forfeited altogether in each

of the three movements - or at best merely

suggested.

A further liberty with sonata form sometimes

taken by twentieth-century composers is a breaking

down, by various means, of any too-firm boundaries

between development and other sectiong of the
movement - for instance; between development and
exposition. Developmental tendencies existed of

course within ‘'non-developmental' sections of

Classical and nineteenth-century sonata structures -

between or after formal thematic statements, for
ingtance; some twentieth-century symphénista

have built upon this tradition, with the result
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often of blurring the definition of discrete
sections.  Walton's First Symphony approaches
this comdition in its outer movements by making
working—out integral to much of the music's
progress. fhus in the first movement, apart
from the greater number of keys that are passed
through,; and a greater concentration of certain
motives,; there is nothing fundamentally different
between the 'official' development section and
other gsections of the movement. And in the
finale, the first subject exposes a good number
of its developmental possibilities tefore the
second subject arrives. Similarly, in the
finale of Shostakovich's Fifth Symphony, the
first group ventures into an 80-bar development
almost a® once: it is unshakable once it has
started developing, and the second group, in
order to make itself heard, has simply to
interrupt. Even then the first full statement |
of that group does not take place until some

bars later - the time it takes for the orchestra
to be brought under control and gradually fixed
to the dominant of the second group's approaching
tonality. Nielsen, in the first novement of his
Sixth Symphony, vests this procedure with the

special significance that the second group appears

'

as & gous=quence of the first group's development:

. §

|
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it is a 'discovery' about that first group.2 The '
finale of Shostako%ich's Seventh Symphony 'displaces®
development not only bf interposing it between the
'exposition of the subjects, but also by 'postponing’
it so that i£ occurs gimultaneously with the
recapitulation of the first group.  From one

point of view the latter amounts to e dovetailing
of development and recapitulétion — a synthesis
mastered by Bruckner and frequently achieved in

"the twentieth-century (the first movement of
Shostakovich's Tenth and the finale of Stravinsky's

Symphony in C are other instances). Of coursge

the displacement of development in that Shostakovicha
finale - as in some of our other examples - means
" that we can actually speak of two developments.
And if two are possible, then why not more? .
Indeed, the scherzo of Mahler's Fifta Symphony
has three. If we refer back to our analysis of
this movement — which we understood as a scherzo-
and-trio form grafted onto a sonata structure
(page 124) — we shall see that development occurs
in the first scherzo section (sonata exposition

. and development), in the second scherzo section
(counter-exposition and development);-anﬂ after

the second trio (& general development).

2 This is fully discuséed, in a more appropriate
context, in Chapter 4.
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A few other modifications to sonata form are
worth mentioning. Composerg of large-scale
symphonies sometimes take note of Bruckner's
example and make use of three themes (for instance,
the finale of'Elgar's Second and Shostakovich's
Eighth, the first movement of Copland's Third,

and possibly the first movement of Walton's First).

.On the other hand, a composer may reduce his thematic

field by dispensing with the second subject. This -
is partially true of the first movement of Mahler's
First Sywmphony, where technically there is no
-second subject; however, Mahler maintains a
semblance of formal orthodoxy by treating the
langsam introduction as a kind of first group

and allowing it 1o ?eturn in the development.

But it is certainly:true of the first movement

of Sibelius's Sixth Symphony (like the one-movement

Seventh): here even the outline of an alternative

subject is abandoned. Indeed, it is worth pointing

out that to speak even of a 'first subject' would be
invalid and merely academic, since Sibelius's
germinal procedure is too fluid and consistently
rapid to allow any fragment the prerogative of such
a term. Yet this does not mean that Sibelius has
forgone any interest in dvalism - only that he hes

found new ways to bring'ifﬁabout, as we shall see

- i
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in a leter chapter. But to return to Mahler:

as long ago as Haydn, composers would occesionally
allow & slow intio@uetion to make a dramatic return
during a move@ent:: this broadly is Nahler's
precedent, in the example mentioned. However,

as the llahler example implies, modern symbhonic
practice may also intensify this procedure. A

good example ig Honegger's‘Symphonie pour Orchestre

4 Cordes. In this work the first movement formally
elevates the slow.introduction to the status of a
fully active participant in the drama; it features
in development and recapitulation, playing the role

of an 'extra' subject in addition to the normal two.

Or almost: in the greatly abbreviated recapitulation

the introduction and second subject recur simultaneously;

thus retrospectively they are felt as having been
disjunct parts of the same whole, parts that the
development helped to unite: (Appropriately the

aggressive first subject, which was the principal

factor in their separation, has its reprise relegated

to the very end of the movemeﬂt; it is now also
subdued).
IV‘
During the present‘discussion, many of our

examples have been provided by scherzo movements.

This movement, to be sure, had a history of some

- o —————
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eccentricity efen before the twentieth-century;
and we must now take stock of some of the ways in
which modern composers have extended and developed
this tradition. Schumann's use of two dissimilar
trios finds an echo in, say, Mahler's Ninth
Symphony, where the difference between the trios
is further sharpened: the first is a waltz, the
second a minuet. Begides, the formal éeployment
of these sections is rather unexpected. The

scherzo (a Ldndler) does not return immediately

after the first trio, for this is followed directly

'by the second trio, and then both are repeated;
only after this does the principal section return,
as a reprise which eventually gives way to another
hearing of the first trio. The uvuse of dissimilar
trios may bring a movement very close to rondo
form - how close is suggested by the scherzo of
Vaughan Williams's Fifth Symphony, where the
movement is open to two formal descriptions:

as either a rondo, or (thinking genmerically)

a scherzo with two closely related but dissimilar
trios. This perhaps rationalizes the use of
unambiguous rondo forms by scherzo movements -
such as that in Walton's First Symphony, Tippett's
Second, and the 'Rondo Burlesque' in Manler's :
Ninth. S;milari}, the older, orthodox minuet- ..

and-trio form in which a éingle trio occupied

- ————— 4
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the central position in the movement, may argue a
genealogy for simple ternary form (ABA) when this
eppears in scherzo movéments - as it does, for
instance, in Shostakovich's Eighth Symphony (third
movement), or in the Sixth Symphony by Egﬁn Wellesz.
By the same tokeh, scherzos in eitended ternarj
form (ABABA) hint at an affiliation to, say, those

Beethoven movements that place two statements of

a siogle trio between three of the scherzo section:

when that kind of extended ternary scherzo appears
in a work as Classicélly oriented as Prokofiev's
Seventh Symphony, the affiliation seems still
stronger. At the same time, there is at leas?®

one twentieth-century movement of decidedly scherzo
origin written in'a.binary form; this is the third
movement of Sibelius's Sixth Symphony, and one is
tempted to describe it as a scherzo without the
typical trio. More novel still, but founded

nevertheless upon a firm historical foundation,

is the scherzo of Stravinsgky's Symphony in C, a

movement described by the composer himself as a
suite of dances. Implicitly Stravinsky has here
gone back further than the symphonic gcherzo,
beyond even the symphonic minuet out of which

it grew, to its antecedent, the dance suite.
There are four well-defined sections; ‘ easy

correspondences to conventional dance styles

e -
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are, however, not readily forthcoming. Even
further (but not for the same reason) from the
Classical formal movement, is the generic scherzo

movement of Britten's Symphony for Cello and

Orchestra - a presto in triple metre, organized

as & set of free variations. And the scherzo
"movement' pf the formally very compléx Fifth
Symphouny by Nielsen is a fugue.

Another - aﬁd a fairly common - species
of scherzo arrangement has already been dealt
with: +that involving some éort of amalgam of .
scherzo—and-trio form with sonata form. Vaughan
Willjams, Mahler, and Ives were cited. Ve need
now to take note of the further fact that sometimes
composers write sonata-principle scherzos without
there being any simultaneous presence of conventional
scherzo-and-trio form. For example, the third
movement of Nielsen's Third ('Espansiva') Symphony
is a Brahmsian allegretto scherzo set in a fairly
straightforward sonata form; Shostakovich's Fourth
Symphony has a sonata-form Lindler movement; and
the scherzo movement of Elgar's Second Symphony

is & weighty sonata-rondo.

v

\

So far we have discussed moderﬁte gtructural

developnents in twentieth-century symphonies.

]
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But there is another type of moderate development,

perhaps linked sometimes to a structural change,

but observable chiefly as a change in the character,

style or function of a movement or other component
of a symphonf. We begin with a rather ﬁ;nor
instance, but one following on directly from our
digscussion of the scherzo. In the nineteenth-
century, composers occasionally wrote a scherzo

in something other than fhe usual triple metre;

in such cases a duple metre was commonly taken.
Twéntieth—century syﬁphonista do much the same,
though apparently more frequently. Whenever this
happens, of course, the scherzo undergoes a slight
change of character. Among modern symphonies
'having duple-metre scherzos are the Eighth of
Vauéﬁan Williams and Shostakovich (in the second

of its two scherzos), and the Fourth of Prokofiev,
Martinu, and Franz Schmidt; among those with
quadruple-metre scherzos are Prokofiev's Fifth,
Shostakovich's First and his Eighth (first scherszo).
Or the metre m%y fluctuate, as-in Shogtakovich's

Seventh and Twelfth, and Stravinsky's Symphony in C.

A change in the expected tempo of a particular
movement can have aﬁ effect more surpfising than
a metrical change; and in the twentieth-
century a movement quite often written outside

of its normal fastish tempo is the first.

o ——— L — .
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Slow first movements occur for exawmple in Mahlerts
Ninth, Shostakovich's Eightn, Wellesz 8 Sixth, and
Karl Amadeus Hartmanv 8 Sixth.

More far—reaching still isg the removal of
dualism from fhe first movement and its postponement
to the second or even a later movement. Mahler's
First Symphony is an example. But for a single,
fleeting suggestion near the end of the development,
dualism is banished from the first movement. This -
is no doubt a consequence of lMahler's avoidance of
a real second subject. It is true; as we have
seen, that Mahler elevates the introduction to
the status of a kind of independent group, but
there is pno dualistic import between these 'groups':
" both involve the tomic D and do not ovretend to any'
thematic opposition. Only in the finale are the
conflicts fully presented and played out. Another
work which broaches conflict at a very late stage
is Copland's First Symphony. It begins with an
andante *Prelude' in which nothing is revealed
of the sort of dualistic problems that are
eveptually fo take hold of the work; 1in style
and function the movement is more like the first -
movement of a suite.than the opening section of
a symphony. Similarly, the very brief, slow

first movement of Goenr's Little Symphony avoids

presenting the basic confllctual antagonismsg of

e —
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the work: it stands dramatically outside the
symphony as a kind of prelude or slow introduction
to it.. The symphony's central dualistic
preoccupations appear.in the second movement.

A whole éroup of character shifts - though °
sometimes slight, and hardly more than an accretion -
are a consequence of various stylistic importations
by the symphony. ' This observes an honorable
tradition: +the symphony has always been open to
influences, and indeed it came into being by
'democratically' admitting and then attempting
to integrate elements from diverse sources. Thus
twentieth-century composers have imported the march
into the symphonic first movement. Notable examples
are the 'Trauermarsch' in Mahler's Fifth (the rondo-
shaped first part of the multiple first movement),
and the sonata-form opening movement of Mahiér's
Sixth - perhaps among the first symphonies to make
the march explicitly the basis of a symphonic first
movement. ' But a march-style need not take over the
entire first movement. In Prokofiev's Sixth Symphony
a march appears only in the development, where it
produces melodic lines that are distinctive and
original emough to warrant our regarding them as
new thematic matefiai. Sucn ready and explicit
instances represent é distioct development beyond

o

the nineteenth~century. This is not true of

e e - . —————
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march slow movements, however (e.g. the second
movement of Mahler's Seventh Symphony), for
these were already‘common during the nineteenth
centurye.

‘ The march-scherzo (with its earliest precedent,
we recall, in Berlioz) was certainly a rare genre

before our century, and appears on limited evidence

to have remained so. A fully fledged alla marcia

scherzo, in orthodox form, is the second movement
of Vaughan Williams's Eighth Symphony; Ives, in
his Third Symphony, incorporates the march into

the scherzo by writing a march-like trio. Other
stylistic tendencies of the scherzo are less
remarkable: the assimilation of the waltz
(Prokofiev's Seventh Symphony, for instance)

first hit upon by Berlioz; a free reinterpretation

of the dance suite (Stravinsky's Symphony ir'C);

and, merely because we can hardly omit to mention

it, the familiar use of the Lindler (Mahler). Just

as the scherzo has a range of stylistic options, so
also there are further possibilities for the other
movements: fantasia, cavatina, and toccata (in

the first, third, and fourth movements: of Vaughan ¥
Williams's Eighth Symphony); in the $low movement

of the Symphony in C, the style and form of a s

da capo aria,in which Stravinsky's already

ornamented, Italianate, and lyrical first section
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has a still more embellished reprise. -Or the
integration of hymn tunes, or secular song
melodies: the first movement of Copland's Third
Symphony, fo? example, has a hymnic character.
More explicitly, in Ives's Third Symphony, the
second subject of the first movement is based on

the hymn tune, O, what a friend we have in Jesus,

wﬁile the thematic material of the last derives in

part from another hymn, Just as I am without one plea.

These and other hymnic or secular-song derivations
are wholly absorbed into the 'musical consciousness’
of the symphony, so_that they do nothing to hinder
its total thematic ﬁnity. Better yet, Ives's next
symphony, the Fourth, is founded upon hymns and
song tunes, which it deploys in a complex and
always symphonically purposeful way. It draws
from the following melodies, among others: Lowell

Mason's Bethany and Watchman, In the Sweet By-and-By,

Sullivan's Proprior Deo, Yankee Doodle, llarching

through Georgia, Turkey in the Straw, Long, Long Ago,

Reveille, The Irish Fisherwoman, three-ring circus

idioms, Martyn, Oliver ﬁolden's Coronation,

I Hear Thy Welcome Voice, Antioch, Woodbury's

Dorrnance, Zeuner's Missionary Chant, .As Freshmen

first we came to Yale, St. Hilda, and even the \

Wegtminstér Chimes! A closely related procedure

is the assimilization of the chorale, a genre
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claimed for the symphony most emphatically by
Bruckner, and cropping up in gsuch twentieth-

century pieces as Goehr's Little Symphony (first

movement), and Hpnegger's Symphonie pour Orchestre
a4 Cordes, where it appeérs in the coda to?the :
finale as the thematic apotheosis anticipated

" and searched for during the symphony.

Next among the stylistic imports into the
symphony are those deriving from contrapuntal
styles and technigues. Here the passacaglia
is prominent, and appears to be favoured for use
in those movements which are traditionally freest
with respect to structure and style - namely, slow
movement and finale. Tippett's First Symphony
has such a slow movement, and 6ne that aims at a
clear differentiation between the ostinato grouﬁd,-
and the subject that expands and proliferates above.
it. In Shostakovich's Eighth Symphony, a large
passacaglia follows on without a break from the
second of the two movements that constitute its
multiple scherzo. And it creates the strongest
possible contrast to the symmetry, extroversion,
and preoccupation with physical rhythm,of the two
preceding movements. It reaches to great depths
of introsgpection: 1in its use of contrapuntal i
passacaglia technique and melisma the movement

gchieves a freedom from concerns of time and
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symmetry, and & suspension in the stillness of

meditation. In the Symphonie pour Orchestre A

Cordes, by Honegger, passacaglia technique is
adapted to use in an extended ternary slow

moéement. It provides only the first section g
which one might perhaps just as well describe as

en unusual form of round, since each division of

the eight-bar polyphonic ground repeats the entire
text of the preceding one. When used in a symphonic
finale, passacaglia is a technique that - as Brahms.
demonstrated in his Fourth Symphony - mekes for a

powerful gense of monism. This is certainly its

effect in the finale of Vaughan Villiams's Fifth

.Symphony, and of Eritten's Cello Symphony.

Another contraﬁuntal style adopted by the
symphony is one we have élready discussed in a

different context, and which will therefore 'only
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be touched on now: namely fugue. The final
movements of the Sixth Symphony by Hartmann

and the First by Walton were mentioned in
connection with fugue. Among slow moveﬁents,

the adagio of Nielsen's Sixth (called 'Proposta
seria') has a fdgafo character in each section

of its expanded ternary structure, while in Ives's
Fourth the slow movement is a conspicuously
academic fugue. And the largo of_Ives's Third
Symphony,; though not_specifically fugal, is a
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polyphonic, or (in Tovey's term) 'textural!
movement, from which dualism has been banished:
it is a single, unbroken, unchallenged monistic
urge - apt f;r a movement which also happens to
be the finale. There is a fugal scherzo in
Nielsen's Fifth Symphony, in addition to other
polyphonic sections.

A further group of changes is best
described as.chgnges in function: it is this
functional difference that seems to be primary,
though stylistic modifications may also be
involved. Among these is a change in the
symphonic role of tae scherzo. During the
nineteenth century the sche}zo grew into a
movement of weight and substance - at leést,
composers came to have the optidn of treating
it as such. But it would be difficult to argue
that it came to hold the position of importance
that has devolved upon it in some twentieth-
century symphonies: pamely, a — or perhaps
the - crucial and decisive stage in the
- dramatic unravelling of the symphony's central
concern:  the turning-poinf that makes

possible the finale as the 'solution' to the
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dualigtic 'problem' that has preoccupied the

symphony.3

Perhaps the first work to give
its scherzo that kind of importance is Mahler's
" Fifth Symphony, where the movement is a huge
" and complex constfuction occupying the centre
position in the symphony and shouldering a
‘substantial proportion of its emotional and
intellectual weight. It is unusual on three
principal and rélated counts. In éddition
to its being the dramatic turning point of
the symphony, it is slightly the longest of
the movements and is (as we saw earlier) a
formally complex superimpoéition of a sonata
structure and a scherzo with two trios. Its
special importance in the work is emphasised
by Mahler's calling it Part II: it is the oSly
one of the three parts to consist of a\single
movement. After the tremendous achievement
(in a1l senses) of the scherzo, there is little
left for the two final movements (Part III) to

do but bring the work to a close.

3e Beethoven's Pastoral Symphony is’'a near
anticipation; but there the decisive
turning-point, the 'storm' is treated v
as a new movement interpeclated into an
otherwise conventional scheme.
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Comparable to this is the role of the scherzo
in Mahler's Ninth Symphony: +there the music's
passage from a ccndition of growing hysteria
‘mingled with brufaﬁity, to one of calm and
acceptance in fhe face of the inevitable, is
entrusted wholly to the 'Rondo Burlesque' - the
second part of what we earlier called a multiple
scherzo. If is the third of the four movements.
The second movement, through a Lindler idiom, tried.
t§ recover a'world' whose disappearsunce was a cause
of crisis as early as the first movement; but as
the attempt began to prove impossible it brought
forth bitterness, distortion, and (with the 'Rondo
Burlesque') a savage mockery. Yet in this fhird
movement there is a premonition of a challenge,
fully to be realized only in the finale. This
occurs in the important section where D Maij is
attained and held for a period without opposition -
the first time this has happened since the end of
the opening movement.. The dramatic and symbolic
import of this episode is plain; it looks back to
the tonal attainment of the first movement, and
forward to the thematic achievement of the finale.
It is the turning-peint of the symphony, and in a
sense makes possible the spiritual strength of the
final movement. Still another example is the

gscherzo third movement ofﬁElgar's Second Symphony.
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The movement has en agitation beneath tﬁe surface,
subliminally as it were; its achievement seems to
be that at the heart of the movement (cue 119) -
the climax of its sonata-rondo development - it
brings to the surface the hidden factor that had,
apparently accounted for its tonal restlessness,
frantic rhythms, and mélodic shiftiness. This
turns out to be the very same troubling presence
that was discovered in the development of the first_
movement (at cug 28); and its vital relationship
to the scherzo is revealed when a superimpositioh
of the principal scherzo motive on the 'exposed!
melody discloses points of correspondence (scherzo,
cue 121). This. clarification, this effort of the
- scherzo, provides the foundation for the affirmative
mood of the finale.

A functional change perhaps more easily
noticeable than the one we nave been discussing
concerns the role of the symphonic 'conclusion',
whetner that be coda or finale. Tﬁe modification
here appears to have been almost exclusiéely - or
at least very 1;rgely - the prerogative of Vaughan
Williams; and so unmistakable is the change that
the new descriptive term 'epilogue' was invoked
. by the composer to cope with it. Though on the .
whole Vaughan Williams's symphonies before the

Fourth are at best 'fringe' works in terms of
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the symphonic tradition, thet by no meansg disqualifies
them from containing the seeds of the epilogue idea.

The first, the oratorio-like Sea Symphony, has a

finale that.is conventional insofar as it is the

climax and goal of the piece. But there are

' already some unexpected features: being in E flat

when the first movement was in D, and being (textually)
allegorical when the other movements were fundamentally
descriptive, it stands a little outside the main bo?y
of the work, and in thét sense anticipates Vaughan
Williams's characteristic later 'amendment' to the
symphonic conclusion. The epilogue in the Second
(London )Symphony is the first to be so called. It
occurs as a long coda-like-section after the Bogen-
form finale, brings with it a change of tone, tempo
(andante), and model(to the minor), and involves a
recollection of the introduction to the first
movement. It tends toward the condition of the
composer's ideal epilogueswhere, to paraphrase

Hugh Ottéway, the entire drama is placed within

the still moment ,of contemplation, and the final
perspective of the work is established. The

Fifth and Sixth Symphonies provide examples of

.

- fully fledged but dissimilar epilogues. In the finale

of the Fifth, tﬂe process of melodic evolution leads
back, near the end (after cue 13), to the point

&
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where tﬁe symphony began. But if the end is
the same as the beginning is the original dualism
inescapable? Must the cycle now repeat itself?
The suggestion seems to be so; Only the coda,
or more appropriately the epilogue, visidhary
and transcendental, offers a resolution that will
ultimately be unchallenged and of permanent
stability. It provides the last word, the final
perspective; but it is a solution that lies
outside the symphony's repeating cycle, belonging
no more to its field of action than does an epilbgue
to a drama.

The extraordinary last movement of the Sixth

Symphony is perhaps tne finest example of an

" epilogue. As a slow final movement it is in

the tradition of the finale to Mahler's Third

and Ninth symphonies, or Tchaikovsky's Sixth -

though in the end the comparison only serves to
prove its own utter uniqueness. As a finale it
is orthodox in that it brings together egrlier
elements and offers a summing-up: Cooke has
shown that 'all the vital elements of the first
three movements are here gathered together into

4

one theme. And if it is a fipale without triumph,

it is also a finale without failure. . It is the -

4. The Tanguage of Mugic, p.267-_.
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goal not in the usual sense that it has been
worked towards, but ouly in that it is inevitable.
It is the final perspective on the drama, but from
a point totally outgide it and untouched by it.

In its other-worldliness it is empty of human
emotion: considerationsof time and place, here
and now, harmony or struggle are irrelevant to

its pure, tensionless fugal monism.

Aside from Vaughan Williams, a clear instance

-of an epilogue is to be found in the Symphonie

Liturgigue by Honegger. There the finale is a

-gonata form without recapitulation: +the climax

of the development, precipitated by the violent

sonata conflict,lyields instead wnat can correctly

"be described only as an epilogue. It lies wholly

beyond the domain of the preceding drama: a siow
hymn-like section, it is more a vision of
transcendental peace than a Beethovenian
achievement througﬁ conflict. Though certainly
integrated thematically, it nevertheless iutroduees
& new hymnic liné; and its relinquishment of the
original tonal centire is consistent with the
symphony's prefered 'mew-worldly' solution: the
epilogue, indeed, seems to give content to the

‘Dona nobis pacem' of thne movementi's title. ;
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VI

Earl& in this chapter we investigated some
approaches to the problem of forwm, as posed for
"the symphonbif the breakdown of tonality as the
‘bearer of structure. But if the undermining of
the ancient architectonic function of key created
problems, it also freed key for a new function:
more explicitly than ever before, tonality could
nﬁw eoter into the syﬁphonic drama to play a
symbolic role. The symphonic composers in. the
twentietn century who make greatest use of this
new potentialiiy are bahler and Nielsen. But
it is pertivent to note that the use of key
symbolism which we continually find in these
composers (some critics, referring roughly to
the same phenomenon, have called it, less
helpfully, 'progressive tomality') was not
stribtly an iovention of oﬁr century: tonalities
have arguably always had some symbolic associations,
and in the history of the symphony the attribﬁtion
of a precise symboiic force to a particular key is
‘as 0ld as Beethoven - though not many syuphonists ol
have made use qf it. In Beethoven'sg Minth Symphony,
~ for instance, fhe D major of the finale is strikingly
hinted at by the blissful second theme of the slow
movement and by the exalted trio. Here the

successive appearances of D major nave broad

—
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agsociations in common, and D major comes {0 be
seen as a goal fonality of the symphony. The
same is true of Schumann's Fourth Symphony, where
the symbolic ﬁonaiify is also D major. In
-Tchaikovsky‘s Sixth Symphony the recurrent use

of two "mood-key' complexes throughout the work
(seec Chapter 1, page T9) is en extension of the
same principle. Wagner was perhaps the first to
reckon the use of key as symbol as highly as the
use ¢f key as a means of structure and articulation,
and Mahler was the first to do so consistently

| within the symphony. As soon as the use of key
as gtructure is no longer paramount there is no

. reason why a piece, or a movement, should end in
the key in which it:began - and in Wagner and
Mahler it frequentl} does not.

Key symbolism is present in Mahler from as
early as the First Symphony. An immensely
gignificant and memorable moment in the first
movement is the single, brief suggestion of
conflict: near the end of the development
(about cue 22) the music bristles in apprehension
of some lurking danger as snarling, muted brass
momentarily undermine the otherwise uédisturhed
pastoral mood (the movemgnt_was originally titledt
*Spring Without End'). ' ?he consequences of this
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moment are to be felt and e#plored in the finale,
where the gentle second subject in D flat major
is uneguivocally opposed by the violent first
subject, in the non-home key of F minor. Now
this first subject derives not only themagically'
from that one troubled moment in the opening

movement, but. tonally as well since that passage

was also in F minor:
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Phis suggests a cyclic - or perhaps more correctly,

‘& leitmotif - technique, together with a use of key

symbolism.

Mahler's symphonies are replete with such
jnstances, where key is vested with a symbolic
significance. A few might be singled out. In
the slow movement of the Fourth Symphony, & clima;‘
is reached where fhé music shifts suddenly to a
celestial E major, the submediant of the

movement's (and the symphony's) main key of G major.

e
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In the finale there is a related shift: G gives
way te E major for the penultimate song stanza,
beginning

Kein lMusik ist ja nicht auf ¥rden,
Die uns'rer verglichen kann werden,

" .. The ﬁonal—symbolié underpinning is unmistakable.

In the Fifth Symphony, the A minor second movement

introduces at a late stage a new, exultant chorale-

like theme in D major. This theme, slightly

transformed, returns in the finale where it

features as ane of the most important subjects;

the finale, moreover, is also in D major, and

shares a strong affective affinity with the radiant

D major section in the second movement, Again,

the scherzo (moveﬁent three) is in a D major that

takes its cue from that same section in the foregoing

movement. The Seventﬁ Symphony has a tendency to

gstrive for brightness, to move, so to speak out of

the darkness into the light: on a macrocosmic scale
this urge is symbolized in the ﬁay the symphony lifts

| itself from a B m%nor beginning to a conclusion in a
brilliant C major - a key that thus appears asa goal
tonality. In the first movement C major significantly,

.belongs to the second group, passionafely lyrical and -
standing in real ‘antithesis to the severe, declamatory
first group. On a microcosmic scale the striving is
suggested in the first of .the 'Nachtmusik' movements

where the principal motive equivocates befween major

and minor forms of C - the movement is in C minor - '

e s e
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and has a way of 'straightening out' the flattened

gixth:
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' There are convincing examﬁles of key symbolism
_elsewhere than in Mahler (or Nielsen). Vaughan
Williams's Eighth Symphony, for exampie, has a goal
' tonality-of D major wanich prevails -~ for but the
. second time in the entire work - in the last
movement: here the recently separated'wind aﬁd
- strong bands a:e'rqpnited and the host of percussion -
. instruments exulf in the union. The only other
brominent appearance of D major was during the
‘restatement in the first movement, where the

nmusic grew affirmatively into a glorious largamente.

This passage is a varied return of an early andante
gostenuto section in C major, which stands in
dramatic contrast to its diabolical surrounds.

. C major is thus perceived as being 'on thé way'

4o D majori significantly C minor is associated
with some of the disruptive-sections of the-firsé

movement. C minor is also the tonalitj'of_the

bt IC
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scherzo, a slick, jaunty.movement, rich in

pithy, facile tunes, pungent harmonies, cliché
syncopations, even 'oom-pah' accompaﬁiment. it.

is glibly cdﬂfident music, offering a kind of
affirmation.different from that arrived at in

the first movement: it is the easy alternative,

the path of least resistancé. Sibelius's Second
Symphony swings constantly around the tonal poles

of D and F sharp, in their major, minor and aeoliani
‘modalities - a means of integration as well as a

symbolization. Martini's Fifth Symphony ends in

‘D, a compromise between - because half-way between -

B flat, the work's principal tonal centre, and F,
its dominant an&'important subsidiary in the work:
the key of D would therefore seem to be symbolic
of the sywmphony's achieved conciliation of
contradictory entities. |

In such instances, the symbolic use of key
adds é new level of meaning to the music. It

contributes: we cannot say.that it is fundamental.

But with Nielsen's use of the technique we certainly .

can. In Nielsen's symphonies, key symbolism is
essential to the dualistic process:  so much is
it the ver& fabric of his symphonic tﬁought that
it amounts to the invention of a new kind of
musical dialectic. We need to deal with it as
such, and must therefore posﬁpone discussion to

& later chapter.

~—cr
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CHAPTER 3

In the previous chapter we considered aspects
of symphonic'practice that, even when they seemed
particularly novel or surprising, could be felated

without much difficulty to traditional symphonic
| procedures. e described these as 'moderate!
developments. We must now begin to move away
from such safe ground and to consider features
of symphonic composition that tend sometimes to
become quite radical, so much so that they may
not only threaten to obscure certain features
historically associated with the symphony, bqt |
" may actually andihilate them altogether. Yet
no matter how far these developments go, one
thing of course still remains constant and
fundamental in all the works we shall consider:
namely, a concern for dualism and its musical
exploration as the essential preoccupation of .
of symphonic composition. How this dualism
is obtained may in some cases be new (and if
so will concern us at a later stage); but the
fact of it is as old as anything we can properly

call the symphonic tradition. 7 . =t

&
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Ve have already seen that two or more types
of structure may be united within a single movement.
A similar type of integration - but one far more,
radical in its consequences - is the combination
of two or more movements into a single structural
enfity. What is implied here is not any longer ot
the simultaneous application of two or more
compatible formai principles within the boundaries
of a single movement usually of a characteristic
type; we are dealing rather with two or more

actual movements which have been synthesized in

such a way that they at once retain something of
. their own distin;t individual character, and

structurally form a new compound. (The aliegretto !
movement of César Franck's D minor Symphony furnishes

an early example - see Chapter 1, page 69). As such

—

this involves but goes beyond an attempt simply to

control the symphonic material, and is almethod‘of

binding the symphony into a tighter, moré cohesive“

span: it leads ineluctébly toﬁards the one-

. movement symphony. _ ' 5 ' .
At its simplest this technique can appear as

the attempt to tring together merely the singular:

characters of different movements -~ not their (

associated structures as well - and to enable them
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to meet within the framework of some appropriate

form. For instance, Goehr's Little Symphony

brings together the characteristics of slow
movement and quick finale in its final movement:

- a meditative first section (quasi recitarido, :

tempo commodo) is violently opposed by a noisy,

emphatic and more rhythmically regular section
(ellegro moderato)};: these are rotated in what

is an extended ternary scheme. One step further
Ialong these same lines is the integration of three
movement-characters instead of two, such as occﬁrs
in the second and final movement of 'Webern's
Symphony Op. 21. .Witbin the convenient ffamework
of a theme and variations, this movement
incorporates broad cont#asts of such a kind that
it seems to contain in itself the intensifying
diversities of scherzo, slow movement, and rapid
finale.

A subtler way of combining the characteristics
of different movements is that demonstrated by
Martinh in the second movement of his Fifth Symphony.
Here the distinction between slow and fast tempi is
to some extent negated - but still implied - so 3
that (in Peter Evans's words), the movement 'does
duty for slow movement and scherzo® .- (The Third
and Sixtn Symphonies of Martinli, bgp% the way, also

include composite movements). Martini's technique

Xo ‘Martini the Symphonist', Tempo, 55/56_(1960),'p.26.

e r— 1 2
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is to choose and keep to a metrical norm - 3/4
gnd J = 69 throughout - and obtain differentiation
through consistent subdivisions and aggregations

of the basic-metrical unit to create figurations

.of "differing rates of movement. This provides him-.

with a quicker and a slower section, which he then
deploys as the basic components of a rondo scheme.

Thus the first section uses semiquaver figuration;

the second uses notes of relatively bigger value

and so appears to move more slowly.2

But the integration of symphonic movements

can become more complicated tnan tais. A

2.

Safrdnek, Martinfi's biographer and critic, has
observed this also - though his elucidation is
not as clear as it might be - in a passage
that calls attention to the deliberateness of
the device on the part of the composer:

"A notable feature of the Fifth Symphony
is its 'newer, better structure', as tue composer
himself remarked to me shortly after its completion,
adding that it had not the old form of the symphony.
'I have tried to show this structure schematically,
but its new motion, especially noticeable in the
Larzhetto, comes out most clearly on listening to
the composition as a whole'. In llartind's
vocabulary, the word 'motion' has the meaning
of ordered movement or dynamic order, in which
modern polyraythmic patterns and raythmic
irregularities give way to an internal dynamic
order where bar-lines lose their relevancy and °
where the difference between guick and slow
tempos is mutually cancelled out: semiguavers
in slow tenpo maintaln tae motion of crotchets
in an Allegro. The Larghetto of the symphony
is a striking illustration of this new dynamic
relationship.” (My italics).

Iin Bohuslavﬁﬁartinﬁ:‘ Hig Life and Works, p.250'
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composer may choose to preservé for the purposes
of synthesis not only the individual character of
discrete movements, but the structure of at least
one of them as well. Clearest and most impressive
among such s&ntheses are those in which one of the
structural elements to have been fused into the
compound is a sonata form: perhaps these aré s0
striking because sonata structure is so strongly
individualistic - so unambiguous - a form. Now,
in such cases the fusion of movements seems most
often to hinge upon a special treatment givento
the principle of recapitulation; in brief one may
say that the'reprise is either transformed or
postponed, or both. Sibelius's Third Symphony,

~ for example, fuses its scaerzo and finale by
writing the forher against a background of

sonata structure, and making the development

yield the kind of tranmsformations that powerfully
generate a finale to replace a recapitulation.

Or %o say the same thing in different terms, so
profound are the transformatiqns worked by the
development upon the physiognomy of the music,
that the 'recapitulation' is unrecognizable as
such. We need élsg to ébserve that %he integrated

finale, when viewed on its own, is set in a fairly

straigahtforward strophic form:' the formal simplicity

I e e

C——




166

of one of the components is another fairly recurrent
féature of such syntheses, evidently because it
avoids an over-complexity of the final structure.
Very similar is the first part of Nielsen's

Fifth Symphony; a 'compound' structure containing
two movements in synthesis. Exposition and

development (tempo giusto) give way not to a

restatement but spontaneocusly to an adagio; thus

) ~do first movement and slow movement fuse into a
structural unity. The clarity and strength of
this structure owes something to the fact that

. the adagio is a 'texture' rather a 'shape’
movement, to speak in Tofey's terms; it evolves
freely and polyphonically aécording to the dictates
of its lines, without an obtrusive form of its own,
without even recapitulation.

In these cases, then, a new movement substitutes
for recapitulation in the sonata form. A more complex
solution is to postpone recapitulation, not replace it;
the new movement is then integrated into the music ‘
between the end of the development and the
_recapitulation. A brilliant and complex example
is provided by that master of synthnesis, Sibelius, )
in the first part of his Fifth Symphony. If we
gré to make sense of it, we shall need to discuss
this great compound movement more than cursorily.

During the development, the processes of dissolution
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and disihtegration are carried far. Eventually
there is én enthusiastic recovery, as the
development yields eight bars that appear to
hint at a kind of recapitulation - though in

B major instead of the.tonic E flat. But no.
recapitulation follows. At the ninth bar the
change of tempo (to allegro moderato) and metre
(from 12/8 to 3/4) simply sounds part of the
music's growing ex01tement at its recovery,
germinal growth and thematic transformation
inform this music so deeply that this moment -
which we shall have to uﬁderstand as the merging
of the first movement with the scherzo - passes

~ smoothly and inevitably. This scherzo - though
it islnot so called -~ is a movement in its own A
right, aé was the first movement. It is set
roughly in sonata form: the relative formal
complexity of both elements in the compound
movement largely accounts for the structural
intricacy of the synthesis. Before long E flat
is again.attained, but the second subject (or
.generically the trio theme), announced on the
trumpets, heralds and is tﬁe agent of the collapse
back to B: here the scherzo is plunged into
develoPment.' Iwo important features are now

%o be noted. The ﬁresent;seconﬁ subject soon

e
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. declares its association with both the subjects

of the first movement, and (as Parmet has observed)>
the lugubre bassoon motive from the first movement's
development (after cue K) ~ obviously derived from
the accompaniment to the second subject = has
penetrated deep into the harmonic.structure of

this development. The two movements are thus

seen to be in a state of profound interpenetration.4
What this means is that in a sense this scherzo
development is jusﬁ an extension of the first

- movement's development -~ that the two movements.
are really onme and that the develorment is continuous.
Hence the form of this great section operates at one
level as an independent first movement with an

- independent scherzo, and at a higher level as the
synthesis of these two to form a single, unified
opening movement. But to return to the scherzo's
development section: +the principal motive = the:
horn figure from the very beginning of the
symphony - is sounded af the original pitch and

on the trumpets (af?er cue N): it is & call to

- order, and before long a full recovery takes

place. This recovery is a recapitulation in that 1

it is an E flat apotheosis of the principal

'

3. Simon Parmet, The Symphonies of Sibelius, p.T75

4. It is now evident that these were indeed
conceived as separate movements, and were
only integrated subsequently. See Robert
Layton's statement in the Musical Timeg, |

August 1968, p.729. .
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motive, which sounds through mejestically on the
trumpets and has been absorbed not only into the

ostinato accompaniment but into the harmonic

- et
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texture as well. Here then is a quintessential
‘recapitulation, functioﬁing with respect to the
first movement, the scherzo, and the two seen as
a single entity.

Almost as complex, but in a different way,
is the second part of Nielsen's Fifth Symphony.
Here again is a compound structure deploying
sonata form with a postponed recapitulation;.
now, however, two movements are sandwiched
between development and reprise. Since both
of these movements are fugal, and to that extent
-formally ‘simple', the ingenious intricacy of
Sibelius's compound is ﬂot called for. But a
special interest of this synthesis derives from
the nature of the two newly assimilated movements:
they are a scherzso and a slow movement, so that
the compound as a whole contains a model gf an
orthodox four-movement symphonic layout: a sonata-
form first movement (minus recapitulation), a scherzo,
.a slow movement, and a sonata-form finale’(i.e. B -
re-exposition of the original mgterial-with soﬁe
fresh development but without_locél reprise). The
following diagram may help to clarify the special
ambivalence of thig 'bi-structure', as we may |

" conveniently call it

o —
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Four-movement symphony Compound sonata movement
First movement Exposition
Development
Scherzo e & interpolations : scherzo
Slow movemént slow movement
Finale : ' Recapitulation

i
g

Nielsen : Fifth Symphony, second part.

And here indeed we have the paradigm of many a
symphony in one mdvemeut. This is not the only type
of one-movement symphony, but Nielsen's bi-structural
model perhaps provides the clearest illustration of the
way in which a one-movement symphony may be related to
a tendency towards integration. Let us therefore turn

next to the one-movement symphony.

III

We begin, of course, with the sonata bi-structure -
a formal type we shall have to recognize as a twentieth-
cenéury exfoliation from a very few nineteenth-century
experiments in the same direction, perhaps only one of
which (Iiszt's B minor Sonata) was wholly successful
and managed to avoid the pitfalls of 'free fantasia‘.\
One technique is basic to all our exaﬁples of
bi-structural 'one-movement' symphonies: the

recapitulation of the first movement is postponed

to the end of the work.where‘it acts as the finale.
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~This much is in common with the syntheses we were

last diécussing. But one thing is different:

and that is that since these bi-structural

symphonies are%complete works using the old

" multi-movement principle in an integrated fashion,

they must be dealt with primarily from this poiﬁt

of view and only secondarily as instances of expanded
first-movement form. A particulariy fine example of

a bi-structural 'one-movement' symphony is Schoenberg's

Chamber Symphony Op.9. Here the superimposition of

the conventional four-movement form onto a first-
movement structure, so as to create an unbroken
and tightly unified multi-movement work, is only
one asﬁect of this symphony's re-thinking of' the
0ld symphonic formula. |

The first movement, in a standard 4/4 metre,
fuses exposition and development into a single
entity(a procedure referred to in the previous
chapter). Between the first and second subjects
is a_transition, and after the second subject is
a closing section. Normally the development
would now followf but as it has already taken
place - through fusion with the exposition -
there is instead a suggestion of recapitulation,
in the tonic (cue 32). It is certainly only a )

reminder: nothing more than the first group is

referred to. (Properly speaking, recapitulation

e g ———————
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is deferred). The rapid scherzo is mainly in an
orthodox triple metre; it contains a contrasting,
fester trio in guple time, combines the transition
back to the sch;rzo with a development, and then
recapitulates the scherzo — as a counterpoint the
trio theme as well - in ten bars. The coda acts
elso as a transition to the next movement, the main
development section of the symphony. Though an
interpolation in the present four-movement context,.
this development is the towering central structure
of the piece and brings the symphony to a highly'
dramatic climax; here, perhaps more than in any
other single aspect of the work, the piece reveals
its Classical genesis, as'CIassical techniques are
. used to spin the section's complex polyphonic web.
The slow movement ensues; and is followgd by the
finale (cue90), which uses as its material themes
of previous movements. It begins with a
transitional theme from the bridge between the
first and second subjects in the first division;
first- and second-subject ideas return, és do

other themes, in a free recapitulation-cum-finale
where they are further developed and where their
juxtapositions are fresh and revealing. By-so
drawing together the diverse and contrasting
strands of the symphony the finaleachieves orthodox

conciliation and a sense of fulfiluent and.purPOBe.

e —— Y e
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We have explained the work in ter@s of the
traditional multi-movement form; en account of
it in terms of the first-movement form that it
involves in synthesis with the other would briefly
be as follows: a full expoéition and closing
section‘leads by way of an extended interpolation
or transition (which we have called the scherzo)
to the development; this leads, again by way of
an extended interpolation or transition (which -
we have called the slow movement), to the
recapitulation. An interesting feature of
the recapitulation is that the themes are not
recalled in their original order: ‘the other
themes are shown before thé arrival of the main
theme. The brief coda is common to both formal
views of the work - i.e. to the multi-movement
éymphony and to the sonata structure. We mﬁy

express this bi-structure diagrammatically:’

o

.Four-movement symphony | Compound sonata movement

First movement Exposition

Scherzo transition(interpolation)
interpolation Development |

Slow movement transition(interpolation)\

Finale & Recapitulétion :

- Schoenberg : Chamber Symphony Op.9.

-~
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Schoenberg's Chamber Symphony is a model of

bi-structural synthesis and strength. Fach formal
principle enters equally into the finmal product,
giving and taking in just proportions throughout
its length: this explains the appearance of a
symmetrical 'interlacing' of the two forms in

the diagram. It 18 worth_looking briefly at

three other bi-structural solutions, eacn
successful in its own different way, but none

of them finding the strong mutual integration of
the Schoenberg work.

Franz Schmidt's Fourth Symphony is simplest,
because closest to a mere linking of four successive
movements; its impact as a one-movement symphony
dependstoziconsiae:gble extent on its use of a

cyclicism of themes and keys.

Four-movement symphony |Compound sonata movement
First movement ... | Exposition

Development
Slow mofement ‘interpolations‘
Scherzo |
Finale Recapitulation

Schmidt : Fourth Symphony
Robert Simpson's First Symphony has three integrated
movements instead of four; +the scherzo is absent.

I+ has a formal tautness and unity that derives,
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again, partly from the fact that the work uses
recognizably the same material throughout, and
partly from the way the huge development in the
sonata form swallows the different movements by

stretching itself across most of the work's length.

Three-movement symphony Compound sonata form
Pirst movement Exposition
Development

Slow movement

Finale Recapitulation

Simpson : First Symphony

In the Schmidt and Simpson symphonies, the
first movement of the multi-movement symphony was
understood as sucn without difficulty because it
was exactly equivalent to the exposition and '
development of the compound sonata movement.
Schoenberg's symphony had no such equivalence;

nor does our final example, the Symphony in One

- Movement by Robin Orr. How then are the first
. movements 6f these works pnderstbod gua first
:movement? In the Schoenberg this understandiﬁg
- is made possible because the first movement does
at least cbrrespond‘to the compound sonata
movement's_thematic-exposition,‘and because.it
X A

contains constant internal development:' as far

as the first movement is concerned, one would




gay that exposition and development are concurrent.
In the Orr work there is even less correspondence:
the first movement of the one structure is
equivalent to nofhing more than the introduction
and -first sd@ject of the other. Yet one nas no
difficulty understanding the first movement as
such; One hears it as an 'unusual' movement

which expands in late—Sibeiian fashion from its
germinal beginnings, evolves new motives and is
dcveloped according to its own inner dictates and
without recourse to any preconceived ground plan -
but with a brief sub-dominant recollection of

the introduction as a token recapitulation.

None of the four movements of the multi-movement
structure is conventionaily shaped: they are
unobtrusive 'free' forms. The third movement,
moreover, defies expectations on grounds of

style. Tﬁe longest movement in the work, it

does not conform to any traditional third-movement
~ type. This is of course accounted fﬁr by the fact
that it i§ the compound sonata movement's development
section, but is pernaps nevertheless a disadvantage
 if we are ;ooking for a high degree'of compatibility

between the two inherent structures.

g = — —




Four-movement symphony Compound sonata movemenﬂ

First movement ‘e Introduction and first
' - subject
‘, Slow movement Second subject y
(Uncharacteristic) Development

Third movement?
or interpolation?

Finale Recapitulation

Orr: Symphony in One llovement

Our examination of the bi-structural one-movement
symphony grew logically out of a discussion of the.
combination or integration of movements. As such,
it has carried this discussion to an extreme point,
and we shall not for the moﬁent have any more to say

‘»about movement combinations. But we have at the same
time been launched-upou another ioquiry; namely, into
the one-movement symphony - and it is this ¥hat we
need still to pursue a little further.

Not all one—moveﬁent symphonies are of the
bi-structural type. A single-span symphony could,
for iostance, retain characterigtics of the usual
four discrete wovements without any parallel reference
to a sonata form with postponed recapitulation. The*
most famous work of this type is the Seventh Symphony.
by Sibelius. And it is indeed a single indivisible

movement: so far have the processes of unification

O
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gone that the old multi-movement sectionality is
not easily discernable in the synthesis (as it
was, say, in Schumann's Fourth Symphony). But
there are vestiges of‘the old pattern. The
- opening adagio recalls the tradition of the slow

introduction, and is furthermore analagous to the

. traditional first movement in that it is expositional

and includes a kind of development after cue D. This
gives way to a vivécissimo'that is a vestigial scherzo;

| and the brief ensuing adagio resembles the usual slow

movement. Further development leads into what we

may call the finale: it is an allegro molto

moderato, and it regolves the sympheony's conflict
by deploying the opposites in a fully worked-out
"sonata form. Then there is an adagio coda.

Now fhis Sibelius symphony is like a1l thae
other single-span symphonies we have seen in Phat
beneath its radical external shape (a one-movement
gymphony) there lurks some form of the traditional-
structural organization. However, in this work
the traditional element is often hardly more than
a vestige; and from here it is only a small step
to a one-movement symphony that renounces altogethner
traditional symphonic form. This step has been
taken very successfully by the Americén composer
Roy Harris, whose Third and Seventh Symphonies, \
for instance, aie each in one unbroken movement

<

that conserves nothing of the old formal schemes.

T ——
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The'Third Symphony is a 'textufal' movement
without aﬁy compromise with 'shape': its principle
is one of perpetual evolution, in which everythiﬁg
springs from .the opening, and grows continually _
through a technique of linear evolution and
permutation. During this process different
stages are passed througn, which contrast with
others; but they-are incidentel and transient,
merely the result of what came before and the
progenitors of what is to follow, and in no sense
opposed to eacn other. And these stages do not
mean that the work is governed by considerations
of 'shape': to speak of 'sections' is merely to
~ observe the various phases through wahich the work
in its organic development passes: it is impossitle
here to speak meaningfully of a 'ground-plan'. What
appears to be recapitulation is in fact in a sonata
sense nbt so, at least not more so than a fugal
stretfo is a 'recapitulation': it is merely a
recrudescence of former features, no%t coﬁveying
a sense of reprise, but partaking in and essential
to this further, and unbrokxen, development.

- Commentators who speak of a.'ground—p;an‘ here,
or imply a 'shape', have been misled by such

characteristics, as well as by the swiftness of

'
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some of the mutations and metamorphoses, which
results in a superficial formal'séctionality.

The swift changes} however, are due to aﬁ extreme
compression in somefof the séages of metamorpnosis,

or even an elision of 'links'. Each new 'section®

is precipitated by a crisis, by a moment of heightened
excitement, great activity, and tension: it is in
such moments of enhanced mental and emotional
sensibility that sudden abrupt transitions are

made. These metamorphoses have a visionary

quality in their unexpectedness but seeming g
'‘rightness' and inévitability, and they give to
the evolving thematic network a sense of sudden
elision or of compression of links in the chain.

The composer's satisfaciory summary of the

—r

resultant stages of 'sections' of the work is

given below. The big crises, causing significant
metamorpanoses, occur between the major divigipns, : !
while the lesser crises, which give rise to |
correspondingly smaller transformations, - : '

occur between the 'sub-sections'.

Section I - Tragic - low string sonorities.
Section II Lyric - strings, horns, woodwindé.
Section III = Pastoral - woodwinds with & polytonal

string background.
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Section IV | Pugue -~ dramatic.
A Brass and percussion predominating.
B Canonic development of materials

from Section II constituting
background for further
development of fugue.
C Brass climax, rhythmic motive
: derived from fugue subject.

Section V Dramatic - ‘“ragic.

i A Restdtement of violin theme of
Section I; tutti strings in
canon witn tutti woodwinds
against brass and percussion
developing rhythmic idea from
climax of Section IV.

B Sections I and IV over pedal
timpani.

It must be stressed again that this is not a 'shape’,
any more than a fugue is a 'shape'; it is a 'texture',

and the composer's summary and division into 'sections!

is merely a useful aid to comprenension. The 'sections'

_bear no comparison to the formal sections of a
traditional symphony. In such a work somata duality
must necessarily rest on new factors; precisely what

these are we snall see in due course.

v

This chapter began with a discussion of radical
combinations of movements - which led us logically
into a conszideration of the.one—movement symphony.
This in turn has raised a new iésue: the p0331bllity
of abandonlng tradltional s;m,honlc organlzatlon,

either to a very large degree (Sibelius's Seventh)

————————— = ———=
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or indeed completely (Harris's Third and Seventh).
Once symphénic composers make some radical break
with traditionai form, the options for new types
of structure would seem to be limitless. Yet
paradoxically, more often than not these new forms
come to life withinathree- or four-movement layout
whose individual movements have outward aspects of
character and function that bear a marked similaritx
to those of traditional symphonic movements. In
such works there is usually a first movement,
probably fast, that broaches the main business

of the symphony, a slow movement, a sch~-o-type
movement, and a finale whicﬁ brings resolution;
.0r one of the middle moveme;ts is omitted. Now
it is within this rough external schema that many
of the interesting formal innovations occur; 'and
the bulk of the ensuing discussion will therefore
concern a variety of such innovgtions, ranging
from the less to the moré radical. = Since works
that have a radical structure in one movement tend
to have another such structure in a different
movement, we shall find a fairly large number of
"highly innovatory movements within a much smaller
number of symphonieé. From many points of view '
it will be useful to confine our examples 1o one

such smail group of works.: I propose, then, to

o —— o —
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draw from the following symphonies: Tippett's Second,

MartinQ's Fourth and Fifth, Goehr's Little Symphony,
Shostakovich's qurth, Ives's Fourth, and Gerhard's
First. ' |
Our first question is this: in the absence'of

sonata form, how might the symphonic first movement
be structured? One answer is that ofﬂé};linbwn,
forms may be used as alternativesto sonafa form,
provided they can be reconciled in some way with
the demands of symphonic dualism. This has been
the approach of Martinu, who has drawn from Barogque
and pre-Classical sources. The form of the first
- movement of his Fourth Symphony exhibits affinities
" with the eighteeﬁfh—century dance suite. It is a
binary structure, the two main sections of which
are, however, not repeated: +the first section ends
away from the B flat major home key, and the second
begins away from that key but moves back to it:
morecver, the second section exﬁands thé material
of the first but follows closely its contours, so
that the formal result is an asymmetrical binary

in which the second section has approximately
one-~hundred-and-twenty-two bars to the first's
approximately eighty-eight. Furthermore, the
second section's handling, or quasi-development, \

of the material of the figst (for instance after

i ——
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cue 8 or between cues 10 and 12) adumbrates’ sonata
development and sonata form in a sense that also
has historical precedence in the dance suite.

Apart from these méin formal divisions each section
is further subdivisible into two segments,
aistinguished partly by a tempo change. The

whole movement may therefore be represented

diagrammatically as follows :

A B At B and Coda
Poco mode-~ Poco allegro | Poco mode~ Poco allegro Poco
rato Allegro rato Allegro meno
Piu vivo Piu vivo

v J

(40 bars) (48 bars) (60 bars) (62 bars)

Outside -
I I === === 2 § I
Home key

Ou the crucial question of dualism, the point is
that the work moves from kinds of organization, style,
and interest in non-dualistic contrast that might
loosely and generally be called 'Barogue’, through.a
prdcess of clarification and shérpening of contrasts,
to kinds of organization, style, and concernIWith
dualism that obviously have traditionally symphonic
connections. This 'progress' is in fact only a <
shift of emphasis: there are clearly-aspects_of

each in the other. Yartiol's own analysis of the

symphony observes that the first movement is based

&
&
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on 'two short one-bar elements (cellules) and upon

the difference between the lyrical element and

rhythmic semi-quaver movement'.l

maﬁﬁ/’x

He cites them:

wiow] Wiy (L Ty
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and dféws attention to the fact thét they are introduced
and deployed 'without any special tension'.
difference between them, though non-dualistic at first,_
is at the core of the symphony:

two broadly differentiated elements interact uvon each

) =

e

But the

it ig the way these

other and change each other - though at first non-

'conflictually - and then ultimately become sharply

drawn oppositeg in a dualism that stands in need of

resolution, that relates the movement, and finally

{the work, in an important sense to the conventional

symphony .

A work which has the same provenance as MartinQ's

Fourth Symphony, but whica makes a different type of

compromise with the sonata principle, is the same

composer's Fifth Symphony.

Its first movement is

equally far from sonata structure: it uses forms

1. Viritten for the first performance of the work
on December 11, 1945, in Philadelphia, and

reprinted in Milos Safrdnek: .

op.cit.; p.242 f.

A
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and stylistic principlee‘which have their origins
in ritornello forms and in the dance suite,; but
it succeeds in combining these with the sympaonic
idea of contrasting identities whose relatioqship -
whose mutual‘conﬁlict -~ becomes the prime cBnceré
of the work. The movement differs from its
counterpart in the Fourth Symphony in that it
does not begin with incipient identities which
are steadily brought to fullness, but rather with
mature contrasts. Duality rests uppnbthe differences
between the adagio section of the movement and the
allegro sectiion, whose varied and frequent alternation
defines the ABABA form of the movement. The contrasting
tempi are one important feature of this diffefentiation.
But there are others. For instance, the adagio defines
‘itself over-against the allegro by involving the use of
motive rather than ftheme. The thematic allegro section,
indeed, bears a relation to the adagio similar to ﬁhat
borne by a Classical sympuonic éxposition to its slow
introduction. One might perhaps go so far as to say
that the adagio here ig the old slow introduction,
but elevated to the status of subject-group and
‘ ﬁctive participant in the drama. yY

But we are siill on familiar groﬁnd. By fo;goiué
sonata form and choosing Barogque or pre—Clésaical.form,_‘

Martini has negated one fgrmal convention in order to
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affirm another. This is not tbeapproa&h of moat
composers of formally unorthodox first ﬁovemenﬁs.
Tippett's Second Symphony has a formally unigue
but simﬁle first movement, one written outside of
conventional structures but retaining the lucidity
of procedure and.design of orthodox sonata. The
movement is formall} conventional to the extent
only that it is based ou the contrast of two
thematic complexes, the first basically in C,
steely, rhythmi;al, and of brittle (mainly string,
brass and pieno) textures, the second setting out

from E flat major, of supple carillonando (mainly

woodwind) lines, and chastely interwoven counterpoits.
Tippett loosely calls the ﬁovement a 'dramatic sonata
allegro'; but decidedly unusual about it is that
instead of the traditiounal plan it has four closely
related main sections described by the composer as
'statement, first argument, re-statement, second
argument and coda‘'. The 'arguments' are not normal
developments at all,‘but reviews of the expositional
material with some variation, regrouping, and a
tendency to derive new shapes from old material.

The movement, then, consists of four basically
similar - and in length almost exactly equal -~

presentations of the same material.

-
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Tippett's &ovement ig & marvel of formal lucidity
and simplicity. These qualities are certainly unusual
among movements which are formally un- or anti-cooventional,
for_ the absence of recognizable structures tends to lead
repidly toward formal complexity. But this is éot
necegaarily a bad thing: complexity, after all,
brings with it its own potential. A good example of
a complex, anti-conventional first movement is provided
by Shcstakovich'é Fourth Symphony. 'I am not afraid
of difficulties', said the composer while writing this
work. '1t is perbaps easier, and certainly safer, to
follow & beaten path, but it is dull, uninteresting
end futile.' Certainly his first movemeut has
nothing whatever to do with the beaten path. But

if old methods of structural organization - including .
functionally contrasting tonalities - are discarded
in favour of an unpredictable, complex, and ;ore
diverse organization, the fundamentel symphounic
principles remain the same. -

The movement rests on the principle of bringiung
together a series of diverse and highly centrasted
materials and exploitiﬁg the tension so produced; at .
the same time the contrasts are subjuggted to the

whele by being worked into the total texture and

interrelated. The movement may be accounted for

i
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in the following way (in this analysis each section,

indicated by a Roman capital, is an extended

paragraph):

A

B

Militaristic opening. Tutti. C minor.
Transition leads to -

(Cue 7) € is still the tonal centre. Quieter
and more lyrical. Mainly for strings, but
some woodwind.  Quickens into -~ ‘'Development',
dominated by the harsii rhythms and timbres,

the ostinatosy of 'A'; not a Classical
development but an entrenchment of certain
ideas which then proliferate or, alternatively,
become the centre of static preoccupations.
Tutti. After a climax gives way via a brief
link to -

(Cue 24) Ambiguous tonality: C, mainly, over
an immovable A flat pedal. A Stravinskyan
toccata for woodwind, A brief tutti outburst,
fierce and dissonant, provides a grimly
contrasting backdrop for -

(Cue 31) A sparsely orchestrated section, based
ol a simple and meditative bassoon melody in

3/8 and D minor.

Further 'development', tutti and at a high
dynamic level, and making conspicuous use of

the material of 'D'.

(Cue 51) A 'scherzando' section, scored mainly
for woodwind and pizzicato strings, in brilliant,
gossamer textures. Eventually precipitates -

(Cue 63) A relentless presto fugue, centred
on F, for strings alone at first, but later for
full orchestra. Incorporates figures from
previous sections,; and uses the fugal subject

in varying degrees of augmentation and mutation.
Expands to create the auge central climax of
the movement. An anticipatory link leads to -~

-(Cue .81) A bitter waltz parody in C sharp miunor,

creating in its ribald bvanality and forced gaiety
the most violent conitrast with the grim preceding
section. Its second melody is based on a variation
of section 'D' -~ the first of wnat is to become a
quickening cycle of reprises. Mainly strings and
basgs clarined. A series of steadily incremental
brass-and-percussion crescendos leads to -

gt
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RECAPITULAYTION : (Cue 91) C minor. Extremely
free and truncated, so much so that - except
for one or two places - it hardly sounds like
& recapitulation at all. The recapitulation
follows a course based roughly on the following
sections and in the following order : ‘'A', 'D!,
3 Ry The movement ends in C minor.
“Attention needs to be called to several poiuts: .the
clear definitiop and contrasting character of each
gection; the ﬁay this is suﬁported by the contrasting
orchestral 'registration' of each; +the use of
developments (orthodox in this sense at least) to
exploit the tensions and contradictions and build
the climaxes; the way the developments,; in contfast
to the principal sections, use the full orchestraj;
the fact that the only link with orthodox formal
proceduré is thelqﬁasi-recapitulation at the end.
And there are first movements that have even
less than this to‘do with the organizational habits
of sonata. Ives's Fourth Symphony haé a brief
through-composged first movement which is merely a
'free' exposition of the basic thematic wmaterial
of the work and its central concern - both of these
inextricably linked to the symbolic and associative
possibilites of hymnic and secﬁlar tunes. The
- movement has something of a preludial character - .

but less so than the first movement of Goehr's

Little Symphony, a mere nineteen-bar slow chorale

scored for strings. And in Gernard's First Symphony,

&
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the first movement depends on the fact that the

work uses the total serial field. This meéﬁs that
from the basic twelve-note series are derived
correlated pQOportional sets which control the

work in its manifold parameters and which articuiate
its form in terms of what BGerhard calls superordinate

time~levels. ‘hese levels, or layers, says Gerhard,

open up fan-wise, each articulating itself
within its proper range, and contributing
(as a whole) to the articulation of the
next higher level, where it becomes simply
e member of the superordinate structure;
and so forth, up to the highest level
which is the whole, in the light of which
the parts achieve their proper meaning.6
-In such a work, the form of the first (or any)
movement clearly cannot be understood separately
from the serial matrix.

The middle movements of this group of symphonies
are less interesting to our current discussion. They
stay much closer to traditional structures - with
one exception: the second (scherzo) movewent of
Ives's Fourth Symphony. Certainly this is a
movement making use of conflict between themes;

but the manner, if hot the principle, is quite new,

6. ''he Score, September 1956, p.TO. The whole
- of thne relevant article -~ 'Developments in .
twelve-tone technique' ~ should be consulted
for a full discussion by the composer of hisgs
methods, outlined here.

00
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since something 1iﬁe a score ofsacred and secular
tunes are deployed with a superficial randouness
in a form that is thoroughly through-composed. ;
If the movement has no sophisticated tonal or
melodic digcipline, no organized development,
none of the civilized virtues of Classical sonata,
" it is because, és Mellers has so succinctily put it,

Ives

had behind him the American wilderness, not

Viennese civilization and a long musical

tradition; so that he cannot accept _

Beethoven's positives '— especially that

of eighteenth-century tonality, on which

the classical idea of sonata depended.’

Where the middle movements were (with this single
exception) relatively conservative, the finales tend
towards the degrée of formal radicalism of the firs?t
movements. And they tend, moreover, to be informed
by the same innovatory formal principles as their
first movements, on occasion even to rum parallel
to them. By doing twice wﬁat seemed strange once,
a work may achieve structural coherence and a level
of intelligibility that it might otherwise lack.

The last movement of Martin@'s Fifth Symphony is
a very clear instance of a finale using a structure
that consciously runs parallel to that of the first

movement. Not snly is there a similar duality of

altercating slow and fast sectionsa, but as in the

7. 1IMusic in a New Found.Land, p.48
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opening movement the first of these sections lsg
motivic and the second thematic. The way the
lento generates the allegro corresponds to the
first movement; the first sections of both.
movements resolve long dominant pedals onto :
tonic assertions of B flat major; and there
is a further obvioué parallel between the two
movements in the teqpo and metre relationships
in each : |
First movement - adagio, C : allegro, ¢«
Final movement - lento, 3/4 : allegro, 6/8.
The overall formal correspondence between this
movement and the first may be shown schematically

S B 4 B A
adagio allegro adagio allegro adagio (coda-like)

A B A B

III 1lento allegro lento allegro coda (exteniion
of B

Taking into account the rondo form of the central
movement, the work as a whole reveals an astonishing

and radically unconventional symmetry:

] 1l : X
ABABA/ABACATA/ABAB coda
: )y R 1 ‘

Martind's Fifth provides our clearest illustration
of what one might'ca}l the structurel 'empathy' of

uvnconventional outer movements. Tippett's Second

o
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Symphony has a finale that does not run parallel

to the opening, though its four sections certainly
renind one of the four sections of the first .
movement; Tippett himself hasg pointed out the
conncction. The first movement had four cohesiie
sections (statement, first argument, restatement,
gecond argument); +the finele's four sectionsg refer

to those of the first movement by using the opposite
principle of digconnection between them: +the first
gsection 1s ‘'additive' and repetitive (in a way that,
incidentally, recalls the third movement), the second
is a passacaglia; the third an unfolding melody, and
the fourth a repeating 'Urthema’. This last section,
moreover, recalls not only the main theme of the first
movement, but also that very movement's principle of
repetition.

In Shostakovich's Fourth Symphony, the first
movement was through—composed to seven sectiions
(which we called A, B, C, D, E, F and G) and rounded
off with a very free recapitulation; the finale is
through-composed to five sections (4, B, ¢, D, E)
plus coda. In Ives's Fourth, the finale is likewise
~ through—composed but, as one might expect, in the
manner of its own first (and second) ﬁovements:

without 'sections'.! However, this eventually
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turns into a sort of grand, free recapitulation,
not only of this but also of earlier movements.

For all their formal origiﬂality, the works
we have just been digcussing have at least this
much sgtructurally in common, and in commeon also
with the symphonic tradition: +that they preserve
the outer shell of'the multi-movement symphony,
the logical succession of tﬁree or four discrete
movements with something of their traditional
character and function. Innovation can go further
than this - as indeed we already know from our study
of the oneﬂmovemenf symphony. There we saw that a
composer could not only integrate several movements
into a single unbroken span, but could alse abandon
even the vestiges of orthodox symphonic struc%ure and
organize the one-movement symphony according to quite
talien' principles. How might the multi-movement
symphony take this final step, and abandon even
these vestiges? . Cén one conceive of a true symphony

in several movements, where not only the 'internalt

organization of those movements but also their ‘'‘exterpalt

succession breaks radically with all symphonic

convention? To be sure, such symphonies are a
very rare genre. But one that demonstrates with
remarkable clarity and conviction hew such a

thoroughly anti-conventional multi-movement symphony
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might be structured is Iein Hamilton's Sinfonia for

Two Orchestras. So radical is this work's rethinking

and recreation of the norms of the symphoﬁic tradition
that it also involves a new proceduré for incarnating
end working out that essential characteristic of'
gymphonic thought, a preoccupation with mugical
duality. That aspect of the work we shall discuss
fully at a more appropriate time; we must now
consider mainly its forms.

The Sinfonia consists of eleven short sections,
each of which has its own instrumental registration;
i.e. each section except the first and last is scored
either for one of the 'orchestras' of the work's title,
or for one of the major instrumental ‘families'; the
outer sections of the work are scored for the tutti
orchestral ensemble. Those sections written for
the 'family' groups are called Tessiture -
apprﬁpriately, for they are pre-eminently 'textural',
and the consistent ﬁse of the word calls attention
to the similarities and differences between each
Tegsitura on thelone hand, and- between the Tessiture
and the orchestral sections on the other. Except
for the two sections at the beginning end at the
end, the Tessiture alternate strictly.with the -
orchestral movements. The whole sequence; '
together with all tempo igdications; is as

follows :

e e —




cde Te due orchestre Sostenuto J =
2. Orchesta I Allegro molto ) =
3e Tessitura 1 ,. Lento ma non

troppo J =

4. Orchestra II Vivace J =

De Tegsitura 2 Andante } =

6. Orchestra II Poco lento % =
R Tessitura 3 Lento non )

Ll troppo =

8. Orchestra 1 Scherzoso J =
9. Tegsitura 4 Lento non J

troppo =

10. Le due orchestre Allegro moltoJ.=

13, Le due orchestre Sosgtenuto J =

The contrast between the Tessiture and the

197

60  4/4
126_ 6/8
60 5/4
(Percussion)
132 4/4
60  3/4
(Strings)
38 6/8
114

60 Gk
(Brass)
132 4/4
60 3/4
(Woodwind)
126 6/8
60 4/4
orchestral

sections -~ alluded to above - is further emphasised by

the contrast beftween their various time signatures:

the Tessiture employ triple and additive metres

(3/4, 5/4), and the Orchestre simple and compound

duple metres (4/4, 6/8). lMoreover, the constantly

changing tempili and metres — which are however

maintained with unbroken consistency throughout the

course of a movement -~ enhance the contrast between

adjacent movements, much as these traits have

e
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-

traditionally enhanced contrasts between adjacent
movements in symphonic writing. The form of the
work, then, clearly articulates what is one of the
basic issues of the work: +the exploration of these
multiple instrumental conflictis.

The first section calls attention to the
symphony's central dualistic concern; it is thus
a kind of exposition. Sections 2 %o 10 inclusive
may be said to correspond to the traditional_
development of a symphony: of cﬁurse they are not
development in any orthodox particulars of method
or style, but only in that they examine, extend,
fully reveal, and clarify the issues inherent in
the first section's 'exposition'. But at the
same time these séctions function in a way that
is very similar fo the function of differentiated
movements in the tradifional symphony - i.e., as
embodiments of opposing principles, and often as
different embodiments of the same principle.

Once sepafated, the opposing orchestras are not
united again until Section 10, where the percussion

leads the return of all the instruments into the

fray. Soon (Section 11) their reunion is celebrated

by the full emancipation of the big climactic welody
that brings the work to an end. These last two
sections act as a traditional symphonic finale;

the very last may perhaps be_said to operate as

e
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a coda as well. The beginning of Section 10, with
the percugsion instruments entering one by one and
then being joined by other instruwments in a steadily
ascending dynamic, builds an excitement that has a
typically 'finale' character in its suggestion of
imminent fulfilment. |

Having remarked on the Sinfonia's re-integration,

in principle, of exposition, development, and finale,
" we may now hope to find other ‘atavistic' resemblances
to traditional forms. And indeed one might point out
that in its sostenuto tempo the first section retains
a.hint of the old slow introduction; +that .roughly
three-quarters of fhe way through the work - i.e.

at a place corresponding to the traditional scherzo -
there is a section marked scherzoso; and that the

slowest section (INo. 6), a poco lento, is placed,

M

as an orthodox slow movement might be, at o1 vear

the middle of the work. lMoreover, this movement
~marks the turning point of the work by beginning

| the reprise in retrograde of the first five movements
of the work at theif original speed, and, to a large
extent, original pitch; The suggestions ofl

recapitulation here are unmistakeable. If the

Sinfonia for Two Orchestras amounts to a far—reaching'

reappraisal of one area of the past - the traditional
symphony - Hamilton himself has articulated his

 felt need for such a reappraisal:
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As we no longer consider tonality to be
the overriding power it is no longer
logical to employ these forms (i.e. sonata,
rondo, fugue). Ve are concerned with
reappraising basic elements such as
variation, texture, density, rgcapitulation,

- dynamicy instrumentation, etc.

And elsewhere hée has said:

The evolution of logical forms from
asymmetrical concepts is of vital
importance. This can only be
achieved by continual reappraisal 9
of all the basic elements of any form.

Towards the end of the previous chapter we
considered a variety of stylisticlimportations into
the symphony from genres and idioms not conventionally
associated with symphonic or sonata writing. Our
examination was not very extensive: we wérekdeéling
exclusively with moderate innovations and ldoked
therefore only at foreign styles that were introduced
into the symphony in such a way and to such an extent
as not to affect the symphony's own general character.
But it is the task of the present chapter to deal with
~radical developuments; " and we shall therefore look nowW.
at works whose whole character has been affected by

the extensive appropriation of a 'non-symphonic? ptyle.

8. Tempo, No. 55/56, Autumn - Winter 1960.

9. See HMwrray Schafer: British Composers in
Interview, p.158.
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We must be brief at first. We have already
dealt with two symphonies by Roy Harris - the Third
and the Seventh. We saw that these single-span
symphonies were 'textural' works wifhout any
compromise with principles of ‘shape': this is -
s0 because fundamental to these works is the radical

importation of a polyphonic style. These symphonies

are a perpetual evolution; everything in them springs
from their openings and evolves continuously through
the linear growth of independent contrapuntal lines.
Their processes of growth are evolutionary and
variational rather than developmental in any
orthodox sense. Since they depend on thinking
that is linear, lyrical and polyphonic,\the movements
of their tonal centres are aspects of this growth,
dictated by the necessitiés of line. There is no
tonal dialectic as in the traditional symplony:
tonal movements are-.incidental rather than integral
and dynamic.

Where the Harris Symphonies radically appropriate
polyphony and yet remain essentially concerned with
. sonata duality, there'gre other symphonies that effect

a profound compromise with Barogue and pre-Classical °

styles and forms: here we must make passing allusion

again to the Fourth and Fifth Symphonies of ilartint.

We suggested earlier that these works adopted

&
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characteristics of the dance suite and ritornello

form; and we argued that, despite some resultant

unsymphonic aspects, they succeeded in bringing |
to life a genuine symphonicism. ' |
The Harris and Martind symphonies are, as wé
know, highly criginal structurally, in addition to
their being stylistically radical. Indeed, in so
far as these works are concerned, the two aspects
are inseparable: each depends on the othef. But
it is not a necessity that extreme structural and
stylistic innovation should be linked: our two
final examples have largely conventional forms '

but are stylistically very unconventional through

having drawn from idioms outside the symphony. In

the Britten Symphony for Cello and Orchestra this ‘ ?

importation is from the neighbouring realm of the }

concerto; it is thus assimilated without difficulty.

Here the relationship between the soloist (the
individual) and the orchestra (the society) differs

R

from that which usually obtains in a concerto:

instead of the soloist being in opposition to

e ——

the orchestra, he is a kind of spokesman for the
orchestra, leading them, arguing on their behalf.
He leads the discussion; he appears ét the
‘beginning of the movements = without having to

walt for any ritornello - amnounces the principal
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themes, and is always the fifst to offer a definitive
new melodic line: +the significant exception is in
the last movement, a late stage of the drama, where
the soloist's role as spokesman has changed.
Otherwise it is he who 'leads', who usualli.takes
the music from one section to another'and so creates
form for the piece; and it is he who generally
speaks most emphatically of all. Significant

stages in the development of the relationship
between cello and orchestra are the recapitulations
of the first and slow movements. The first movement
has a fairly strict recapitulatibn in which fhe most
striking - and meaningful - change is that it is now
the orchestra, rather than the solo cello, that
handles the main themes: reversing the priorities

of the exposition, the cello plays the subsidiary

or abcompanimental themes. In the recapitulation

to the slow movement the celle again relinquishes
_its former role: it now takes up subsidiary thematic
figures. By the time we reach the finale (a.
passacaglia) the relationship has altered markedly:
the finale is the only movement in which an instrument
~other than the cello introduces a main theme. of
course the cello has a major theme too - the ground.
But the roles are now more equal, for, as a result

of the symphonic drama and of the cello's efforts

o
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in it on the orchestra's behalf, the finale is not
only a movement in whiﬁh the moﬁistic technique of
divisions upon a ground can flourish but also a

time when the orchéstra has been liberated into a
group of individuals. The trumpet is the first

to claim its new 'solo' status: it erupts with

the principal theme, while the cello is content

to support it with the ground. And this principal
theme is the most 'opep' melody there has so far

been in the symphony, the most purely song-like.

In this new society ail men may speak openly,

and no-one hasg any prior claims to being able to
speak first: anybody may become 2 'soloist:

there are tendencies in this movement for instruments
" to break out of the orchestral texture and temporarily
assume solo roles. At cue 69, for instance, the word
'solo' appears five times in the score in twokbars.
The movement drives to its conclusion in a spirit

of clear, chorale~like affirmation, with the cello
taking its part alongside the other instruments on
the melodic line. The achievement is in the broad

Beethovenian tradition.lo

LY

" 10. Some of the ideas here governing-the relationship

between tne solo instrument and the orchestra -
though used to different dramatic ends - are
clearly presaged by Britten's Piano Concerto Op. 13
(especially in the first movement), written some
fifteen years earlier, and to some extent also by
the Violin Concerto, written a year after the Piano
Concerto. See for instance Peter Evans : 'Sonata
Strugtgres in Barly Britten', Tempo, Autumn 1967,
Ppt e ; N .

|
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Considerably more problematic in principle is
the attempt to import song into the symphony. Here
there is the enormous difficulty of reconciling the
specificity of the %ong texts (and their need for an
appropriate setting), with the intrinsically,muéical
demands of symphonic dualism - opposing demands that
‘simply do not arise when the symphony adopts something
of the concerto style. Now evef since Beethoven's
Ninth Symphony composers have attempted to enrich
the symphony by importing into it vocal styles ~
usually operatic: a tendency that culminated in
Wagner's writing of operas in a symphonic style.

But it-is arguable that nove of the nineteenth-
century *vocalized' syuphonies writien after
Beethoven was genﬁinely symphonic. Beethoven's

‘ finale achieved true symphonism because it retained
musicél (sonata) process as primary, and invdked the
text to make specific and explicit what was already
implicit in the music; the important procedure by

which the Ode theme is arrived at, for example, takes

place without voices, and it is only when this section -

is repeated that voices are invoked. After Beethoven,
this priority was lost and the text tended to become \
paramounte. Of later composers, whether in the
nineteenth or the twentigth'centuries, it is perhaps

only Mahler who achieves a genuine vocal symphonism.

v e
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And even then he is not always successful. But a
work of his which is both very radical in its
assimilation of vocal style and extraordinarily

successful in syuphonic terms, is Dags Lied von

der Erde. The coincidence of these two features -
its radicalism and its success - makes the work
probably unigue in the history of attempts to
integrate voice into the symphony.

The vocal style which Das Lied imports info
the symphony is fhat of the song cycle: the work |
is subtitled 'A symphony fo? tenor, contralto :
(or baritone), and orchestra'. From the very
outset it is epparent that pﬁrely musical
considerations are allowed to take precedence
.over the text, which is'therefore not a programmatic
tyrant of the inner structure. The opening movement
is clearly a (modified) sonata structure. The first
verse is the exposition, wherein the last four lines
(beginning 'VWenn der Kummer naht') assume second-group
material and substitute D minor for the first group's
opening A minor. The second verse is a varied
counter-exposition. Plainly, the dualism here is
‘purely a matter of musical organization and logic:
the words do not éugport any antithesis, but seem
on the contrary almost to ride over it. This is

not to say that the text does not have any dualistic
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import or that, if it does, its expression never
coincides with that of the musical dualism. As
the text unfolds it reveals its own internal
oppositions whlch support, and are supported by,
the symphonic antitheses, mainly at the 1nter—
movement level. The music of the third and
fourth verses is developmental in the Mahlerian
manner, and the brief final verse is a {erse
recapitulation.

The second movement, 'Der Einsame im Herbst',
contrasts mu31cally with the first, while textually
(and let us notlce the 1ndependence again) it
expands the mood of lines from the first verse of
that movement: _

| Wenn' der Kummer naht,

Liegen wist die Garten der Seele,

Welkt hip und stirbt die Freude, der Gesang.
At thét point the key was D minor: here it is also
D minor, a fact that symbolically reinforces the
connection. The next three movements, 'Von der
Jugend', ;Von der Schbnheit', and 'Der Trunkene
im Fruhling', together constitute a strong contrast
to the other movements of the work (textually ag well
| as musically). We nave already argued (p.119) that \
they function as a multiple scherzo.

The finéle, *Der Abschied', is & setting of two

poems, and the longest movement. It begins in
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C minor and ends in C major, the relative of the
cpening movement.' As in the first movement,
mugical structure - the autonomj of musiéal
progression ~ takes precedence over the text;
the resultant form begias_fo look like sonata.
The expositional sections entail their own
Mahlerian guasi-developments, with fertile

- proliferations that are freer than normal but

8till models of consistency. Between the setting .

of the first text and that of the second there
occurs the longest instrumental interlude in the
work; this satisfiés the triune purpose of giving
a wholly orchestral-developmental thrust to the
movement, of separating the two texts (for they
are different, and though wonderfully wrought

by Mahler into mutual interdependence and unity
they nevertheless demand a separating intervil),
and of actively involving us in the protagonist's
period of waiting:

Ich stehe hier und harre meines Freundes;
Ich harre sein zum letzen Lebewohl.

The second poem ('Er stieg vom Pferd und reichte
. ihm den Trunk des Abschieds dar ...') behaves as
a recapitulation, freely varied, pliaple, and
finally transfigured. The point here is that
the notion of thematic rebrise, which is a'purely

musical, purely structural thing existing

—— e E—
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independéntly of the text, has won. As in

the first movement, employment of dualistic

sonata form within the movement is, apart from
being & means of generating and sustaining a

large structure, a method of symphounic control
and organigzation. It makes possible restraint,

& strict marshalling of materials, interdependence
of parts, total coherence and unity, and the
supression of the part in favour of the whole.
These are genuinely symphonic cousideraticns.

Ve have already noted that the contrasts
between some of the movements are dramatic. This
is the musical e%pression of the conflict-in-need-
_of—resolution, mirrored by tﬁe agonizing
preoccupations of the text. This inter-movement
conflict coincides with, and is given precision
by, the main concern of the text: a conflicé
arising from a love of life in the face of
approaching death. The duality between, say,
'"Von der Jugend' and 'Der Einsame im Herbst',
is fully inherent in the music itself - and

this musical duality gains only in particularity
once we know that the texts'by their juxtaposition

point an antithesis between the weariness and

o f—
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‘loneliness of one whose ‘kleine Lampe erlosch

mit Knistern', and the life-force of youth.

ik

1l.

As has been suggested, Das Lied, is probably
unigue as a genuine song sSympnony. And in
saying this one is not forgetting lahler's
Eighth Symphony. It is true in only a
limited sense that the logic of thati work

is the logic of the music's own internal
drama and that the text exists to give
precise meaning to that drama. In Part I
the logic is that of the Latin hymn,

Veni creator spiritus, and in Part 1II that -
of the closing scenes of Goethe's Faust.

The work is a setting of these two pieces,
and, but for some respects in which it
transcends this definition, might possibly
be described as a Romantic cantata. Perhaps
this is why the work (it seems to me) has no
significantly generative musical dualisms.
Contrasts tend vo be incidental (rather :
than fundamental) to the structure, to occur
within the relatively small limits allowed
by each text. In any case it is the

- affinities, rather than the conirasts,

between the various parts of the {texts -

and hetween the different texts themselves -
that the composer seems bent on exploring.

None of tnis is to deny the work's thematic
unity or its important thematic transformations,
which give it a preoccupation that exists only
in relation to its totality; nor is it, of
course, in any sense to argue against the
greatness of {the work.
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CHAPTER 4

wa

Our study must now begin to move in a new

direction. So far we have been concerned mainly

with guestions of structure; now we turn to
another aspect of the modern symphony, one which
we occasionally hinted at in previous chapters

but whose discussion we were forced to postpone

to a later stage when it could be dealt with fully.

- Taeem WX

This other aspect, which is of vital and fundamental

importancz in the twentieth;century symphony, is
the invention or development of new methods for
jucarnating symphonic dualism. There are geveral
such methods; in the present chapter we shall
investigate the one which seems to 5e the most
widespread, andiis therefore perhaps the mogt
inportant. ‘
We saw in Chapter 1 that the dualism of the
Classical symphony depended on the contrast of
objective themes and/or tonalities, and that this
means of duality, which was also the basis of the
subseguent reconciliation, was made possible A
parily by the structural capabilities of a
complete system of tonelity. We sew also that

the dualistic priuciple was soon associated

LS




213

specifically with the notion of conflict, and that
this development was perfected by Beethoven. Now
during the century the danger to symphonic unity
brought ebout by the intensification of contrasts,
the rise of what we have called the technique of
gpecific symbolization, and the continued tonal
end harmonic expansicn, required that new means
of integration be found: among these, as we saw,
were cyclicism and related techni@ues, which
vltimately culminated in Schoenbergian serialism.l
But for composers who were interested in preserving
the notion of conflict there sometimes arose the
problem of how to secure stfong contrasts in an
ddiom in which the principle of tonality as a
means of obtaining and integrating these contrasts
was losing its force, and in which theme was
increasingly carrying the burden of unification.

One solution, which was gradually discovered, was

to separate the idea of conflict from the old formal
and objective polarities on which it had formerly
depended, and to make it rest on other fectors,

f '

other techniquesa.

L. cf. Philip Friedheim: ‘'The relationship \
between tonality and musical structure!,
Music Review, February 1966, Vol. 27 No. 1 .
Pp. 44-54. Also, Hans Keller: 'Sonata and
symphony today', Music Review, May 1961,
Vol. 22 No« 2, -pelT2e
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Precisely what these other factors are we can
beagt indicate by invoking a concrete instance. In
Sibeliuns'a Second Symphony the new dualistic principle
is fully in operation. Lacking the vocabulary to
describe this phenomenon, commentators; verdicts
ebout how this symphony's first movemeﬁt 'works'
have differed widely. _Cecil Gray, for iéstancé,
pointing to 'the introduction of an entirely new
principle info symphonic fdrm', feels that this
deriveg in part from the fact.that *the convention
of first and second subjects or groﬁps is‘abandoned;
in this movement one can detect several digtinct
groups Qf thematic germs none of which can claim
the right to be regarded as the most important.'z
Gerald Abraham believes that the essentials of fhe
movement are 'the préservation of the superficial
appearance of orthodox sonata-form and the 2
subastitution for the old sonate principle ... of
(a) new principle of synthesis'.3 iBut the
degperate search for a 'proper‘ second subject

hag led one commentator to cite an insignificant

thematic suffix played on the woodwind at cue B:

a

2- Sibeliu.s, Ppo 134“"1350

3., Sibelius: a Symposium, P. 19. ..’

e
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- There are different opiniong about which motif
congtitutes the second theme, end also, though
to a lesser extent, aboult the main theme. The
first motif in the woodwind ... would undoubtedly
appear to be the main theme and the (above
mentioned) motif the second theme ... This
conviction is based in the first place on the
fact that this motif is best suited to serve
as the second theme as it offers a greater
contrast to the main theme than any other
thematic idea. Further, it and it alone
is unmistakably in the key of the dominant ...,
which in theory as well as in practice is so
characteristic of a second theme. T'he motif
at letter C on page 8, accepted by some as the.
gecond theme, is much too aggressive in $
character and lacks that quality of comparative .
celm which usually distinguishes the second.
theme of a sonata e...%

Abraham is close to the truth in observing that while

the movement follows, at least superficially, an

orthodox pattern, .there is none of the usual dualistic
. interest. But the principle of synthesis that he
mentions (close to the method of Borodim's'First

Symphony in which 'all (the) thematic frégments

are really parts of & single jdea’ stated-for the

fLirst time in the coda), is less %he real substitute

than is the new principle of conflict.

The starting point for these various-commentatora'

is that there is no eagily perceived, objective antithesis.
Whet is most plausibly the formal 'second-subject' stage -

‘the poco allegro in F sharp minor at cue C - contains

the same pulsating, repeated-note accompanimental.
figure that had characterized so much of the 'first

aubject‘é' accompaniment and had opened the symphony.

4. ° Parmet, Simon: The Symphonies of Sibelius, p.l9

et —
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Indeed, this 'second subject' seems to belong to
the *first subject!, to be another member of its
group; it is just one of the melodic ideas that
have been proliferating since the stert. An
attentive llstener is likely to feel that it is
part of the 'first group' and that the 'second
group® is still to arrive. Unless he is unusually
ettentive: for then he will be already caught up
in the work's drama on another plane: +the conflict
between the broad evolution of the music and what

we might call its own internalized principle of

gself-opposition. The first suggestion of such

a conflict is felt at the sudden hiatus eight bars
after A. The flow of the music¢ is broken
unexpectedly; after an intervai of seven crotchets
the flutes try to set the music in motion again, :
but their short-windedness and thelr surprising 7
'fwist t0 the minor succeed only in conveying an

unmistakable forlornness:
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A rest of four more crotchets intervenes before the

bassoons introduce an asymmetrical upward-aswinging

phrase - not yet free of the tendency %o the minor -
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ag well as a change to C, which culminates in the

menacing
()
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Now &l). this is rather astonishing and disturbing

~to the listener who from the very beginning had

been caught up in the music's momentum, its meloﬁic

growth, and the increasing 6rchestral fullness end
sonority. Minor though this first crisis is, it
is not until the appearance of the 'official’
- pecond subject some forty-one bars later (at-c)
that momentum, fullness, and confident thematicism
are restored. The reappearance of the ostirato

accompaniment, moreover, for the first time gince

the crisis, reinforces this feeling of restoration:

clearly, this is no common Ysecond-subject!'
cppositione. The restoration is perhaps pértials
the initial D major has after all been lost, and

‘it will be some time before it is found again.

-

' The 'second subject' has been in progress for no

more than a féw bars before one feele a growing

senge of struggle - against distortion; fragmentation,

tonal imbalance, and asymmetry.
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But we need net go into this movement in any

more detail, now that we have understood the principle -

that impells it. Broadly speaking, the develoPmént
seeg the proceés of disintegration and dismemberment
taken to ita_furthest degree, and the reassertion of
the 'gecond subject' leads to the relative tonal and
- thematic equilibrium of the recapitulation. But the.
-8truggle against distortion is carried through to the
very closing barg: in all respects the principle of
conflict operates quite independently of the old
dualistic formal precepts which are used in the
movement. |

What we have here, then,is a conflict between
fhe music's declared 'positives' and the factors
that attempt to undermine them - not by objectively
manifesting themselves but by revealing themselves
only in terms of distortions effected upon those
pogitives; as 'symptoms' as it were. But before
we attempt to éomment oﬁ this new method,. let us
lock at another exémple. ,

The final movement of Sibelius's Third Symphony
13, as was pointed out earlier, a fﬁsion of scherzo
end finsle. That tells us broadly what kind of
movement it is and what gemeral {traditions lie

behind it. But analysis of its detalls, and more

e A e —— i ——
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particularly of “1{s processes, becomes problematic.

It would be possible to describe the first part of

{the movement as follows:

First group, in C major, up to cue 2;
second group, in A minor, thereafter.

At cue 3 a short transition, leading to

a varied counter—exposition, with the
gecond group now in F minor. Then
development consisting mainly of first-
group elements, but also of some elements
from the second group. No recapitulation:
instead, the next section, or last movement
proper, preceded by murmurings of the new
tune before it arrives.

The difficuliy with this type of academic analysis

~ is that it takes no cognizance of the fact that the

section does not make that kind of impression on
the listener; or, to put it another way, the
organization and the principles involved are no%t

only of that kind. For one thing, the process

" of the section is motivically generative, or

germinal - and in that sense monistic. The

first part - the 'first group'-strikes the

listener as embryénic and expioratory, while

the movement seems to begin properly only at the
'second-group' stage: the former breeds the latter,

and one feels no sense of objective dualistic Rk

-an¥ithesis between the 'groups'. Example 6

shows some of the principal thématic fragments .- - 3

of this exposition, end suggests the manner in -

which motives breed others: HEeL daek 8

o
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The purpose of the example is to indicate how simple,

ungualified talk of first and second subjects is here
misleading: (f) is theoretically the first melodic
fragment of the fsecond group', but it will be seen

that it springs directly from the previous motives,

and is no more different from eny of them then most
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of them are from each other. The evolution is
congistent from the start of the exposition, and.
the principle is objectively monistic rather
than dualistic.

For the business of this section is not to
exploit any 'contrast' between ea 'first' and a
'second subject'; but rather to come to terms
with the processes of disintegration that are
latent within it. In terms of this viewpoint,
then, the collepse into ffagments at cue 3 (the -
'*4ransition') is the first positive manifestation
of this internal conflict. The 'symptoms' are
the sudden athematicism, virtual atonality,
fragmentation of ﬁfevious elements, and
chromaticism. S&on,_however, the C pedal that
was lost is found and a recovery follows. The
next crisis is at cue 8, and the ensuing
fragmentation functions as a development -
though it should now be clear that it is both
more and less than a development. The discovery
of an E pedal at cue 12 and a half-hidden experiment
with the big tune of the last section of the
‘movement, or the 'finale', leads to a restoration
of C and a majestic statement of the néw theme. This
is the point of victory and its symbol: an'apothéosis
on & smaller scale than, but not énalitatively different

ffom, the onset of the last movement of Beethoven's
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Fifth Symphony. We should note thal adequate

recognition of the effort and achievement of this

con energia 'finale' depends on our apprehension
cf the p?eceéing stfuggle; the section hag full
meaning only in the context of our awareneés of the
music's attempt to find a melody of some stability,
and the dissolution that follows as the concomitant
of instability. |

We are now in a position to state very generally
the difference between the traditional technique of |
obtaining sonata dualism and this new technique.
The old -~ the Classical - method entrusted dualism
chiefly to objectively contradictory thematic and |
tonal wholes, which we customarily describe as'
'first' and 'second subject': one theme manifestly
contradicted another while ﬁeing of course immanently,

or latently, upnited to it. We may call this type

manifest dualism.5 But in our new method, a motive
- may manifestly extend another — be related to it on

the surface, asg part of the music's spontaneous

'flow' ~ while being immanently, ﬁeneath the surface
és it‘were, a contrédiction of it. We may call this
2 It wa.s implicit in the
gopata idea from tae beginning; and there are even

a few isolated examples of its exflicit (if limited)

‘uge during the nineteenth century. Ve shall for

e Theoe ferms were first used in my Symphonieq |

of Sibelius (see Vol.II).
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the moment cite only two of these — both among %the
earliest instances. The first is Beethoven's
Eroica Symphony. There the conflict in the'first
movement does not rest simply on incontrovertible
tonal or thematic contradiction — hence, pérhaps;
the perennial fuss about 'where the second subject
begins'. There is a secénd subject, certainly,
but the point is that the second-subject function
(autithesais) is aet eonfined to what is oE£2icially
called the second subject. The work uses ‘'extra!l
thematic material (e.g. the new theme in the .
development) and thus has more &iverse means of
contrast than usual; but more important for our

purposes is that some of the opposition to the

first subject is interpnalized within the subject

itself, as is borne out by the most important
'*symptom*, the fall to C sharp in the seventh

ﬁar and éll its subsequent implications. 'The
germ of the conflict', said Paul Bekker, spéaking
of the Eroica, '1ies-in the Hero himself'. In
the first movemént of Beethoven's Seventﬁ Symphony
the conflict is felt before the arrival of the
second subject, as a latent (i.e. immanent) force
that suddently breaks the unshaken diétonicism of
4he first subject, troubling it, causing it to :
modulate away, pushing it to E major - the 'ppoyar'.
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gsecond-subject key - and beyond, to that key's flat
submediant. E major is thus both ‘aymptom'-and ‘
authentic opposition key. The draﬁa is toﬁal rather
than thematic: +the second subject is closely derived
from the first, a fact fully consistent Wi%h the
operation of an immanent dualistic method. The
movement is on the whole more monolithically

tonal and diatonic than other first movements

of its time; thé drama derives from the attempts

%o undermine these huge (mainly tonic) key areas

and so disturb their dance and soung. The development
is a struggle to regain the lost A major, which is
exulténtly regained, after-a long period of mounting
tension, at the recapitulation.

But to return to the twentieth century: both
our examples have shown a dichdtomy between form and
function. 0ld sonata organization and new dualistic
process have existed side by side - but remained more
or less independent. One need hardly remark on the
anomaly: .traditional ‘dualistic' structure in &

movement where duality does noi rest upon that

structure. Thnis anomaly does not exist in all

symphonies having recourse to the technique of
immanent dualism, but i1t is nevertheless fairly

common, and is to be found also in such familiar

works as Vaughan Williams's Fifth Symphony,

-
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Sibelius's TFourth, end Prokofiev's Sixth. But
where fofm and function are not identical, they
can at least be made happily compatible: what
normally happens, and what indeed happened in

our first two examples, is that the second subjeét
is overtly associated with the first and felt as a
moment of temporary stability, or recovery, in the
continuing struggle against the immanent forces of
disintegration. Consider the first movement of
Prokofiev's Sixth Symphony in this light. The
two principal themes of the mavement -~ the main
representatives of the first and second groups

respectively - do not conflict in any sense;

rather, they complement each other:

The first cxry of anguish is the result of the workings

of an immanent dualism that digtorts the first aubjéct\

‘into the passage beginning
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" previous group is perceived immediately.

.central development of the movement.

‘reducing the potencj of either, but by meking the

226

Now it is precisely the recovery that precipates

the (modal) second-group stage, e moderato- section .
thaet is felt to stand in sharp contrast to the
preceding turmoil -~ being itself such a constrainedly
lyrical lament - but whose overt sympathy with the

- The next
encouﬁter with the latent principle of negation is
direct and sudden, and the sharpest yet; I

it occurs

at cue 13 and starts what is descriptively the

But the demands of the old form and the
procedures of the new technigue can be brought
into.c105er union than this. Indeed, sometimes
the contrasting techniques of mﬁnifest and immanent
dualism are made fofcomplement each other, not by

second subject appear as a consequence of ‘the

operation of the latent negative on the first

subject. In other words, the first subject is

g
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Now it is precisely the recovery that precipates

the (modal) second-group stage, e moderato- section .

preceding turmoil -~ being itself such a constrainedly
lyrical lament - but whose §vert sympathy with the

- The next
encounter with the latent principle of negation is
direct and sudden, and the sharpest yet; Iit oécurs

at cue 13 and starts what is descriptively the

But the demands of the old form and the
procedures of the new technique can be brought
iDtO-ClOSer union than this. Indeed, sometimes
the contrasting techniques of manifest and immanent

dualism are made tofcomplement each other, not by

second subject appear as a consequence of ‘the

operation of the latent negative on the first

gsubject. In other words,'the_first subject is

W
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undermined and perverted from within, and then
in its perverted form it turns upon itself and
- functions as second subject.

< It is this special ambivalence that aﬁcounts
for the problematic nature of the second group iﬁ
the firgst movement of Mahler's Ninth Symphony.
Some analysts (for instance Erwin Stein),B feel

that the etwas frischer section in the exposition

is the second-subject stage. This section, first’
encountered se&en bars before cue 3 and differing
not in key but only in mode (D minor) from the

first subject (D major), is characterized by its

new and relatively high dynamic level, its restless
. thematic line, and its triplet fanfare. For others
(for instance Redlich)? everything in the movement
is generated organically from the opening bars,

and consequentlx no meaningful second group exiats.
These two accounts- seem to be in direct opposition -
but there is truth in both of them. The 'second
group' certainly emerges as a mere melodic
proliferation of what has gone before, and on

ite first appearance offers no tonal opposition

| by being in the tonic minor; but at the same time

B Orpheus in New Guises, p.20.

9. Bruckner and Mahler, p.227.
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this 'group' does agsume an individuel life, and a
strucfural importance, during the movement, and is
consistently used in opposition to the first group.
Thus dualism.depgnds both on one'a perception of.
objectively contrasting thematic'groupe, and one's
own subjective identification with what happens to
& single theme or group, and how it is affected by
some spparently latent opposite within itself. That
is, dualism here partakes of both methods. The -
‘movement is objectively monistic, and we have a
fsubjective' apprehension of an internal or
immanent coﬁtradiction when the 'first group's!
blissful major diatonicism is disturbed tem bars

after cue 2, causing thet same group to turn minor,

become restless and louder, and to yield further
proliferations. But the movement is also '
‘objectively' dualistic, for those proliferations
acquire, during fhe course of the movement, a
separate, independént life, and come to be used
as a 'second group' in opposition to a 'first
group'; But this.objectification into-’groups'

: takes-place later: initially we hear onlﬁ one
thematic complex. The 'second group's!
evolutionary relationship to the ‘Pirst! is made

.very clear in the recapitulation, wherc it emerges

directly and naturally out of the first, sounding



. 229

like a céntinuation of it that has suddenly turned
to the minor.

This is by no means an isolated instance of
collusion between our two dualistic technigues.
Others are not hard to find: we shall mention
two of them, in fhg hope that further discussion
might clarify the ﬁrinciples and processes involved.
Very much in the manner of Mahler's Ninth, the first
movement of the Sixth Symphony hy.Karl Amadeus
Hartmann is fundamentally a piece of mugical
monism which achieves duality through the use of
?wp methods: an immanent agency distorts the once
stable or 'whole' thematic outline, and its harmonic
_and rhythmic co%éllaries, into various perversions;
these perversions then achieve an ephemeral life of
their own and are used in close alternation, or
simultaneous contrapuntal deployment, with the
original melody or with variations or even other
perversions of it, in a manner approximating to
the traditional opposition of autonomous themes.

The central theme of the movement, as given
out by the cor anglais beginning in the sixth bar
of the symphony (41 in the following example) is
interrupted by the low rumblings on clarinet an%

piano and a rising chromatic run on the lower

o
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strings in the tontﬁ bar, culminating in a high,
disembodied motive in the first violins in the
eleventh bar; this is an snticipation of the
subject'sa first full~-blown perversion, beginning
in bar 17 (ﬁl in the example); : ‘
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e While et & simple descriptive level BL is of course
a melodic extension and development of Al, at the-

level that concerns us the relationship between Bl

and st is subtie and complex, and difficult to



231

rationalize, depending as it does so muc£ upon

a combination of factors - for instance, rhythm,
outline, individual motives, total length, and
+the way these factoés may have been expanded, or
varied according to‘another principle. In Az
and 32 — the analytical comparison - of Ex. 9,
three types of variation are noted, indicated

by brackets x, y, and z. Type x is a free
inversion, type y a free inversion with
elaboration, and type z a transpoéition. :
Important notes in Al which are retained by Bl -
ellowing of course for transposition -~ are
indicated by semibreves; mnotice that Bl uses
these important corner notes (or outline notes)
"&t points of stress - i.e. at the beginning of
bars. Notice also that melodies Al and B1 have
exactly the same length in terms of bars - and
this despite the fact that some of the perversion
worked by Blupon Al depend's upon the fact that
E}'varies A; at & rate that is not consistent;
i.e. 1t sometimes expands, sometimes compresses,
A}. The contrast brought about by the variations
in B' are made definitive by the new string textures °
end by the volatile hax;ménic context they create.

Where a second subject is a perversion of

the first it is part of a process at work on =
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or within - the firast. Often one can pinpeint

quite accurately the moment of its conception

within the first subject: thaf moment will

coincide with the first workings of an immanent

dualisgm within that subject. In Sibeliuvs's

Fifth Symphony (opening movement) the moment

of conception is bar 1ll. Suddenly the music
turns minor; and the 'new' subject is the

precise shape eventually aésumed by the music

‘after the nine restless bars that ensue upon

this critical moment. Ex.10 should help to
make clear how this 'mew' subject (b) is the

*first' (a) in perverted.formz

Bracket x shows how the 'first subject's' initial

perfect fourth is preserved but that the interval
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between fhe outer notes is reduced from a perfect
to & diminished fifth. And the whole figure is
turned upside down. The *first subject's' next
perfect fourth (bracket x)'is also kept by.the
'second subject', but the latter's C-sharp now
- colours it with another diminishéd fifth - the
gsound of the tritone. Likewise, the first and
last notes of (a) form a perfect =~ fth, while in
(p) they are diminished. Ex. 10(c) shows
eanother way in which the principal motive sounds
through the 'second' idea.

But thefe is a'way by which the 'problem!
of the formal second subject ~ how to‘accommodate
it with justification - can be made to fall away
altOgéther. Andlthat way is obvious enough: it
is to let the second subject itself fall away.
Sibelius, who made greater use of the technique
of immanent dualism than any other composer,
provides examples here too.. We have already
dealt with his Sixth and Seventh Symphonies
from the formal ﬁoint of view, noting among
‘other things the absence of 'subjects' from
' the first part of these works. We afe now
in a position to understand that it is preclsely _

the functioning of e new dualiatic technique .that

o
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enables us to answer in the affirmative a question
such as: is it possible that dualism (or conflict)
can be obtained in an idiom which posits no conflict

between themes, groups, or tonalities?

In symphonies that use the immanent dualistic
principle we shall sometimes find, in eddition %o
symﬁtoms of its operation, a specific musical
entity - say an interval - that is objectively in
conflict with the given positives of the music,
though it may very well be embodied by thosé .
positives. To the extent that this entity

behaves as an objective antithesis it will remind

us of the orthodox second subject; but in the light

of what we know about the immanent principle we will
be led to think of it as the internalized factor

in a state of partial externalization.

A clear example is Waelton's First Symphony.
The openiung is peaceful, but tﬁe agitated violin
rhythus suggest a latent nervous tension. Iﬁ the
twelfth bar e hint dropped almost inaudibly by the
cellos and basses is immediétely embadied‘in the

~ horn harmony: 1% is a flat seventh (A fldﬁHtouched

ST
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in the context of B flat), and it is of central
importance to the business of this symphony s

e e T el
SE—=r
P

Before this moment it is uncertain whether'the
tonality is to be major or minor, but now, as.
if by some dim presentiment, the key suddenly
becomes B flat minor. The seventh, expreésed
intervalically as a minor seventh, is taken into
And'made a function of the orchestra's steadily
broadening crescendo, and contributeé to the
mood of rising éxcitement. Towards the apex

of the crescendo, the horns and lower strings 3
begin a series of quickening leaps away froﬁ

the B flat tonic, reaching ever higher, until,
at the moment of'greatest confidence, the flat
seventh is touched. Suddenly the music is ‘
thrust off its hitherto unshakeable pedal B flat,

. and on to & G pedal. With defiant persistancs

-;_ the flat seventh is maintained; the cello~bass

figure from the opening (Ex. 11) is given out e

££f and when after twelve further bars the pedal

.
-
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Jumpsto C, the mood and orchestral texture are
immediately fractured. This disruption of the
increasingly confident and majestic stride of
the music is felt keenly, and it is the nature
of this disruption that provides the starkest
symphonic contrast. For the struggle of this
symphony is an attempt to come to terms with the
contrary elements that are bent on undermining
it. The dualism lies 'in the opposition of the
'positive"force of wholeness and growth to the
'nega.i::i.ve;F force of disintegration. This
‘negative! forég is immanent of course, lying
within thé domain of the principal subject itself;

yet it can be characterized by'refereﬁce to the

Iflat seventh as its partial externalization. And
a keen paradox of this symphony lies in the fact
that the flat seventh, while an aspect of the
music's principle of undoing, is also indispensible
to thé music's own self-assertiveness.

The négétivq B flat-A flat syndrome forms an

important part of the second subject's concern:

_———

EXlZ Souk. — bo o -
QUL 1§ el e A B ‘19 bp' 3.k = =7 bo T ), s
9_'__,.,9___ i 7 Fg]]{.:l y v I‘LL}JI ll.l;ljlli’_,




.FJLIS

Bing.

= " S —

237

The third subject, & melody of tremendous étriving,
emerges out of the presiding disorder, though. |
remaining somehpw still part of it, and embodies
the interval of the seventh again - in both its
major and minor forms, however. Since it has
sharpened the minor seventhto major, and also

goes through the major seventh into the octave,

this subject seems to represent a spirit of
correction; it participates in the struggle

of the music to regain composure (and temporarily

. manageb even to change the E pedal to F, the

dominant of the home key);

.seventh of the home key once again, and

 cannot remain for long.

There are huge efforts by this theme, and shois
at finding the principal motive. This motive

" is finally restated - in A flat (or G sharp, as

it is first notated). But this is the flat

treacherous ground: clearly the peace an@ order
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In like menner the immanent - though partly
externalized - drama is pursued throughout the
four movemenis. The inherent agents of destruétion

gain full control in the con malizia second movement.

This generic scherzo is in a kind of dorian E, with

‘the flat seventh prominent both vertically and

B. l 4
Wes
Tets.
Shers.
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horizontally - and stressed as such in the very

first bar:

-
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The finale brings the conventional resolution. The
fugal second subject expresses the B flat-A flat
syndrome again (x in Ex. 15) - though this is now

‘happily reconciled in the new key of E flat, where

- it is no longer a local flat seventh. But this

new key also has a tendency to touch on its own
flat seveﬁth, thqugh it is now able to 'correct’
itself at once (y):
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A flat seventh finally 'correcied® diatonically:
the component and the procedﬁre are idéntical to that
in Vaughan Williams's Fifth Symphony. Here again we .
-~ have a dualistic pr&cess that is both immaneﬁt

(because hidden, or 'internal'),'and partly manifest
~ (because an objective antithesis is exposed within
the subject-matter itself, as though this were a

- partial externalization of the hidden factor).

The first movement opens serenely but the presence

of a persistent and unresolved model flat seventh

gives an ambiguity, and the vaguest hint of

instability, to the apparent D major:
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But is is only later, at the end of the exposition

and especially during the development, that the

$ruly disruptive implications of this trait, this

second,; implicit in the opening with its tonic and

_hint, become apparent. Here the interval of the

e e



E representation in its minor form in each of the two

in the scherzo:

changing tonal centres.

in both its major and minor forms;

N

240

unresolved flat sefenth,is realized horizontally
it generates
contrapuntal dissonances, and the prevailing

instability is emphasized also by the frequently

The C-D syndrome recurs

in some passages even at the

original pitch, but also in a transposed horizontal

| episodes:
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The finale takes the drama into its final stages.

The famous 'alleluias' were implicit in, and are

& glorificafion of, those sections of the first

movement where the 'problematic' interval of the

second was realized'horizontally:

Ex. 18
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. Bventually the music becomes obsessed with two

elternating notes: these turn out to be the
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original D and C;, and as the music slips over into
the beginning of the first movement again, we
realize that the'process of meledic evolution
has led us béck to %he point where we ata{ﬁed.
But the original dualism is not finally iﬁescapagle.
In the coda, at last, the flat seventh is resolved,
and the strings pile up in a sustained polyphony,
reaching ever higher, embodying the 'alleluias’.

Of 211 'partly externalized' factors that
one could imégine in the immanenf dualistic method,
perhapé none 1s so striking or effective as the
tritone — the interval most destructive of tonality
(and diatonicism). The most famous instance of its
operation in a symphony is Sibelius's Fourth. The

tritone is present from the opening bars:

and it defines the contour of the line that we may,

- Yhinking genealogically, call the ‘second subject',

though it is scarcely more than s continuation of
fthe first:
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There is no escape from the interval, but its power

be temborarily suppressed as

may at least the ﬁelody
resolves its force horizontally:
o, 7% de
e T8 FrE B o 3
=t a T = ? ﬁ P o~ - (=
r_ 5 %J_‘—-- — NS :{_?\; | f_.l
%‘ﬁ‘%‘? i IE ‘??ff_l_ J i'“\\‘:,’ ’ :l 7 rll _r/j
.P.( 4 R \' e th.

—
2
A e
& LAY
T | &
—q ROk
g | 2lnlol
SRS
~r

When not thus controlled, it tends to unleash such
terror as reigns in the development, destroying
not only tonality but any notion of wholeness.
Such destruction happens again in the scherzo,

where the tritone comes to be expressed inter alia

in the polarization of the simultaneous tonal centres

of F and B - & lethal rivalry that leaves the

movement in fragments. The finale manages to

soften dynamically, and reduce to the interval

" of a third, the piercing woodwind tritone calls

" of the development of the first movement:
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But that is not the full picture. For finally
the symphony does not resolve the fritone. The
work's triumph is that it succeeds in winning
through to a creative involvement wifh the tritohe,

realizing for instance the architectonic potential

- of the interval, as it does when it brings together

A major and E flat major twice over a considerable

- leugth in the final movement.

T

Discussgion of-'partial externalization', as
we ﬁéve called it, ieada us to an important'
apeculatidn. % TEa Rnts TS So e eahntiie
of immanent duélism a musical'pell can, in certain
circumstances, behave in such a way that it seems

to be & menifestation of part of the inherent and

. hidden entagonistic principle, then there odght to
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be occasions when we can speak of the total
menifestation of a (formerly) hidden autagonism.
If this were to happen, we woﬁld say that within
the bounds of a single work, or even a single
movement, immanentldualism had given way to
manifest dualism: that the new symphonic
technique had yielded the old.

This is not an idle speculation. There
are a number of works in which it seems that
precisely this shift - this process of |
'uncovering' - takes place. One of these is
Nielsen's Siith-Symphony. In its first |

movement, the second subject is the outcome

-.0f an exploration of the first group: it is

Ex. 23

& 'discovery' about the group, and explicitly
ebout one particular subject in the group. In
this sense it is a full externalization of a

hostile trait inherent in the subject and thus

' its‘principle of undoing.
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Ex. 23 is the first subject of the first
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It carries with it a delicate clarinet and bassoon
cascade, and before it is done it has introduced
& minor tension into what was a crystalline G major.

This is no serious symptom; but when the second idea

of the group -

e w2l it {s

Flrye

Ws. -Z?iiigE

- carries the music away from G major and into

C major initially,_presentiments of unease are

not slow in being éxpressed by the orchestra:

the full significance of this apparently

innocuous trait 6n1y steadily becomes clear as

it is realized that the lost G major is unrecoverable.
It also becomes clear that it is precisely the lost

G major that is being sought, but that the closest

the music is able to get is to keys semitonally
adjacent to G. By the time the third idea of

the group has been generated the prevailing

- centre is E flat:
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Evidently the latent characteristic of the group,
most clearly symptomized by its second member, is
taking us furthér from the pure, diatonic G major
of the opening. Ex. 26, however, offers itself

-

4n objective opposition to the preceding 1deas:

couple of passing and distorting references during
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But related as this new subject is to the group -

and particularly its second member - by its use

of a similar staccato ostinato rhythm, a repeating-note
tendency, a general scalic movement, and a shift away
from the original tonality towards the sentence-end,

it is easgily felt as an objectification of a formerly

immanent trait of the group. It is worth remarking
that this 'discovered' or ‘'‘revealed' theme virtually

supersedes its principal progenitor: apart from a

the ensuing'deve10pment, Ex. 24 does not réappeér.

A

Or one may say that, purged from the first group,

|
. |
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'it reappears only as the undisguised second

subject, i.e. as Ex. 26. During the subsequent

development Ex. 26 insists on its connection with
Ex. 24 by incorporating its most characteristic .
features and making itself the basis of a passage
in the style of Ex. 24. The development is
replete with brilliant juxtapositions and fusions;
one of its admissions is that the formerly inherent

tendency, though not symptomized in the pristine
Ex. 23 as it was in Ex. 24, belonged to it

In such a work, then, immanent dualism turns

into manifest dualism. Better still, the closest
possible logical connection develops between the
fwo; they seém but necessary stages in the
working out.of the symphony's central concern.

Thus in addition to'the two-ways mentioned \

e = s i . i
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earlier, we have now a third way of uniting the
rew symphonic ﬁechnique to the old. ‘A fq o
consequence of:the greatest importance follows
from this last method of unification. It is

that the existence of the (formal) second subject
ie hereby justified. If duality is posited
immanently by a first subject; if tThat subjecti's
inherent and concealed antithesis is theregfter.
brought'to the surface and laid bare_in the form

of another subject; then oﬁe has an orthodox

sonata polarity in which both themes appear

rational rather than forma;istic. This is

not to deny that the other ways (discusséd3

earlier) of linking the new technique to the

old format may also carry the possibility of
justifying the 0ld form; but nowhere is that.
potential as explicitly realized as here, where

a second subject appears as the 'objectification’

of an impulse experienced 'subjeétively' within .
the.first. We have then %o revise sliéhtly the
‘general reasons, offered earliér, for the existence
of the immanent dualistic technique. This technique,.
we suggested, existed to reactivate dualism. Ve |

see now that it may also exist to reactivate form.

o e
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Shostakovich's Tenth Symphony is one of
that composer's Ciassically oriented works. The
first movemenf_is especially interesting as an’
instance of sonata form being made -~ through
the means we have been congidering - a viable
medium in the mid-twentieth century. The
raison d'etre of its second subject is that it
" is the early externalization of an initially
latent impulse. A superficial descriptive
analysis of the exposition might run as follows.
The first group‘bégins immediately and continues
until the entrance;of the second group at cue 17,
by which time it has undergone some development -
of the kind tyfical of the compos;r, but including
some of & morve flassical kind as well. -The tonal
starting point of the first group is E minor; -and
the second group, a waltz clearly gleaned from one
of the accompanyiﬁg figures in the preceding
development, is centred in Classically orthodox
fashion around the relative G. Now those changes
do make this a distinctive contrast to the bulk of
the first group; but (and this points to the
inadequacy of our merely empirical analysis)
to an attentive listener it is not the critical \
contrast, not the one that impells the syﬁphony
forward: he will have discovered the truly
generative contrast in the first few bars of

the symphony.
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One thing at least that we cannot fail to
notice about the opening fif{y-or-so bars of
the movement is the perioéic occurrence of the . .
whole-measure caesufas, which interrupt the
flow of the music; and if we are listening
sensitively we will also notice that after
each caesura the music strives to project
itself in a new direction - both tonal and
melodic - and into a new mood. Thus the first
two bars, introducing the core of the first group,
begin and end in the sphere of E minor. Then
follows one bar of silence. The next burst of
music (eleven bars) takes us into the region of
the mediant Gj; uit begins with a feeling of
G minor, and ends by touching on the major.
It also introduces important new material. The
turn to the relative major is felt as a sudden
brightening of the prevailing gloom; it is here
that the next paragraph begins (i.e. in G major,
end even brighter), and it manages to remain in
this area for the next fifteen bars despite
‘attempts to distract it; it aléo introduces
a striking note of warmth and 1yricisg. After
these fifteen bars the new mood is successfully
destroyed by the original and prevailing gioom:
G major vanishes, as do fhé warmth and lyricism,

and we are back with a restless and preoccupied

»
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ennui. The next paragraph (i.c. after the
intervening caesura) begins once again more
optimistically in F sharp major: +the mezzo-forte
reached in %he fifth bar is the highest dynamic
yet. The next two caesuras are only of?one
crotchet (equivalent to one beat) each, and see

& sudden acceleration of the pulse from P 06
S0 D 108 and.s vetuim o uskers el thes
occurs the most unequivocal and striking contrast
yet, as the elusive light, warmth and lyricism
.that had been suggested earlier are embodied in
a rounded clarinet melody pf affecting simplicity
in the context of G major and aeolian E.

Up to this point the struggle between light
end dark (the metaphors seem appropriate herg) may
~quite correctly be described as being on the‘plane
of iwmament dualigm. Bt now - even though the
‘material is still cléarly derived from the 'first
grbup' apnd indeed from the opening bars - wé may
wish %o qualify this description in respect of
the new theme, for it appears that the immanent
tendency to 'lighten' has externalized itself
into an indeﬁéndent ﬁelody, a melody thét is to

fulfil & life and ‘bear a destiny' of its own

in the ensuing drama. This new theme is of

[
< -



i

course the formal (but far from formalistic)
gsecond subject. The coda is a varied return of
the opening bars, and as such places the conflict
again on the ‘'subjective' plane, ﬁhere it first
began; now,,héwever, the‘progreés from
subjectivity to objectivity is no longer
possible, and the movement ends in its original
E minor.

Now just as the %echnique of immanent dualism .
was implicit in the sonata style from the beginning,
g0 algo are there a very few isolated early cases
where some form of the process of 'externalization'
seems to be in operation. - In Schﬁmann's Fourth .
Symphony there is no true immanent dualism; but
there is an objective, manifest duality which
quite clearly gains force and particularly when
"new features of the original antithesis are
disclosed - features that were apparently
suppressed at first. In the exposition of
the opening movement, the second-subject stage
is marked merely by the fact that the prevailing
D minor is displaced by F major: there is no
thematic contrast. In the development the first
subject ylelds a powerful, strutting theme - |
evidently a characteristic it had kept hidden in‘

the exposition. Then after a fermata a new,

lyrical F major theme banishes the first subject:
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the fact that the key is F major seems to suggest
that this is the true, or revealed, second subject,
which had been suppressed in the monothematic
expoéition. Very soon first-subject figures
interrupt if, and the real struggle of the
development - between the fully externalized poles
of the dualism - begins to take place. The
recapitulation, ihsofar as it exists at all,
confirms the lyrical theme of the development
as the true second subject by substituting it,
end the 'correct' D major, for the exposition's
mere shift fo the relative_major. '
Mendelssohn's Italian Symphony provides -
another early instance of the use of ‘'externalization' -
though now its opération is closer to our twentieth-
~century example, because it functions, as expected,
in association with an 'internalized' dualism. In
Jthé first movement, the real, objective, dramatic
duélism is precipitated by the introduction of the
new theme at tae beginning of the development. This
theme grows directly and naturally out of the inter-
subject transition, a restless, staccato, thematicall}
embryonic passage which in the exposition had subverted
E major to'minor, forte to piano, and had destro&ed
the first subject's sunny mood. At the start of

the development that passage is recalled and gives
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rise to this new, dry-boned, miﬁor—key fugato
theme; hence it may belséid to exist in a state
of internalization in the exposition, and to gain
externalization here. It is tonally restless,
and at war with the first subject. It returns °
with its subverting power in the_coda, but is
ultimately suppreséed by.the first subject -
though it is ominoqsly present within the first
subject, motivically, a few bars before the end.
This opposing element proves finally ineécapabie:
there are 'subliminal’ diéturbances in the third
movement; and the finale, clearly relating to
that ominous 'third subject' of the first
movement as ifg full implicétion, comes to an
end in exhaustion and despair. |

The process of externalization of an
-internalized principle is at its most suggestive |
when it occurs at a late stage in a symphony or
a symphonic movement, as part of the symﬁhony'a -
effort to resolve the dualism that preoccupies
it. Here the act of externalization is
potentially a very significant moment in the
symﬁhonic undertaking: it may suggest
symbolically the'attainment of a newfound
clarity and objecti;ity, inasmuch as the
'problem' that the symphony was wrestling with

subjectively - immanently - has now been 'understood’
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sufficiently for it to be stated 6bjectively -
externally - as 'a manifest dualism.

This new objectivity is certainly the
implication of the two-subject éonata scheme
that appears at a late stage - for the first
time - in the single-movement Seventh Symphony
by Sibelius. The original conflict is internal,

and is adumbrated in_the“first few bars of the

Symphony :
Ex. .
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There is the optimistic upward-sweeping figure;

it is diatonic, has a unisonal strength, involves

\

a crescendo, and appears unchallenged._ But
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without warn%ng it is cut off: +the chromatic
intrusion in the third bar - at the distance of
a tritone from the preceding unisonl— is a
sudden and annihilating catastrophe; woodwind,
horns and strings play out the aftermath
chromatically. Soon equilibrium (expressed
again as diatonic staﬁility) regains control
and & new assertion of optimism follows - a
reversal that establishes the internal strﬁggle
of the Symphony.

In summary the course of the work is as
follows. The opening adagio presents the

dualism immanently, but an ensuing vivacissimo

fully succumbs. to its perverting power. A
brief second adagio restores the balance by
-asserting one of tae music's'positives"(a
tromhdne theme) over turbuien%, chromafic string
lines wﬁich are redolent of the hidden 'negative'.
But the allegro 'finale' manages to pose the
antithesis objectively, to externalizé 2 In
terms of contrésting subjects: the conflict
is brought to the surface - 'out of the
subconscious', one is tempfed to say. '_The
process of examiﬁation and stfuggle - i:e. of

\

developﬁent, in a real sense of this word - has

e i N —yy

e a— g T




Ex. 29

Ex.;3()

Oh‘.
Cls.
Bsns.

externalized the negative force in the shape of
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- though the new shape has far greater definition.

To.an important degree this symphony's concern has

been to objectify the subjective factor in its

dualism;

the objectification, it seems, is an

important stage in its deeper concern to come

to terms with it.

The 'finale!

the conflict with something like Classical

objectivity, by deploying the opposites in a

sonata scheme, the development of which reveals

their ancestry.

Sixth Symphony - another example of an immanent

can thus approach

One might also mention Sibelius's

g s
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‘conflict becoming manifest in the finale: the
externalized thematic and tonal opposites are
allowed full expansioqgin terms of a highly
inftricate but basically tripartite structure,
with coda. The second of these retains the
character 6f subversiveness, and occupies the
central section, beginning at cue B: it offers
a dramatic and unequivocal contrast after the
almos¥ liturgical peace of the first section.

As one mighf expect, this proceduré - the
late externalization of a formerly internal
factor - is apparently an exclusivély twentieth-
century phenoménon. But one notable exception
has come to light: an early nineteenth-century
work, in which a very similar type of process
takes place. The work is Beethoven's Seventh
Sywmphony. Its slow introduction is‘a gymbolic
welter of confused tendencies, impulses, directions.
There are many implications heré which are neither'
explored nor, at this stage, 'understood'. There
is a great deal'of.latent conflict. And it is
"this conflict which the Symphony 'composes out'
over its four movements, explorlng dlfferent
aspects of it in turn (end thereby ir turn suppressidg

others) until all can be presented and harmonized

o
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openly. We saw earlier in this chapter that the
first movement presents the opposites mainly in
terms of key. The second (allegretto) movement
'then presents them mainly in terms of theme: <he
alternating.sectidns contrast thematically but
have & key centre (A) in common, and in common
with the previous movement also. The scherzo
has both tonal and thematic contrast - but
without interaction. But in the finale both
characteristics are fully present, fully
externalized, apd irteracting, fof the first
time. Ino this:sonata movement neither thematic

or tonal elements exist in a state of suppression.
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CHAPTER 5

By con%entioﬁ, counterpeint is ﬁonistic.
Traditionally it incarhates, and simultaveously
comes to life within, 'a fabric whose unity and
cohesion are taken for granted. Contrapuntal
lines,‘re might say, complement each other. Buf
what if such a line should rebel? Vhat if 2
counterpoint should so f;r protest its individualiéy :
that it comes into conflict‘with its context?  And
what if this line should then associate itself with

. & characteristic instrumental colour, in opposition

to other lines characterized by different instrumental

Fak Qplours?x Clearly, these possibilities suggesl two

new means by which dualism migﬁ% be generated. | !
Beyond the traditional dualistic method of digjunct,
contrasting keys and themes, beyond the technique _

of immanent dualism which we discussed in the ' i
previous chaptef, we begin this chapter with an
examination of some twentieth—century gsymphonies
that have madé viable symphonically a dualism

: }ounded on one or both of these two further

principles: counterpoint and timbre.

-
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We have already argued (Chapter 3) that Roy
:Hurri;'q Third Symphony is a 'textural' piece
without any compromisé with 'shape'; that it is
a perpetual evolution in which everything springs
from the Opéning unisonal chant. Where, within
this monistic technique of linear evolution, is
there room for duvality? We shall not find the
enswer by searching for concealed 'subjects'.
Hatherk the conflict in the symphony lies between
the contrapuntai lines it develops in the course
of its growth. The proéedure is uvnmistakables;
its initiel development is,élear and convincing.
The opening cello plainsong is without tension;
but the innocenée of this primeval quasi-pentatonic
monody is to be graduglly challenged and ‘corrupted!
in & musical development that imitates thé historicél
evqlution of monody into.organém, higher forms of
polyphony, secular song, fugue, and beyond, so
" representing in dramatic musicel analogy the growth
of civilisation and the challenge to innocencé

through the tensions and conflicts that growth
"inevitably brings. At first there is just the
cello line. ‘ Then the violas enter, sustaining

the last noté of each cello phrase, and hence in

alternation with the cellqs. There ig & sensation

-
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of tearing at the seams when the parts, in gearch
of individuality, sbandon unisbn and parallel
octave movement and touch notes a fourth or a
fifth away from the melody notes; they are
immediately forced back into unison and octave -

only to struggle away once again:

Ex. 31 | l
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The search of tﬁe parts for greater individuality
continues, moviqg intolorganum, contranry motion,
more complex polyphony and further, and bringing
= | witp it increased tenéion between the parts ard-a
- growing éense of conflict. ,The lines expand,
e -prp;iferate, develop into seveéal counterpoints,
.dnteract, generate crises, undergo métamorphoaes.

: The tensions and conflicts between the strands
in this polyphonic web are frequently sharpened and
enmphasized by a clear antagonism between instrumental
groﬁps: thus timbre also enters into the service of

‘symphonic dualism. While tending to heiéhten'the
principal features of the dramatic conflict, this

&
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does not ohsdure the subtler polyphonic aggravations
guch as might occur between the parté of a homogeneous
ingtrumental group itself. From about cue 10 the
conflict tends to align itself along a clear
woodwind-strings polarity. After the crisis aﬁ'
cue 13 relative calm prevails for a few bars until
with gradually mounting tension the polyphonic'
conflict of woodwind—étrings characterization
-resumes its struggle - though now in the presence
"of a third conflicting group, horns and trumpets;
-the strugéle hence becomes tripartite. At the
same tiﬁe, an examination of the string group in
this section will show that the tensions within
that group itself - i.c. between the lines that
pr&vide its full texture - afe not ignored because
of the-b;oader characterization. Thié woodwind-
strings ﬁolarity is maintained/also in the ensuing
*section' (from about cue 21), wherein metamorphosis
.and evolution have changed the basic idea so far that
it is rendered with the rhythm and clipped periodicity
of secular soﬁg. jAt length the same third party -
horns and trumpets, soon joined by trombones - enters
menacingly énd quickly undermines the woodwind, whoge
-melody it adopts immediately aftérwards.. With the
- first woodwind rally, led by the flutes, tensions

quickly develop once more and a major crisis is
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precipitated. The fugue develops conflicts
between strings and woodwind on the one hand,

and brass and pErcussibn on the other; Again,
there are strimg tensions within each group,
expresgssed in the characteristic canonic working..
The 'coda' goes some way towards reconciling the
contrapuntal-cum-instrumental conflicts and
attempting to resolve them into a more homophonic
entity - though now we are in the presence of &
remorseiess funereal thud of the timpani, and
the tragic implications afe unmistakable.

As we might expect, the'work's use of tonality
is not dramatic in the ordinary s&mphonic sense.
Tonality is used‘more in accordance with the demands
of 'textural' proceduré than as a means of sectional
oppositioﬁ. . Nevertheless keé has a vital role; for ,
"if tonelity is here the rgsult éf the proliferation
of line, it is also a means of supporting the
gymphony's own way of creating conflict: it
enhances the individuality of the lines and
generates tension between them. Notice for
instance the -bitonality of the passage given in
Ex. 32 where, ét the climax of the first ‘sectiont,

~the opposition'between the lines is emphasized not

only by their contrasting instrumentel characterization

o
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(violins on the one hand, woodwind supported
by lower strings on the other) but by their

conflicting tonal tendencies:
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here -~ ingtead there is simply evolution and
- permutation. Though the proceés is that of

linear, polyphonic growth, there is still a

sense in which the ideas 'have {o bear a destiny
of fheir ovn'; and, in a.way that is true of the

Beethovenién éymphony, the cells develop and undergo \
aignificant.pérmutations as a result of cohflict.

The techniquesof the Third Symphony are not‘

uniqué; they are to some extent characteriatic

of Harris, and'reapbcar for instance in the
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Seventh Symphony.  But from one point of view
both of these works are simple, in that they

are sui generis.: They are 'textures'; in

neither of them is there any éompromise with
traditional. symphonic 'shabes': thus there igs

no problem of reconciling the‘new dialectic of
counterpoint and of timbre with the presuppositions
of received forms. A‘ﬁork that very successfully
achieves this reconciliation is Alexander Goehr's

Little Symphony; in this sense it is more complex

than either 6f the Harris symphonies. Its way,
we might say, is to ‘'rationalize' conventional
forms; at first it is primarily involved with
contrapuntal procedures, but increasingly it
separates out the conflicting.counterpoints and
organizes them into 'forms'.

The éonflictual-issueé of ?he symphony are
complex and various. They rest principally on
oppositions betWéen lines or textures -~ either
in' vertical or horizontal relationship or both =
which are strongly emphasized by instrumental
-characterization so that there arise what appear
as opposing ihstrumental protagonists. The first
movement is a brief preludial chorale; in the

- pecond movement, a series of eighteen variations

on the chorale, the method of using a Fistinctive
! : :
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Ex.33

instrumental ‘'registration' for each variation
asgists in defining the contrasts between the
variations when such are intended - though
such sectional confraéts are less important

as a means of conflict in this movement than
contrapuntal contrasts. Likewige the use of
members of contrasting instrumental families
within many of the variations assists in
defining the internal (mainly horizontal)
conflic?s. Sometimes the internal polarity
rests on the hofizontal opposition of one line

against several - i.e. a single strand against
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a whole texture, in which case a solo instrument

or an instrumental sub-group (say violas, or oboes)

is pitted against a number of instruments of the

' same family or of contrasting orchestral families.

Instances of this are Variation II, where violas

oY Variation IV, where & solo tuba opposes a thick

o

oppose oboes and clarinet: / G
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texture made up of clarinet, bass clarinet, horns
and strings. Sometimes this internal polarity
rests on the horizontal opposition of groups of
lines, or textures, usually characterized by
broadly similar, though often mixed, groups

of instruments -~ for instance Variation XII,
where oboe and clarinet support each other,
without mefely doubliﬁg, in their argument with

violins and cellds:E
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or'Variation XITI, where the brass insfruments
(i.e. horn and tuba), reinforced by all the
woodwind (i.e. piccélo, oboes, clarinet, bass
clarinet) engage in a forceful battle with the
strings. Ih céaes where one of the antagonistic
groups is distinctly smaller than the other and
is soloistic in natufe, fhe resemblance to a
ooncerfino-ripieno scheme -1s perfectly clear.

Horizontal opposition is at its simplest in

o - e ——
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Veriation IX (the central vuriation, if one

includes the original chorale in one's counting),
where, apart from a thfegmnote contribution in

the middle from the clarinet, the entire véridtion
is carried by the two horns.

Conflicting types of movement, or motion, are
not separable ffom the kinds of conflict mentioned
above, for they are amsng the factors that help
to create those conflicts. However, tension

N
between different types of movement is a factor

of contrast, sectional or simultaneous (linear
or textural), that is imporfant enough in this o
_ symphony to demand mention on its own. lSuch :
conflicts are in this symphony greatly dependent j
'.on the motoric aﬁEonom& of the opposing entities ; j
wh}ch expresses itself for instance as a‘strong _ i
bi~ or polyrhythmicality, or (and in the total view
of the symphony ‘the most important) as simultaneous :
orlsuccessive differing rates of movement (i.e. slow, 1
fast, etc. ). Something of this motoric autonomy
- may have been suggested by Exs. 33 and 34; still
restricting Qprselves for the moment to0 the second
movement, the following examples may help to make 3

it clearer. Ex. 35 shows the first part of

A

Variation I1I where the fapid piccolo figurations .i

_contraét atrikingly with the much slower moving
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violin line and where a great tension between

the two results on this count alone:
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A rhythmic skeleton of most of Variation XIII,

which was mentioned earlier, épeaks for itself:
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~The third movement is generically the scherzo:
a rapid ternary ﬁiége with a slower and simpler

trio-like cen@ral section. The movemeni{ continues
the horizontal (i.e. contrapuntal) articulation of
_cbnflict, but Bow also makes considerable use of
secfional contrasts. Hdrizontal opposition - with

the attendant motoric autonomy - is-once agein
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supported by a clear and consistent instrumenial

And in its sectional expression, conflict exists,
between shérply differentiated sections: between
the hectic scherzo (in a traditional 3/4) and the
lightly -scored, limpid and lyrical trio, overtly

derivative of the first movement choralé, and-

. fluctuating between 2/4 and 3/4. The fourth

movement organizes the conflict in a predominantly

sectiopal way for the first tim? in the work: the

igsues have evidently been clarified to the point

at which they can be thus separated - a process
closely similar to the externalization of internal
factors in an immaneuntly dualistic work. The
outcome of.the symphony will now depend on the
more orthodox - because gectional -~ interaction
and working- out of these conflictual issues. h
In tpe Harris and Goehr symphonies, we have .

seen that instrumental affiliations may become
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highly functlonal in the characterization and
working out of a symphonic dialectic founded
primarily on counterpoint. The question that
now therefore urgeé itself upon us is thiss: is
it possgible that a symphonic argument could be
sustained in which such instrumental affiliations
were the principal terms of the conflict?

Iain Hamilton's Sinfonia for Two Orchegstras

offers a brilliant and affirmative answer.

N\

 Symphonic conflict here depends on the delineation

i

of opposing instrumental groups which are also
inter-locking (overlapping) because the members

of each group have more than one affiliation.

;In other words the full and fairly standard

'Isymphony orchestra is broken down several ways -

so that each instrument belonés to more than one
group and that these sectional éroups stand in a
complex relationship to each other in conflict

patterns of varying degrees of inteﬁsity. The

work's business is to define these relationships,

clarify and organize them; and by discoverihg in
the process the unity that underlies the conflicting

dlversity, %o reconcile the groups wathout destroying

the indivlduality of anye
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The 'two orchesiras!
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of the title derive from

the division of what is o fairly normel symphony

orchestra into two instrumentally balanced but

contrasting groups.

Indeed, once it is

“understood that the work is scored for what in

reality is a singlé symphony orchestra, the duality

stressed by the title in its
orchestras is seen to be all
The two orchestras are:

.

2 flutes (2nd doubles
piccolo) @

2 B flat clarinets (2nd
doubles bass clarinet)

-4 horns in F
tuba H

percussion (suspended .
cymbal, tam-tam,

--glockenspiel,
xylophone, celeate,
bells) '

‘harp
violins I

insistence upon two

the more significant.

IT

2 oboes‘(2nd doubles
cor anglais)

2 bassoons

3 trumpets dn C

.3 trombones.

timpani

piano
violins II
violaa

bagses

These two orchestras represent the two majox

Oppos:mb protagonlsfs.

’

The other strongly defined

end contrasted groups, wnose divisions cut rlght
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acrogg the main ones, are the major instrumental
families: +{he percuvssion, the stirings, the
brass,and the woodwind, used in that order.

The harp, piano and?timpani further divide their
allegiances: +he harp and piano associate '
themselves with the strings (they are, after

all, 'strung' instrumen?s), and the timpani

lend support to the woodwind. We have already
(Chapter 3) discussed the work formally in some
detail. > To summarise: the Sinfonia congists

of eleven short sections each of which is scored
either for one of the main oxchestral groups or

for one of the 'family" groufs (whose sections

sire eRlYed TobEithre ) With the exception of

. the outer sections which are scored for jhe

tutti orchestral ensemble. The contrast between
the sections (and therefore between the instrumental
groups) is underlined by the constant switches in
tempo anﬁ metre from the one to the other. Clearly,
then, the form of the work articulates its basic
symphonic concern: +the exploration of these

multiple instrumental conflicts.

The symphony opens with a statement of

tremendous tengion; in. its calliﬁg of the listener's -

attention to the real issues at hand it is an apt‘

.

e e
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\

modern counterpart of the traditional exposition. ?
The method and idiom are obviously different but E
the principle is the pame. (In its sostenuto
tempo it perhaps also retains something of the
old slow introduction). This opening section

is scored for both orchestras - the prime opposites =~

- T —— - ——

and it is their simultaneous deployment that creates
much of the tension; but tension is also created by
the divided allegiance.we have spéken about, for
acrogs the physical space that delineates the two
orchestral ﬁlocks, the related instruments throw N !

out ties, attempt to demonstrate their relatedness

by means of pitéh and rhythmic-figure similarities,

by temporal coincidences, and by means of imitation.

= e

of the gscore it is essential to remember that the 3
opposing ofchestras are g0 arr;nged on the stage |
that .their distinctiveness and separateness is

clearly seen and can be acoustically apprehended;

actording to the composer's instructions, thus:

Orchestra I - Orchestra II |
Perc. Timp. * :
Tiba - Core | * Tbe. Tbni. 3
Fla 'r 01, Ob. Fag. - | i
- Harp Piano : ‘
| : 5 Bassi '
Celli . Viole

Violini I : _Violini 5 7

1.
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The avoidance of linear movement in every part,
moreover, and the successive fortissimo entries
of the different instruments, tends to focus

ettention on the contrasts and conflicts inherent

in the sound textures:
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In the clearly differentiated sections that
follow, the contrasts are chronological (i.e.
inter—sectional) as well as - or perhaps more
than - simultaneous (i.e. intra-sectional). The
latter are of course less present in the Tessiture,
where conflict is at its lowest and concern with :
sheer texture at its highest, than in the orchestral
sections, where inﬁtruments are often prepared to
protest their individuality, frequently in ways
that générate contrapuntal tension -~ as ~r

instance in this passage from Section 2:

ulu-.._..
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These sections,- Nos. 2 to 10 inciusive - have
‘affinities with traditional symphonic developments
not stylistic or methodical but only ‘functional’

i
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affinities, in that they examine, extend, fully
reveal and clarify the issues inherent in the

first section. Suéh elucidation 'makes possible
the reunion of the opposing orchestras in the
penultimate section, end therecafter the melodic
celebration in-the last. Certainly there is no
total resolution as in the Beethovenian symphony;
but one has ﬁt least the feeling that the systematic
'*development' and clarification of the basic tensions
has enabled the opposing protagonists to take thgir
place alongside each other with the equanimity that
is the result of a clearer understanding of the
fundamental unity that underlies their differences.

/!

g 15

i - 3 ]
\

_ The concepts of immanent duglism, of‘a dialectic ;
of counterpoint, and of instrumental and timbral
confiict; have brought us a long way from the ;
traéitional gymphonic notion of a duality between °
disjunct keys and themes. An important issue is
involved here. Once we can accept the possibility

of the dialectic of symphonic thought coming to life °
in’ terms of new: polarities and by ﬁeans of new
_proéedures,hthere is in principle no limit to the’

number of ways symphonic thought may realize itself,
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except of course the limitations of music to
sustain and communicate such thought. ' To be
more specific: there is no reason in principle
why the dialectic sheuld not make itself felt
as, say, structure; why, that is, the mugic's
own form of coming into being should not be
gsubject to countervailing demands or principles,
end why therefore the cénflict should not realize

itsell as tensions internal to the music's own

structural process. Of the twentieth-century

works that 6ffer themselves for serious
considerafion inlthis connection we might single
ouvt four for discussion: all notable works in
their owvm right, each approaching its task in a
;différent way. They are the First and Second
Symphonies by Tlppett, Webern's Symphony Cp. 21,
- and” the Flrst Symphony by Robert? Gerhard.

In Tippett's First Symphony the dualistic
interest at itsfhighest, most apstruse level, is
the contradiction between Form and Texture® - but
iis presentatioﬁ at the level of immediate .
perception begins as a study of the contrast
and capacity for intenge individualization of

the contrapuntal lines in a textural idiom; %o

A
1. i.e. 'Shape' and 'Texture': the terms were

frequently used by Tovey, as has already
bheen noted,




this extent the work follows on logically from

our earlier discussion.

In the allegro first

movement the contrapuntal style itself is made

the bagis of conflict.

It is the tension

between the monistically derived yet strongly

individualized -~ and ultimately conflicting -

contrapuntal lines, and their offshoots, that

is exploited.

Ex. 40 shows the opening of

the symphony; 5mmediately the two basic

contrapuntal lines are individualized

thematically and rhythmically, and there is

even a kind of tonal independence in the way

the lower line tries soon to turn away Ifrom

the initial, and the upper line's, A major:

the lines are felt to be in opposition: :

4
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‘0f course these are not 'entities' in the way

that vsual symphonic subjects are - they are

not easily detached from their context -~ but

are incipient contrapuntai lines in a monistic

\

style, lines that are continually to expand and

!
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unfold into new but closely related patterns in
‘2 manner akin to that of the sixteenth-century
English polyphonists.to whom Tippett owes so
much. Thus the antitheses are not defined simply
by the upper and lower lines of Ex. 40: each oi'
these reveals many new contours between which
conflict occurs in varying degrees. There is
nothing thﬁt can honeétly be called a second
-subjeclt here; hut (and here is the first
compromise with a 'shape' technique) the tension
between the lines forces the music dramatically
out of the area of A major into tonalities where
the original key is éeriously challenged and
indeed - in Tovey's phrase - ginks beloé the
* horizon. This of course would not be likely
to happénain a purely, or traditionally,.textural
pi;ce, where all departures froyl the home-key
would be moves into nearly related regions that
never seriously called into queétion the home
grbund, and would in any case be incidentai points
in the evolutionary growth of the lines.

This tonaf challenge is offered most
forcefully'bf the development section -~ another
compromige with *shape' = which differen%iates

itself from the exposition by virtue not only of

&

— o ——
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its dramatic use of tonality but by the way it
treats the foregoing textural section as a
storchouse of ideas which it deploys in a
recognizably'Bymphonically'developmentgl mannexr.
The evolution of new contours is not the business
of this development,in quite the way it was of the
foregoing exposition: rather its business is to
examine old ones. The full-sgscale recapitulation
in the home-key is the next 'shape' compromise = -
and recébitulation it certainly is, for it does
not merely restate the original contrapuntal

ideas and then allow the lines to yield new
consequeﬁces. It is a return and-a reﬁtatement
of the opening section - with, moreover, orthodox

- key adjustments in favour of the home-key, A major.
Tq“sa§ that it is not literal in no way invalidates

i

‘4ts orthodoxy. | [

_ .The courge of this s}mphony is one of gradual
emergence from a basically textural idiom, through
compromise'with téchniquesof *shape', to an idiom
governed by 'shape', and finally back to texture
through a reversal of these processes in the last
movement. The adagio, in the key cf the supertonic
ﬁinor, thus bégins at one remove from the more purely:
and autonomousgly polyphohic idiom of the opening of
the first movement: 1dris?passacaglia, originally a

dance form, and one resting upon the repetition of
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a ground, which in this case is a regular eight-bar
sentence, with antecedent and consequeﬂt. Here
there are itwo clearly differentiated themes: +the
ground, and the subject that expands and proliferates
above it. - The use of tonélity is again dramatic in
the sense that the modulations push the home-key
below the horizon and even traverse distant
territory: we are taken through D minor, F minor,

C sharp minor, A mindr, E minor (fhese last two in
passing).. And the return to the home-key is also

dramatic and accompanied by. a restatement of most

of the opening section. This is a great compromise

with ‘shape' - and it appears all the more so when
it is discovered that the earlier section is now
regarded so sectionally..- so much as an ‘entity' -

that its sentences can be recapitulated in reverse

* order. This reprise, apart fro% the reversal in :

order-of presentation of what was previously a
naturally evolvihg end expanding polyphonic texture,

is largely literal, the only important change being
necessarily in the concluding bars. By the third
movement 'shape' has gained the upper hand: it is

a presto movement in orthodox scherzo-end-trio form.
The more textural section is relegated to the midﬁle,
to the trio - a highly contrasfing polyphonic paséage
for strings, which by setting out in D dorian maintainé

D ss the tonal centre of the movement.

v -
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The synthesis and resolution of the finale
is that while it begins as a 'shape' movement,
with contrasting subjects, albeit extended
polyphonically (texturally), it resolves itself
back into a textural movement in which the formaily
contrasting subjects co-exist contrapuntally without
friction. The first group consigts basically of a
gubject and'its countef—subject which are immediately
extended and developed for several pages before they
climax and give way to the second group. The
latter is a contrasting section, predominantly
piano; dolce, and piacevole, of fluctuating tonal
centre but setting out in C dorian and expanding

\

~in & fugato treatment. Clearly, what we have in
*this exposition is . a texturai idiom which has been
made auﬂservient to the considerationsof ishape';
: as‘in the previous movement it ig the 'shape' -
whiéﬁ dictates — which is fundamental - though

the idiom is now more polyphonic.  This holds
goad algo for the ensuing development, another
prescription of the sonata 'shape'. Here both
groups meet and are deployed contrapuntally and
motivically, and it is here that texture once
again gains control: the two groupa find at

length that thef combine very well and thereafter

there is no separating them. The motivic development
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ceages, the 1ines'become whole-: once more, each
with its own inherent life, It is a falgification
to apeak about this as recapitulation: it is a
textural processbthat beging in the midst of the
development, outside of the central toﬁality, and
proceeds ffom there until A is brought round again -.
and according to pfinciples that have nothing to
do with the"shape'—doﬁinated exposgition. It
vould even be a falgification to speak of a
gsimultenéous r»ecapitulation, for the use of the
word 'recapitulation' presumes a principle which
does not pertain to what happens after about cue 12
oF, 4he, Plualasly kb in Ho resumption of a principally
textural means of control, rather than a recapitulation
+ (which implies a formal“contfol), that is important.
And it ia not aurprisiﬁg that the regaining of the
ﬁoﬁic major is not a dramatic evént: it is merely
an incidental one in an inevitable organic process,
a kind of growtih which can therefore continue for
asllong as there is energy. As if happens, it
goes on growing: <‘the cycle continues beyond fhe
resumption of A major, turning immediately towards
E major (the édminant)'where it ends.

Thus a work which began by creating a duwaligtic
tension within & monistic idiom, by generating a .

dramatic conflict between the contrapuntal lines
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(and thence a contfadiction between texture and
'shape® ), and which perpetuated these dualisms

in various ways through-the four movements, ends

by resolving contrapuntal itension into a

harmonious polyphony (and thence resolving 'shapé‘
back into.texture). One may express thehmatter u
thus: +the symphony's overriding concern with the
contradictions between Form and Texture comes into
being - or rather is made dramatically apprehensible -
through %he'primary struggle between contrapuntal
lineg; as these contrapun%al lines conflict they
disrupt the homogeneity of the polyphonic texture

and create a need for a 'shape! organization,lfor

a control by Fprm£ as tﬁey aré reconciled the

‘need for external Form ﬁisappears. This brilliantly
- original symphony is itself structurally a dramatic

| enactment of an important probleé for the twentieth-
centufy symphony: +the dichotomy between the old
dualistic practice and the monistic character of

much twentieth-century musical language.

Like his Fifst Symphony, Tippett's Second uses
Form as an element which participates'in the symphonic
drama, almost as another subject, with a dynamic life
of its own. The First Symphony's probl;m was the

. contradiction between Form and Texture, studied

o
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dramatically as the conflict between horizontel

(i.e. contrapuntal) and later sectionally

disposed lines; the Second is concerned with

a dialectic« of Form and Content, and its immediate
drematic presentation involves the tensions within
and between strongly individualized sections. Over
a recognizably traditional groundplan Tippett builds
a8 work that;deploys the basic formal '*ingredients’
to an end that is as uniqgue as in his'First
Symphony." The work is in C major, and though

it makes articulate use of contrasted tonal areas,

between movements and within movements, key does

not strictly speakiﬁg function as a vital generating

and regulating factor in Tippettd generaliy, and in

+this symphony in particular. That notion of key

is tempo}al and.progressive; for Tippett'timg

_and key are usually contingent rether than necessary.
We have already (Chapter 3) discussed the form

¢f the outer movements of this symphony, but it is

nedessary now to re-state briefly some of the

particulars that were mentioned then. The first

movement is based in orthodox fashion on the contrast

of two thematic complexes: the first, basically in G,

is steely and rhythmical, while tﬁe second, initially .

in E flat, haspliable carillonando counterpointss

The two are further distinguished by timbral means:

&

/
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the first thematic éomplex has mainly string,

brass and pieno textures, while the second

belongs mainly to the woodwind. Though

described by the composer as a 'dramatic sonata
allegro', the movement shuns trﬁditional form iq'
favour of a structure of four closely related main
gsectiong; Tippett cails,them ‘gtatement, first
argument, re;statement,-second argument and coda'.
Far from being ordinary developments, the ‘arguments!

are reviews of their preceding 'statements' in which

the earlier material is somewhat varied, reorganized”

(s0 as to yield a more complex, less symmetrical
micro-gtructure), andlextrapolated: thus the
movement reallymesents the same fundamen%al
material four times over, each time at almost
exactly the same length. Form is the very heart
"of this movement, as it is of the/ symphony as a
whole, and as it was of the First Symphony.
Writing of the Second Symphony, Tippett has
admitted the extent to which his compositional
_thinking generally is dominated and enticed by
form:

I prefer %6 invent the work's form in

as great a detail as I can before I.

invent anyrsounds whatever. But as
the formal iuvention proceeds, textures,

= i ity
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speeds, dynamics, become part of the
formal process. So that one comeg
closer and closer to the sound itself
until the moment when the dam breaks
and the music of the opening bars
spills out over the paper.Z2

In This first movement Form is severe discipline'-
the rigid, constricting order imposed onto the '
music to hold the contrasts together and give
coherence. Moreovér,'form is the external control
that holds in check the music's inner tendency for
dynamic expansion and diversification. At a

deep level ﬁ tension results from this: one
becomes’ aware that the structure is 'not adequate"
40 the content. Each section (or micro-section)
grovis dynamically.outward, always further away
from its soﬁrpe;_ at climactié points it is
interrupted by the start of another section -
which is in fact not a cﬁlminati?n but a review = . |
of the same material (or in the case of a micro-
section, quite new material). - The spirit is

energetic, while the form - the discipline

essentlially, in this case - is gtatic: that,
at the deepest levél, is the conflict, and it

is the central preoccupation of the symphony. 8

And despite the discipline, the formal atraitjacﬁeting,.

each section manages over the course of the movement

2. From the sleeve-notes provided by the composer
for the Argo recoxding of the work in 1967,

i s g
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to develop; each section is affected by the
experience of its predecessors; and the music
manages to change, as if under the pressure of
its repeatedly curtailed impulses.

In the more placid, relatively static slow
movement - a lucid ternary structure with
introduction and coda -~ the sectional song-form
is Form more apprppriaté to the‘content. Tensions
here are less - and ‘traditionally so for a
symphoqy.\ One may.say that the movement represents
e temporary concession to Form. The high energy
of the third movement is required to take up the
struggle again and shift the 'balance': 2 rapid,

' . rhythmically complex scherzo,‘in additive rhythm
Iand in a very freé rondd‘form, the movement retains
gome of éhe-earlier repetitive éectionalitﬁ but now
the erching dynamic overrides all/ (the metaphor is
apt, for +the music rises to‘a central climax and
falls thereafter). The breadth of the climax
and'the full end sufficient exhalation immediately
efter it (cue 112 et seq.) are striking, because
80 new, after The experieuce of the first movement.

We have called the movement :a free rondo, in order

to show its proper genealogy; Tippett likes to

-1
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call it an ‘additive structure'; & phrase that
is appropriate to its method of always rotating
0ld material in transformation in the presence
of new material. The issue is thet, unlike
in the first movement, the implications of the
material are permitted to drive the movement ong
‘additively' - but still-in the presence of some
gsectional, repetitional *check'. This points
the dlrection the symphony has taken and |
antiC1pates “the full resolution of the last
movement. - [

The fpur sectiong of the iast movement
" dmplicitly refer to the four sections of the
first movement; tﬁe composer himself has
pointed out the conpection. Unlike $he-
' first movement, which was given coherence by
‘rigid Form, this movement glacea’%ogether four
Bectiéns in appafently total disconnectedness;
in a sense that has meaning for this symphony

the movement is written without Form. For here

the contrasts hold themselves together: the Content

is itg own Torm; and our awareness of the latent

interconnections between the sections of this
(so~called) 'faﬁtasia' is a measure of our

deepexr intuition of the relatedness of free,

o
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apparently disparate entitles. With this insight
we have abandoned rigorous management of the
discrete facts before us; we have learnt to
'*gee' the deeper relations, and control of the
old kind has been réndered redundant. The fou£
parts of the movement contrast not only in the
usual matters of theme, and so on, but also in
their formal 'lives'. The forms of the first
three sec?ions become progressively freer in
themselves, representing symbolically the whole
work's atfempt to liberate itsglf from Form -
i.e. from form—aé-regulétivé—pattern. The
first section is 'additive' and repetitive in.
e way that recalls the third movement, the
second (cueldd) is a passacaglia, and the
third (cue i69) one vast, freely unwinding
_ melody - in a sense the symphony's culmination,
symbolically suggestive of the 'échievement'.
he fourth secticn (cue 181) - which is ooda as
well - is a resolution of the symphony into a
kind of Urthema; and it recalls the very
beginning of the—work; It is a single
qu%ntessentiél urge, made five times over for

[}

emphasis. Form here is apt, for unlike the

\

£irst movement, which the principle of repetition

g
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”recalls,hthe '*ghape' is fully in the service of
the spirit - émphatic, cadential and ecstatically
fulfilled. The fact that thissection recalls
the main theme of the first movement - and that
movement itself — insisting that the end is +the
pame as the beginning, makes the point that this
is not a progressive, temporal drama in the
Beethoveniaﬁ manner; %hough like Bruckner's
symphonies, which also differ in a someWhat
similar way, it still relates to the
Beethovenian ethic of achievement.

The contradictions explored in the Tippett
symphonieé - between Form and Texture, aqd between
. Form .and Content — are less intellectual and
‘esoteric than the structural entitheses that lie.
WK e i s 6 e S npHony OpL 21 by Werahn,

: This concise two- movement work {a sonata form
followed by a theme and vafiations) is at a
technical level pure monism, built as it is

on %he implications of & single tone row; but

it unmistakably engages with the traditional
symphonic ethic of musical dualism insofar as

it is profoundiy and uniqueiy involved with a
polarity of Symmetry and Asymmetry. Its abiding
ﬁreoccupation is a struggle against asymmetry and

o
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imbalance, in favour of perfect s&mmetry and
balance - which iﬁ seeks in the perfect mirror
forms of canon by inversion, and retrograde
motion. In every section - i.e. in the
exposition, development, and recapitulation
of the first movement, and in the theme and
its separate variations, end in the coda, of
the second movement - symmetry is sought in
retrograde movement; in every section except
the final\chg some sort of cancn is attempted.
The absence ofcanon from the final coda is
significant, for it is in the last variation
that asymmetry is finélly defeated and symmetry
reigns in the perfect and long—sought—forlbi—unity
©of canon by inversion and retrograde motion. Hence
the coda, with canon not attempted in anﬁ'wayAfor
“the first time in the piece, represents & new
relaxation, a new simplicity, relying as it
does purély on the symmetry of retrograde movement.
The bésic set itself is such that it expresses
the symphony®s concern fér symmetry -~ and the
‘elusiveness of that symmetry. The row divides
perfectly into two halves, and the second half
ig- a perfect retrograde of the firét. fet _
.r;uinly the gymmetry is far from perfect: :tpe_ \

'a
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& complex dovetailing of the lines into the
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\v.

halves are on different notes, separated by

a tritone:

'j.l : ! ' T b7
7 . 7 5.‘ : 'f.” LB
A Eamm: e

————

The exposition expresses this central duality in

a brilli%ntly contrived way. The basic set and.'
its 'accompanying melody' - a different rhythmic
formulation of the row in ; transposed inversion -
are imitated at a distance pf‘two bars by a

double canon by inversion. The eleventh and

twelfth notes of each row are treated as the

first and second of the next. This makes for.

ensuing micro-section - wh;ch wi£1 be the

attempted symmetrical retrograde - but it

' means that immediately the symmetry of the

intervallic processions of each half of the

exposition is going to be disturbed. Noreover,

gince the canon is at a two-bar distance, the T
proposta will be attempting its backward

movement while'the risposta is still completing

its forward movement. Here t00 balance will be

i
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upset and a tension between the lines created.

We have spoken of the attempted retrograde

that follows the playing out of each row here:

it is 'attempted' in

the sense that it is far

from perfect, either rhythmically or notationally:

the order of the notes is somewhat scrambled

(though they do move
the rhythm, being in

roughly backwards), and
fact completely altered,

is inconsistent with ideal retrograde movement.

The whole\of the proposta as it appears in the

expos 1t10n is given as follows:

L 2 3. 0 § it R s 9 y
o (Im\ #0——r - (C £ L - £ {Tﬂﬂi_l'_— inY. of Row)
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[scrameren

RETLOLRADE oﬂw’\
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ing

el

S 1[’#;:* —""—7.*{[ \[-’—l—{;-—b? 1 1%‘_? 1;r =
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The ingtrumentation used here and in the other

lineg clearly enhances one's aural perception

of* the *'retrograde's

it will be seen in Ex.

42

fhat the instrunents are used in their reverse

i

\
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\..

order in the second half. Technically this
slightly scrambled retrograde is achieved without
any offence to the precepts of gtrict twelve-
tonalism: for the properties of the row are

guch that if it is inverted, and if the first

two notes of the inversion are made to coincide
with the last two notes of the original series,
then the inversion will inevitably return the‘
notes of the original series in a slightly

" scrambled reverse order. On many counts, then,
this expo;ition's search for symmetry and balance
ig defeated; it is also deféated by the codetta=
like passage for the 'accompanfing' line and its
canonic paritner, and further still-by the fact
that in the retrogféde second half these
faccompanyiné"voices trénsmit the row - or
“its inver51ons or transposltlons{- more than
once, unlike th% first half.‘ NOJ,thls
'retroérade' occurs at the point in the
éxpogition where the second group would

normally appear - but this is an important

link with the tradition, for the asymmetrical
retrograde creates tension and the need for

further sections in which to ettempt to find

hgrmony and balaﬁce, in a way that has important

o
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parallels with the traditional function of
discrete thematic groups.

The development similarly seeks a bi-unity
of canonic forms and extension by retrograde
motion. In the first half two voices use the
row in its original.sequence, though transposed,
and the other two uée it in transposed inversions.
Ag in the exposition,the'voices move in canonic
pairs, the following voice in each pair turning
upside down what the leading voice has played.

The scoring-oﬁce again clarifies these canons,

es it did in the exposition, by the use of
~certain timbres in the proposta that are repeated
at the corresponding points in the risposta. The
‘four iines share.é common rhythm, so that together
they make-a four-part raythmic canou. The total
. reversal bégins in bar 35.’ It is an unorthodox
trait of this development that it exhibits a high
degree of symmet}y. A notable exception to this
general characteristic of the development is the
omission by the first canon, in both proposta and
risposta, of the f£inal note (B flat) of its series;
this is techpibqllylexplained only by saying that
the note is use? Yo gstart the ensuing refrograde

and that the note is therefore shared by both

0
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canons -~ in’the same way that overlapping had
occurred in the exposition. What needs to be
understood about this geﬁerally gymmetrical
development is that it is (a) not an independent,
self-contained section, as is emphasised by its
goon being swept aside by the onrush of the
recapitulation; and (b) its brevity and
relatively uncomplex and homogeneous texture
iszgﬁffic%ent to offer an adequate 'answer! T
to the longer andlmore diverse and intricate
exposition: a more satisfa;tory solution to

the symphony's problenm - the.sfruggle between
symmetry and asymﬁg%ry - will have %o be .
forthcoming.  But this is nevertheless a

lreal glimpse of the finai solution, in a way

. that is not uncemmon’in the tradition of the
‘symphony; what is uncommon is tﬁ;t it should -
occupy the developmént. The recapitulation )
begins on the last quaver of bar 42.
Conventionélly, it is varied - most of all

in the principal voices, which undergo
‘modifications of rhythm, dynamics, and line
thpough havihg their component notes moved into ‘
different octav;s; In other words, the fecapitulation'
brings baock the expéaition with 1ts original pitcﬁ—

claspes: the effect is of a modulation back into
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the tonic, but the tensions of iwmbalance still
remain very much in evidence.

Just as the first movement tried to find and
unify the perfect mirror forms of canon by invenqion
and retrograde repetition, so in the second movement
each variation makes a greater or lesser attempt
to do the same, and similarly has varying degrees
of success. Ags is customary in a symphony, the
movement - the finale - begins with the knowledge. .
of the pééceding éfforts of the symphony, so %o
speak, and begins thereforé that much closer to
the sought—for ideal.. It exﬁibits on the whole
& higher degree of the kind of balance that is '

the goal of the symphony, then did the first

'movement, But the ideal mirror forﬁs are not

attained until the end; each section has some

greater or lesser 'fault', ﬁhich’;alls-for a
renewéd attempt and so proPéls the music on
into the next variation.

The theme itself is a transposed inversion
of the basic set of the first movement. At its
centre-point the theme begins a rhythmic and
melodic retrogréde of its first half - but as in
thé original this is imperfect, owing to the faciy
that the two halves are removed from each other

by the interval of a tritone and thus occur on

3
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different notes; and canon is virtually
non-~existent. Variation I has a high degree

of mirror-form integration, but balance is

upset and tengion created by a lack of
synchronization between the two double canong,
which begin thei} hackward movement at the

distance of half a bar from each other.

Variation Ii has a verf gslight canon, but

its major disrupting feature is that fhe first

horn refﬁées to submit to the rigours of retrograde
motion; dinstead it continues to expand thematically}
end dynamically throughout. This is achieved
technicaliy by its coﬁsistenf alternation between

l‘ -
two differently transposed inversions of the series -

‘@ kind of mixing of the two rows. Varlatlon III

is osten31bly perfect, but on close attention it

';reveals a subtle and important 'flaw': an extra

piece'of‘a row is 'tagged on' to the end of the
first half (i.e. just before the start of the
retfogradé), or in other words is inserted into

the middle of the variation, and appears both
forwards and then immediately backwards. The
notes of this insertion are deployed canonically_;;u
in a very unusual way. There are eight notes

in all in tais insertion,-taken from the middle

of a transposed inversion, of the row; they are
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uged by two canonic voice§, which begin in the
centre of this row and move outwards in opposite it
directions along it. This whole procedure has
little to do with the goal of the symphony; in
terms of the.symphony's-concern for perfect .
gymmetry and balance it is an 'ungainly' melodic oA
interpolation and as such is a-symbolic
*imperfection': +the perfect mirror forms
sought for must be attained without this kind
of ‘compromise'.

Vari;tion IV uses a curious, mosaic-like
retrograde secbnd half whiéh in terms of the
ideal is inadequate. 1In thié retrograde the
~ first half is returned backwards mainly in
the sense that meiodic cells from it are made
‘to follow each other it reverse order; in
- other words the first half is taken as
.coneisting ofaa series of small ﬁhita - roughly
-correéponding to bars - which in the second half
are placed in féverse order, so that the unit
that appeared first in the first half, appears
last in the second. Hence this is a compromise
- with both forward and backward motion. Variation V
has retrograde 6n1y minimally -~ not in its totality,"

~but only in tha't its ostinato horn figure contains’

e i e e
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within itself its own retrograde movement:

Ex.43

Ha I\_: 'faml]" . I _ili” (&5

Instead of anything that can realistically
be described as a retrograde second half in the
variation, there is just straight-forward

repetifibn} beginning in the middle of bar 60,

with another embryonic repetition beginning in
bar 65. Variation VI has a deflecting horn on
the same principle as Variation II: it% also : .; s
combines two forﬁs of inversions of the series,
" but adds to this expanding melodic tendency a
rhythmlc freedom as well. v
Variation VII at last achi¢ves a perfect

" bi-union of mirror forms in a complex and

expansive (etwas breiter) way. Here, finally,
_ double canon by inversion, and retrograde
repetition find their perfect form and coexistence.
The fairly high dynamic level of this variation,
': and its broadness - continually expandlng further
into moments of deceleration - is in keeping with
the nature of traditional symphonic apotheosis,

or at least resolution. After this the coda

. '
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can afford to be relaxed, easy, and extfemely
gimple: in these particulars it has links with
tradition, t?o. The relaxation allows a freer
borrowing from other (transposed) inversions of
the basic set, a freer mixture than hitherto iﬁ
the symphony, and it allows flexibility in the
tempo. It is also no 1dnger preoccupied with
cenon: it is all simplicity: duaiity has been
conqueped\‘ But perhapé its most striking feature
is its perfeét retrograde motion and total symmetry,
aurally apﬁrehended without any difficulty and
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3. Of course, though we have spoken of perfect
retrograde in connection with the last two sections,
14 mugst be understood that grace-notes are treated
differently, with melodic considerations foremost;
thus for instance < %[° would in retrograde
become ¥jf)), and no% F~
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The movement as a whole also reflects the
preoccupation with retrograde motion: ‘the coda
has affinities with the Thema, and of the other
gsections Variation VI has clear affinities with
Variation II (both ﬁave, for instance, a wayward,
melodically expanding horn parf), Variations V
and III have a toccata-like movement, Variations VII
and I are more nearly like each other than they ‘are
like any other variation (partly because they are'
the only double canons). _Yariation.IV thus is
the centre; and its compromise with forward and
backward movement is therefore signficant and apt:

it tends to emphasize the equivocal position of

. the variation, caught as it is between forward

movement .and backward movement. The first

e

. _movement of course has this kind of broadly

forwayd—and—backward-moving strué;ure as well;
but this second movement, which has not to submit
to the rigours of recapitulation as does the first,
is thus free to approach closer to the mirror ideal
of the symphony in its total structure than is the
first. This too is appropriate and traditional
for a finale. _ ' _

Ve sece, thén,that a work that in a technical

sense 'impiies' monism may nevertheless find meabnsa

o
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for going beyond it. Webern achieves this by
bringing about, at all levels from the most
fundamentally generative (the row) to the most
superstructural; a profound antithesis of Symmetry
and Asymmetry. Roberto Gerhard shows another way.
His First Symphony (not to be confused with the
earlier Pedrell Symphony which is not numbered)
incarnates an essential antinomy of lMovement and

Stasis.

N

As has already been mentioned in a different
connection (in Chapter 3), Gerhard here uses the
total sperial field: <from the basic twelve-note

series he derives correlated proportional,sets

’

which control the work in its manifold parameters

and which articulate its form in terms of what he

calls superordinate time-levels. These levels,
.or layers, says Gerhard, /

open up fan-wise, each articulating itself
within its proper range, and contributing
(as a whole) to the articulation of the next

‘ higher level, where it becomes simply a
member of the superordinate structure; and
g0 forth, up to the highest level which is
the whole, in the light of which the parts
achieve their proper meaning.4

The work is monistic in the sense that the contrasts

between divisions - whether on the smallest scale,

i.e. the lowest superordivate level, or oa the larger,

4. The Score, September 1956, p.T0.
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i.e. the higher superordinate levels, such as
involve entire movements - do not aspire
thematically to the status of entities ﬁhich
‘have to0 bear a destiny of their own', but are
contrasts only within the given unity of_the
tone-row and its correlated proportional sets.
Gerhard's total serialism, bringing about form
that tas A whole can develop and regulate itself

truly from within, since its growth will be

directed step by step and at all superordinate
time levels by the steering-operations of the

i time-set'” leads o music that. is fundamentally
monistic, controlled as it is by a single
principle at least-as emphatically ﬁomina*ing

as a cantus Tirmus in a medieval motet, or a

subject in a Bach fugue, where !the entire
“potential development ... is impl}cit in the
subject.'s ‘
Yet like Webern (and indeed also like
Hamilton and Goehr), Gerhard manages to suggest

a powerful dualism within the monistic technigue.

He does this by manifesting two seemingly

contradictory states in the music, one associated

5.'- ibid., p.63. The italics are mine. &

6. Furtwingler, Wilhelm; op.cit., p.29
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N

with movement and rhythm,-the'other with the

stasis that is the suspeﬁsion of all movement:
these become, as we shall sce, analogues of, on

the one hand, a physical and temporal condition,
end on the .other, a spiritual, or metaphysicall"
éondi%ion. Although these antitheses cannot of
course in any simple sepse exist simultaneously,
their relationship is heve}theless - or rather,
precisely because of this - profoundly dialecticals
the struggle of the symphony is the struggle of the
one to attain, or rather to transform itself into,
the other. Its struggle, in its striving for

what Roman Vlad has called *spiritual su?mits,

" and their contempiation in "privileged moments“',7-

traits that give the music - af the listener's

‘is one that involves transcendence of those ver
J

level of apprehension - its life{ its character,
its direction, its capacit} for growth. These

tra;ts are primarily its own pfopulsive rhythmic
life - the 'rhythmic forces which seem to embody
or to realease a train of particular dynamic

events' in Vlaﬁ*s words8 - and the capacity for

T. . 'My first impressions of Roberto Gerhard's
music', The Score, September 1956, p.3l. i

BO - ibido’ P-29.
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N

melodic formation which is its co-relative in 3

terms of pitch. What this transcendence, this
striving towards the metaphysical, mears for the
work is paradoxically not a denial of the life-
forces but precisely an assertion of them. The .
condition that is sdught is thus arrived at
through intense rhythmic and melodic assertion;
and it is realized in its ultimate and ideal form
as silence. The state closest to silence is
that in which movement and dynamic level are at
their low;st;- end the aspiration, by assertion,
towards these states p?ovidés the dramatic interest
of the symphony. ‘

We can follow a pattern, or flux - asg the
. spiritual conditioﬁ is sought, approached but
not fully achieved, and-éought again - throughout
the whole symphony. Indeed this pattern -
-broadly a dynamic in which ?ensioé mounts and
' culminétes in relaxation - can be shown to be
present at every superordinate time-level from
the smallest to the largest. The very first
page of the scora; comprising the first six bars,
demonstrates it: +the notes of the row are played

with a swiftiy méunting intensity in which piano

riéea to fortissimo and the notes follow each X

. other with increasing urgency, involving as they

i
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do s0 more and more regions of the orchestra;

after the deafening climax a beat-and-a-half

of silence ensues before the next sound is heard:

‘1

These half#dozen bars demonstrate in a succinct

and compelling way the tension-relaxation dynamic

that is to be a fundamental preoccupation 'of the

whole_symphony;

they also reveal the tone-row

-, that is its technical basis. On a higher

: superordinafe time-level, the entire first half

- . of the movement climaxes at cue 15, and in the

ensuing ebb of tension the rotating violin

ostinato figure that had helped to generate

the climax loses its energy as it sinks into

a pianisgssimo and becomes a function no longer

of a rhythmic and temporal exigency but of a
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gtillness that is, in its blurred mensurality,

almost timeless:

(s =Est S e

s v B o e e e e o [

2 *‘_ﬁ_f:l:__.:__, dr=— = = —— ;

.._.% e i L el . - _.._..:::_'/;_' - | LE

“‘""’MF" ﬁ;fi-*]*#'a?*’?["? % 73 -

i G

And thls makes the point about the symphony's use

of ostinato: its use as an ;ntensely physical
function is very like its use és precisely the
opposite, i.e. as a function of an intense
spirituality and inward‘stillness. The one is

fhe obverse of the other. This means that ostinato,
though in a traditional sense 'ﬁnsymphonic' because
of its implications of stasis fatﬁer than dynamisn,
is paradoxically here preclsely appropriate to the
symphony's cent£§l concern.

Still on a higher superordinate time-level,
the slow movement-is perceived asg the relaxation -
the greater inwardness that has at the same time
a greater, taough gspiritual, intensity - which

has been generated by the first movement as a

- . whole. But the focal point of the whole symphony
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and its main climax and dramatic turning-point
occurs in the region of cue 105 in the last
movemnent. Here a devastéting furioso climax
yields ultimately to intermittent bars of total
silence; between these violinsg and violas move
without any of the rhythpic urge that has

informed the:general movement of the symphony thus

far:
Ex. (bR JoFiesss :
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At the climax itself an importan? ostinato, played
..n by the piano:.- '
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- is trensformed audibly from one which involves

forward movement in time to one which is the very
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sugpension of all movement. As the piano emerges
from the climax - but not before =~ the suatainihg
pedal is depressed with the result that the .
ostinato figﬁre now being played softly souﬁds
as & chord, without movement; this is especiall&
audible as the piano is, at the moment its pedal
is depressed; the only instrument playing. |

This section marks the dramatic climax of
the symphony, the criticel point which has been

- 80 long sought but never achieved with this y

intensity; +the point after which things cannot
again be the same. The achievement - in the

symphony's struggleé through Zecoming towards

- —— i - -

Being - is decidedly Beethovenian. If all this
sounds iikenverbal sophistry we -can invokelthe
‘composer's own (reported) words by way of

‘confirmation:

essse in discussing compositions that are
, already finished - the S nony or the Strin
Quartet, for example - he Ei.e. Gerhard) will
analyze the structure of certain passages in
a peculiarly ‘'dramatic' way: in terms of
gestures and trajectories and changes of
fortune. He always works now, he says,
towards a crisis, or change of fortune,
that occurs near the end of the last :
movement; once this point- has been reached, R
every particle of energy is directed towards
the dénouement, and it follows that the players

must recognize the moment of change and make the
dramatic structure clear.S _ \

i 9« Glock, William; 'Comment', The Score, |
i September 1956, pp. 6-T. -

- e ————
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When the rhythmic movement starts up again at

cue 118 it does so with greater composﬁre and
control, and ﬁith less compulsive frenzy. There.
is an order éndhsymmetry in these pages which is
of an altogether new kind; +there is even a new .
light-heartedness and an unmistakable joy. The
work moves back to the spiritual state for its
conclusion and culminates on a high string-
harmonic E, sustained through fourteen bars during ° |
which it rises from piano to forte, recedes to
pianissimb, and finaily trails off into the

ultimate state, éhe‘silence 80 earnestly sought.lo

\

111

s

Barlier (Chapter %) we saw that key might in ;

"its symphonic use attain the concreteness of symbol.

10.. It is interesting to observe that E is the
- goal-tone of the symphony, and a kind of symbol xei
of achievement. It appears at moments of high o
..+, achievement in the work - the end of the first Sl *
movement, at the end of the second wmovement,
and at significant points in the dénouement |
of the last (E is the first note introduced
over the piano ostinato after the furioso !
climax, when in the first violins it leads =
off the pianissimo string-tremolo reiteration
of all the notes in the series; it is also
the first note to be heard after each of four
General Pauses, and of course it is the last
note of the symphony). 1Its use in this way,
though, is symbolic ratner than anything
which could meaningfully be called a tonal centre.
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We saw, for instance, that a work might end in

& different key to the one in which it began,
and ‘that this ultimate key might be so presented
as to appear a 'goal' towards which the symphohy
had striven. Tenality vested with such a
significance would add another dimension to

the implicit 'drama' of symphonic thought.

The potential iuherent in this symbolic
enhancement. of tonality is that instead of its
being only an addition to the tonal dialectic

of a symphony, it might itself become fundamental.

- Such a chénge would be more than quantitative.
. ~ \

Once a symphony's tonal relationships are organized

‘guch that in principle all its keys are vested with

8 symbolic character; more preécisely, once this

:_outlook is taken as primary, and/keys are chosen

and organized within and in terms of this
fundamental symbolic perspective; then we shall
need to take note of a qualitatively different

‘symphonic procedure.

The symphonies of Nielsen are perhaps unique
in twentieth-century symphonic thought in making
conflict rest uwpon this qualitatively new 'method.

v
¢ .

Of course each symphony of this kind will propose

its own symbolic and therefore its own tonal

)

' -
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relationships; and only a comprehensive and
coherent analysisg of any such worﬁ will do
anything 1ike_jgstice to its procedures.
Nevertheless it might_bé helpful to begin ‘

by mentioning summarily some of the relationships
which feature prominently in one or more of the
symphonies, and the significance with which they
are endowed. They include the following: keys
tritonaily distant from each other appear as
antagonists; in such instances, one.of these
keys usuaily comes to assume a heroiﬁ guality
throughout the course of tﬁé ﬁork and at the

end emerges victorious, as thetgoal td which

the struggles of the work have been directed;

" dramatic use is maée of keys semitonally
adjacent to & goal—key,hﬁhéreby it appears

that the goal can at this stage be approached
only approximately; thirdjrelatfgnships offen
appeaf as 'equivocal' in character, either in
relation to a key with a specific symbolic

| coﬁnotation, or in relation to two keys which-;t
_ are'defined as anfagonists; keys achieve a
characterization that is consistent throughout

the symphony, etc. To go beyond this rather

superficial epunciation must involve us in p
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some fairly detailed analysis; ‘therefore we
shall now proceed to an analysis of, in turn,
Nielsen's Third and Fourth Symphonies.ll

In the Third Symphony (Sinfonia Espansiva),

A major is at once the tonal goal and symbol of:-
triumph. The first movement begins in D minox.
Yhe sécond gfoup has a ciear dramatic function
of 'oppositeness'. Commentators who have used
the word ﬂvegetgtive' $o describe this grouﬁ
have Bpecified that function: 1if the first
group (beginning in D minor) characterizes the
‘expansive' element in the work, the second
(beginning in the most remote A flat major)
represents the opposite - it séems to 'vegetate*

by moving withipn a small compass and being

‘content to 'sit' on its dominant 7ven after

each upward movement:

s e — | ——

—_— ' d < ad \

11, In this discugsion of Nielsen's symphonies 1
am indebted to Robert Simpson's excellent
functional harmonic analyses in his Carl
Nielsen: Syuphonist. :
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In this context the furious string passages that
try to push the group aside may be understood as
representatives of the espansiva spirit. From
the point of view of tonality the exposition and
development may superficially appear to have lost
touch with traditional practices; at a deeper
1eve1, however, they reéeaffirm these practices
by reinterpreting them. "As Simpson has obgerved:
In the exposition the keys follow a scheme
(rising by steps) which, once it has been
observed, is asdirect.as the old tonic-to- o
dominant trend of the classical exposition:
this development is, like the old sonata
Durchfihurung much freer in its wanderings

from-key to key, and is unified by its 12
start and finish in specially selected keys.

In the recapitula%ion the second group - now in E flat,
“the furthest point froﬁ‘the symphony's goal - returns
before the firet: the firet group's attempted return

I.fails, as though its capacity fof expansion had been

tempofarily defeated by thé development. But when

it goes return it is extended in order to act also

as a kind of coda, and the movement ends with a

moment of pasaing triumph as A major, the goal,

is attained.

The slow mbvement; a Romantically oriented 4

_ andante pastorale, begins in the key (C major) that

is a close relative of the tendency that was implicit

12. og.cit.; pp. 51-52 -
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in the ending of the previous movement .- a tendency
to slip into A minor. The section moves over a
geries of rising and qpickening pedals a third
apart: ¢, B, G, B flat, D, ¥, ... but then,

instead of the expected A, the centre is deflected
a semitone.away to B flat, and from there moves to
E flat, once again the very antithesis of the final
goal. Yet paradoxiqaily this region, like the

E flat second-group section of the first movement's,
recapituiation (and by analogy the corresponding A
flat section in the exposition), is an area of

calm to which is given a real human warmth by

the addition of wordless soprano and bar%tone

soloists. The movement ends in B flat. The

" scherzo movement, with a Brahmsian allegretto

in@ication; is set in a kind of sonata form.
The movement is in C sharp minor{ +the second
aubjebt is in G major; thé tritonal polarity
of the groups in the first movement is thus
reésserted, in other terms. The movement's

central key of C sharp minor is, in the tonal

- context of the symphony, a somewhat indecisive
‘area: this seems to be the point. And the

indecisiveness 'becomes more obvious when it is

understood that since a gbod deal of the first ‘-

A
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subject is in B major, and since the second is in
G major, they assert poles that are acougtically
an equal distance from the idyllic E flat of the
previous movement - and, moreover, an equal |
distance, though significantly a smaller one,
from the goal key df the gymphony! The
development-has to freé itgelf of E flat before
establiéhing D major; it then falls back into

C sharp minor for the recapitulation. This is
condensed: the second subject is now absorbed
into the first. The_movemenf ends in C sharp -
significanfly the only movement to end iq its

original key. But D major has been found, and

‘it is on this assumption that the finale begins.

Just as the first movement went from D minor

" %o an unstable A major, so this donata-form moves

from a closer point, D major, to a secure A major.
The second group enters in B flat minor and soon

changes to F sharp minor; these keys are an

equidistant third away from the first group's D,

and they thus reflect similar equivocations in

the scherzo. 'The movement's antitheses are
basically the same symbols as those in theé first
ﬁovement —_though their rélationship has of course

pot remained static. The main chorale~like theme

W
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of the finale, embodying with new confidence

the egpansiva spirit of the first group of the
first movemenf, has now é tendency to take its
opposite into itsgelf: notice its characteristic
lingering on the dominant, a trait which belonged

to the 'vegetative' second group of the first

movement:
5 |
0 e , '
A e e e =!
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i
The second subject, tdo, has clear motivic
%
affinities with the first:
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But it still expresses the dominant fixation, &
demurring, declining gesture - the opposite of
espansiva - With which it makes endless play

when it returns in B flat major in the
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recapitulation. This reprise of the second
subject -~ before the first, and again for obvious
dramatic reasonaln occurg just after the great
E major climax of the development; +thus again
the 'vegetative' spirit stresses the opposite
pole, just as it did, say, in the E flat
recapitulation of the first movement, and in |
the E flat episode of the andante - for E flat
bears the, same relation to the goal A of the
symphohy, aé B flaet does to E, the dominant of
the goal ﬁey. But the point has now been

reached where reconciliation, and the achievement

of the A major goal, are possible: the goal

Yonality is indeed affirmed, and the first

subject absorbs the second into itself:

Ex52. [Quotation From 2% suereeT)
% X L
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The Fourth Sumphony (The Inextinguishable)

is a atill cleéqer demonstration of the way in
which Nielsen's thorough-going key symbolism |
extended and revitalized the symphonie use of
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tonality. The work's four movcménts are
continuous. The first group opens the allegro
with a2 hellish violence; destructive of tonal
gecurity: two tonal centres are thrown tOgéther
(C in the strings and D in the woodwind), and:thé
tritone is ominously present both vertically and
horizontally. "The second group, in a calm A major,
is an intense contrast; and its key bears an
orthodox relation to the D of the first group.

The clarihet'a long, smooth cantilena is soon
interrupted as the alien tritonal relation -

E flat - almost succeeds in establishing A flat
minox. But the Will to Life'- which is what

the composer said %he music attempted to express -

prevails and insfea@ the orchestra suffenly gives -

out, in a fortissimo and risoluto E major, a S

clipped version of the second grdﬁp. It is a

brief moment of triumph - énd the first glimpse

of the goal tonality of the symphony. But

vic%ory is not so easily won, and E major is

' loét in the fifth bar. The development is'full

‘ combat, with agdden tonal movements, and with the i
"positive' (second-group) elements striving to
control the othér (first-group) elements and o

establish E major. Towards the end of the
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development the second group finds a welcome
stability in C major, and we are led to believe
that something has been gained. But fhis is
too easy: and C, ﬁe remember, was originally
associated with thé_first group. Without :
warning, the demoniacgl first group sweeps over
all. Before the end of the recapitulation the

music.finds itself within the perimeter of E major,

and gathers strength to heave itself into that key s

and into a full-blooded statement of .the second

group. As if exhausted by the effort, the music

sinks into a diminuendo.

But some respite has been won: this takes

the form of a graceful allegretto movemeﬁt, another - -

'_!scherzo' of the Brahmsian kind, in the nearly
related G major. The scoring is faetidious;

~it is predominantly for woodwinds, who were the
bringers of'the‘peace of the secénd group of the
first movement. ﬂith the slow movement, non-being
suddenly, frighteningly, annihilates all. We are
back with the struggle to establish E major; +this
is what the early writhing string line tries to do,
degpite its mébabre timpani and pizzicato
accompaniment. A The free string pblyﬁhonj that

this section soon attains is in siriking contrast

&
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to the previous woodwind movement with its ey
homophony and period structures. I major v I;
igs indeed achieved after a while, and the new -
‘section breaks upon the scene with wonderful :
simplicity;. but before long E major again - od
disappears, and as the 'dangerous' calm of C major &
is found a piercing ostinato screeéh introduces
a destructive 'developmental' gection. This
ogstinato figpre is a derivative of the opening

themez of the movement, and after a fugal discourse

it locks in contrapuntal battle with the second
theme. Tension builds until the second theme
can find an ostiuats equal to that of the‘first
theme, whereupon E major bursfs forth and imposes
‘a sudden'stability. There is no reprise:. the
“themes are spent, and as odd motiyes from them
whirl about the goal tonality is once more mislaid.
The finale opens with a thematic complex
‘of beautiful simplicity and confidence, in & h, Wi
mixolydian A major: it is the first of the
three 'conflict' movements to begin with the
'Life' element in the work, and not with its
opposite. The second groﬁp this fime unleashes

‘the chaos, and doeswso wifh vengeance. The

startling section of the group for solo timpani

o
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bears in the score the composer's instruction

that both timpanists maintain a meﬁécing

character, even in piano'sections. The tritone

ig agsin prominent. In the midst of this fury
there arise ‘hints of the main subject; at these’
suggestions the music restores calm with a huge
glorioso placation in A major, bringing to an

end wha? may be seeﬁ as the exposition. The
development deploys temporarily deflated motives
from the gecond subject and repeated-note figures
from previous movements, until quiet canonic musings
with the first subject,introduée %he recapitulation.
This is in‘B major — the dominant of the goal key -
and before long thére are premonitions of a return
of the once triumphant ‘Iife! theme of the first
movement. ‘Yet the musiq dafkeﬁslagainz B major
:drops to minor, and soon'thé drumé.are pounding

out théir‘destruction. Befween them the drums
creaﬁe D minor - the key of the very beginning

of the work. The first subject of the finale
falis away under this primitive fury, but the

first movementlp 'Life' theme holds grimly on.

A sudden outbufs% of the furious second group
temporarily drives away all before it; but the

firat 'Iife' theme and E major have been prepared,

"l
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and with a mighty ejaculation call everything
to instant order: even the frenzied quavers
of the second group are quelled, being turned
into ostinato violin accompaniment, and the

gymphony ends triumphantly.
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EPITOGUR

The contipued productivity in that.field'
of COmposition:called symphony - despite the
répeated pronounceﬁents about its death or o
irrelevancy - is an interestingfact of the
musical life of the twentieth-century. It
is also one that raises explicit questions
about fﬁg relationship of present to past in
a traditional musical field, and raises them
at least ﬁs emphatically as composition in any
other single comparable field. Almost invariably

these questions are overlooked by commen%ators;

~this would be at least understandable if it were

" -obviously true (which it isn't) that all symphonies

- written in our century-had been }eft quite untouched

by contemporary developments in music and were thus .

totally anomalous, or that they had all so radically

broken free of tradition that their only connection

with older symphonies was in their use of the.name,

and the questions raised were thus more superficial
ones of seman%ics. Doubtless there are symphonies
which are accunately dharadterized by one or other
of these extreme positions; but clearly fhe bulk

of gymphonic composition from Mahler onwards falls

" i . |
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gomewheré in between, and the questions still
loom large. _
It ia.to thege guestions that our study has
hoped to suggest means of approach and answer.
Iﬁ pursuing the symphonac‘tradition from its
earliest meaningful beginnings to the preseny
time, we have found the’symphony capable of
extraordinary survival. We have seen how it
may be %:ansmitted in diverse ways into widely
diverse idioms. 'Freqnently ve have surprised
ourselves.by discovering a fundamentally
symphonic essence where all surface indications
were strongly against our ever doing so;' and
in eéch such case-we have uncovered a method
" of profoﬁnd réinterprefation o@ the symphonic
. idea. It‘is not our task here to predict t
. whether or not the symphony will continue to
survive, or indéed to argue whether this survival
is necegsary or even desirable. What has become
clear, however,.is that the symphony can, if
required to do so, rethink a number of its basic
tenets in tqrﬁs_approPriate to highly contemporary
idioms. And ﬁpe proven resilience of the symphdnic 4
principle -~ a function of the human needs it fulfills. -
ghould putnus on our guard against any too glib '
prediction, or diagnosis, of its -death.

o
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: Bceth..oven, Hegel and Marx L

BY —
CHRISTOPHER BALLANTINE

MusicoLoGy, to paraphrase Merleau-Ponty, manipulates its world and gives
up living in it. - Paradigmatically it tends to reduce critical thought to a set
of data-collecting techniques, treating each of its objects with infinite blandness
as though it were an object-in—general—"as though it meant nothing to us and

yet was predestined for our own use”. Nothing in musicology’s formal |,

operational thinking asks it to understand its own foundations or to call them
into qucstlon (at the one extreme); or (at the other) to disclose the human

- horizon of its endeavours—the value and meaning that presumably drench

the objects that inhabit the world of its operations.

These limitations are most evident on those occasions when we should
most be able to go beyond them. Such occasions include those when we find
ourselves implicitly, and collectively on a large scale, reaffirming that a particu-
lar composer has relevance to us—as notably happens whenever we celebrate
the anniversary of a composer’s birth.” But for us, the expérts, these still

‘remain on the whole purely formal, ascetic affairs. Having proclaimed the
" date, sent out the invitations and ordered the cake, we fail to turn up to suggest

why we should be having a party at all. This was the lacuna at the heart of
1g970’s birthday festivities. We were commemorating Beethoven—but why?
It is at once the most obviousand the most problematic of questions;and perhaps
we ignored it because we knew it would easily beg its answer: “We are celebrat-
ing Beethoven because he is Beethoven”. Amjfd the array of impressive
scholarly publications one looked in vain for attempts to come to grips frankly
with the question of what kind of meaning a composer born on the brink of the
French Revolution might possibly have for men and women living two-hundred
years later in the age of space technology. Had we been pressed to answer,
what might we have said? If we were called to account now, what would we

say'-‘ Many of us, I think, would hope to suggest that the value of Beethoven's
music for us has something to do with its involvement with life’s most profound
and searching dilemmas, with its striving to win through, to forge hope from
hopelessness. Of course these are rough-and-ready formulations. Nonetheless
I think they refer us correctly to the very heart of Beethoven's importance for
us: namely—and this is what I shall discuss here—his articulation in music of
the principle of dialectic in all its rich and splendid logu:a.l and affective signifi-

. €ance.

- Beethoven was 18 ,at the start of the French Revolution, that momentous
event which was all at once the testing ground and the stimulus for one of the
great upheavals in human thought. Briefly, the significance of the Revolution
was this. Through it men both demonstrated and comprehended for the first
time that history and human nature were their own; that it was in their power
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to take back these thm"s intotheir own hands, and toshape them for themselves,
But central to this experience was the belief that the old social order had needed;
to be overthrown because it had come to express only a lie, and that it was the

new order that had forged an access to the truth. The attempt to construe: .

this in an adequate conceptual form led to the view that from time to time the
obvious picture of "rcahty" given by common sense as indisputable, is not,
true at all; rather, it is the very denial, or negation, of the truth. That is “hy
it can be contradicted by other pictures of “reality’. But where, then, 7s the;’
truth? The answer is that the truth exists beyond, or behind, the present'

defamation of itself. And if the truth is to be grasped, all these stable but

contradictory appea,rances——all these pictures—must themselves be negated,
just as the ancien régime had been negated. The truth will then emerge as a.
new interpretation of reality, whose distinctive feature will be that it has taLen.
up and re-embodied the original pictures in a more appropriate form: it will,’
in fact, be a synthesis of the earlier untruths. Now at a certain stage this truth.
will also cease to be truly true; it will be contradicted and undergo the same *

process. Reality is thus seen as essentially contradictory, but the negatlon:.

inherent in it is the principle of all life and movement.

It was Hegel, of course, who first elaborated these ideas into a fotal system

and one that is a living demonstration of the processes it describes. His meta-
physic takes the stable categories of traditional formal logic and dissolves’
them into a restless sea of antagonisms: in this way it is itself an abolition of
that logic and a synthesis dependent on it. Reab.ty, in the view I have been

.describing, is dynamic: so Hegel's ontology is a’flux, a ceaseless becommg,
propelled by the clash of contradictory forces. But all this unrest (Unruie)..

" has a goal and finishing point. Its aim is rest, at t];{e point where man, fully
aware of these processes and his own part in them, is truly free. And thJs—»
“the only pole of repose amid the ceaseless chain of events and conditio
Hegel saw as the aim of the struggles of history.

It would be surprising if a relationship with reality as powerful and deeply

rooted as the dialectic were not to find sensuous, artistic embodiment: and
indeed the sonata principle is precisely the dialectic in its musical analogue.
Sonata, which grew up around the time of the Revolution and sprang from the -
same impulse, is a way of musical thinking which generates contradictions
between (say) opposing tonalities, themes, rhythmic characters, within the -

course of a single movement as well as over a multi-movement structure. Its s+ .

starting point is the difference between the reality and the potentiality, exactly :
as in Hegel's dialectic. Sonata dramatizes the principle whereby something".
may become something else under the driving force of contradiction: it is the

Righest musical articulatipn of the idea of forward movement through conflict. G

One thinks immediately of the sonatas, symphonies and so on, of Haydn,
Mozart and Becthoven, as the highest embodiment of this principle; and so
they are.  But it is Becthoven—born in the same year as Hegel—who emerges,
as the most thoroughly “Hegelian” of the three; it is he who pursues most

relentlessly the dialectic of becoming, driving his thematic complexes through.'.
from what they are not but seem to be, to what they are but appear not to be.
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Haydn and Mozart do not attempt such radical reversals. Mozart can begin
with spiritual blessedness; Becthoven must begin with cliches, rude, common-’

—

sensical—the currency of the obvious that, as for Hegel, offers only a deceptive .

“security”—and find rest, which now takes on the character of triumph, only
after a heroic struggle. \We should not let the fact that both Mozart and
Becthoven are dialecticians obscure their difference. What stands between:
them is the critical, formative experience of the Revolution: the final collapse’
of the late feudal order, and the dempnstration that, against ov erwhelmmg*
odds, men can—and must—shape their own destinies.

The point I amn trying to make will become clearer if I attempt some geneml

distinctions between the music of the revolutionary sonata principle and the”
music it replaced. “Formerly”, said Balzac, “the caste gave every person his

physiognomy which dominated hls individuality; today the individual receives -

his physiognomy from himself”. A remark of Beethoven’ s, addressed to his*™
patron Prince Lichnowsky, is also apposite: “Prince, what you are you are by~
accident of birth; what I am, I am through my own efforts. There have been

thousands of princes and there will be thousands more; there is only one
Beethoven!” The musical style appropriate to the pre-Revolutionary con- -
ception of an unalterable human “nature” was the Bachian principle of exten- -
sion by varied, motor-like repetition; but the post-Revolutionary view of man .
as a product his own efforts called for nothing less than the full Béethovenian .
dialectic, the principle not of extension but of movement, of contradiction .

rather than repetition, and of thematic transformation rather than variation. -

Where in the earlier style a piece evolves on the basis of what is already there. .,

at the beginning, in the later it gropes ever towards a new formulation, one

not given but latent within an original contradiction: it strives to become .

what it is nof, on the basis of what it s.

Reason, in the Hegelian mind, is elevated to a pogition of supremacy, and -

therefore cannot tolerate a reality that is unreasonable to the degree to which it

is defaced by contradictions, Refusing to be lulled—or more strictly, mystified :

—Dby the superficially placid and quiescent surfaces of things, reason hunts out
the contradictions, knowing them to be the ignition points which can be
exploded so as to shatter the stable, harmonious structure that common sense
had assumed in order to canonize it. These are exactly the priorities and the
procedures of sonata music, and they essentially distinguish it from the fugal

style. Fugue reveres stability and unity. The working-out of a fugal subject.” .

demonstrates through the unity of counterpoint the capacity of the subject to

integrate diverse experiences into the fundmental oneness of its spirit. Neither .

through modulation—wvhich is to closcly related keys, and is so handled that.

{far from undermining the home key it confirms it as still primary—nor through -

thematic “development”—uwhich exhibits the potentialities of the subject- ™

matter—are the fugue'’s basic premisses ever called into question. " It runs a
course in which it can afford to take risks because its monistic unshakability is
guaranteed. :

Sonata, on the other hand, aims from the start at duality. In the exposition
one thematic-tonal area is contradicted by another. It isinadequate to speak .
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of them (as is the custom) as “‘contrasts'’, for that term evades precisely what *
is specific to sonata-type contrasts., They are not merely different sub]ccts.'
arbitrarily hitched together. Behind their evident surface (foreground) dis-
similarity there is a latent (or background) identity which we feel though do *
not yet comprehend, and which gives them a relationship that is necessary

rather than contingent. Analysis can easily disclose this identity (and in the -
work of such critics as Rudolph Reti frequently has) and so support the view |
that the sonata subjects are partial and contradictory (Hegelian) “appearances” *
‘abstracted from the latent ground of a common totality. The subject-areas .
are contradictory “pictures” of rcalitv organized in and around individual ¢ °
subjective centres. Hegelian “reason goes to work on the contradiction in .
the so-called development. Here nothing is sacred. As the mind stretches itself =
to penetrate the surfaces of the competing pictures, it shatters the relative .
stability of the exposition’s antagonistic views and may summon up as much of *
the syntactical and grammatical procedures of musical language as it finds -

necessary. It may dissect, analyze, examine, counterpose, combine, distort,

and will probably release the explosive energy implied by the contradictions of
the exposition. Here the competing certainties of the earlier part of the °
movement are ransacked, emptied of the “security”, their apparent “truth”
profoundly called into question. The development is as logical, rigorous and *
relentless, and as deeply immersed in the strains and stresses of contradiction,

as the proper reasoning of a dialectical mind must be. What this experience
discovers is passed on to the so-called recapitulation. This is no mere repnse or
review, but a reworking of the earlier positions on a new level, such as is ade-
quate to what the rationality of the development has disclosed. It must
oppose everything that has gone before and yet must fedeem it; it must give
to the music the meaning to which the exposition pretended, but denied.
Customarily it retains enough of the exposition to show that it has reunited
that section’s opposing "‘appearances” to the ground from which they were
partial abstractions.- This it will usually do principally by uniting the subject-
groups in the terrain of the principal tonality, now newly enhanced—placed
on another level—by the struggles that wrenched it from all that had previously
denied it. Scmetimes the development will have unmasked the surface opposi-
tion of the themes in favour of their underlying unity; in such cases our know-
ledge of that truth collaborates with the recapitulation’s transcendence of
duality. In Beethoven, the recapitulation’s surpassing of the earlier conflicts
is sometimes confirmed in thematic formulations that resolve figures that were
formerly “spoiled” by discordant inflexions, into simple, concordant, often
tnadic, structures: in Reti’s instances, “a line centred around a chord of the

seventh is resolved into a triad, or a complex chordal progression into one .

rooted in the tonic-dominant relation'’. It is not far fetched to see in this
sonata process of exposition, development, and recapitulation, a rough corres-

. pondence to the path of the Hegelian search for truth, which sets out from

sense-knowledge or sense-certainty, and passes through perception before

arriving at understanding and finally self-knowledge. Sonata. moreover, like

the unifying of opposites in Hegel, ends only when reason has organized the ..
\

e s e e ahivim  i vecep P e <

Sl
i — R |
- v

--—'“‘-—‘_‘ —

e

- — ——

AP g

R —



e e s SRS .
g P el e .ot

38 THE MUSIC REVIEW

.

whole so that “every part exists only in relation to the whe'=" and “every
individual entity has meaning and significance only @ = o {9 the

totality”. The replacement of stable fugue subjects by uuslable sonata .

subjects belongs intimately to the movement that dissolved the stable categories

of traditional formal logic into the unstable dynamic of a philosophy whose

forms shift and swirl about under the stresses of contradiction.
The conflict between subjects in sonata is homologous with the Hegelian
necessary determination of self through struggle with others, a struggle which

ultimately passes over—as it does in recapitulation—into a harmonious mutual

affirmation. Hegel saw this conflict archetypically in the struggle—famous in
his description of it—between the master and the servant. In sonata this
notion arrives in music for the first time as necessary and fundamental. The

continuous multi-layered counterpoint of (say) fugue assumes a harmonious,

ordered totality in which each line “supports” the others, and in which all are
necessary to each only in that they help to provide the context where each will
take its place and from which it will derive the meaning already etched out
for it in advance. The revolutionary sonata view wants nothing to do with
this assumption. It negates it with the experience of contradiction and (especi-
ally by the time of Beethoven) of conflict that is basic to it and is its whole

provenance, opposing subject to subject, movement to movement, for the

purpose—through mutual antagonism—of mutual definition and growth. “By

- myself”, says Merleau-Ponty in an essay on Hegel, “I cannot be free, nor can
I be a consciousness or a man’’; but sonata (again especially with Beethoven)

retains as its kope the general condition that fugue was able to assume, but
knows that its coming to life shall be possible only when the “affirmation of
self which is the principle behind the struggle” yields the realization that “my

equal”; when struggle transforms itself into co-existence through the compre-

.. hension that “the other whom I first saw as my rival is a rival only because he

ismyself”. The tonaland thematic resolution of a Beethoven sonata movement
is homologous with the experience in which “I discover myself in the other”’.
This notion of the necessary conflict between determinate beings involves
in a special way the concept of limif. For Hegel, to exist is to have limits
(Grenzen) beyond which a being ceases to be what it is, and against which it

. perpetually presses in order to become what it is not. Hegel speaks of this as

“the unrest of something in its limits”. In a process of perpetual becoming,
being is ever knocking down and surpassing these barriers only to confront new
ones. The limited nature of being through its relation to other beings is thus
the very root of contradiction and the source of the dynamic of life. With
this concept of limit we arrive at one of Hegel's most revolutionary ideas.
Through it he liberated thought from the religious influences to which it had
been subject even in its secular eighteenth-century forms. Before Hegel,
“limit” implied “‘sinfulness”; things were finite and consorted with negativity
because they had fallen from a state of grace. For Hegel, however, the limitation
of things is no longer an unfortunate aspersion on them: it is a characteristic
so fundamentally basic to them that without it they could not even exist; it is

"consciousness of another as an enemy comprises an #Fffirmation of him as an .
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the generator of their movement, the fount of their strength, the very rea.Im
of their truth. This change expresses one of the profound differences between
Baroque fugue and Classical sonata. The former disdains the fixed and finite .
structure of the melodic period; it aspires to a melos that defies limits, striving
1o be continuous and in principle without end. Sonata is founded upon limit.
Where fugue is an “open” form, sonata is “closed”, and holds within itself many
smaller “closed” forms: the Classical period is the great age of the cadence,
Sonata is structured; its thematic material is based paradigmatically on the
symmetrical period with a beginning, middle and end, and the music grows
through the contradiction and complementation of antecedent and consequent
phrases, sentences, paragraphs, sections, and finally whole movements.
Boundaries are its essence. Its life is a perpetual birth and a perpetual perishing
—what to C. P. E. Bach around the time of the first appearance of sonata
seemed a kind of “juggling”: “Hardly”, he said, “has the executant musician
stilled one emotion than he excites another; thus does he juggle with the
passions’’.

Underlying this discussion is the assumption that Beethoven is more
““Hegelian’’ than Haydn or Mozart. Later we shall find ourselves qualifying
this view; but for the moment we can consider further Beethoven's close
relationship to Hegel by thinking about his attitude to chaos. The tendency of
Beethoven's subjects to take chaos upon themselves for the sake ultimately of
defeating chaos—especially during development—is another point of inter-
*section of his art with the philosophy of Hegel; it represents symbolically, as i
the aspect of musical history Beethoven'’s creative enterprise did actually, the

Sy mlhng of the “world-historical individual”. The Hegelian hero is unlike all

previous heroces. He acts without the guarantee-or the compensations of
Providence and in opposition to the established moral and social order of his
time. He defies the system because, alone, he seey that it has outlived
_itself. Of the future he wants he can have no knowledge except that in the
passion of his response to what he acutely perceives in the present he constitutes .
that future in his heart as a just and a passionate demand, and as the only
possible way of wrenching a meaning from the present. It is a vision to which

he will sacrifice all personal happiness and security. Hegel speaks of “an.
underground source in the inner spirit whose content is hidden and which has’

not yet broken through the surface of actual existence, but which strikes against, ~ +
the outer world as against a shell and cracks it because such a shell is unsuited

to such a kernel. . .”. This “underground source” is the spring from which’
Hegel's heroes draw “their goals and their vocation”; but Beethoven’s themes
drink from this spring too, propelling themselves onward toward another present.
which lies ahead of them but which they must make by a huge effort of trans-. -
formation. Through an act of will and imagination the thematic material of.-
the finale of the Ninth Symphony brings itself into being by deriving itself.
(as Reti has shown) from the symphnny s foregoing themes; the exultant D
major finally realizes a vision that was in part glimpsed—or rather, im agmed-—-,
“more than once in the D minor and B flat contexts of the rest of the symphony.
The finale incarnates a future (now a present) grasped in the midst of tht::l

.
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present (now a past) as its objective possibility. The inner spirit has finally
broken through the surface. The kernel has expleded the shell.  Only to make
this process quite explicit the baritone protagonist near the beginning of the
finale summons forth the new order in the midst of a portrayal of chacs. He
is Hegel's “world-historical individual”, and Beethoven; the spirit of sonata
speaking for the first and only time, and the first of Hegel’s “new race’” about
whom “one might say they . . . already existed within the old . . .".
Beethoven is Hegel's “world-historical individual” in the sense that he
stands at the beginning of the modern era which—however much its subsequent
development may have betrayed his hopes—he helped to inaugurate. He is

the first modern composer because he is the first to confront a universe whose |
order he could ncither believe in nor—even if it existed—accept. He is the .
first composer_to inhabit a world without certainties. Chaos is real or imma-

nent and in the task of facing it neither Church nor State will be able to offer
any succour because the chasm has opened up under their feet. Order is no
longer vouchsafed; and there is a precise correlation between this fact and the
corrosion of musical conventions that we recognize in the increase in the number
and type of verbal or shorthand “instructions” Beethoven feels it necessary to

* - provide for his interpreters. Bach needed to give few or no instructions; even

the highly subjective gestures of Haydn and Mozart wanted only 2 minimum

~ of directions before they could be properly understood, since they \ere expres-
.. sions upon a countenance whose general features and character were well known

through having been sketched out by intensive common practice. Beethoven's
face wears a different expression. As his eyes look into the chasm to see what

.~ - men have not seen before, his brow furrows in a new way, the line of his jaw sets

with a determination still so novel as to be frightening. Without the welter

.‘of instructions strung together, the Italian and German terms, the metronome

markings, the finely indicated dynamics, we could not/know what it is precisely
that he sees, or what those lines portend, or—could it be possible?—why the

corners of the eyes soften humourously, and the lie of the features betokens a =

peace in spite of it all.

I began by writing about truth, about how in the revolutionary, dialectical
view truth is on the losing side and has to be won by a special kind of effort.
I hope it is becoming clear that music discloses exactly the same shiftinattitude.

A subject of Beethoven’s is a proposition whose truth emerges only out of
its sonata activity: it is posited in order to be contradicted by another subject,
and after its negation preserved in synthesis with its opposition on a higher
level. 1Its essence, or what Hegel would have called its “notion”, resides only

© in its totality; it decones its essence, its essence is not given to it. Where
~ Bachis static, then, Beethoven is dynamic. But their relationship is a dialectic

one, and to be accurate we must express it in a more complex way.  We must
say that in Beethoven's dynamic of becoming the stasis of Bach 1s simultan-
eously refuted and preserved—or anefgehoben, to use Hegel's word. In just the
-same way, Hegel's dialectic is a surpassing of the old formal and stable analytic.

I want to take two very well-known picces by Beethoven and try to give
some hint of the marvellous way dialectic operates in them. Broadly speaking,

.
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the fifth S_', mphon) moves from the doom-laden first movement to the exulta-
tion of the last by making that fateful four-note motif itself yield the theme

py— ——_

. - ————————m——

of triumph: without the despair there is no rejoicing. The symphony seems to’

support what Beethoven once said in a letter: “We finite ones with infinite souls
are born only for sorrows and joy, and it might almost be said that the best of
us receive joy through sorrow”. The critical point in the symphony’s dialec-
tical process is the passage in which the scherzo yields-the finale. After the
trio, the scherzo has returned, chilled to around freezing point. It is utterly
expressionless, its frightening unstoppable kinetic energy  confronting us
nakedly with a pewer that seems the very negation of the human world. Soon
the music is close to extinction, melodyless, motionless except for that four-note
rhythm—uwhich has been predominant throughout—on the kettledrum. But—
and this is the vital Hegelian moment—it is this very extremity that liberates
the impulse that is to transform the C minor scherzo into the glorious C major
finalein fifty bars. At this lowest point it is the main scherzo theme #/self that
is the subject of a tremendous striving, twisting itself into an upward spiral that

_ cancels minor with major before exploding into the new theme. Furthermore:

the four-note rhythm on the kettledrum becomes a steady pounding that never
leaves the note C: C was the tonal root of this area of negation, and now, where
most other composers would have dropped the kettledrurn onto the dominant,
Beethoven keeps it prominently on the tonic; he wants us to apprehend how

- even the very root and ground of negation is an essential constituent of the

ground of affirmation; how the C of the minor-mode scherzo is annihilated and
preserved—or aufgehoben—Dby the Cof the triumphant major-inode finale. Itis
impossible to escape the conclusion that here victory has been wrought out of

‘the very stuff of defeat. “I will grapple with Fate", wrote Beethoven; “it shall

not quite bear me down: oh, it is lovely to live life a thousand times!" The
connection in this sentence between the “grappling with Fate” and the “loveli-
ness of life”’ gives it a movement which makes no sense at all except in terms of
the same processes we have seen at work in the fifth Symphony. So that we
can truly grasp that these opposites now exist in a state of identity, the scherzo
makes a brief reappearance in the heart of the finale: and this union is Hegel's

condition of truth. For here the negative has not, to use his words, “been

thrown away, like dross from pure metal—nor even as the tool is excluded from
the finished vessel; rather . . . the negative . . , [is] still immediately present in
the true as such”. Another passage in Hegel seems to give expression to a
principle profoundly at one with the transitional bars I have been talking about:
“. .. thespirit . . . matures slowly and quictly toward the new form, dissolving
one particle of the edifice of its previous world after the other, while its fottering
is suggested only by some symptoms here ahd there: . . . the indeterminate
apprehension of something unknown . . . harbingers of a forthcoming change.

‘This gradual crumbling which did not alter the physiognomy of the.whole is

interrupted by the break of day that, like lightning, all at once rev f‘als the
edifice of the new world”.

Perhaps an even clearer example of the long-range operation of musical

dialectic is provided by the seventh Symphony. In this piece a complex
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contrad.lct:on 15 clanﬁed bv being broken down into its components in the first
three movements before bcmfr resolved in the fourth, Recall the slow mtroduc-
tion: it is here that the ongmal contradiction is presented; but vaguelv, :
problematlcall) The introduction is a welter of contradictory urges. Thema—_
tic motives generate strange, bafiling consequences, none of which achieves any
fulfilment; and the contradictions are tonal as much as they are thematic, for;

. the main key of 2 A major is quickly undermined by its own totally unexpected

implications of C major and F major—areas of antagonism in relation to the’ :

main key. What is this confusion of thematic and tonal tendencies? What..
is the relationship'between the confhctmg segments? Why do they frustrate.
each other? How can the opposing interests be led to fulfilment and at the
same time reconciled? How can a condition of harmony be attained, given"

such logical antagonisms? This is the problem the symphony faces. If the -

complex contradiction is to be abolished, adequate awareness of its constituents’.

must first be gained, and it is this that the symphony sets out to do by taking

up the introduction in analogous tonal and thematic terms. Patiently,”
rationally the introduction is “composed out” over four movements, and in the
process it is fulfilled, comprehended and transcended:
The first movement suppresses thematic conflict in order to concentrate on
tonal conflict: the movement is a vast struggle between the home key of A;.
_ and non-A, which attempts to undermine the huge areas belonging to A and so .
" disrupt their dance and song. The slow movement, in turn, releases thematic *
oppos:t:on and suppresses tonal OppOSItlon the alternating sections contrast *
thematlcally but have a key-centre (A) in common, and! in common with the..
previous movement also. Now a synthesis is made: thé first two movements:

in the symphony—in unambigious tonal and thematic terms. 1t only poses it, .
statically: yet the fact that it has been clarified means that it is only a step.

are aufgehoben by the scherzo, which poses the contradiction—for the first time

away from its ultimate negation; and the finale, at the very moment it dynami- °

cally takes up the contradiction in all its clarity, also transcends it by makmg
the inherent tension the source of its own dionysian vitality.

My argument has placed Beethoven beside Hegel, but it cannot leave him -
there. Hegel was not the last word in dialectics. If his aim was the self- -
realization of man, his idealism provided no means of tackling this problem in .

any other than an abstract, speculative way. Here is philosophy enchanted by *
itself: the driving force of history turns out to be pure thought, or a phantom
that Hegel conjures up as ‘“World-Spirit"—but certainly not rea.l men, who are
merely .the agents of this Wellgeist. This must not sound like a dismissal of*
Hegel. If his dialectic was an abstract, logical attempt to catch hold of the *

movement of life—which failed because it was abstract—then all it needed to. .

make it truly adequate to its specific historical task was for it to be filled with |

real, concrete content. It needed, inits own terms, to be negated and recreated.
Putting this differently, we might say that in Hegel the dialectic is standing on .
itshead. XKarl Marx saw that; and the image is his. “To rise”, he said, “itis :

not enough to do so 1 thought and to leave hanging over our real sensual head

the real palpable yoke that cannot be subtilized away with ideas”,

-
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Now I want to quggcst that Beclhovcn was standing on his feet from the
beginning; that he was, so to speak, Marx to his own Hcgcl Marx accused
Hegel of lacking “flesh and sinew”’. But Beethoven already /iad this “flesh and °
sinew”, because the idiom he forged for himself was nothing if not warm-
blooded, reverberating with sensual, palpitating life. And even more than his
predecessors, Beethoven declared the roots of his art to lie in real affective
existence, and chose its raw materials from the stamping of dancing feet,
the cries and songs of men. Once he explicitly said that music was a mingling
of the spiritual and the sensuous.

But this notion—of the fusion of the spiritual and the sensuous, or of the
theoretical and the practical—was crucial to Marx’ placing of the dialectic
firmly on its feet.n Marx held that true consciousness of the world is conscious-
ness of the way we shape the world and are shaped by it. Therefore it is self-
consciousness: an awareness of ourselves in the world, making it on the basis of -
certain given conditions and being made by it, but always implicated in it,
body and mind, ineluctably, whether we like it or not. And once we have
understood this we have forever united theory to practice. For theory is the
understanding that grasps the world: the grasping is already the practice that
changes it. . Here we have what Marx called praxzs '

It is a comprehension that is aiready implicit in the music of Beethoven.
In Beethoven, for the first time, music no longer presents itself as a mere
reflection of the world, but as simultaneously an engaged response to it and as
a summons to change it. I am not thinking here only of the military idiom, -

* encountered so frequently, and particularly in the concertos, nor only of the

ninth Symphony s final resort to the full density of verbal exhortation. What

* I really have in mind is the sense that we have in hstemng to Beethoven that

the struggles of his music begin and end with the concrdte struggles of real life.
Think of the way the d:ﬂ'mulhes of his music are spiritual and physical. There
is a special relationship between these two seemingly opposite aspects which is
in the profoundest marxian sense dialectical. Neither of the two is prior to the
other or can exist meaningfully without it: in fact, spiritual and physical gains
mediate each other. Take some of the obvious practical conquests demanded
by his music: a victory over a keyboard, over the limitations of the human body,
over the physical limitations of a musical instrument. These are all physical

-achievements which yield an enriched spirituality, but which themselves pre-

suppose this very same spiritual achievement and are impossible without it.
As nowhere else in music, these two seemingly opposite spheres coincide and
generate each other: it is-a kind of enhanced symbiosis. And when it is fully
understood it means that the musicis at the same time more than itself, because
it strajns all the time toward the world from which it erupted, going, as it came,
as praxis. Never before had music been so mentally and physically rousing; in
Beethoven thought and affect arg inextricably welded to action.

The “materiality” of the Marxian and the Becethovenian praxis gives their
projected culmination of the dialectic a quite different character from that
which the findl Aufhebung has in Hegel—or, for that matter, in Haydn and -
Mozart. Hegel and Mozart tend to be quietistic and consérvative where Marx
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and Beethoven arc activistic and revolutionary. For Hegel, thought can
accomplish the project of history—and indeed has already done so; for 3
Marx, thought can avail nothing unless it is linked to a rebuilding of the material :
framework—the economic relations—of socicty from the foundations up.
Hegel's eschatology is an idealistic apotheosis, accomplished silently; Marx’
is the millenium of the real world, a tumultuous rejoicing following upon “a
total redemption of humanity”. We can grasp this by understanding the

specific nature of the treatment which both Marx and Beethoven give to the R
concept of “return”’., In sonata, ‘“return” means recapitulation, or the sum- ’ -
mary and synthesis of finale: the simultaneous taking up and surpassing of , 4
the original contradictions which were symbolic of the estrangement of man . '
from man, and of the alienation of man from his own true self and from nature. ' S
This “refurn” is nothing other than "a complete and conscious return which =~ - .
assimilates all the wealth of previous development”, in the words with which v :
Marx speaks of the putative new order, and which equally well describe the .
principle of sonata ‘‘return”. But only the context of those words fully X

gives away the tone of triumph and exultation that belongs to the Marxian
apocalypse. The pew order, says Marx, is the abolition not only of private
~ property, but also .
of human self-alienation, and [is] thus the real appropriation of human nature through .
and for man. Itis, therefore, the return of man to himself as a social, i.e. really human, %
being, a complete and conscious return which assimilates all the wealth of previous
* - development. [This order] as fully developed naturalism is humanism, and as fuily
o developed humanism is naturalism, It is the definitive resolution of the antagonism
; between man and nature, and between man and man. It is the true solution of the : S
conflict between existence and essence, between objectification and self-affirmation, : ;
. between freedom and necessity, between individual and specjes. It is the solution of
the riddle of history and knows itself to be this solution. f

—— g E—

To those who have responded fully to the music, this “return” is the triumphant
millennium of the finale of the Fifth and Ninth symphonies (to keep only to
works already cited); and it is a “return” unknown to the sonata principle
before Beethoven.
\ But in his treatment of this “return” Beethoven goes beyond Marx who,
' though he replaced Hegel's idea of “‘reason’” with the idea of “happiness’’, never
| spoke about the future society he hoped for—except in a vague and general way.
But with music it is a different matter altogether. Musicisa purely connotative
; symbolism, not denotative like ordinary langugage; that is why it can do as
g much as Beethoven does and still not become a fiction. It can negate the pre- :
{ sent in such a way that—as Sartre put it—it speaks to men of their sorrows in : k
: the same voice which they will use to speak of them when they are comforted.
It can remember the present,from the standpoint of the promised future, and so < ‘
. bring to us the feeling of that future. : .
.' *+ Take the “Arietta” of the last piano sonata. Or better still, let us thinkof
_ any of the fugal syntheses that occur so frequently in Beethoven's late music.
These fugal movements belong to his final statements on the sonata principle
and on the idea of alicnation it dramatizes: and new Beethoven at once posits
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and abolishes both concepts. Themes cease to be disjunct a

nd contradictory.

Instead, they realize a new totality by becoming mutually supportive. By the.

same stroke there is no longer a thematic foreground over a harmonic back-
ground, but these divisions are aufgehoben by the indivisible totality of thematic
lines whose simultaneity and mutual necessity are the harmony. Truly it is
a case of the free development of each becoming a condition of the free
development of all—Marx’ words. : :

Beethoven's fugues differ from Bach's in that they are dialectical syntheses.
Bach could write counterpoint because his faith rendered the present alienation
irrelevant; but Beethoven starfed from alienation, then in musical terms trans-
cended it. ‘

This makes clgar that Beethoven's aspirations echo those of Hegel and Marx;

that is to say, man’s re-appropriation of himself and the fulfilment of history. .

But Beethoven has been dead a hundred and fifty years, and in the meantime
he has had many successors, and, in the fullest sense, virtually no inheritors.
Contradiction and the dialectical pursuance of it were alive in the age of the
French Revolution because they were part of the consciousness and the lived
experience of men who were interested in deep social—and personal-—change
and in the unbroken and purposeful generation of a genuinely democratic order.
This state of affairs did not last. The defeat of the Revolution of 1848 only
confirmed and set the sealona trend that had been gathering pace forsome time:
the betrayal by the bourgeoisie of the democratic ideals which they themselves
originally formulated and the erasure of dialectic from all forms of thought.

. History, for instance, lost its contradictory character and came to be seen as

smooth and uneventful evolution; economics forgot what in its “Classical”
phase it-had known about the contradictions of the capitalist system, and now
pretended to a harmonious functionality; philosophy tufned its back on Hegel
because the dialectic contained “the principle of revolution”. Music was not
exempt. But for rare exceptions, music abandoned a sonata style so rigorous—
and when it is less than rigorous it is something else—that it owed each of its
motions to the logical unfolding and working-out of contradiction, and con-
cluded this process in a final Aufhebung that depended on everything that had
gone before. < X

The abandonment of dialectic prompts a reflection on the paradoxical
position of Beethoven today. He is the first modernist, but he is virtually

-without heirs. He is the most popular of the great composers but perhaps

the one who is the least understood in the specific nature of his message.
Certainly he is popular at a time when this content would be rejected even

if it were understood—a contingency in any case well guarded against by the

musicological positivism of the academic watchdogs to whose “expertise’ the
task has been entrusted of.restoring music into an object and proscribing as
“nonsense” any musical enquiry other than the “scientific” collection of data.

In what, then, does Becthoven's popularity reside? Perhaps it is in the

- hope of happiness he offers to an unhappy world—however much the abstract-
ness of an interpretation such as this etherializes the specificity of the music's

content. But for those who really care, this also defines our task: to insist, in

BEETHOVEN, HEGEL AND MARX 45
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opposition to all resistances, on the true and concrete nature of this content,
which is within reach of our understanding because we belong yet to Beethoven's
age, to the period inaugurated by the French Revolution whose finest ideals
have been handed down to each succeeding generation as a still unanswered
challenge. The measure of our fidelity to Beethoven’s music will surely be the .
degree to which we find ourselves unable at this moment of history to listen to

‘the music except with an agitated conscience, .

'/I
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INTRODUCTION

When Sibﬁliua began his symphonic career the

gymphony had been in decline for seventy-five years. |

Whatever else it may have been, the period after the %

death of.Beéthovep was‘not the great age of symphonic
or other sonata-type composition. These statements -
refer to a general trend and it is easy to thinkfof
possible exceptions. | it'is much harder to grasp
the trend in its full force and import; but this
ve must try to do if we want to understand, roundly
and specifically, the place and gtature of Slbelius 8
- achievement. . 3 |

Beethoven's death in 1827 closed thelgreat age
1nﬂﬁhich, with-Haydﬁ and Mozart,/he had perfected
the sonata principle and changed the face of music.
" There is nothing mysterious about this accomplishment;
Thélcentral historical point a:ound which thelége
revolved was the French Revolution; and the artistic
achievements of the tiﬁe belong intimately to the
-energies that'drove towards that momentous event,' ;
This, then, is-'where our understaﬁding has to begin:
with the Revolution and its significance. Through

the Revolution men both demonstrated and comprehended

for the first time that history and human nature were «

- —
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their own; that it wags in thelr power to take

back these things into their own hands and o

shape them for themsel#Gs. But central to this

" experience was the belief that the old social order
needed to be ovefthrown because it had come to
express a lie, and that it was the new order that’
had forged an access to the truth. This view
maintained that from time to time the obvious,
‘common~gense' picture of 'reality' is not true

at all; %t is Yhe very dgpial of the truth and

can be cdntradicted by other pictures of 'reality’'.
The truth now exists beyond, or behind, the present
defamation of itseif, and if it is to be' grasped,

. all fhese stable but cqntradibtory appearanceé

must themselves be negated. The truth will then
emerge &as ﬁ new interpretation‘if reality, whose

distinctive feature will be that it has taken up

and re-embodied the original appearances in a more

appropriate form: it will, in fact, be a synthesis

of the earlier untruths. Now at a certain étage

this truth will also cease to be truly true; it

will be contrédicted and undergo tpg same processe.

Reality is thus seen as eésentialiy contradictory,
‘but the negation inherent in it is the principle
of all life and movement.' It was Hegel, born in

{he same year as Beethoven, who first elaborated

L]




these ideas into a total system. Reality, in
this view, is dynamic: a ceaseless becoming
prOpellqd by the clash of contradictory forces. -
But all this unrest has a goal and finishing
point. Its aim is rest, at the point where 'f
man, fully aware of these processes and his own-
part in them, is truly free. And this Hegel

saw as the aim of the struggles of history.

It would be surprising if ; relationship'
with reality as powerful and deeply rooted as
the dialectic were not to find artistic
embodiment: and indeed the sonata principle -

is precisely the dialectic in its musical

analogue. Sonate is a way of musical thinking

. which generates contradictions between (say)

. opposing tpﬁalities, themes, rhythmic characters,

within the course of a single mqfement as wel%
as over a multi-movement structure. Its
Btarting-point is éhe difference between the
reality and the potentiality, exactly as in
Hegel's dialectic. Sonata dramatizes the
principle whereby something given may become
something elsé-under the driving force of
contradiction:, it is the highest musical’
articulation of thé idea of forward movement

through conflict. The musical style appropriate

366
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"~ is not, on the basis of what it is.

to the pre~Revolutionary conception of an

unalterable human ‘nature' was the Pachian

principle of extension by-varied, mobor-1ike : .
repetition; but the Revolutionary view of man

as a product of himself and his own efforts in .
history called for nothing less than the full

Beethovenian‘dialectic,‘fhe principle not of

extension but of movement, not of repetition

but of comtradiction, not of variation but of
thematic t;énéfbrmation. Where in the earlier R -
style a piece evolves on the basis of what is :
already there, at the beginning, in the later

it gropes ever towards a new formulation, one

0ot given but latent within an original k. N

contradiction: it strives to become what it

Dialectic ceases to be dialectic when itz '
ceases to be relentless, when it loses the courage
to ‘drive itself into, through, and beyond its:own
contradictions. = The loss of this rigour is at i
the heart of the symphonic problem that appeafed‘
as early as Séhubert. One symptom is the :
replacement of theme by song-tune. Theme
resists ebstraction; ideally it is inseparab?e:.

from its context. Tune, as self—contained,: o

self-enclosed melody, is-not only abstractable;

%
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it resists integration. The full meaning of a

theme never coincides with any one of its

_appearances, but only with them all; each

appearance is a lack and a demand, and thus an
urge toward the future. The full meaning of a

tune belongs to its simple presentation; further

statements can vary it‘but not change it fundamentaliy,

and are thus in a strict sense redundant. 1In
principlé this type of melodic thinking belies

contradiction: other melodies, or subjects,

will be a mere arbitrary succession and a diversion,

not the kind of thematic transformation Fhat entails -

a genérative contradiction. Further symptoms of

'this Romantic evasion of dialectic are the softening

of the dynamic harmonic syntax of classicism, the

~duroads of programmaticism, and Ahe interest in .the

exotic and the spectacular.

Yet while this was happening, while the content o

of symphonies was dhanging, composers clung to the
0ld sonata forms as though these represented natural
and permanent-laws. The consequences were dire.

Symphonic essence (the dialectic of contradiction)

tended to become reduced to its erstwhile’ appearance;-

the essence was lost or at least obscured. The

" £inal ﬁurp09e of symphonic practice seemed to be

3 X | a= g
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to £1ll out orthodox formal schemes - a notion that |

to this day riddles our textbooks. Form now stood

over content, dominating it. ="l
If there was anywhere a man qualified.by thé;
circumstances of his historical predicament to 3
restore the rigour of dialectic to the symphony,-:
it was Sibelius. He was born in Finland in 1855;
and when he began his symphonic career at the end "
of the century his homeland, a Grand Duchy with the.
Tsar as its sovereign but not a part of the Russian
Enpire, had just begun to suffer imperialist
oppregsion in the form of ruthless Russification.
The Finnish p80p1e-were living out their own type

of dialectic, meeting each assault of the Tsar

"with fortitude and a grbwing self-awareness.  As

early as 1892, Sibelius had joined a group of

. patriotic young artists who were/passionately

intefested in the social and political function

of art; +there is no reason to suppose that of

all his subsequent'music it was only the explicitly

nationalistic pieces that were true to this concern.

Certainly his-Finnish audience did not suppose such

a thing. DBut his way was not the way of

programmaticism; wnow could it of course be

the way of Romantic flight from contradiction.
Rather, it was the way of Beethoven, whom he

loved above all compoaeré}

A
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: |
- But he faced two problems in setbting out
to reconnect the éymphony with dialectic. The
first problem was that because the nineteenth '.{;
century had reduced symphonic essence to its ﬁ_ ;
éppearance he could not take the appearance - " i
the old form - uncritically, at face value: he
would have to 1iberate‘fhe essence from the
appearance in which it had become obscured and
allow it as content -~ to issue in the form

adequate to it. The false status of one

particular form as a 'natural, inevitable law' %

would be replaced by'é form expressive of fhe

content. = ' \ | . 4

The second problem_Sibelius faced was how .

to make "the symphonic existence of contradiction _; . £
-pléhsible and intelligible. To depend upon the

usual duality of thematic subjeéés did not really- : :!

meet these criteria because it simply took ; A

contradiction for granted. He needed to find

a way of bringing contradiction to consciousness =

of explaining i% and giving its genesis intelligipleﬂ

sensuous forﬁl_ | <
How did he solve these two problems? Basicéllyf ) &

by two megns:? by inventing a new teéhnidue for :
establishing contradiction in music; and by ‘ 3 { Y
concentrating on the coanadictory content of |

the symphonies and allowing that content to . L7 o X
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dictate the form, so that gradually sonata form
is superscded. In Sibelius's finest music

thege two meansfun}te inseparably into a sing1¢7
method; and this ﬁs the fusion for which he |

strove throughout his symphonic career.
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SYITPHONY No. 1 in E minor Op. 39

As early as the First Symphony (1898-9) $ib9iiué
begins to work out his new technique for establisﬁiné‘
contradiction. In the first movement the formai '
first group contains a succession of ideas - realiy
thematic fragments of irregular length = which ﬁaﬁg
been strung together, some of them to form périodic f
wholes. = Audibly, they are logically derived from
the introduction; logically related to each other;

and ultimately, in the process of repid germination

one by the other, logically contradictorx. The |,

first of them

S oy G
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. 4s an intense rhythmicization and simplification éf
& phrase in the introduction - on the same notes.
"k sﬁffix suggests the rhythm fdr the next fragment,‘
a further concentration of the same introductory
phrase, still incorporating the very same corner
notes (F sharp - G -~ F sharp -~ E —~ B), but now
. with en implication of contradiction of what bas

gone before:

4

Obs.
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This paradoxical motion -~ derivation and antithesig -.'
now produces & phrase that combines the fhythm of .
Ex, 2 with an exasgeration and distortion of that
motive's melédic characteristicg; the child bears

the features of the parent but utterly changes the

genge:
VD\I\ -
£ ’ — 1 e IO B A o
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Here, in outline, is the first example of
the characteristic Sibelian technique of c¢reating
'_ qontrédiction._ ft is his priﬁciple of movement,
and the essence of nis symphonic thought.' The
. -classical méthod entrusted contradiction chiefly
.'.to objectively dualistic thematic and tonal wﬁo;es
which we customarily describe as 'first' and
'second subject'; one theme manifestl& contradictgd"
énother, while 6f course being immanently,.or
latently, united to it: we may cell this type
manifest contrédiction. But in Sibelius's method,
a motive manifeqtly extends another - is united o
it on the surface - while being beneath the surface
as it we:e;ﬂa contradiction of it. Ve maylcall'

this new type immanent contradiction. It was

W
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implicit in Beethoven, and indeed in the sonata
idea from the beginning; what Sibeliusg does is
to develop it radicalily, and to throw on to‘it
the main burden 6flartiCu1ating contradiction.
He intensifies the technique of motivie

germination to such a degree that, even more

~than in Beethoven, the full weight of the

structure is carrigd by the inexhaustible
power and?fertilitj of the cell. Everything
derives from the kinetic power contaiﬁed in
{the smallest unit.

The full—blooded-return of Ex. 1 at cue c
is no: formalistic reprise, 5ut the only answer

to the demand created by the rise in tension

‘ever since its replacement by the second fragment,

“and then by the dynamic embodimenf of the

introductiop's antithetical'principles of rise
end fall, and its semitonal motion, in the
chr&matic scale passages leading up to cue C.
It also reveals in outline the dialecvic

(implicit even in the introduction) whereby

‘Yhis Symphony is to progress, a logic powerfully

traditional despite its'novel realization.

After the compelling sonate logic of the
Symphony thus far, the next event is enomalous.

&
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Far from a classical symphony, where a faut

Yet highly supple and athletic tonal syntax
enabled a moduiation to a related key to be.

the very crisis and'radical contradiction whose.
tension launched a new thematic group, nothing -

in this music's own idiom predisposes us to

expect - or justifies ~-fhe arrival of a formal
second subject at this point. It is not entailed
by what has preceded it; it is a new beginning,
and &s such-aﬁ interruption. Once the new sectioﬁ
has begun; however, Sibelius immediately reconnects
the music to its own life-sources. The moment of

external sectional logic is forgotten: +the music

moves again by a powerful immanent logic. Over ~

what is in fact a vast perfect cadence in B minor -

- 8 good example, incidentally, of}§ibelius's slow=-

moving harmony - the first wispy, almost 2 =Py

impressionistic-fragment revealg remarkable
impilications. Tensions such as obtain between
this fragment and the marvellously long—breathed
tranquillo melody whose change of pace seems
almost like a‘sqspension of movement - tensions_
such as these are the contradictions by which
this Symphony breathes. _Equally remarkable is
the breqkdéﬁn of the long sinuous lines into the

obsessive woodwind ostinato figure -~ a contradictory

| o
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- lines of Sibelius's thought even when — realizing . .
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¢onsequence of which we have nevertheless had
férewarning, and whose bracing metrical energy

we understand as being the revelation of the |
tensions that gave the preceding non-meirical
lines their breath and flight. The astoundingf.
changes of pace.in this short section anticipate ;
some of Sibelius'é latéf unsurpassed rhythmic
feats. -

The irecipitate arrival of what we reéognize{.
to be the-devélopment - another formal section - :
stresses the point again that the Sibelian symphony
is not yet in control of its own organization. Yet;_?
once begun, it is again free to ﬁursue its own logics

which it well doeé, laying'bare the clean, strong’

“the negating powefs'of‘the phromd%ic principle of

tﬁe iﬁtroduction - it endures the most terrifying
-dismemberment. If is the first of Sibelius's
symphonic encounters with whaf ﬁietzsche called !
'the ghastly night'. Ve must expect recapitﬁlation -
%his comes initialiy without awkwardness, because it
is generated'fraﬁ within: +the discovery that the: s
rh&thm and the long-held note of Ex. 3 are in

common with the chromatically disintegrated =
second—éroup lines is a discovery also of the

L
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truth that wholeness is born in the midst of
disintegration. For the resgt, the recapitulation.
is skilful but the logic is different again. |
Perhaps even more than the first movement, :
the second - like most of Sibelius's slow movements,
semi-slow in the romantic tradition - simultaneously
uges and denies orthodox‘form by making it redundant
to the true, dynamic content. The Tchaikovskian
opening conjures up the conventions of a static '
movemen? of fomantic ‘relief', but then frustrates
our expectétions in a way that scems calculated to ;
disturb and unsettle. The woodwind fugato that
truncates the luxuriating first section is the
first'episode ;n what is.to become a rondo
“_ movement whqse dynamic, developing content )
':tends to maﬁe superfluous the forﬁalities of :
its structure: it seems mainly to be written
. against, rather than in, rondo form. This first
.episode confronts the first section (thematically -
monolithic by coﬁparison) with its sheer antithesis.
Its momentum carriés the movement along, underminipg
the certaintieé'pf the main theme on its next two
returns, even enabling the Rhinegold—like_broad
central section to throw up some of the_fleetest,
most ephgme;al shapes in the movemenf; but its

implications are most truly realized in the final

I
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of the previous movements are germane to this, and

;_ in the outward journey the centre is repeatedly
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-

episode, in which an organic doubling of pace o

-

quite leaves behind the slow movement and its
conventions. As in thé first movement, thé
moment of most horrifying dissolution reveals -
or rather, creates e the centre that can withstang-'

-

such destruction: the shape of the fury at its

-

height discloses the outline of the first theme.
The recovery thus far is immanent, logical and 3
necessar{; the'fo?m of the immediate reappearancé}
of %he theme, merely sewn on and oblivious of wha{;
has intervened, is not. ) :

The principle of cellular gernination leads ..
the brilllant hard—edged scherzo ever further

away from its starting point;. but the discoveries

3,

-

.gllmpsed - each time anew as it {; ever subsumed -

-

 into the perspective of a wider orbit. The

difference is that this movement is a game:

rough, elegant, precise, dramatic, playing at
life's tragedies withoﬁt becoming them, spurred
on by its own inexhaustlble - indeed Beethovenian.-
energy. The involvement of the other movements {
S thts M Bometines almost literal.  For instance, -
the darting woodwind figure beginning in the fifth
bar after cue A has been transplanted from the liﬁk

i
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and the line on the violins that becomes prominent -

" in the vicinity of cue C is an elaboration of

bars 9 to 14 of the introduction. Where growth

by motivic proliferation is so fertile, the lento -

%rio is out of placé. But in the very'éct of . “"'

_ accepting the trio copveﬁ%ion and the romantic
~tendency to regard that section as a retreat,

' 'éibelius turns it to critical dremétic effect:
in accépting it he destroys it. True symphonist i

and realist, he cannot for long accept the escape:f

the external world forces itself three times
upon his consciousness through the haze and

destroys the Elysium of sweet sounds and sromas.

Reality intrudes by way of prominent first-movement
. figures, particularly one from the second group;

the final harp glissando is the vanishing of a

dream, clearing the way for the return to more

&
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urgent business. For play can be serious t00;
and in scherzo and trio Sibelius contrasts two
typeé of pleasurable ectivity and shows the one
to be mere impotent flight, the other to be
engaged, concerned ﬁith a problematic reélity
at its heart, though in the form of play.

The recall of part of the introduction to

the first movement at the start of the finale is

not only a step in the direction of integration = :

to become 30 characteristic of Sibelius - but a :

comprehension, for which we have had to wait. ,
three movements, of (he seminal’and germinatlngl
power of the 1ntroductlon. Its function as a

- generative source, as the basic urge out o% .
" which the Symphony grows, is af last understoods:
" explicit use is made of the fertility of the
introduction, as no fewer than ten/distinct

germs ere spavned before the end of the first

“group - to say nothing of their variants - which

now derives from the introduction also by way of

a change of pace. Generally this is the weakest
movement - becagse the most derivative, the least
authentic. The development is strong, because
self-generative like the opening. So too is

‘ﬁhe gstart of the recapitulation: here is a
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wonderful emergence, what the development has
yielded through turmoil. But the sprawling
second subject owes its existence to external

decree; obscuring contradiction under its

false semblance, it no longer expresses duality °

but seduces attention away from it. It well
illustrates how inapposite‘form may prevent

contradiction from fully appearing. In

recapitulation its attempted apotheosis is

bombast.

Significantly, the Symphony reaches its

true goal afterwards, outside any pre-given

iatructure. In the seven bars after cue X !
the original, predominantly downward, tendency

.‘of the intr&@ucﬁion is reversed in e passage of

‘"upward chroma%ic movement that nevertheless |

~comprehends its opposite; 1t is ome of the

best moments in the Symphony, anticipating
the ecstatic suffering of later Sibelius and

marred only by a single unctuous cliché, making -

the point that even here Sibelius is nbt yet

fully himself. = - S At T i A

-
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'SYNMPHONY No. 2 in D Op. 43

The weight of an inherited formal appartus

lies somewhat less heavily on the Second Symphony .(1901)

than on the First. Where the effort of the earlier
work was in denying the conventions, the effort of .
this Symphohy'is spent rafher in pointing'the way.
beyona t¢hem.. This is in some measure its strengfh;
its weakness is that most of the effort in this

regard is spent closest to the beginning, so that

-in general each succeeding movement is less radical

in its handling of the problem than the previous.

. one - a fact that is inseparable from the éreater'

quality of each movemeni compared to its successor.

" A further ‘trait that distinguishes this wofk from
' the Pirst Syﬁphony'— and which was/increasingly to
preoccupy Sibelius as part of his search for adequéte
form - is fhe.way each movement picks up, in mood at

least, where the last left off. The wish to make

each movement a logical emergence is of course most

LY

evident in the way the finale is conceived in the

- womb of the schérzo, which subsequently gives birth

to it (this has an obvious precedent in Beethoven's

Fifth). There have been many attempts in history

40 tighten and integrate the symphonic span; but

the tendency characteristic of Sibelius, to subsume

N
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the multi-movement symphony into a single,

patently evolving structure, in which each iy

movement in some sense continues the previous
one rather like the succession of acts in a

drama, is not typical of either the classical

or the romantic symphony.’

The fine, lithe opening movement is the most
authentic énd accomplished in the first two
symphonies. ~ Here, for the purpose of freeing
itself, sonata essence is in_the process of
corroding the old sonata form..‘ Like so much

in Sibelius, the movement confounds commentators

* who bring their old categories to it. A symptom

- of such confusion is the tired argument about

”

, where the 'second group' begins - or even what

altered key in the recapitulation - will say

{

it is. Some - basing their argument on the

that the 'seconG group' begins at the poco
allezro (at cue C): but what is the meaning

- of the concept when the new melodic idea shares

the same pulsating, repeated-note accompanimental
figure that had characterized so much of the -
firét—group accoﬁpaniment, and had opeﬁed-the
Symphony; when it seems on that account to
belong t6 the 'first group'; and when it is

just one of the many meleodic ideas that have
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© proliferated, in typical Sibelian fashion, since

the begimaing of the movement? The confusion

' remains only so long as we assume that forms are .

always true to the content they are meant to

express: only so long as we confer upon forms °

a universal validity. °~ In understanding Sibelius’

- we have to understand that forms -are only

historically, temporarily, valid.

The drametic~ironic force of this movement

=

depends to some extent on our believing that
nothing could disturd the carefree pastoral mood
of the chirping ﬁoodwind theme of the opening.

Though we know .that it is finite - it is built

" very evidently upon a series of phrases that rise

and fall, grow out of silence and return into it,

”

1ikefrespirétion ~ its very ability to go round

and round repetitively seems to_bé&ie its finitude. .. «

But it really is finite; and the implications of
finitude ere that it does not‘cbmprise the whole.
This is the meaning of the cadence (5interru§ted',-
both technican;}' and literally) and hiatus eight
bars after cue A{ and of what immediately follows:

the forlorn phrase for flutes, with its minor-key

. inflexion, and the upward-swinging phrase'it

generates, with its dark bdassoon colouring, |,

rhythmic asymmetry and tense supporting drum-roll.

LY
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These are aspects of the insecurity that has

suddenly replaced the pristine stability of the

openings:

385

sl

o]

Confronted with their own contradiction, the

original certainties have simply been destroyed,

posing a problem for the Symphony, the solution
¥ \

~ of which must depend at the very least on the

.. discovery of a mode that can comprehend both

these expériences. Symphony is the logic'of_

contfadictions;

theme that is potentialized in the heart of
the menacing, trilling culmination of these

disturbing bars is already a brave retort:

and the long uniqpn violin

;';}."-

=~

HN

b~

Ml
R

r-‘!u-




386

Other responses to the conflict are a rich striné.
figure, Tchaikovekian in the nature of its grieff

and a more oPtimistic - fhough still sombre~hued -
wind passage. (The antiphony of the instrumentél

blocks is characteristic of Sibelius). But it is

not until the assertive F sharp minor passage after

cue C = for some the 'second group', as we have

seen -~ that momentum and confident thematicism

are restored, forty-one bars after the relativelj
% o

minor first crisis. The reappearance of the o” ;
.ostinato accompaniment, moreover, for the first f

time since the crisis, reinforces this feeling

"of restoration. ?a:tial the recovery may be:

the initial D major has after all been lost,

-i énd it will be some time before it is found

. again. Buf where the opening ﬁéstbral theme }- fy
- ever sgbsided passively infq stilfgess, this
passage is wa%e upon wave of surging crescendo; i
and the jagged, tritonal incisions by the woodwiﬁ&:
‘against the diatonic flow bear witness to at leagﬁ;
an aftempt now to admit the reality of dualism.

Though the. arrival of what we recognise as :

development is in one sense a logical consequence”

L = a

of contradiction, in another it still declares

/!

subgervience to a priori schema: 1t begins as

& new section after an orthodox close of great

.
| ———— | — ————
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.. fertilized in negation: the pedal G sharps call
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finality, even in the dominant. The destructive
pole of the dualism reigns through most of this
development, the tr;tone'driving the music through
the abyss to the point of virtual extinction,
melodyless and barely audible on a G sharp
kettledrum pedal, an. annihilating tritone froﬁ

the home key. Yet the‘paradox is that hope is

up the fount and starting point of the music (the” .

N\ :
-repeated-note string figure) and the opening theme, i

unheard since the thirtieth bar. And the striving
Ex. 7(ii) that brings back the generic 'second
subject' - a substantial recovery - is made with and
from the very fragﬁents of nothingness, Ex. T3,

from the earlier part of‘the development:

s
\
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Yet more remarkable, the tritone itself is turned

to heroic purpose as the urgent striving phrase,

Bx. Tlidil, mounts ever higher in a polyphony in
which the ﬁ;ginning of each phrase is & whole tone.
above the previous one, thus incarnating the tritone

in & whole-~tone scale over nine sieps.
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What happens after this point is recapitulatory
rather than 'the recapitulation': external schema

has been subsumed into a pure organic re-creation °

~and regeneration of earlier material, necessary

only because the music is winning back wholeness

and identity from fragmentation and non-identitye.

4And it is a continuing process: D, for example,
'~ is suddenly present, but only as a pedal, and it
'will be lost again before D becomes present as a

,tohic, some twenty-odd bars-later. Then we shall

understand what this music has wrought from its

experience of dismemberment, as the formerly

’ a ) \
- disparate and contradictory ideas of the exposition

are taken up in a passage which synthesizes them

. into a whole of expansive calm and assurance, and

finally ecstatic declamation. Hgre too the shape

'iof some of the ideas has beén forged precisely from

the disfigured form in which they eppeared in the
deveiopment. This Whole'passaée up to the tempo :
change before cue O might be studied closely as the
first in which Sibelius's greainess as a symphounic
thinker becomes truly manl;est. After thls, the
ensuing reprise can only seem unfortunate. The
logic by which the music of the exp051tlon is

played again is that of an external authority

from whose shackles Sibelius was still strugsling
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to become free. Unlike the foregoing passage,
its logic and truth are not wholly of its own
making, skilful and telling though its variations g
upon the exposition may be.

In the slow movement there is also an eviden®t
attempt to supersede inhgrited'form: most importantly,
by combining it with é highly dramatic use of the
.technique of immanent contradiction. We saw similar
combinations in the First Symphony - but noaé quite’
like this, in which the dramatic, accomﬁlished and
sustained use of the technique gives to the movpmpét 5-:
the appearance of a sonata form whose development -k
has béen woven into - or rather into and After —.'. . . -
the exposition of each of its-subjects. The.firsﬁ
subject—éection-especially moves qualitatively far. f
" enough away from its origins and pver sufficient
‘length to be different from a normal sonata structure,
or for that matter a binary movement. The contradictiong
generated by each subject-section are dramatic mqmﬁnts, 
akin in that way too to sonata development; but a. |
problem here is that Sibelius cannot repeat his .‘:
“exposition without also repeating its 'develoPmental'
consequences, since he is committed to sectional ;
.repetition, however varied. Therefore what was

once dramatic is not so twice - a problem only

partly solved by the expansion and further development

t0 which the sections are subjected during their reprise.:

— g ——
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This problem of dramatic development beinﬁ repeated
wvas not one that was encountered by the classical .
gymphony which = oﬁce its development had become
the dramatic centre and .thus an ‘autonomous'
section within a ternarj form, in place of its _'

being part of a binary form both of whose sections

were repeatable - did not play its develoPment_againJ

The movement takes up the concerns of the first.

The opening section atiempts to defy finitude by
combining it (in the form of the theme introduced
by the bassoons) with the seéemingly infinite
continuousness of the undulating pizzicato line;
besides, the finite théme itself, thdugh it clearly
rises out of silence and dies away into i;, aépires

through its modality and the character of its

inflexioné to a chant-like condition of endlessness.'

‘But it soon runs dry, and éncount¢rs its own end in_
a finel phrase which it repeats four times. Now
the theme is able to g0 on only'iﬁ a pefverted form;
it skrives to continue; a new string variant =

" already o little agitated - implies the subsequent
thorough disfuption; and the truth of the conflict
that follows iéﬁthat if the theme is to continue-if
must relinquish its former state. ‘To go on it must
ﬁccept itg own disintegration, its dissolution in%o

another mode -~ a reality which it at first resists -

e
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-

and enter the truth that real-confinuity means
death as much as it means life: that it is death
which activates'the principles of continuity in
life. Against the attacks of its own decaﬁing
form, the theme struggles to hold on to an earli;r:
hhape (x in Ex. 8);while the destructive process
revitalizes the tritone,.turning its whole-tone .
scale embodiment - usediby the first movement at

its herioc height -~ to disruptive effect:
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owes its existence to the decaying form of the first
(y in Ex. 8) does not make this new theme .as
inéernally logicél as one might wish. Sibelius's

thematic germination is to become; and has already

o
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beeun, better than this, because controiled by a
- more immanent necessity. Rather like the corresﬁbnding
stage in the opening movement of the First'Symphon?,

" this is almost a new beginning. 'The answer this
section seeks to the problem of thematic finitudé :
is the spawning of new shapes; and this only dri;és
the music qﬁickly into contradictions, and a crisis
beyond which a heavy'version of é motive from the.

subject is pqable to progress. The dramafic
impasse gives Sibelius th040pportunity he ﬁants

to bring round his first-subject section again.

- - Indeed, the movement'exploits imbasse: it cannot

\

~~ find, nor even adumbrate, a state wahich is beyond .

. the disintegration witn which it wrestles, and yet

o . can encoﬁpass it. In its way,s that was the

o\

'7,acﬁievément of the first mdvemen?. Apparently
-4t is of no avail here. ._
" Uith $te Bellish Fitekering 1icibs ehd

-Méphistophelean virtuosity, the'scherzo is a
symbolic eﬁbodiment of the disruptive, negating
force-at theIQeaft of this Symphony." The movement

~offers a clear'late—stage articulation, in all its._ .
fiErce'fiendishfglo;y, of what the .previous movements
enconatered. b, thati Shioinaliynd Sl e d oty

immanent Negation. Here that diabolical force is

i
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openly declared in its own terms, not merely
experienced passively in terms of its effects.

And one might say that if is externalized now
because it is at last fully understood; mno

longer is it only an unintelligible 'symptom'. '
If.the constituents of a COntradiction.are not
manifeéf,“this, then, is ‘the way Sibelius will

lay them bare. The movement is a crucial stage

in the dr%ye towards the trutn: here the 'hidden'
comﬁonent of 'an antagonism has finally, by means of
the Symphony's sustained ef£§rt, been brought to the
surface. This is fhe_first iﬁstaace in the Sibelius
symphonies of a procedure which ‘the composer was to
make persistent usé of, and greatly to refine.

Until the remarkahlé happening in the second
appearance of the trio, this is & formal movement:
the static co-presence of sqherzo/énd trio depends
upon_a'set of assumptions that are patently not .
those most representative of the Symphony so far.
Yet the intrusion of the scherzo after the trio,
though a formal reprise, is at first dramatic:
the limpid and beautiful trio had seemed so fragile, .
S0 vulnerable; in this company - an. impression
_cdnfirmed waen the scherzo violently bursts in }

upon it in a confrontation that dramatically sums

o
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up the central issue of the Symphony. We know
the trio is vulnerable because of the éxperiences
of the first two movements, and because thematically -
and by way 6f a general mood it is related to the
pastoral opening theme of the Symphony, and to.éhe
second subject of the slow movement. Like its ,'
first-movement relative, the trio theme has a
tendency to go round and}round. It seems that

it must inevitably be overwhelmed here by that

of which i%s-circularity causes it to seem :
“oblivious, as happened in tﬁé'first movement £ '
and indeed in the scherzo the.firat time. But
now the simple, folk-like trio melody finds the
resources of expanéion and growth adequate to

its task; by true Sitelien cellular germination
it gives birth to the majesty of the finale theme,
Fye whose sunlignt the hell-fire 1{ght of the

-

‘scherzo is powerléss to prevail.

, It is significant in teer of Sibelius's
musico-historical enterprise that this finale -
symbol of the Symﬁhony's achievement in the
Beethoﬁenian sense - should not be merely posited .
but that it should emeige triumphantly, and without

a break, from the very tissue of the previous movement.

In so doiné, it demonstrates persuasively that its

—r— ————— ——

logic.is its own. But ironically - and this is
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symptomatic of a now familiar problem - fhe
movement is also the sheerest subnission %o

bad conventions. Its material is static and
intractable (especially the over-long second
subject, with its folk-like individuality and
Tchaikovskian pathos), its development an
academic procedure, its répetitions gratuitous,.
its peroration bombastic in the waﬁ of so many
nineteenthqcenturf symphonic finales. Written
to formula, if-is uﬁequal to_the task of

-

ggtisfactorily resolving contradictions of the

subtlety and complexity of the rest of the Symphony,

especially of the first movement. For instance,
it ignores rather than compreheﬁds the meaning
' of the scherzo, banishing 1t instead of making

it part of its very own principle; 6 the

/

-\ "reappearance of Ifragmentation in the development

is a mere formality. Except for some simple
thematic relationships, the triumpn of this
movement is not wrought in the terms given by
the problems of the previous movements; it is
arguable that it does not even 'belong' to the
rest of the Symp@ony. . : -
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SYMPHONY Fo. 3 in C Op. 52

Sibelius's Third Symphony (1904-7) is in a .¢ -

sense a reaction to the excesses of the first two.;.

Intent on making ever more translucent the process
of symphonic thought, the composer now turned
deliberately to classical'models. Here bhe could '~

discover at its life—source the essence of symphony.

The first movement is in many ways the most
classical of all Sibelius's symphonic movements.
It is not typical of his symﬁhonic method %o pose?:
at the very outsat a manifest oﬁposition between |
- full, objective subject—groups. The second groug
contradicts the C magor of the first by being in

~ B'minor; its réturn in the recapitulation in

E minor ~ the key of the mediant minor rather : :-“

than that of the leading note - follows in spirit
the clasalcal precedent by belng less remote from
the home tonic. But there are also important
departures from classical practice. Y'e hear

the principal member of the second group as the
full exposition gf an idea that was already preseﬁf.
within the first: 'its most characteristic cell 15‘7

audible in the oboes, clarinets and horns from thgﬁ‘

fifth bar after cue 2, an immanent duality whose

o
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genealogy can be traced back‘further even than
the foregoing chromatic fensions, to (say) the
early I sharp-C tritone in the strings before
cue 1. This fact ié given telling emphasis in ;
the way the second group is introduced dramatically
by a strident F sharp sounding (as dominant to théf
new tonic, B) against the hitherto'almost unbroken
tonic ped%I C. - g

It is this logic - which shows the second-
subject group to exist immagently, but unambiguouéiy,‘
prior to its 'formal’ presentaéion - that makes its

subsequent structural appearance inevitable rathef

than schematic. Such clear logical generation of- .’

- e second group, so that it comes as the externalization

, of what was'formerly internal, Qas not the typical- |
..classical method; +this expgsitiqé is remarkable fﬁr
its fusion of Sibelius's technique of immanent
contradiction with the classical one of manifest ﬂ 
contradiction. Sibelius's chéracteristic method?

. is to show us the.'how' of contradiction; thé

characteristic-clagsical way was to reveal, as

a fait accomﬁ}i, the 'what'. Here Sibelius
. combines: he shows 'how' the 'what' comes into $4

being. Only the speed, the motivic flexibility,,

the tauf and cogent logic of the movement could.

L0
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have made such a fusion - and particulérly such

a recovery of classical method and form -~ possible.

An important aspect of these qualities is something -

-

we may describe as the music's objectivity. Its’
freedom from the kind of subjectivity we associate

with a romantic self-absorption means that it

‘cannot be indulged but must only be developed.

-

Indeed, there is little enough in it to indulge: ..

classically-the music sets out from the simplest,:'

bare bones, which refer us ever into their future'..

‘for the elaboration of their meaning.

Yet it is clear that this is'not a répeatablé:
solution, or Sibeiius's\final solution, to the
. but-only aﬁ the expense of some of his own most ,
- significant content: the movement, for all its -
precision, its pérfect matching of ideas to their;
embodiment and ﬁeveloPment, has not the profundify,
the peculiar and appropriate significance, of the}‘
first movements of the two previous sympﬁonies. ;
¥ Sibelius can bring to life the classical world -
but only at the price of the deepest relevancy
Yo his own. Lécking_an idiom naturally suited

" . %o classical formulation, a classical idiom whose;{

life is inseparable from its classical Torm, his .

only solution is to inhibit the expressive powqrs':'

— e —
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of his own idiom. VWhere the classical masters
gpoke naturally in sentences that, however brief,:;
were capable of bearing é profound meaning,
Sibeliug, trying tb be equally brief, is only
sententious, and sometimes skittish. His is .
by nature a different idiom; his profundity doégilf .
not live in classical structures. Though |
doubtless this frontal encounter with classicism  °
was necessary to his development, it tends to S
lead here ‘to an artificial restraint. When

he comes to write his slow movement, the need
to find one that is in keeping with the allegro .
moderato means that the powerful expressive worldt
of the slow movement of the Second Symphogy is
closed to him: if hé now prodﬁces one of his
slightest-movements - though nevertheless Gne
with secret depths that are easily turned into
shallows by too rapid performance - this is a
measure of the inhibition imposed on him by his
general formal and stylistic orientation. Even .
80, .the movement is less a classical piece than

a romantic intermezéo—type slow movement that

has been thinned-out and scaled down %o size.
Simpler even than a series of variafions, it is

in & somewhat free strophic form.

o —




~found in the late music of Beethoven. And it
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But in the finale Sibelius surpesses these
limitations. He uses the classical eiperience
not in such a way that it inhibits his musical
sensibility, but so that it directs it. The
classical symphony, in order to be made relevan$";
to his ovn world, had'to be radically reinterpretéd.
This is the guiding prinéiple he had already been}.
seeking somewhat haphazardly in the first two :

e | -

symphonieg, and whose greatest embodiment he

is in the finale of the Third Symphony that Sibelius
for the first time gives life to this principle with
total assurance. Here, more thoroughly than anywhere
prev1ously in his symphonles, the technique of lmmanent

contradiction is the true dialectical propeller of the

movement. 'Notice the speed with which ideas J

proliferate and create an order in which the

numerous melodic entities are as logically related

and interdependent és they are iogically contradictory -~
the explanation of the change of tempo every few bars.

Yet close observation reveals that the old classical

- structure has Been subsumed into the movement; for

all its apparenu flouting of tradition, and that it

now informs the movement from within. If this form '

" lives here at all, it does so not as formula or °
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pattern but as the consequence of a certain way
of thinking. The peculiarity of its life is the
truth of tradition when fhat tradition is still
alive and growing. By the same principle this
third movement is not only finale but scherzo as
well; it dombines the tradition of the light,
rapid, dancing motion of ‘scherzo with that of

the perorative finale.

In og@er to grasp the way the past has been
captured and still lives as present in this
movement, we must try to unravgl the elements
that have been synthesized in the new whole.

We can perhaps recognize a-'first group' in

C majdr, up to cue 2, and a 'second group' in

the relative minor thereafter; a short transition

-

leading to a varied counter-exposition, with the
/
" second group now in the subdominaﬁt minor; and

e subsequent development. The new (con energia)

section that replaces recapitulation is, in this
'view, the‘real finale: what has goﬁe before is
scherzo. The fusion is an intensification of
the linking of'tpe corresponding movements in
the previous symphony. But comparison of the
'subject-groups"shows that this is reall& not

L

a sonata structure - not even the 'scherzo' part

‘ |
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of 4t: the flute motive nine bafs after cue 2

is theoretically the first melodic fragment of

the 'second éroup', but it springs directly
from the previous*motiVes, and is no more ]
different from any of them than most of them .-I
are from each other. '}
The fusion of scherzo and finale is only
the most obvious instance in this Symphony of' . ‘

Sibeliustz nreo¢cupation with making the diverse

+ symphonic frame what it once was: a taut,

integrated structure capable of registering
the implications of dialectical thought over
s 0 \

@& large span. Equeally important, and of prime o

.8ignificance for the understénding of the long-

range symphonic purpose of this work, is the way

""* in which the 'finale' - the triugipnant culmination

of the third movement - is the fulfilment of an
aspiratidn latent even within the main subjects

of the first movement. The climactic hymnic
marching-song marks thelarrival of a new order,
embryonically present in the sudden and frequent
chorale-like sfriviﬁgs of the foregoing mévements.
One such moment-is the coda to-the first movement. .

This coda reelizes more fully an urge expressed

1

at the end of the exposition, and it is prepared

for by a dry, atheratic and asymmetrical pizzicato

o :
I
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paasage.that‘in itsﬁdiaruption of the preceding
melodic flow powerfully suggests the dissoluﬁion
of the o0ld order as a condition for the appearance
of the new. When it arrives, thé new, however
different from the oid, is yet felt to issue fr&m
it; and analysis reveals why. The main subjects
of the first movement had shared a common basic
shape, Ex. 10(i), heard at its clearest first in
the opening bars of the Symphony (ii) and later
in a modification (cue 13) of the principal

member of the second-subject group (1ii):
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The coda now emphasizes and extends the descent.
{hrough a fourth:
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i

Exl3

. whirls them about.

404 -

The second movement intermittently erupts into
its own chorale-like variation of the basic
shape, in a form suggested by Ex. 11, for

instance soon after cue 6:

T o T P AR
T = ) P L M O 11 it X = =
! T .y o= O
\!/ l-!..- T ~F T f T T
f = P

The fullest articulation of the 'chorale' urge

occurs, as in the preceding movemeﬁt, at.its end.

The firat-twﬁ ﬁovements at times suggest disintegration;
the third movement pursues that disintegration to

finality, in the form of a development which splits

 what are in any case only fragments to atoms, and

The marching-hymn to which it
wltimately gives birth could not have emerged a
‘moment earlier; anticipated thre? times in this:'
movement, each more fully than the last, it comes
to establish the dispensation s0 long awaited: it
is the thematic fulfilment of the Symphony, an '
elaboration of the basic shape, which it still
includes in its full, original outline (x):
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The Second Symphony had shown a tendency
of each later movement to emerge dramatically
from its predécessor, anﬁ of the multi-movement
symphony thus to appear as a logically evolving
structure. In the Third we find Sibelius
similarly concerned {to make the sequence of
movements seem rational rather than merely
conventional. He achieves this particularly .
through the special use of the chorale-like
passages. The fact that the first two
movements end after substantial expressions
of the 'chorale' element, sugéests that this
immanenf urge, striving for fulfilment, has
; brouéht each movement tg the point where it

is logically éuperseded: in the face of what

-

. _ is botn an aspiration and a demand, each movement

can only end, and give way to anéther.

T e
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SYMPEONY No. 4 in A minor Op. 63

The Fourth (1910-11) is Sibelius's first great
sjmphohic masterpiece. In it we can witness a
resolution of the problems which had beset him,.
and to which he had been.seeking answers, in the
first three symphonies. It is perhaps no paradox
that a work which'representslthe first moment of
regolution and synthesis in Sibelius's symphonic
style is also one that wrestles with the most

profound dualities. The seriousness and gravity

of the work's concern; its intensity of concentration,

is precisely what explains this first greét moment of

~ maturation in Sibelius's symphonic style. But the
Fourth is not %o be judged only in the context of
‘Sibelius's symphonies.  When allfelse is said and

done, it will still demand to be taken for what it

ist one of the supreme tragic statements of
Western music.

e’ bohtral symbol in it is the tritone, the
interval most destructive of tonal sense; 1ts

peculiar negating force has caused it to be known |

since the Middle Ages as diabolus in musica. While
this work was being written, Sibelius feafed for
" both the country he loved and the art to which he
was dedicated. . His precise attitude at this time

~
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to contemporary music is not easy to define;
but among the comments ye made about it during
his life are that the 'themes often seemed
artificial, the elabﬁration mechanical', that

the instrumentation was frequently 'too showy',

that too much contempo:afy music had 'very little

connection with life'. At any rate, he let it
be knovwn Qhat his new symphony might be regarded
as 'a protes% agéinst the compositions of today'.

There was ﬁothing, he said, 'absolutély nothing

of the circus about it'. On  the political front,
Finnish autonomy waé again being assaulted by

Russién imperialism, in ;910 more seriously than

. ever before. ‘Sibelius hated 'all empty talk on
political qﬁestions,'all amateﬁrish politicising'.

[
'I have tried', he said, 'to make my contribution

in another way.' This distinction and this

- commitment stand out in a comment he made in
August 1910, in a letter that illuminates the
deep relationship between the Fourth Symphony = '+

and the circumstances in Finland at the time.
'Po}ifics,' hé ﬁrote, 'do qot interest me at
present. ‘For I'cannot help in any other way “*
than by labbﬁring "for king and country". I
an workiﬁg on my new symphony.' . TR
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The tritone is present as early as the first
bar of the symphony, both horizontally and
vertically, betwgeq the C which by its firm
uﬁisonal entfance initially proposes itsélf as
tonic, and the F sharp that quickly undermines

it (the true tonic soon emerges as A minor):
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If we want to think that a residue of the old

alqw introduction lingers in the opening bars
* we need not be wrong: but so little will‘Sibelius
be concerned here to preserve the superficial

- appearances of sonata form that we ought not

fo b§ surprised ﬁhgn the quasi gddagio tempb ;j <
@oos nbt give way to any classical allegro." - :
'The most pervasive tritonal relation in the
firsf twenty-odd bars is that expressed vertically _
betfeen these same notes, C and F sharp. An event i
of crucial importance takes place at the end of this
passage. During a steady crescendo over three bars, -
-'the C-F sharp tritone is asserted melodically and

than emphatically resolved in favour of G, three

times (violins, cellos, horns) and fortissimo -

\

the first time since the opening bar that this
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dynamic level has been reached. It is a
magnificent surge of optimism, owing everything

to the possibility which is now discovered in the
tritone as an inter?al whose annihilating tensions

can also be deployed creatively: by directing its

“energies onto the G, the interval establishes a

context for itself, and so incarnates a meaning.
Here, for the first time in the Symphony, the

tritone has been redeemed:
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The passaée is clearly scored; how bften its point
is obscured by unintelligent performance! The
dialectic of tﬁeée bars continues to unfold by

bold convolutions, as almost immediately a bare,

heavy C sherp tritonally contradicts the G,
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destroying the achievement it stands for. A barJ”

later the original F sharp reappears in the bass -

Yo provide a resolute answer to that C sharp: e

" since F sharp makes a perfect fifth wi?h C.sharpez?
the latter is denied its qegating power, and is
instead maﬁe to confirm the incipient modulation
to F sharp major. To put this another way: the;
note, C sharp}'that from the standpoint of G is .
negation, becomes affirmation from the standpoint:':
of F sharp, helping to liberate-F sharp to the |
status of tonic.to which it has aspired from the

..beginning. { ’ _ ; :’
Second-subject hunters among cbmmentators :

' often speak of the passage immediately after thae

" modulation to F sharp major as the jorthodox new .
subject. This tonal shift is certainly a moment ';
of tension; but ‘it is only one such moment among
many and it has no right to the kind of prominence :
conferred by orthodox analytical categories. The
string motive (beginning A-B-D sharp-C sharp)'is a

transposed variant of the opening bar, with the

410 °

N |

force of an exclamation; at best one can say that.

the old second subject has been subsumed, or

-

LI

Isublimated, into this passage. Sibelius had
- before this Syumphony written nothing more beautiful -
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than the music of deep, measured lyricism and calm
that ensues. A warm light suddenly transfigures
the world - nof because the tritone has ceased to
exist, but bécause it is redeemed by a context

that wrings a very human expressiveness from it:

s amh el A

The feplacement of E sharp by E natural at
cue E is the beginning of an attempt to seek
regions closer to A. But alldthat the dominant
of A is abie to see is A sharp, given out‘at once

by the double-basses. It is e tritonal relation

- that plunges the lower s%rings deep into the

' depths of their registers. The tritone, it
now seems, is the condition of all movement.

No step can be taken without encountering it;

the negative lies at the heart of being. The
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fine stark string lines, bereft of all golidarity,

of familiar harmonic and tonal supports, soon
disintegrate fu;ther into an endlesgly roving
tremolo figuration founded upon two whole-tone
scales a semitone epart: phraseless, arhythmic,
aqelodic, without_tonality_or.functional harmoni?
movement, the music becomes a void that whirlse

L
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mindlesgssly about itself. Yet what is most
remarkable of all is that in the end so much

‘violent emptinéss can have a purpose. The

- long-~held wind notes that explode at length
" into a tritone appear at measured intervals,

_each step occurring a semitone higher than the

last.- When the long note becomes A, the
orchestra braces itself in anticipation - then
throws A forcefully into the bass, and soon
establishes it as the tonic. The strength

that brings a strucfure and an organisation

to this experience of despair is precisely

the méaning that is wrought from it. Now

. the world is radiant again as the warm lyrical

music returns, a vision reallzed in the nome-key
of A: it is much more and much léss than
'recapitulation. But finally the beauty is
not .enough. At its end the govement suddenly
remembers its beginning. This refrospéctive
glance to the first bar piﬁpoiﬁts once more
"the tritone asithe central and still unresolved
problem. It is a dying fall of icy foreboding.
As in the two precedlng symphonles, Sibellus
here wants the succession of movements to appeag
rational; Thus, remembering the achlievement of

R i
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the first, the scherzo begins with a sense of
wholeness and stability, deploying lines in

which the tritone takes its place with affability;
and while its tonality is F major - & key quite

new to the Symphony -~ it starts melodically with'.

- the same sustained A on which the first movement
had ended. The fusion;'across the space that
divides the movements, is uncanny.. The approach .
to the tritope is playful: up to cue B the scherzo:
enjoys light skirmishes with it, a kind of teasing
flirtation that nevertheless gives it an embodiment
end & limited sense. Evidently this is
unsatisfactory. At cue B.the abrupt disﬁlacement
of the graceful triple by a rigid duple rhythm, and
-the'bare bc?ave lines, herald the appearaﬁce of the
tritone in its destructive aspect7 Soon the tritone
-is totally disembodied, floating in empty space.

With no better solution to offer, the first section

steals back up, curls itself around the interval and

tries again. If the trancuillo flute passages do

not charm the tritone into compliance nothing will.
But more than éharm is needed to deal with this

Mephistophelean force, which at cue K begins to_.»
show its full implications. What was formerly
implicit: .

\
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~ As the negative that has been ignored, the

. new section - apparently the generic trio - comes to

~ the end as an internal pedal, and.B, ite tritonal'

shame the frivolity, the undeveloping repetitiveness,

4

of the main body of the scherzo., It hurls us back
into the night of the first-movement development, /
but with this difference: that while the darkness
there was st farei o wem purpose, here it has all
the force of a horrible surpriée. In the complacency:
of a partial so}ution such nothingness had not been

reckoned with;-'-F, the home tonic, represented until

anfithesis, which makes strong c¢laim to being the
pew tonal centre - these two lock in a fruitless,

annihilating sirife. At the end all that 1s left :

Ll B
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" of the original positives is the merest ghost
of the first theme, which flickers to life within
the alien domain of I and is promptly smothered, :

and a vague memory of the principal tonic, struck .

lifelessly upon timpani soli. = These are also ail’ .

that remain of the spirit of reprise that in a
classical work would have brought back the first
part of the scherzo at this point. Here no return

N

ig.possible'beqausé no pre—established order has

meaning in the face of such internal ‘contradictions.

Perhaps more than any other piece of music, this
movement mekes it clear why recapitulation has
" today become problematic. Equally important,
4% is the final vindication of the necessity of
' Sibelius's 'search for appropriate form. ‘
. _The‘principal tonic of the écherzq, P, had
been ﬁﬁintained as a singlé unbroken thread on
the second violins throughout the holocaust of
the last part of the movement. This, and the
fact that at least a shadow of the original
_ thematic identity twitched with life at the
_.end, is the fortitude that enables the Symphony
Ité progress beyond this point, the nearest music
has ever come 1o self;extinction in mid—fiight.
The slow movement begins in the only way that,

rationally, it-can: with the fragments, the

s ade Lt e o ey
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,disorienfation, the barrenness, bequeathed to it

by the scherzo. Yet the search for a new key -
none is establisﬁed.at the beginning - is a search *
for a new orientation towards the experience,
evidently satisfied only by the discovery of a
tonality (C sharp minor) as far on the dominant
side of the main key of the Symphony (A minor)

as that of the scherzo (F major) was on the ?:
sihdoalnakis. Cibe Tirek Sl dse ‘
remember A minor in an impfécise allusion to

its tonic and dominent. As ﬁight be expected,

the misic is riddled with the tritone, which .

lives in it both melodicaelly and harmonically.

: ‘Yet in its very disjointedness the music reveals

, - & contour to which one can ascribe a meaning and

Ex.l9

Ex20

a hope. It is only the outline/of an aspiration,
the g;rm of what is to becéme a passionate ,f",;
imprecation, but it is forged from the very .
stuff of desﬁair, by way for instance of the _;
initial flute phrases rising through fifths: :

Il tempo (] S
oo la:;]n ﬁ:—!;

P\
)

- I
e s

§TTALD Sha : 0l
| BT ) LA TS A0 6 € -
LY \ e T !

i e ST R

R - e &Y

e e = ————_y ——




E2|

417

which are already the cells around which the

horns are to fashion their optimism:
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The logical extrapolation o% motives gives rise not

‘to an endless chain of monistically related entities,

but to oppositions within a broadly monothematic

context.  The broken fragments are - and remain N

‘tonally restless; it is only through the horn

motive anﬁ_its later variants that the music -
achieves a secure tonal footing. The movement

follows the pattern of an extended alterpation

between the shattered rellcs of its own history,

and the. hOpe that arisea from the ruins.: This
gives the movement its form, one not describable
in straightforward traditional ferma. - The big
theme grows passionately in.oppoeition to (yet
out of) the non-being around it; it strives to -
banish the notion of the tritoﬁe and declaim

only a stirring diatonic melody that embraces

pure fifths &nd fourths. Sufficient though

this may be for recovery, it cannot ultimately
be the answer to the Symphony's great central =
concern: at the end, even after the final "

lyrical exclamation, the emptiness remaing.

L
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The tritone still inhabits it. It is still -

inhuman, alien. Though the music has come a

long way since the end of the first moveﬁent,

the tritone still sounds almost exactly as it ;

did then. | :
Each movement has tried to solve the problem

of the tritone and each in its own way has

succeeded and failed. The concrete particulars

of this complex of failure and success constitute .

the accumulated experience out of which the finale

is able to drive the problem toward a true solution.

Here, as elsewhere:in the Symphony, there‘is no ;

doubt about the intimate connection between the

new movement and its predecessor, for the A major

-of its beginning leans strongly ?Pwards c sharp
‘minor -and deploys a theme that was anticipated

"on clarinets and bassoons in the fourteenth bar

befdre the end of the slow movement. If the

finale begins buoyantly, capable soon of
summoning-forth bells, it is because the music

has learnt how:to be gay in the face of contradiction.
But it is a tragic gaiety, very different from eithef\
the frivoliﬁy of the scherzo or the passing rapture

of the first movement. Where the first ﬁovemenﬁ

discovered nothingﬁess and contradiction at the

-
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heart of being, the finale has won through to a
creative involvement with these things. Duality .

is the essence of its dynamic. What strikes one

immediately about the finale is the sheer quantity .

of widely diversified material it contains.

Outspoken antitheses pursue and give life to

_one another, establishing at the same time a

harmonious large-scale organisation and a stable
structure. _The tritone is now not a threat @o

the music.but the source of-its vigour:
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and the root of the princirple of contradiction

by which it lives and expands. . A major and E flat
'majéf meet over a substantial lenﬁth twice in' this

 movement; but far from being a collision between

opposed energies, this meeting of antitheses

provides the music with two symmetrically placed

arches capable of gathering antagonisms to en apex-

and transcending them by releasing their etructural

potential.
The long cgda-like conclusion is the moment
of the Symphony's return to, and at the same time

final victory over, chaos. It is this fusion

o
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that gives these pages, among the most profound

L
.

_——

in all music, their power to move us so deeply.

In the fragmentation, in the pervasive grind of

the tritone and its éssociated chromaticism, we

reéognize the chaos; but in the passionvthat ,' . ...'H
welds the blasted pieces into a new whole of ' ::' 8
anguished beauty, we comprehend the triumph.
It is an experience of chaos unlike any other _.‘ '73 ‘
.in the Symphony, for it is a chaos redeemed by
being humanized; from it has been wrenched a : | |
meaning and a value. - This conclusion reveals
the tragedy that underlies the gaiety. The

finale can be gay because of the tragedy: for

it 1s in the enduring of this chaos that dsn's R
.. potential discovers itself. 'i begin, like‘ : . ' -E

Beethoven', said Sibelius, writiné avout the - 2 ,;é
Fourth Symphony the year after its completion, ?
'$o believe that strength is really human -« |

morality. I mean, of course, sirength in ' o .l’
|

1ts highest and widest sense.' “Eanet R
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'SYMPHONY No. 5 in E Flat Op. 82

The Fourth and Fifth Symphonies seem at first
sight to belong to quite unrelated worlds. The
Fourth is a work of tragedy, of horfor, of darknéss;
- the Fifth is a work of light, life and a boundless,
expansive enérgy.' But in the di?ference is the |
connection: one may éay the world of the Fifth
Symphony has beén won for it by the suffering of
the Fourtﬁ. A unity between the iwo pieces is .
suggested also by the remarks Sibelius made around
the time of their composition. During our

" discussion of the Fourth Symphony we found that
z.the following remark by Sibelius bore a signifiéanﬁi
relationship to the Work: "eeoe strength is really
e morality ...'; and a-pupi%ﬁof Sibelius's '

- reported that in the autumn of 1914 - that is; at.”}'”

the time of the conception of the Fifth Symphony =
the composer began to think deeply about ‘
civilization, admiring its 'moral strength and
courage', its capacity to endure great hardship.
The tragic etﬁic of heroic suffering was a theme f
that preoccupied Sibelius fhroughoﬁt the creative
pért of hig:life, but perhaps at no time more
profoundly than during the period which gave
birth to the Fourth and Fifth Symphonies.
| t |
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A minor is the key of the: Fourth; the new
Symphony takes its point of inception as E flat
major, a key - éerhaps significantly - a tritone :
from the former. 'These two keys are the centr;l
supports of the finale of the Fourth; and while’

that movement wrenches a'tragic gaiety from its

experience of the ‘'the contrarietj at the centre

of the universe', the first movement of the Fifth -

celebrates the energy that can draw its life from
suffering.' But this great movement poses a
problem for the rest of the Symphony. It is

so triumphantly conclusive in what we shall

recogﬁize as its festive demonstration of the

dialectic.of change that in the next two ﬁoveﬁeﬁts -

since the cdmposer was committed 39 baving them -
his only options were to repeat himself or to
simplify his vision. Here perhaps we are close
10 the reason why the Fifth Symphony gave Sibelius
more trouble than any other.

At the first performance in 1915 the work

existed in four -separate movements. Sibelius

must have felt that the piece had an unsatisfactory T

L}

form, a form not truly expressive of its content,
- for he withdrew it and when the second version

appeared the following year the first two movements
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had been synthesizéd. Even so, it was revised
again; +the final version dates from 1919. . But
by realizing the essence of the Symphony so
brilliantly in the great compound first movement,
this recomposition ﬁerhaps emphasized still more .
the inadequacy of the rest of the work. To put
the point‘a little too sharply, one might say

that the Fifth is a Symphony in one movement

but with jwo postludes. Thig view isolates

P |

both its strength and its weakness. It is a

great but flawed work, its weakness being that

5 e B

it began by accepting the conventional four-

" movement plan although its content was of a
kind that expressed andhfulfilled itself in a-

 more concentrated and less orthodox span.

- The opening movement — a fusion of first

- movement and scherzo— is one of éibeliua's great

syntheses. It moves rather like a series of waves,

Al

growing in magnitude and speed.. Each upward ’
movement of the wave traces the ascent of an ;dea |
to the point of intensification at which it begins :
to break up, decay, change itself; and each
breaking and subsidencé of the wave explores
the idea in itéldisfigurement, the contradiction

of what ii_onceiwaa. But each antithetical -« :
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breaking — motion creates the possibility for
the reactivated appeafaqce of the old idea newly
formed, for the growth of another wave. And ln
general each of tﬁege motions has more force than
the last. The process begins early. The figure
that achieves some prominence just before cue C

* certainly shows traceé-éf the concept of 'second:
subject'; but it would be a misunderstanding of
the dualistic proéesses of this movement not to

" see that it is also the first full breaking of
the wave: that far from being simply the ‘second
subject' it is really the 'first subject!' (see
Ex. 26 1) in the process of contradictmng itself.

_ The internal dissolution of the 'first subject' o

I

had begunlearliért when its moun%ing energy had

abruptly yielded & minor-mode consequence three .~ e

. bars after cue A; and the !new( subject is the
shape eventually assumed by the music after the
nine restless bars that ensue upon this critical

_ momente. The apparently new ldea ia the 'firgt!

| subject in perverted form: little remainé intaét . 1

except the ehbodied perfect fourth, and even this |

now tends to move downwards rather than upwards:
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" Moreover, the 'first subject's' mellifluous horn

"~ colours of the 'second!';

B2

inatrumentatioﬁ gives way to.tﬁe strident woodwind
and the syncopation of
the 'first' - sﬁooth aﬁd eagsy - reappears in the
'secénd' iﬁ exaggerated distortion. The .
rervgrsion also affects the underlying accompaﬁimént:
the progession of diataﬁically descending parallel
thirds in the 'first subject' becomes the
chromatically risipg, trembling string accbmpanimeﬁf

to the 'second', a sequence containing many diminished

triads:
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But the movement thrives on its contradictions. At

\

the beginning of this string tremolo we hardly know
whether the new bearing of the music betokens

apprehension or awakening excitement, yet from
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this restlessness will shortly come a new fine
certainty, when an emphatic G major appendix
terminates the 'second subject'. With this
the first wave is complete. :

In the midst of development the tonic key _'

erupts, and a splendid largemente version of the

*second subjeﬁt' is deciaimed on strings in octaves.
soon after this.point_the first movement originally
came to a quiet end and the scherzo began at the

secopd cue AT,
that begins with a change of key-signature to five .
sharps brings a truly enhanced reformulati?n of the

opening of the Symphony.

excitement are the pressures that presently make

' Ppossible the transformation of the principal idea

" into = dan01ng ('scherzo ) theme, the rebirth of

an 0ld theme on a new plane: -

As it is, the transitional passagé;

The gathering speed and
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1. According to Robert Layton's statement in

Music Times, August 1968, p.T29.
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If we are responding to the plece as a festival
of change, we can regard as only appropriate
the fact that this burst of excitement should
take place in a foreign key (B major). E flat

is recovered later with a leisurely ostentatiousﬁesa_
culminating in a fanfare-like metamorphosis of the
principal motive (Ex. 26, ii) - which then
peremptorily reinstates B major. The intrusion
of this fanfare theme is dramatic: the links
that in mature Sibelius usually explain the
genealogy of an apparently freéh idea have been
elided heré, ana it may sound at first like an
unrelated theme. ,But listening closely we can

recognize beneath the guise the familiar shape:
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Soon, at cue I,we learn more about this theme. Its
history includes not only the original 'first subject’
(x) but also the original 'second subject’ (y) as well.
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The experience of the Symphony is written into
the contours of its exfoliations: ¢
27 x x
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This 'scherzo!’ - in so far as one can regard
it separatély at all - is referable to sonata form;
the new (!'trio’ ) theme (Ex. 27) is elso second
subject, and is soon liquidated in the mos%t
radical development yet. By the logic of this
piece, from the most thorough dissolution will.comef
tﬁe most climéctic‘reformulation of the original
themafic essence. The final triumphent dash.is
shot through melodlcally and harmonlcally by a .

. tonic apoth80313 of the compound movement'

 quintessential recapitulation, functioning

with respect of 'first movement', 'scherzo’, aﬁd
their union as a‘aingle entity.' - - .

The ending is presto; the first part of.the
compound movement had been set in a slowish tempo.
ngrsimplifying'a little, one may say that between
these poles the movement is a vast accelerandofand .

crescendo. The interesting dichotomy in the

. thematic source. It is at once coda and NS, 35 :ffi:-?v

o

movement between the thematic and tonal conatituents;
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is & cause - and a consequence - of this. At

gignificant architectonic points the thematic

structure is ahead of the tonal. The principal

motive is restored:(at the first cue E) before

the principal key; around the first cue J, the °

thematic development begins before the main key

has been dislodged; thematic recapitulation and

the start of the 'scherzo' occur before B major

has given'way to the tonic; +the 'trio' begins

- & .few moments before its key. These disjunctions

are part of the sense of acceleration in the
movement, of a quickeﬁing urgency, as theme
leaps repeatedly ahead qf its tonal suppo;ts,
dragging these after it. 'Tonaiity seems 10
have caught up with theme niﬁe bars after {the
‘second cue N, where trumpets annoynce the
“recapitulation in the tonic. But both theme
and key are now ahead of the structure, because
ahead of the full fhematic and tonal restoration
of the redapitulation: instead of waiting for
tﬁe cessation of development,‘theme and key
impatiently begin to recapitulate in its midst.
Always in this movement there is no waiting.
The music calls forth its own future at the

very moment that it becomes realizable.
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Aftér this;, what can the composer do? The
first movement seems spelf-sufficient; it has
- carried an argument to a satisfying and triumphant
“conclusion: this is the prbblem. Though

structurally a free variation movement, the

andante quasi allegretto -has an emotional

morphology similar to the first. Through _
a series of wave-like motions Sibelius attempts
to transfarm-it from the sober origins of its
opening bars into a dancing, Dionysian whirl.
Three times the steady foundation theme issues
in buOyant.string figures which chase each other
along; initialiy ghe tempo remains firm, but
. it soon succumbs to theuhynamic propulsion and
is worked up in a stretto.  And three times,
at each ecastatic heigﬁt, the enthﬁsiasm is
abruptiy quelled as a dark éhape momentarily
appears, halting the tempo and deflecting major

into minor. This shape is not a form external

to the music but an outline which belongs in an

--; obvious.way to:its own thematic substance. A

logical and forceful immanent contradiction in
its contexts, it is recognizably the same in each

of its fleeting appearances: : o
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This shadow, this negating implication,. is never
explored, as the contradictions of the first -
movement always are. And here is the root of

an important difference. The first movement
incorporated its antagonisms, made them the venf
basis of its growth. That does not happen here.

The dark consequence of the music temporarily

unsettles its flow, prompts it to poignant comment’

~ in passiné, provokes it (just before cue H) to
anguished recollections of the initial thematic
-urge of the Symphony, pushes it toward tritonally
remote regions, and oﬁce.(near the end) eYen
frustrates it to near extinction of melody. But
in every case the effects of the shadow are sﬁaken
off as sobn as possible so that ‘the music Ean get

back to its simple tunefulness. [Finally the

‘music quite abondons its search for the Dionysiaa .

state. Instead, it slows down, grows a little
whiméical, and ends resignedly;

In a sense the final allegro molto has even

less to do with the first movement. True, the
two piécea have'éurface similaritieé. .The second
theme of the finale, like the slow peal of a gian®
carillon, owes its weighty momentum to thé

.\

accumulated speed'of the first theme. Between

"
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the two themes, one kind of energy has been
transformed into and fulfilled in another -

and it is this enjoyment of energy that it

shares with the firsf movement. But in that
movement energy develops because of opposites;

in this there-is no opposition between these

themes - not even tonal opposition. The only
suggestion\of conflict is in the noble coda -

alas, too late - where the harmonic clashes are

not histrionic but redolent of the pain that

has made such triumph possible. Another surface .
similarity with the first movement is the fact

' that at times here theme and key are disjunct.

. Bﬁt when theme is ahead of key it now has nothing

t0 do.with axprdpuléive, quickening energy; instead
it is rhetorical, a static factor £n the movement's
large architectural design. With reservations the
piece; might be described as a simplified and tonally
deviant sonata form in which the second appearénce
of the first theme is the development. 'On the
other hand it might be truer to the spirit of )
the movement tbthinﬁ of it as basically a simple ;|

but unusual ternary structure that describes § 1

-{thematically and tonally a near-perfect: symmetry;l,:_

————
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Ao - B A VA 2 : B ;
: ] }
E flat C : C minor ™ | G flat E flat : E flat
- © minory major
1

The modulation dovmwards through a minor third duriég
the second theme (highly effective here, like a °
sudden shift in the gravitational field) is identically "
counterbalanced later, the keys of C and G flat being
functions of the movement'a huge ténal swing a minorx
third either side of the fonic. ‘ i
However one listens to the movement, one cannoyi;
escape the feeling that it has replaced the fluid,
expansive structure of the first movement with a
form whose simple contours, repetitivgnesé and bold
symmetry communicate only & sturdy, primitive solidity.
The rich,‘generative‘complexity,has gone.‘f‘ '
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“historical period of Western spirituality. Almost'-

- we know that he was deeply concerned about the 2  u\

e i e Vi A M G e i 2T ML

SYMPHONY No. 6 Op. 104

The Sixth Symphony is in its own, different way,
as important a piece of music as the Fourth. The’ :.. !
key to the work lies in its opening bars, a passage

of quasi-Palestrinian polyphony that is as strikiﬁg.

e

and suggestive as it is surprising in a symphony .
written between 1917 and 1923: it is surely a
powerful andApfecise symbol of a particulai

as surprising as the occurrence of these bars here .
is the fact that, once heard, they never return -

at 1east not in their original form, and thls

is the second key to an understanding of the work. °
For if we llsten closely to what gﬁfalls this - -
spiritual symbol we shall hear that it gives_way;;

| —y ———

to what - in the light of that spirituality - it:

will-seem-proper‘to speak of as symbols of - _:_ ," 
‘corporeality’. _Though there is no record |
of Sibelius ever having spoken of the Sixth
Symphony as an éxamination of the opposition
between the spir;tual and the corpofeal - or

analogously, between the sacred and the secular -




problem of spirituality in his own profoundly

secular time.. He wrote of this for instance

in a letter during a Buropean tour in the autumn..

‘of 1911: ‘Yesterday I heard Bruckner's B flat

Symphony and it moved me to tears. For a long

time afterwards I was completely enraptured. 23:‘

What a strangely profound. spirit, formed by

'religiousness. And this profound.religiousness

we have abolished in our own couniry as something'-”

no longer in-harmony with our time.'
Among the characteristics most specific to
the 'Palestrinian' opening, we notice its

homoéeneous texture and its sense of not belonging
\

%o worldly time, which it derives mainly from the’, ;
apparent endlessness and the free rhytoms of its- -

lines, as well as from its not being rooted in

tonality (it is modal, in a Dorian/D). Also
worth. noticing is the cell of four descending
notes,.various;y woven into the‘texture;‘ this

15, Slie] Ghepatia) eesiinating safine o She e
symphony, and it can easily be traced throughout.,
The modal polyphony soon begins to break down:

first through the way thematic lines spontaneously .

separate themselves from the polyphonic téxture,

slowly condensing into recdgnizable figures arouné.l
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a common metrical basis, and then tonally, jusf
before letter Bi These thirty-odd opening bars:
vanish for ever} but thé Symphony will in a
sense be an effort to recover, or reapproPriate,;
them in another form - in terms that acknowledge,
- and transcend, all subsequent contradictory
developments. Implications reveal themselves
rapidly. The dissonance before cue B picks up
the two accidentals that have appeared in forms

\

suggested by musica ficta, and throws C sharp in : -

the woodwind and lower strlngs agalnst the C (natural)
major chord of the brass, a minor explosion that
finally frees the new system of thematic and

; harﬁodic organization. Now the music is .
Qutspoken;y homophonic: the old melos is replaced .
by something close to 'tune’, with accompaniment;
now also there is a reéularimetriéal beat; and .
tonaiify, which soon settles in C major. Gone

is the quality of ﬁholeness; instead there are
merely fragments, which here seem able oﬁly to fl&
about ﬁithout coheéion. The rich spirituality

has also gone, and in its place is what we may

call an exuberané, secular 5anality.. This is
and.must be deliéhtful. But we shall not truly .

- understand what this reversal means - what its

true force and content are - until the fourth




437

movement. We-can know nothing yet of the special
kind of violence to which it may lead. We must '
enjoy the distinct and positive qualities of this
healthy eecularitye its gaiety and freshness, its

radiant open-air simplicity. %

In its tonal phase the music inevitably

generates tonal contredictlon. Abruptly we

ere in G flet, as fer as we could be from C. Ve
must be careful how we speak of music whose sections
are as eelffeviEently its own, as raﬁional, as heres.

What we have now is not the 'development' so mucﬁ

as a section in which the mueic is developing. The

© previous section - exﬁository, if you like - did ;
not have a 'eecondﬂeubject' so much as a_élueter !

- of motives that were explicitly the exfoliation of
_poeeibilities inherent in the polyphonic beginning.
‘The new section dissolves the distinction (made in

" the 'exposition') between polyphony and homophony,
and replaces them with a homogeneous texture in

which neither is truly represented. The result

is a kind of toccata. The 'tune' element is

loosened horizontally, while-the_ﬁolyphonid

element is tigﬁtened vertically into rigid, | :- 2 1

patterned symmetries.
| Because of this texture, and because the music

fixes itself almost pointillistically around unrelated

]

e il

———— T

— AP -

b g _1"E:r




438

triadg, this section cumulatively achieves a
curious sensation of stillness, despite its

restless activity. It comes to seem not like

. 8 busy motion through time, but the prolongation

of a single moment of time, expanded and examined

in its texture. Time freezes. But these

qualities, textual hombgeneity and timelessness,

- are among those which belong to the 'spiritual!

opening of the Symphony; and their feappearance
here is the first partial recreation of that
opening in terms which equally derive from its
secular - or corpqreél - antithesis. But it

cannot last. Tune stirs again, from the region

" of B minor - logically, becaﬁse B minor, with two

basic sharps, is a late tonal~implicatioﬁ of the ¢

" accidentals F sharp and C sharp/heard in the

early stages of the movement. The music aims for

the original D Dorian, however; and there, picking'r

up its thematic origins at the very point where

they began to appear. as finite melody, quite

simply recomposes its subsequent evolutioﬁ._ But
in place of éhé earlier fragméﬁtatioﬁ, all now
moves with single-minded pufpose‘and assurance,
impelled by thelfirm internal fulae of a body

\

whose parts function in tune with each other.

'
& '
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And unthought-of thematic possibilities'are aléb}'
discovered - particularly the ecstatic dance-like
passage after cue I, incarnated in iridescent
textures. The reason for so much regeneration

is clear. Just as this whole section's momentus -

and much of its moto perpetuo activity derive from

the 'development', so its new felicitousness is
made‘possible by that section's spiritual experiénce.
After this the eerie and disruptive conclusion is '
alarming. \.We had not ‘thought so destructive a :
potential could be entailed-%y this music; only
later shall we fully understand'its source and

. consequence. Now it undermines the climactic ,
C major and brings %he movement to an end, dropping :
1t at the final moment of ‘decline into the Dorian D

s

of the opening.
[

The slow movement seems to be' concerned with

the aecular in its lyrical aspect. The three thematic
consﬁltuents of its subject matter - wind chords; a
"halting sfring melody, and sequential scale pasaéges -
derive in various ways from the fractured conclusion

of the first movement. And they contradict one t
eanother - not onl& thematically, but tonally as

weli - in their restless pulling towards and

.against each other. The movement has three

settings of this thematic complex, each more full -

-
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and rounded, more coherent, than the last. Bﬁt{ e
the essential experience never changes: there

is an upward-sweeping apﬁroach to the theme, a \
fieeting moment of exquisite poise, and then a ;'
falling away and disintegration. Each time W

‘the music rises towards the theme through D,

and falls back on to it afterwards. So D,,‘

which in the first movemeﬁt was an area of

ﬁodal fragility and finally of defeat,.

participates here but only as a subordinate

region - as a dominant, and as the extremeties

of a trajectory. These are tﬁe consequences
- of the first movement, for.D. Tonality, |

throughout this Sym?honyf is wonderfully symbolié}

: The three settings éfe three attémpts to find
_poise and sfability - to find séillness - all of
_which fail. Now, four bars beyoéd cue F, Sibelius

asks us to make an important discovery with hims *-

namely that failure itself has the potential to

release a new idea. The idea is a tiny thematic’

particle
- . - ¢
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and a generating point so ingspired that when it
abruptly uncovers its possibilities we are

aotonished. -Once more the music suddenly
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freezes. The former striving has given place to
a poised fixity, a passage incorporatingthe tiny f

particle and centred on slowly alternating extended r

dominant forms of F and D (again). Nothing had
prepared us for this. It is a demonstration of’
the objective presence of an antithetical mode of
being, beneath the most concealing of superficial
appearances. But the specific content of this
alternative mode is what counts. It is transfixed,
achieving' immobility at the expense of all harmony
end most melody, and seeking textural homogeneity -
all rather like %ha developmental section of the
first movement. In the 'failure' of secular
. song the music has found é spiritﬁal inwardness.
The passage attains rare qualities near its end,
‘going beyond the parallel with the first movement,
“ opening out into a final rapturovs, multi-layered,
polyphonic and polyrhythmic concordance -~ and all
in the rarefied air of an extended dominant of

‘D flat major.

The central movements may perhaps be regarded
as belonging ?ogether. They appear to be involved o E
with the secular world, in two archetypal musical
manifestations., We have had secular soné, and :
now the scherzo presents the secular to us in : | .' *

its most corporeal aspect - as danceQ‘ Like the
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slow movement, like even the first movement, it
has a telling experience, a revelation, at its
centre. Nowhere in the piece does the speed
change, the propulsive reflex lag. There is
a scherzo but no trio. There is, however, a
different section after about cue B, where the
dash, the pulse, is kept but the enérgy curiously

redirected. It is a transformatioﬁ of which we

become aware only after some bars, and it is this:, .

the music.is transfixed upon an immovable centre
point (made ﬁﬁ of anhimplacable rhythmic figure
and a protracted - 'suspended' - dominant harmony )
about which it.begiﬁs'slowly to revolve. The
complgmentary dance-groups of woodwind an& strings

swing alternately into and out of view, their -

partnership reflected in the continuous, circular,

tetratonic canon on violins and c?llos. As the
stamp of the dance ﬁounts, a simple, affecting
pentatonic chant is sounded, alone at first,
-then' in canon between flute and harp, completing
e radiant and sonorous cacophony. What happené
here is that precisely through the cumulative
corporeal assertion a strange trance-like state

of suspended momentum - a point of rest outside’

- Wy
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of time - has Been forced into being. And the f
high degree of textural homogeneity, and the 'E
incipient (canonic) polyphony, relate the
section to others that have partially recreated
the original spirituality. It is a state of

being that does not - cannot - last long. With

a shock the music slips back to its former condition. .

But later the trance-like condition is reattained;
and it is remarkable fhat where this state broke - '
down the first time under the violent blow of an - .
F sharp minor chord it is now destroyed by a
C sharp minor chord, F sharp and C sharp being |
the two accidentals aséociated with the decay
of modal polyphony at the very beginning ;f
the Symphony. b |

The first movement began with spirituélity
'ﬁnd-éllpwed corporeal traits to exfoliate ‘in
opposition to it; +then showed the secular realm *
rediscovering something of its éntithesis and
'growing relatively more whole as a result. But
the sensgibility of '° ' npening was lost; and the”
middle movement., ' -.ng the cofporeal world, :
reached spiritual insight both by default of
secularity (in the slow movement) and the.extreme_

assertion of it (in the scherzo). The finale

begins (in C major) with what the Symphony has
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,' phrases separated by fermatae and the quasi—' ' C e

. The antiphonal technique only emphasizes the s
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learnt: that somehbw, gsometimes, these divided
modes of being can be united. It starts with
a kind of chorale - the recreation of the
spiritual in an historical form that already

accommodates some secularity. We know the . o

chorale-like character by (say) the square

chorale cadeﬁces; the simple, bold, singable
lines making use of 'popular' elements, grounded
in a harmbnic setting in which all voices basically

aspire to a melodic interest.

l%kyw melto
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spiritual origins of the passage: as happengd
with the quasi-Palestrinian music at the start
of the Symphony, this éymbolic representation hﬂ:
soon leads beyond itsélf, in typical Sibelian . y
fashion extrépoiating motives charged with new :

implications. "But between the motives and the 4

3 »r " §
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actual realization of what they imply, most links

are elided: we move suddenly to an energetic

dance, of quasi-folk character. The contrast

plays off sacred against secular in a way tﬁat
dramatically poses'the central issue of the

Symphony. With an unfailing sense of his whole
furpose, Sibelius has put this dance section iq D - 
the region of the 'Paleétriuiau' beginning. Across
three movements this fact binda.these two deeply
contrasted sections together, forces us to see ’

. them as haviﬁg the same source. And the next
revelatioﬁ is horrific. The dance has a tendency

to work itself up, in each of its three sections,
into a state of some excitement; but the third

. section at lgst'feyeals_the true violence bequeathed.‘
to the secular realm through the fragmeﬁtatiog.of 3
'seﬁsibilify into the spiritual and the corpo:eal. .
Totally disfigured, the dance sy e whirl'ing,:' )
frenzied violence that destroys tonality and'iasues;
in' an incoherent scream.

It is one of the profound ironies of the
Symphony that what once seemed pure delight should '
now reveal tﬁe_countenance of terror; And it is .°
no accident that the climax falls hea§11y3upon
- B minor. That key was the turning-point of the

‘development' in the first movement, Jjust as 1t
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is of the developmental extension of the dance
subject in this.  Since that key has hardly
been present since then, and certainly not as
a rooted tonic; it¥s occurrence here is a stroﬁg
allusion to that spot in the tranquil first
movement: it enables us still more clearly
fo understand the present violence as prgcisely
that which was concealéd by the first moiement."-
This violence was implicit in the origihai split
_in éensiﬁility; and the full, final admiasion
and comprehension of this fact is'one of the
- achievements of the Symphony.

What ensues is the climax of the work and
its moment of greétest genius, No mere statemeﬁt
'of the antithesis to this barbaric outcry will now
. sufficé: we have reached the end point in a long-'-'
" demonstration that the opposites/are linked, that
'they #ontain and generate each other. Think of
trying to answer this outrage even with its
extreme antithesis, the 'Palestrlnian' beginning.
It would be absurd if only because we know that
the one has leg to the other; and we saw that |
this fact was stressed by their both being in D.
So here the Symphony does something new. " The
return of the 'chorale' theme is agitated, anxioua.
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Soon we know why. Something is happeniné to it;
it is changing itself in its very essence; and
after only a few bars it offers itself in a

full reformulation. It is still recognizably
the 'chorale' melody, but the specific nature :

of the transformation is this: . the chorale has

learnt to dance. It has tapped the violent
energies of the precediﬁg seétion, redeeming
them by a synthesis which is greater than either
of the coﬁponents. - Out of the destruction has
come a new whole, a unity of the spiritual and .

the corporeal:
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~ beginning of the Symphony persists. Has the

Ever a rﬁtionalist, Sibelius lets us - makes us -
hear this process taking place: it is an

astonishing experience, evidence of the way the
sonata procedufes of late Beethoven had penetrated
Sibelius's thinking. Once again key is signifiéanf.
The new section is not in C major, the key of the
opening of the movement-and the one we might have
expected; this tonality has been superseded and :
will not appear again. Consistent with the fact' o {‘
that the music has surpassed its contradictions, | :
it inhabits a place where tonal and modal tendencies’

mix freely. Here it is in E'- but an F replete

with fruitful, innervating tensions from, for

. example, major and minor, Iydian and Mixolydian.

But & question that has loomed since the

original spirituality been fully/recreated° As ;
if to show us that it has, Slbellus slows downzwl
thq_dancing, allows the music to reveal its

deepest mind. What we hear is an apotheosis

both of the movement's main theme (through a

free mirror deployment of it) and of the Symphony 8
basic four-note germ motive. It is a wonderful_

_utterance, and'one which in its resonant string
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character, its marked polyphonic interest, its

expregsive linear continuity and flow, unmis%akably
recalls the very opening of the Symphony. It

does so also by reverting to that section's f‘ :
modal D - but with tonal and chromatic differences
that speak for all that the music has experiencéd‘
gince then. A-modal;tonal—chromatic complex, the
musib takes in as much of modulation as the equal-
fempered scale will éllow, stretching itself from .
F major ali the way to F flat, but wrappinglitself
round with modality and closing the Symphony in a
modal D. This fu%ly regenerated spirituali%y is
no simplistic return to 'Palestrina‘, thoughsin a.

sense it certainly 'comprehends' the oriéinal'

. polyphony as part of its experiénce. But we

must hear also that the music of this regenerated,
unified sensibility is finer éndr richer than that

. of the opening of the first movement. The

'Palestfina' has gone, like its secular opposite,

-but we have- arrived at this instead. ind from

the point of view of this music we can have no
wish to return to any earlier world. It is a
vision of a.Q%age beyond the dualities endured
by this Symphony. S :::“ __f,ﬂy- ;,-5;-;{3i
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SYMPHONY No. 7 in C Op. 105

Sibelius beéaq his symphonic career by trying
to give symphonic thought a new life by liberating

it from outmoded form. His final Symphony (1918-24)

is his most extreme and consistent demonstration of
the coming to life of symphonic thought outside of
old structures. The éymphony finally abolishes
the 0ld multi-movement scheme, and with it the 5
organizea sequence of-separate forms. It abandons
the orthodox succession of tempi, the conventional |
Yechniques of obtaining contradiction, of thematié

forming, éontrast, and development. All this and

much besides - a great part of it, as we have seen,
‘already accomplished in the first six aymphonles.
Unlike probably any one-movement symphouy before

- it, this work is not just a complex modification

of traditional techniques, not (say) a mere linking

or even 1ntertwin1ng of several movements into what

'looka like one. Rather, negating these techniques,

it is a single, indivisible movement; and yet
everywhere there are traces of those techniques
and of the olé pattern of movements. That is

a paradox which can be understood only by.seeing

this Symphony as a unity wrought out of all that




451
it has abolished. Which provokes another
thought: +that the Seventh Symphony, by the
very fact of its beingarevolutionary work, is f ;

also a deeply traditional one; its concern is

to attend to the essence of the symphonic - | S l
tradition rather thén to its appearances.
Perhaps these were subtleties which the composer
‘did not expect others easily to understané; for
possibly fearing wholesale misunderstanding, he o
offered the piece at its first performance under
the loose name of 'Fantasia Sinfonica'.

But the technical accomp;ishment'of the worg
has no real value distinct from its total
‘accomplishment. !Sibelius has not invented a
new form, which can now be separated and used
again like a mould. Form, if it is alive, is
.. specific: Eit is the way a paréicular work realizes _.

itself. ' And form here is,imporgant because it is :

- this marvellbusly apt way of bringing the Seventh
Symbhony into being; ©because by expressing itself s
this way - and no other - the Seventh Symphony. .
expresses itself with perfect precision. Sibelius - ﬁ.s
alwayé wantgd3tp be clear. And he is clear here & o
as perhaps nowhere else: this is what we mean %--.'

or ought to mean - by good 'form'. }- 2

—— - - £ 2y e Bk



452

The first three bars of the Symphony present-'
the work's basic urge and its fundamental
contradlctlon. The ascending scale moves with'- :
increasing power and sureness: it appears quite
unchallenged. Then, without seeming to intend i
to come to an end, suddenly it is drastically cd%
off;  and the affermath is played out chromatical}y.

The long and deeply beautiful polyphonic passage
that follows after a few bars clarifies the initial

‘urge. Apparently the music here is beyond the -

reach of time and change: a piece of quasi-

Palestrinian polyphony like tae begiﬁhiag of

- the Sixth Symphony, it is atemporal in the sense’ :

in which that opening was atemporal. Besides,

'so continuous and open—énded is its melos that

-

it seems to hold a guarantee that it can extend
itself endlessly. And yet it ddes finally
disiﬁfegrate, ardund cue D. Thus in the space

of a few bars the Symphony is twice surprised -

twice defeated - by its own inherent finitude

and inevitable changeability.

At firstA?he music registers the existence
of its own negating principle only_symptomatically:hu
it reacts,with pain. But this principle has itsﬂitsé

i

fingerprints, and we soon learn to recognize them.

The continuous scale that opens the Symphony is . -

e ——— - —— s ———
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broken off through the unexpected treatment of
the note D as a leading note to E flat; supported
by A flat and C flat; D is thus tritonally
contradicted by an A flat minor triad:
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A couple of quick reappearances of this semitonal

interception develop and enhance its cadential
nature, its power to defy -endlessness, and deflect

the music onto a new course:
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It even~swer#es the music into A flat around

. bar 18, thus extending a tonal characteristic

first shown in Ex. 32. ;n thefpolyphdnic

passage a different emphasis of phrasing throws

“4dnto relief a new aspect (y) of Ex. 33:

Ex.
34
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deflect it, but only until its culmination in ;
the noble trombone theme. Then its polyphonic i
‘endlessness' is terminated. The process is |
inaugurated by a line with familiar characteristics,
including the cleaf presence of an A flat chord‘\ ‘
(indicated in the example by an asterisk) as the
superstructure of a minor subdominant seventh

chord, F-E flat-C-A flat, which functions as a

species ?f interrupted cadence:
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The music breaks up into wailing fragments that
" are not any longer the culmination of what has

- gone before,‘but the consequences of - and indeed
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" The music begins a long struggle in the A9 R it
developmental explorations which start before |
cue F. Here:it.suffers tolthé fuil the pain
of its own bas@c'contradictibn. "And deve;opmenf
is now almost continuous - but for three ...a\u-
'1nterrupt£6ns - until’the final pages of tha'fl.

'




Symphony. It is important to notice that it is

associated with motion, that is to say, ﬁith a
heightened sense of the passing of time: +the
tempo quickens as the struggle begins. But

the adagio had been able to seem so monumentally”

slow as to be motionleég; after all, this
appaient condition of not being subject to
time had been one pole of the duality. So
it is wonde;fu;ly apt that with the music's

' full immersing of itself in contradiction,
and its full experiencing of finitﬁdé, a sense

of time - of a guickening of pulse — should enter

the music. The development tries to clarify the .

-contradiction, perhaps, ome may even say, o

understand it. In recollection of the bpening L
bars, a scale is played upwards;, though it is i5
'C minor, the fag? that it reaches A natural - the

ascending melodic-minor form — indicates that it

would continue in the same direction. But instead

it is suddenly dragged down, rhythmically distortﬁd' s ¢

into a triplei,?and replaced by the now familiar
negating ideas: -
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In reaching A natural the scale had at least

456

avoided A flat, the tonal symbol of the negating

| principle;

but the failure of its next upward

yun brings down a shower of A flat minor (notated

as G sharp) upon it.

negative to intercept semitonally, deflect, and

Later on, the power of the

cadence - all of which operations we have already

seen - is more fully explored.

is now not only prevented from completing its

course, but also deflected.lnto another key

through the treatment of the ascending-sixth

degree as a leading notes
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38

’ |
. ~,
~ |y "] i [, = ey | | DT R 1
| O 0 T TS ] B R T
. Ll I & ‘ 1 L | ;
- (E i i
G mi —_——
Mingr
PP RIS I
- b+ 4 w7 I e A
£ e e i e ——— *
B—¥ N = —2—
= 1 20 |
—_—— Fmg".-r'

The rising scale

These phrases alternate with such developments | -

of the negating idea as
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In this passage, and in. the vivacissimo (with

its residual scherzo function) that follows,

‘the semitone so characteristic of the negative

.1a'experienced in two important harmonic roles. -

Much use is made of it to clinch the abrupt
movements of the tonal root in repid sequences .
(already suggested by Ex. 39); and it creates
constellations of harmonic and tonal atructﬁres
separated by a semitone (such as that bptweeu..

\

the dominant of C, G, and its Neapolitan -
A flat again). | .
The_first return of the‘trombone theme
_ is premature; it 'fails'because the devgloPment

- 8till has much to clarify. The music has

L]

' merely pacified the negative into the heaving . _

string lines, not compreheudeé it: perhaps

that is why the disintegration éf the theme '

:'ia_éo violent. The precipitous arrival of
the symbolic A flat minor (again notated as

G sharp) is foretold by the moaning horn’
lines, a fusion of phrases y and I} from

Ex. 36, centred on that very same A flat.
Abruptly we, are plunged back into development*
. the tonal foothold is slipping semitonally

downwards and will not stop until it reaches

T
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the affirmative C, the home-key of the Symphony.
Then at last the music is in a position to -
see the poles of the dualism for what they are.j;
As so often in the later stages of a Sibelius |
symphony this new lucidity means that what was -
formerly expressed only symptomatically, as an__;
immanent cqntradictionr can now be formulated
objectively, as a manifest contradiction. Here
- its expression takes the form of a sonata
structure.. The negative principle, grasped
and ideﬁtified for what it is, is objectified
as second subject; its shape owes much to the

main experience of the 'scherzo':
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The C major first subject identifies itself,

‘chiefly by allusion, with the polyphonic passage._'

and trombone theme; but it is not until the

- gonata development that we understand why'those

) "
early symbols have so transformed themselves.
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Then all is made clear. By this re-formulation
the music's positives make themselvea much more
accessiblé to the negative principle, and thereby
open themselves to an acceptance of it. This ¥
is particularly strongly suggested by the easy
intermingling of the opposites in Ex. 42: here
a phrase from the first subject is followed by
the second subject, then the two appear almost
t0 coalesce:
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After this there is no reason why the pOéitives

should any longer inhabit only C,y and the negative

- principle other areas;
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subjects recapituléte in reversed tonal situations.
The first acknowledges the alien area of E flat

(the note to which D in the rising scale paésagé ;
was deflected in the third bar of the Symphony) : . ¥
and the second C minor. It is only one of the S

features of the greatness of this Symphony that

the music's_acceptance‘in the songta—allegro of © 8
a relatively rapid aﬁd stable pulse - a symbol ey f-i
_of time - coincides exactly with the music's
clarification and acceptance of its own - CSa
inescapable finitude. The two are of course .
intimately relatedi ﬁut only genius could so ,” _ i

thoroughly have written them into the music.

Sonata recapitulation leads to a coda-like

passage (vivace) which seems to gather to a point ' ¥
: ali the negative energies that hgve been at work: %- .',
Ein the Symphony. This coda embodies harmonically' ‘
the semitonal character of the negating principlé_ :
4 a long sequence of Neapoliten relationships; . : }J
-it is an extension of the sonata's second subject; ; | '%
and in appearance and by virtue of the suddenly ., .f‘
quicker tempo it outspokenly recalls the scherzo, T
of which it is a sharper, more stfeamliueq

formulation. ?he passage confirms that the , 1

negative has been precisely located, and summarizes its

a
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force; and it doeslmorelthan that. By closely;
associating itself with the scherzo if'also .
allows us to compare what happened then - when the
negative was' suppressed by a premature return of
the trombone theme - with what happens now — when
the trombone theme returns in.a ﬁew relationship
to tﬁe negative. '
A way to explain this difference is to say

that the.negative symbols, instead of opposing

.the trombone theme and all associated with it,

now €nter constitutively into it. As a result,
neither exists aS'it did before; both have been

superseded by a new whole which'knows' but

negative belongs to the very dynamic of the ‘flfs za
final affirmation, from the momiPt of the long - . *

. dominant approach to the trombone theme:

_tranécends the originel conflict. The - ”u333335:;3
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But it is what happens after this moment
that is most wonderful of all. The music from .

‘the beginning of the trombone theme until beyondz

cue Z is a recomposition of the first statement

of that theme and its subsequent fragmentation;
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as such it is another comparison which makes 2 e

possible our participation in the wisdom the
mugic has acquireq. This time one cannot

speak of a breakdown, though certainly the
original negative traifs (forlinstance, Exs. 35 ”'
and 36) are present. ~ The music arrives once *
more at the;s&me point where formerly the
trombone theme began to disintegrate; but

now it takes this point as the very source of

the energy bj ﬁhich it moves. - The moment is
nevertheless an anticlimax, coming at the very
height of the music's aspiration; few moments
in_music are as tragic as this. Yet the

. Symphony seems to welcome the anguish} allowiﬁg
it to enrich the current of the music and deepen _
the bed upon which it flows. gsrtainly this L ‘0
' moment is ome that taxes most fully its power

to upnite opposites into a sustained flow; and

‘ ye% from it the music draws the capacity to ”:

- carry itself to a c}imax which comprehends
and depends upon everything that has preceded
it.  In so dbing the music demonstrates that
its own 'limitation' - the finitude, the
changeabilitf that has menaced it since the
beginning - need not inevitably be a weakness

but can become the very realm of its strength.
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The Symphony's final utterance is its quintessence:

two slow and passionate gestures, one a movement.

from D to C, the other from B to C. The first

e

is the opening of the trombone theme, the second

the kernel of the negative symbol; andthey unite
in a harmonious fusion that affirms the conclusion

of the Symphony.
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' SYMPHONY No. 8!

The Seventh Symphony was completed in 1924;
Tapiola in 1925. An Eighth Symphony was

repeatedly promised; but if it ever existed

at all - as seems likely - then the composer
destroyed it. He died in 1957, having produced
nothing of ény importance, and hardly any music
et ell, for thirty years. How might this be
explained? ; :

Above all Sibelius was a symphonist. He

oy wrote symphonies because this ‘was the musical

style that, innately as well as historically,
had the deepest affinity with the kind of !

*liberation struggle in which Finlénd'was involved.
_All his publlahed symphonies were concelved within
" earshot of the struggle, even thpugh the last two

s were gctually worked out in the years immediately

after independence. Now the gaining of

-congtitutional freedom did hot solve all Finland's

problems. The experience of unity in the face of

the aggressof was feplaced by domestic disunity

\
founded upon explosive class tenszons. We can

see how this situation posed for Slbelius, in an .

extremely acute form, a conflict between two

radically different ways of thinking: as a

'

464"
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private citizen there was the logic of his

e e —— e T——

sectarian interests, which asked that he defend
his way of life against further change; and. |
"there was the logic of the symphonic thinker

which demanded that he admit the contradictions": o -
and strive for a réstructuring of the whole. We e ::;
* know how he éhose. By'i930 Sibelius was ready
" %o write a choral march for the Lapua movement, ot -

which (according to the historian J. Hampden

Jackson) was a conspiracy of capitalist interests
to bring about a form of Fascist dictatorship inm
Finland.l -

"
i . e,
- e £ %
| e —aprm—

But the testimony of his long silence is . . . g i
.that Sibelius's espousal of partisan interests

did not satisfy the demands of his artistic

.
e & — e

" conscience, which had always expﬁgssed and been

excited by the conditions for change in a given

: totality; ~ These were the inspirational sourceé‘_ s ':Ef
' i

lof Sibelius's art, which, when he spoke of them;i S
he plainly identified with Finland. He mainfained; _i_ £l
- that to lose touéh with these sources - with Finland’ "f”
as an idealiz;d totalify?—'would cut him off directly
-.from the roots, of his ar£. Such knowledge eviﬁéntl& __‘h 'j*
' did not prevent hlm from taking the stance that he J :l
did. .The choice was his own, and it committed f S
him to sterility. L5 _ 0 g | A .

‘ le Finland,. London, 1940, p.l56

SN
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