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GENERAL PREFACE 

The diverse works presented in these two 

volumes bear a sit;nificant relationship· to ca.ch 

other and to a common underlying theme, whi.ch may 

be said to be an attempt to enlarge our aYmreness 

of the nature and the possibilities of the Sonata 

Principle. All were expressly written for 

publication; one has already been published. 

They are: 

(l) Towards a Theorv of the 'fwenticth Ccnturv 
S;ymnnony : an .Annroacn th~:.£~1.C.h Sv:-1nb.c:1~_ 
Historv (submit1;ed here in Vol. One a;.1<1 
the beginning of Vol. Two) 

A 70,000-word. book which I have been rescarch:i.ni..': 

and writing over the last three-and-a-h3.lf years. 

This ilOrk, which was suggested partly b,:,r the 

very preliminary explorations of an earlier 

piece of research1 , is to the best of my 

knowledge the first intensive theoretical 

investigation in its ~tated area, in 3ny 

lanGU,age . My earlier piece of research 

attempted a general survey and catalogue 

0£ the SYIDphonic field, and was ~'lholly 

non-theoretical; the present work does 

the opposite: it explicitly avoids survey, 

1. 1~y T:::-adj_·i.;~!.on and Innovat:Lon j n the "' :cn7, -; c·th 
c~ n-tn:!'.'y ~.i'/,,i"l')ho:1·,:, , ii1. Litt. t.he~n.:cJ. Cu ... ;!JJ.:-J.C::_---

0
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and juntas explicitly attempts to adumbrate 

theory. Thus it is part of an o~going project, 

open ended , still not complete. The book is 

presented 1,L1re iu exactly the form in which. 

it ha~ been submitted for publication. Thanks 

are due to Mr . .Anthony :t/Iulgan , Music :Books 

Editor of the Oxford 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 . And it should be borne in 

mind that this study (like the others in these 

volumes) was indeed written for public2.tion: 

if, for example, I appear at times to have 

been a little ungenerous in the use of 

musicaJ. examples, this is a direct conscq_uencc 

of that fact. Some of my findj_ngs, incidentally, 

have already been published in the pages of the 

llusic Review. 

( 2) l3c ethoven 1 Hegel c.1.nd Marx (Vol. Two, page 34-6) 

A philosophical essay on the nature of the 

Sonata Principle, with special reference to 

Beethoven. Though the type of analysis 

. : . 
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adopted here owes something to ~he socio­

philosophical procedures of Gee .:'g Luk£i.ca 

and of the Frankfurt Institute £or Social 

Research (as exemplified partic.tla~ly in 

the rnusical writings of T.W. A::..orno) , my 

essay is, as far as I have bee= able to 

ascertain 1 the first systematic attempt 

to understand Beethoven and ths Sonata 

Principle in this way . 

( 3) The S~nnhonieR of Sibelius: a ~evaluation 
(Vol. ~wo, page 362) 

3 

A 25,000 word study commissioned by a leading 

Dritish publisher. This work -takes a fresh 

look at the symphonies by means of making 

discreet analytical use of cer7ain insi0hts 

which are both philosophical a=~ sociological. 

As such , it takes note of the -..iew that is 

increasingly beinG aired in musicological 

circles, that analysis and cri~icism ought 

to broaden their apporach by se~sitively 

availing themselves of the fincings of other 

disciplines - and sociology in ?articular. 

I think that my book is in this respect one 

of the first of its kind in En~~ish ( Lukacs , 

Adorno and the ' Frankfurt Schoel ' are once 
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aeain tho very generaJ. models, thouGh no such 

analyais has ever been made of Sibelius) and 

I believe that the kind of approach it uses 

1:1alces _possible a new understanding of the 

real musical achievements of the Sibelius 

sy;;iphonies. Grateful thanks are due to 

Dr. Gerald Abraham for helpful suggestions 

and comments . 

Christopher :Ballantine 
Professor of L:usic 
University of Natal 

,. 

.August 1974-
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nn:RODUCTION" 
. . 

This study grew out of a wish to provide a 

'first s ~cp toymrds a theoretical understo.n ding of· 

the nature of the symphony j_n the twentieth century. 

I know o-f no book, in any langu .... Gc , which deals Y.'i th 

this topic. Mine is therefore the first intensive· 

~nvestigation in what is a vast, largely unknown, 

and almozt wholly unchnrt~d territory; and as 
. 

such it Tiill inevitably suffer from the limitations 

of a pioneer study. As such, too, it is only an 

attcn1pt; a .first contribution to the understandin6 

of the relationship of present to past ic a 

traditional musical field, v:hcrc that field is 

a·~ its broadest defined by the r:ord symnhony. 

The examination only of pieces explicitly called 

'symphony• is a necessary delitniJ11ation . :But by 

imposing this restriction I do no-t iMI-'ly that 

f;eneral 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 st~rles not explicitly called 

' symphony' • 

Inevitably this book will disappoint those who 

r equire of it what it docs not se-"G out to offer. 

particul<l.r, it does not attempt to be comprehensive 

In 

iu any sense. It docs not attempt to write a history. 
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It docs not attempt to mention, lot alo; e discusa, 

all the symphonies written in our century: it ia 

impoasi blo oven to say h.ov1 many there arc , though 

certainly they are to be numbered in thousands 

rather than ~n scores or hundreds; in fact I 

discuss less than one lluudred of them. And i·t 

does not attempt to give exhaustive analyses of 

the particular works dealt with. 

While many more works were studied than are 

actually dealt with here •~ l.ndeed. a vast number 

7 

of works had to be exhaustively analysed in the 

f'irst instance - I have tried to discuss only 

thooe works that seemed.to me to be representative 

of a trend, or to boar an otherwise significant 

relationship to the symphonic tradition. But 

I do no-t claim to have dealt; with all, or even 

nost, works tnat miBht be considered representative 

or significant. Some inclusions may surprise, 

some omissions may surprise as much. However, 

to avoid a very likely misunderstanding, it 

should be stressed 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 unknovm work, or even 

one not usually co'nsidered important, might b e 

cited as well as one of accepted importance, if 

the unkoown or 'unimportant' work is able to tell 

us something about what a s;nnphony is or might be 

. J 
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in thP twentieth century. Besides, o~r 'established' 

cont.cr.iporary hierarchies: musical a.nd otherwise, are 

notoxiously poor indicators us to what the really 

dynamic and original processes at work are. In 

general, I have not tried to justify an inclusio~ 

{or an omission) as a separate undertaking. In a 

field so large that it soon stretches beyond the 

boundn of the knowable~ and even sooner becomes 

unmanaceable, there can logically be no absolute 

justification for my choices: the points that 

cmer6 e 1rom the discussions of these choices are 

themselves implicitly the only - if pa.rtial 

justification for what I have included, and what 

left out. 'fhe absence of a li ttle-kno,m work 

may mean simply that I did not know of its 

existence; the absence of a well-known wor}<: 

prob8..bly means that its inclusion VIOuld have 

added nothiag very much to the argument : it 

is this latter that explains that absence of, 

for instance, even a mention of the symphonic 

oeuvre of Roussel. It seemed 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 som,e·thing 

' of bo-th the relatively familiar and the unfamiliar, 

moving from the one to the other; to plot a course 

around various recognizable landmarks ands resj.sting 

tho ter.ipta.tioo to nto.y always whero it i8 2a:fe ~ to 

' t ! 
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begin excursions into the outlying terrain. The 

discussion of works of very diffcrinl1 fame and 

stature is therefore a conscious nethodolo6ical 

feature of this study. 

Thus Chapter 1, as a summary dealing w.ith 

well-charted pre-twentieth-century territory, 

attempts to lay the groundwork for the maj_n part 

of the book by making brief comment on a number 

9 

of pertjnent issues. It establishes a necessary 

frame o.r reference. The rest of the book isolates 

only certain aspects of the Y.'Orks dealt v:i th, in 

order to indicate tr.ends, or matters of significance, 

in a hitherto largely £!1Charted territory: these 

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 r·elation between techniq_ue and 

something that I take to be syrnphouic ' essence'. 

As such mine is a quest for more than technique. 

Inevjtably, of ,course, the discussion leads into 

a consideration of technique - but £91.;y_ of such 

techniques (whether form or tonality, etc.) as 

happen at that moment to be relevant to the discussion. 

I 
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In addition, then, to the general restriction 

that only works actu-1::i.lly 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 lar&e-scale 

incarnation and exploration of musical dualism, 1 

and developed as such in its nineteenth-~century 

mainstream, I havo taken this musical 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' no·t only serves to define our 

fieldt but also - where the dualistic techniouc 

io quite novel - demands of us fresh responses 

and new modes of analysis . 

Tho large-scale exploration of dualism, then, 

has been seen as a condition of genuine symphonic 

thought. :Sy implication, there may be (and indeed 

are - in our century more frequently than in the 

l. The term has been used by many musi.c historians 
in connection with the sonata principle: I use 
it in the same sense as they doe See for • 
instance Lang, P.H.; Music :i.n Western Civilisation, 
p.590 ff; and Mellers, t,'/ill'.rod; i.Ian nnd ii is Liu.sic, 
p. 587ff. This use of the term has not11ing wba .. ~~v·c·r 
to do with the 'harmonic dualism' of Zar lino, Rallic.c:1.t~ 
Ri€~ann and others. 

1 
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last) works called symphony that do not meet this 

condition. It is imFortunt to stress that since 

this emphasis on musical duality is a ca!_egorical 

and not a normative crttcrion, the fact of a work ' s 

being outside the symphonic tradition - whether 

that wo~k is called symphony er not. - has no 

necessary bee.ring on our estimation of it as a 

musical work. Some composers, quite simply, 

have used the word symphonJ at the head of a 

piece in the absence of a better word - sometimes 

because superficially the word seems to fit. Of 

course, a composer may try to write a symphony and 

fail. But in any event it is not in itself the 

presence or absence of the Tiillingness of a work 

to pursue some musically meaningful dualism that 

would enable us to praise or conderr:.n 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 

nothinc av:ay from ( for example ) Britten ' s Sprj irn; 

Symphony by saying that, i n an essential traditional 

sense o~ the term it is not a symphony at all. The 

logic of the Spring Symphony is that of its text; , 

the work seems to owe less to the tradition of 

the symphony than to t hat of tho English oratorio•. 

Much the same coul d be said of Vaughan Williams ' s 

Sea SvmP:iori:y_, its use o:f. more orthodox symphonic 

f onis nctvithstanding. Bxe.mplef.., of a different 

I 

I 
; 
I 
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kind are the ~~hird, Fourth and Fifth Sy1J1phoni.cs 

of Henze, in which an interest in static sonorities 

is prim,1ry; Rubbra ' s Fifth Symphony, which is a 

work of pure contrapun1;al monism (and as such is 

typical of hi·s symphonic output); Vaughan Williams I s 

Lon.~on S•;i:robon;y_, in which the sonata form basically 

t arranges' the folk tunes; or his Pastoral S.'f:r.phon~, 

which is a kind of i111pressionistic rhapsody, its 

climaxes owing nothing to conflict. 

A ffiOre 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 ~irst possibility is that the discussion be 

organized o~ the basis of ' obvious ' distinctions and 

similarities betwc~n symphonies , composers , etc. For 

exaraplc, one might order the discussion chronologicolly, 

or perhaps group works v.nder headings reflecting their 

country of origine This might be called a ' sequential' 

organization . The disadvantage of this approach 

is that since the field of study is so enormously 

complex a::-id so little explored, the only ' obvious ' 

or evidently ~innate ' headings are the most 

superficial ones. The second possibility is 

what might be called a ' thematic ' organization; 

and it is this method I have adopted in the maj.n 

portion of the work. I have tr:i.ed to reveal a 

more pru~ou.nd and meanjngfQl order in this huge, 

I 
r 
i 
I 

r 
I 
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intractable twontiqth-century field by 1.rgunizing 

the discussion on the basis of symphonic forms and 

procedures which aro 

(a) inferentially relateu to the symphonj.c 

tradition, and 

(b) studied in rational relation to each 

other. 

Hence the following outline of the book is arrived 

at. Chapter 1 (constituting Par·t One of the book) 

ia a :fairly lengthy - and indispensable - ' reYiew'; 

establishing historical categories, concepts, etc ., 

as well as setting dovm the main lines of development 

in the symphony before 11ahler. The discussion of 

twentieth-century symphonies beginn after thio: 

the two followj_ng chapters move logically through 

formaJ. developments in the twentieth-century 

symphony; together they constitute Part Two 

of the book. Thus Chapter 2 discusses ' moderate ' 

departures from (historically) orthodox form; i.e. 

innovations cleurly based on or derived from earlier 

symphonic pr actice . And Chapter 3 deals- with radical 

formal innovations; i.e . where features histor:lcally 

associated with the symphony are obscured or even 

annihilated. The last t wo sections of the book, 

Cha.pters 4 and 5 (constit..tting Part Three), deal 

specifically with new procedures (i.e. other than 

the historical opposition of themes and keyo) for 

inca...r-nat:i ng eym:phonic duaJ.ism: procedures whose 

invention has bcou made necessa:sY: by tho stylistic , 
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linguistic, and formal developments in tv,cntieth­

century music. 

My enquiry indirectly raises a number of 

important questions. One of the most pressing 

of these is t"he question why the chances that I 

describe came about at all . I need hardl:,• 

reiterate that it is no part of my purpose to 

a n sv,er these in tb.c present book. If the 

beginning of Chapter 1 does propose socio-historic 

foundations for the rise of the sonata principle, 

this is for no other reason than to G:ive a solid 

grounding to the quintessential sonata principle 

of dualism and dialectic, and to give a concrete 

historical basis to the ar6rur;1ent that there grew 

up a spec:ific symphonic tradition distinct fr01:1 

other musical traditions. But I would add that 

any questions so raised arc part of the general 

area of enquiry that my essay may have opened up, 

and which I hope others may feel inclined to ea"!;er . 

The area is vast, and the questions insistent. 

' I 

' I • 
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CH.APTER 1 

I 

The rise-of the symphony in the eighteenth 

century corresponds with, among other things, the 

rise of democracy and of the tradition of Hegelian 

dia..lectical thought. There is a strong connection 

between these. Io the early eighteenth century 

none oZ· the prevalent musical forms was capable 

of representing society in all its contradictory 

complexity, though the sum of the forms and styles 

loosely did so. Moreover each of the forms was 

monistic 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 symph0ny -

aud the sonata principle in general - began to 

ta.lee from the pre-existing forms and to forge 

a new single form; o:f the sum j_t made a synthetic 

unity; and the monistic control of a single centre 

gave way to the dualisms of opposine tonalities, 

them.cs, rhythmic characters, vii thin the course 

of a single movement as well as over amulti­

movement structure. Further, the Baroque 

priociple of instrumental registration yielded 

·to the instrumental d.emocracy of the :=?ymphony 

orchestra ancl the iodiv:idualistic, soloistic 

liberty of the players in it. The AffektcnJebre 

' 
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foll under the attack of Rousneau and the Sturm 

und Drnn~; the terraced dynamics of the Raroque 

were usurped by the sweep of the Mannheim crescendo. 

There ..,,as free speech - and the · dramatic argument 

nnd flux of sonata development. The old order, 

which was God- or State-centred , and hegemonic , 

was surpassed by the new, v1hich hoped to be 

rationalistic, liberal, universal and democratic. 

Late feudalism crumbled under the pressure of the 

revolutionary forces in society. What was 

generally happening, in Hegelian term3, was 

that the contradictory viewpoints which carried 

:forward , and resisted, the social chanBes , Vtere 

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 dualistically opposed 

tonal centres and their attendent paraphernalia came 

to suggest antithetical ' world-views•,1 and the total 

work their synthetic resolution . 

also remarked on this analogy: 

Philip :Barford has 

1. This view of o specific tonality as a kind of 
Weltanschauung in which the tonic is tb.e centre 
that holds together and orders a particula~ set 
of entities is by no means new; c.f., for examplq 1 
Fu.rtwangler: 'Tonalj_ty, in which each note is 
referred to the whole range of human emotion; 
and mun , as listener, is unreservedly made tho 
centre of the whole , corresponds to the 
anthropomorphic, ~tolemaic-Christian view 
of t he world~ ' lConcerning Musl~, p.93). 

'.-, . 
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It is a highly thoucht-provoking fact that 
the rise and establishment of -Lhe sonata-principle 
corresponded in the most intimate way with the 
gradual emergence and full flowering of a 
comprehensive metaphysical system which, in so 
many respects, is the ultimate rationale 0f the 
logic of the sonata-principle~- · The Hegelian 
system, at its finest,is a superb justification 
of the sonata-principle. Similarly, the 
classical sonata, at its finest, in a sensuous 
embodiment of the dialectical relationship of 
opposed terms. In the collective consciousness 
of late eighteenth-century man, some vital force 
was at v1orlc which found expression in music, 
J.iterature and philosophy - in Haydn, Mozart 
and Beethoven, in Goethe, in Hegel. It was 2 the so.me force. It :found diverse expressions .. 

II 

Ey the 1760 1 s the symphony stood unchallenged as 
I 

the highest form of instrumental music. Its 

a.chievement of this position coincides with the 

earliest date we can gj.ve 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 

and realized in the context of the whole, which was 

greater than the sum of the parts. Hiller, writing 

of the 'new symphonies' about the same ·time, makes 

2. The Keyboard r,'i:usic of C.P.E. :Bach, p.83. I have 
explored and developed these philosopaical 
implications in my •neethoven, Hegel and 1li8.rx 1 , 

Music Rev.i.ew, Vol. 33 No. 1, Feb. 1972, pp, 34-46. 
(See Vol.II of this submission). . } 
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it clea.r thut the concept of duali sm vms not the 

invention of later theorists trying to be wise after 

the eyent, even if for contemporary musicians it was 

sometimes a 'problem': 

o•• • ~ It is true that one can find some well 
written, beauti ful and effective movements 
among t hem ..... but the strange mixture of 
the s erious and the coroicalt 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. Ba.ch had said: 

'Ha rdly ha s 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 - l~ast 

documented watersheds of Vlestern musical history, 

perfectly symbolized by the death of J.S. Bach in 

1750 .. It was not much before 1730 that the sinfonia 

began to be composed independently, instead of avanti 

l'opcra, with Sammartioi and other Italians leading the 

way and German, French, and Austrian composers followiQg. 

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

shape of the piece; the genesis had (democratically) 

involved a good deal else by the time men such as 

Wochent1iche Na c hricbten, 1758~ p.107. Qn.ot ed by 
kng, '.l?auT· Henry; it1us ic: in 'lle~-tern CivL,\.?:.fF1.tion', 
p.589. 
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Stami tz bad added a fou.rth movement and thC! various 

movements' origins had to be traced respectively to 

the buffo overture, the operatic aria, the dance 

suite, and either buffo (binary) or dance (rondo). 

styles. When fugue was adapted ·t;o the new 

j.nstrumental form, or when Haydn prefixed a first 

movement with a slow introduction that was _?nl~ 

introduction, refining his - and Georg Monn'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 dualj.stically contrasting key-ureas 

grew from the binary dance form's habit of moving 

to the dominant (or relative major) before the 

double-bar; the Baroque concerto's tendency to 

enhance with contrast ing figuration its vertical 

and horizontal differentiation between ripieoo and 

concertina lent a thematic emphasis to the development 

just as Vivaldi's episodes gave some precedent for a 

transition betw~en the groups. 4 Rinaldo di Capua, 

.. by hinting at a secondary thematic area, Sarnmartini 

by being probably ti:J.e first to grasp the hint and 

write a. second subject or group, and Stami-t;z , by 

helping to make it si:a.ndo.rd practice, were key 

figures in this connection. The necessary 

~-. Th.!'oughou·t; this otudy various termi:; arc used 
for what are here called 1 groupa 1 :thc criterion 
ia that of appropriateness. 

l 
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modulation o.fter the double-bar in the binary 

do.nee form gave the foundation to who.t soon became 

recognizable as the symphony's development section. 

But the notion of modulation was foremost. At 

first there was no development: Sammar·t;ini, for 

instance, would merely play his first subject ac;ain, 

in the dominant . By the time C.P.E. Bach was writing 

development, hov,ever , that section might be the dramatic 

central section of the movement. In a roun d.ed bj.nary 

form, after the modulation back to the tonic, there 

would follow some recollection of the opening; the 

principle of recapitulation was latent here - as it 

was more obviously, if less mean:i.ngfully for the 

symphony, in the §a capo aria. And the idea of 

re-entrenchment of the tonic was primary, and thematic 

reprise only secondary, as is borne out by the fact that 

in many pre- classical symphonic recapitulations the 

original thematic material was recalled only in part 

or under some species of radical variatj_oa, while the 

tonic invariably came round againo 

One of the great and absolutely necessary 

achievements of the new musical order in the 

eighteenth ceutury was the invention of a new kind 

of melodic forming and generation, a new kind of 

movement, a grammar; the dualistic style, sustaining 

dynamic motion and a largo structure and integrating 

thematic contrasts, is unthivka.ble without it« 

' 
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Baroque melody had been virtua..~ly supcrsoded by 

influences from folk and operatic sources; in the 

absence of the Baroque •motor• and of the mel~ 

tbnt invited ~rogress by the principle of continuity, 

one of the great problems of the earli or pre­

Classical composers was 'how to go on'. Their 

problem was as acute as their breathless cadences 

wero f.1·eq_uent. Their solution was the invention 

bf what Schoenberg called the method of developins 

variation - and what Reti5 called the technique of 

transformation. Vlagenseil, Stamitz, and others, 

vesting the periodizcd symphonic themes with a 

kinetic motivic significance, and Haydn~. especially 

in the 'Russian' quartets, mark roughly the points 

of incipience and fulfilment in the development of 

this technique. 

A few general observa.tions on some diffrrences 

in grammar between the old 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 taan kind: Schoenberg characterized 

the new syntax as depending in part on'a more 

elaborated development through variations of the 

motive•; 6 and Reti stated the matter as follows: 

The Thematic Process inJ6~~s.,; see especially p. 60e 
! 

6. §,tyle and~' p.211. 
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..... while imitation strove to this height 
Lin Palestrina, Lassus, and otherw., the other 
principle, variation, was by no meahs discarded. 
Yet it did not at that time progress to as 
comprehensj.ve and methodical an a.rt of structural 
formation as did imitation. It rather remained 
at the comparatively simple stage that it had 
reached a few centurj.es before. No definite 
system, no concrete technique of thematic 
~,yifg: was yet developed. '~nis decisive 
step ram a simple stage of varying to an 
elaborates subtle technique wns 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 . 7 

In music of the contrapuutal era each statement, motive·, 

etc . , insofar as one can isolate it at all, is followed 

by another which is closely connected and which yields 

up some of its implications - almost as though the two 

were one or in a relationship of some kind of organic 

growth. In music of the sonata era each statement, 

motive , etc. , is followed by one which diversifies 

the original , as though the relationship were more 

or less tenuous - but which reveals a close identity 

at a deeper level. 

said Schoenberg, 

' In the contrapuntal stylet, 

the theme is practically unchaneeable and all 
the necessary contrasts are produced by the 
addition of one or more voices. Homopµony 
produces all i ts contrasts by developing 
variation . 8 

In philosophical terms, t he older principle may bo 

described as monistic a~d analyticr the other as 

7~ .2J2._.cit., p . 60 

80 .£1)•,S.;li• f po 212. 
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dualist:i.cr dialcctico.l, and nynthctico As for 

theme so for harmony, a dyad whose parts nre , strictly, 

inseparable: it is much more true of music of the 

sonata era than of the contrapuntal that each harmonic 

step forY,ard brings with it a crucial imbalance so 

that it stanus in need of reintegration. Paradoxically, 

j _n the best music each thematic and harmonic step forward 

also brings v,i th it simultaneously its ovm partial , 

deeper, reintegration: this is what we mean by loeic .. 

Small imbalances find their full reintegration on the 

nearest adequate 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 

equ.ili brium in t he context of their v,hole only - the 

movement or the whole work. (This is what Furtwangler 

meant when he said9 that in Haydn musical un.ty had to 

be striven for - and that thi s was the starting point 

of modern music) . The terms ' dynamic ' and •static ' 

are often used to differentiate roughly between music 

that participates in the sense of movement peculiar 

to sonata, and music that does not ; the terms are 

useful for t hey make a fundamental distinction. 

Riezler ' s use of the terms may make their function, 

and some of the r elated points .we have been discussing, 

more clear: 

• • 1 .• 

. . . 
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Bach 's music is complete from the very 
beginning, and in essence remains unchanecd, 
who.tever may befall it as it runs it course. 
The theme of a pasoacaglia, s. fugue, or Erny 
npparently freelJ constructed composition of 
Ba.ch, j_ s 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 
is •static• 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 whe.t was already 
there, but gradually develops its own essential 
substance, travelling a road whose end was not 
to be foreseen at the beginning.11 

And the following quotation from Furtwangler restates 

the case in other terms, with an important emphasis 

.on theme : 

The decisive factor which was introduced into 
the histo:r.y of music by Haydn and which beca:ne 
a complete reality in Beethoven's work, was 
that the subject should develop organi~ally 
within the work, like a Shakespearean character. 
With Bach, the entire poten tial development of 
a 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 several subjects from the 
opposition and permutation of Vlhich the piece 
develops ... . They have to bear a destiu,.y of 
™,12 (My italics). 

10; Beethoven, p.71. 

11. ibid., p.76. 

l 2o op.cit. s pp.?.9-30. This chance from ·Ghe Baroque 
to the ClnssicaJ. style is aincussed from a more 
philooophical poi.nt of view in rf\.Y 'J3ccthovcu r 
Hegel and Marx', lee.cit. 
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We are now in a position to begin to consider, 

first in general terms and le.ter with attcn·liion to 

detail, the Browth and fortunes of the symphony up 

to the end of the nineteenth century. By attempting 

to deal mainly with the major works of the major 

symphonic composers , our discussion will try to suggest 

the principal lines of the symphonic tradition; but it 

will thus not always move strictly 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's, there are a number of senses in which its 

life du.ring the last third of the century was even 

more remarkable. Perhaps the most immediately 

otriking is that Haydn and Mozart , inheriting the 

symphony io what was basically still its Ita...ian 

sinfonia style, freed it finally of its bu.ffo 

limitations and made it a vehicle a.dequate to 

their most profound inspirations. Hencer'orth 

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 tho mi~u.et, and began giving depth 

to the finale; j_n the Stu.rm und Draog symphonies of 

the eight-or-so years after 1766 ho reached maturity: 

.. ,. 
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a aure hand permitted ex_periments :1. □ 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 Esterbazy circle dema.nded simplification -

were later fully compensated for by the high Classicism, 

the beautiful integra ted structures, of the ' Paris ' set, 

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

could take central r ather than peripheral place in a 

programm~. These pieces for London are the surrnnit 

of his symphonic achievement: like Mozart 's l ast six 

symphonies they provided the models for a generation 

and l~nger. And Haydn ' s No. 102 is probably the 

first 'dramatic ' symphony , inasmuch as it is the 

first to introduce the idea of full-scale thematic 

conflict, and the notion victory. 

For Mozart , as for Haydn, C.P.E . Bach was one 

starting-point - though Mozart was also influenced 

at least as much by JeC . 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 andante ), and the third a rapid (sometimes 

minuet-) finale. Eut around 1773 - about eight 

years later - Mozart could write three symphonies 

of astounding individuality, one in the ' difficult ', 

anti-buffo key of G minor, and exhibiting a ucw 

level of thematic unification. Thia was the time 
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he first heard Hnydn I s Sturm und Dro.ns_ symphonies. 

and tho experience hastc.:ned the change towards 

intenoification and deepening of content that had 

been evident in his symphonic writing during the 

precedj_ng years. The amazing unity and structural 

ingenuity of the last symphonies , anticipated in 

some senses in the early triad, has been demonstrated 

·by Keller and others: among them are the four or 

five that Einstein argues arc written according to 

the ideal that held for neethoven and Brahms -

orchestral works ' addressed t above and beyond any 

occasion for (their) composj_tion, to an ideal public, 

to humanity. 113 The extent of this schievement must 

appear the more remarkable when the symphony's Baroque 

genesis becomes once more suddenly apparent - as it 

does in the Prague (and often in Haydn) Vlhere on the 

' analogy of the :Baroque concerto the first su1 ject 

in the exposition is played again, in the dominant 9 

before the entry of the second subjecto 

Beethoven, indeed, found iu 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 tendenci~s of a symphony 

be contained by being felicitously balanced, for 

Beethoven the dualistic principle became to a f ar 

greater degree a means of playing out a drama of 

.. ! 
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the emotions: what had been a neat contrast of 

keys, themes, sections, and movements , ia subtle 

and intricate dialectical synthesen, 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 :Becoming. And Beethoven understood very well 

(as tho late works in particular so miraculously 

show) tho.t there could conceivably be ways of 

organizing a logical working-out of the dualistic 

principle that were not contingent upon this kind 

of first movement, or that number of distinct 

sections, or certain key relationships. 

implications of this potential in the sonata 

principle for adaptation and renewal, though 

imperfectly understood for the better part of 

' the nineteenth century, were ultimately enorwous, 

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 towering, and troublesome, implications 

for his successors. And not only for his successors: 

'Two principles!' he insisted in one or his manifestos . ' 

'A thousand musicians fail to comprehend thisi' 

Certainly his dualistic contrasts shocked and 

baffled his contemporaries: a correspondent of 

-~he Freymuthige, who 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 artistic value ... 
By means of stra.nge moods and violent tra.nsi tions, 
by comb~ning the most heterogeneous elements ... 
u certain undesirable originality may be achieved 
without much trouble.14 

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.15 

Along with the intensification of contrasts, :Beethoven 

evolved brilliant means for their resolution, leading 

specifically - for this is what mattered to him - to 

the idea of symphonic triumph. Reti has deaJ. t fully 

with the species known as thematic resolutiou;16 

need only remind ourselves here of the core of his 

argu.met1t: 

14. Quoted by Thayer, Alexander Wheelock; 
Life of Eeethoven, Vol.II, p.43 

we 

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

160 op.cit., see especially pp.157-160. 
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Beethoven's 'thematic rcsolu~:ions ' have 
al1noot invariably one cbaractcr:i.stic in . 
common: structuralJy they transform a 
shape which has a quality of c.iscord into 
an expression of perfect harmony. For 
instance, 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 
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••• 

Iu 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.17 

Beethoven's contrasts, if intensified, also used 

motives which were extramusical and dramatic, as 

Salazar has said, unlike those of Classicism which 

were 'as explicit ~s two-plus-two•. 18 At its 

most vulgar this change could lead to the crass, 

blatant programmaticism of the Battle Symphony, 

where the oppositions of Rule Britannia and 

Malbrour;h s •en-va-t-en-guerre represent the struggle 

between the English an4 the French; at its most 

sublime to the metaphysical symbols of the Ninth 

Symphony. • • The difference here is one of deg~ee: 

new, und common to both, is the manifest 

preoccupation with a dialectic of conflict, a 

dualism now specific rather than universal in 

the Classical manner: Beethoven, said Reti, 

would not have rejected allegorical interpretations. 

17. ibid, pol57. 

18. Music in our Tj.roe, p. 93f. 



:But with these developments came a threat to 

symphonic unity, already endan[;cred by a widening 

of the tonal orbit and his expani.:don of the 

sy10.phonic structure, the latter made possible 

partly by his. · slowing down of harmonic tempo. 
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The Sixth Symphony is his final symphonic 

exploitation of the architectonic capabilities 

of · the Classical tonal system;19 and his tendency 

towards the kolossal, a Romantic urge that was to 

find its fulfilment in the gargantua of Bruckner 

and Mahler, culminates in the Ninth Symphony. 

Beethoven answered the threat to unity by 

tightening the motivic 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 Fifth and Sixth Symphonie:s some 

movements are literally bound together. We 

shall also see the implications of these 

innovations. 

I 

In Schubert we 'already have a symphonic ' problem' . I. 

' 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 Basil Lam in fhe SY)11_phOn:[ (ed. Simpson, 
Robert), Vol.I, pp . 141-142. 

' 
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nineteenth century. How the question was answered 

provides the fascinating nymphonic history of that 

century. But the problem which faced those 

composers was _not just that Tieethoven had lived 

before them: it is also referable to their Romantic 

predicament . The versatile sonata grammar, the taut 

dialectical technique, and the established formal 

articulation - at first simply the means of organizing 

the principle but now abstracted from former practice. 

and rei.fied into a mould - all these things were no 

longer immediately relevant to the age, or i mmediately 

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 ~o Beethoven ' s 

first two symphonies: i n retrospect the fir'1t 

movement of Eeethoven ' s Second Symphony seems 

in its style and instrumentation particularly 

(early) Schubertian. The composer 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 contemporariesc What we feel about 

all the above symphonies of Schubert is that their' 

form is inherited, a legacy used as a ' prop', 

rather than a deeply atructura2 control. In 
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In the Fourth (Tragic) Symphony, for instance, 

the first movem~nt's exposition has a closing 

section that is all empty gesture. And in the 

allegro finale the substitution in the recapitulation 

of major mode for minor, and the embarrassing herioc 

histrionic3 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 Durchfilhrung. Only in the last two 

symphonies are these problems resolved and the 

symphonic 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. 

Harmonic tempo was now slower than ever, precision 

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 .affirmation 

that ultimately rises above conflict. Schubert's 

Ninth Symphony is, with Beethoven's, one of the 

' first of the huge ni~eteenth-century symphonies. 

The gradual appearance of anything as precise 

as the Leipzig school or its neo-German oppos5.tion 

is evidence of a 1split 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 
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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 

some of Beethoven ' s greatest implications by 

ignoring them t taking iostead for his model , in 

- his finest symphonies, the Italian and the Scotch, 

a work such as the Pastoral Symphony with its 

admitted points of inspiration and its relatively 

unproblematic relation to the eighteenth-century 

Musiziersymphonie. Thia implied conservative 

i nterest 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.11 of 1824 - Mendelssohn 's 

thirteenth symphony and one of the only three 

symphonies he ever allowed to r each publicatj_on 

is i n a C mfnor that is pre-:Seethoveniao (except 

perhaps for a major-mode conclusion). The 

~ s.c.snng ia surely not a. choral symphony oo tbe 
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Bcethovenian precedent bu.ta ca.ntata o:f 12 chot'al 

and solo sections preceded by a prologue of three 

symphonic movements; the similarity with the 

Ninth Symphony is hardly more than superficial. 

Yet despite these dispositions, ooly rarely -

perhaps only once - did MendelsDohn achieve the 

fine syntheses that had characterized the mainstream 

of the symphonic tradition before that time. He 

una~~ined 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 looser, less necessary, and more episodic. 

The nadir is perhaps the Reformation Symphony. 

At the same time he rendered a contribution in 

trying to counteract the increasing diffuseness 

by following up Beethoven ' s hints about cyclicism, 

thematic cross-~eference, and movement-binding 

as in the Scotch Symphony for instance, though 

no amount of stitching can obscure the fact ·chat 

this is 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 articulate s form -

with startling consequences -. and r,iendelssohn' s 

only symphony fully to take issue with the 

Eeethovenian ethic ~f conflict. Vie she.11 need 

to return to it agatn during this study. 

I 
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Schumann, o.a great crltic , was his generation's 

most articula:t;e 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. 20 But he Vias not optimistic~ In 

_1835 he had 'aJ.most feared that the term "symphony" 

might soon become a thing of the past'; in 1839 

he wrote that 'isolated beautiful examples of it 

(i.e. sonata form) will certainly still 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 ' after :Beethoven 
one should forgo symphonic ambitions ', and 
it is true t:O.at most of those who have , 
disregarded this advice have produced otly 
lifeless mirrorings of Deethovenian idioms, 
not to mention those sorry, dull symphonists 
who have managed a tolerable suggestion of 
the pov,ered wigs of Haydn and l1iozart but 
not their heads.21 

l 
In a review of neVI symphonies in the Neue Zeitschrift . ·! 

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

grounds we have familiarized ourselves-with: 

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

21.. From his essay on Schubert's Ninth S.:nnphony (18tt0). 
Quoted by Pleasants , Henry; f'he I,1us:i_cal World of 
Robert Schumann, p.16~~ 



When the German talks about symphonies, he 
speaks of Beethoven. For him the words 
'symphony' und '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 ~he earlier 
symphonies, as if each of them required 
a certain tiwe to be understood and 
imitated. Reminiscences there are -
too many and too strong. But mastery 
oj,_· i.llc gr.-a.nd form, where ideas follow 
one another in rapid succession, bound 
together by an inner spirituo.l bond, is 
encountered, - with certain exceptions -
only rarely. The newer symphonj_es level 
out for the greater part, into the overture 
style, particularly the first movements. 
The slow movements are there only because 
custom requires it . The scherzos are 
such in name only. The last movements 
no longer know what the earlier movements 
cootaioed. 22 
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What then was to be done? On the one hand Schumann 

hinted at a solution i n the l ast quotation: ·- one would 

expect 'deep traces ' of the Beethoveoian _symphony 'in 

the works of the succeeding geoeration ' o On the other, 

the difference between the two ages and their· musical 

styles had to be 'taken fully into account: as he 

himself once said, the sonata style of 1790 is not 

t hat of 1840. I n a word , ' the ideal.modern symphony,' 

which, since Be~thoven , has l eft us, must necessarily 

take another direction. ' 

22 . Quoted by Pleasants, op . cit., p.148. • • 
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Schumann's four symphonies a.re his attempt to 

give that new direction. The principle is that of 

conscious renewal, which we shall encounter 

repeatedly in the history of the symphonye Since 

Beethoven in 1841 could not be avoided except in 

bad faith, 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 cf the Pastoral; the titles to the movements, · 

openly suggesting the sources of inspiration, would, 

even if they had not 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 Classical in form, 

is obviously :Beethovenian in the way it grows out 

of Schumann's self-confessed 'fear and struggle 

against the spectre of madness'. Its dramatic 

life is, as prototypically in Beethoven, expressible 

in terms of a dualistic conflict which culmioat~s 

in victory. The Fourth Symphony is also manifestly 

of the same kind. It is, moreover, one of the most 

important in the history of the symphony, and for a 

number of reasonso One of these we shall touch on 

immediately: it represents tho highest point to 

which external integration _of the symphony within , 
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a broadly traditional format had been taken, either 

in Schumann's work or the work of any other men, and 

it remained unique throughout the century. The 

tendency tow~rds integration 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 disguise 

the fact that the sect~onal relationships are, as 

in Mendelssohn, looser and less telling than forraerly. 

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 long~r generative. 23 The 

Fourth Symphony uses every known external integratory 

device including that of running the four movements 

into each other without a break, and inter-movement 

assimilations; likely sources for some of these 

devices are the Wanderer Fantasy aad 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 rather different 
reason - namely that the contrasts are diverting 
rather than dramatic , and are less than crucial 
aspects 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 
conscious attempt to provide unification to 
the weakened span. 



bind and compress the symphony, unlike many of 

his contemporaries who continued to expand it, 

he did not always do so: The Rhenish has an 

extr~ slow movement, and in the first two 

symphonies he used two independent trios, as 

Mozart had done before him. 
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For all his Beethoven-awareness, Schumann did 

not succeed in writing a symphony that was fully 

heir to Beethoven's symphonic legacy. That had 

to await an heir for half a century, until the 

1870's when Brahms and othersproclaimed the 

symphonic renaissance. By a formidable effort 

of concentration Brahms retrieved tae principles, 

much of the spirit, and a surprising amount of 

the techl;lique of the Beethoven symphonies. This 

is not to say that he simply imitated them. His 
\ 

musical idiom is fully contemporary. And h~ was 

prepared to differ from Beethoven in such primary 

matters as metrical schemes, key relationships 

between movements, a.nd dramatic purpose. None 

of the first movements is in the usual 4/4 time, 

and of the twelve remainiug movements only two, 

and a part of a third, are indeed in ~te For 

inter-movement key schemes he generally preferred 

mediant relationshipso Only the First Symphony -

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 exceeds that 

of Beethoven's Ninth Symphony; the exceptions are 

the tuba in the Second and a third drum in the 

Fourth Symphony. And his modulatory orbit is 

closer to Beethoven ' s than are those of his 

· contemporaries and even his predecessors. He 

relates to Beethoven at more profound levels , 

however. He connects immediately and alv1ays 

with the ~eethovenian principle of generative 

conflic t; indeed, it was perhaps his over­

solicitousness in seeking a dramatic contrast 

to his ~irst groups that led to the frequently 

critici sed lyrical stereotype of his second groups ; 24 

but that his second groups carry a pov,erful dualistic 

charge is undeniable~ I n his hands the symphony 

regains its former dynamic sense of movement and 

direction; phrases , cell s , boil over, obliterating 

squareness. And the symphony is once again a 

perfect synthesis , single, stable, complete - and 

' written in its own l ength', to use a phrase of 

Tovey ' s. Eschewi ng t he external integratory 

devices of his Romantic predecessors, Brahms 

unifies internally. His subtle unifications 

24. See ~or instance Latham, Peter; Brahms, p.102 
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thi·ough the Classical principle of thematic 

transformation and through motivic allusion 

cannot be called 'mottos' - as they sometimes 

are - without doing violence to their nature . 

To £ind that the 'rationale' of the second 

subjec t of the finale of the Second Symphony 

is that it includes a •motto-figure' is to 
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overlook the fact that, as Reti has demonstratcd, 25 

it io 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 who 

moved in quite another direction from the one we 

have been considering. • We shall find that the 

men in this loosely defined tradition also took 

Beethoven as their immediate starting point; 

regarding themse1ves 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 

surprisj.ngly new territory we shall see that this wa s 

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 have said 

to Fetis: 'I took up music where Beethoven left it.• 

In the spring of 1828) shortly before the start of 

--------- -
250 Opacit., PPv 163-164. 
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his symphonic career, he attended Habeneck's 

performance of Beethoven's symphonies for the 

Soci6te 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~~ the poet.26 

But never was there any apology in the admission 

of his differences from orthodox practice: 

I never dreamt of making music wi t:'lout 
melody, us so many in France are s~upid 
enough 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 27 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 successor to Beethoven , he may have felt 

bound to justify t he connectioo by complying with 

Teutonic criteria that were irrelevant t o his style. 

26. Memoirs of Hector Berlioz, p~76. 

27. ibid. 1 p.487. 

28. Hector Berlioz, p.156 
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Only seldom, however, does this amount. to a 

disparity between moans and ends. ~he Syrgphonie 

Fantnstigue, arriving so soon after the symphonic 

achievements of high Classicism, comes to proclaim 

a new •world', quite unlike anything in the genre 

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 usins sonata 

form o.nd 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 some 

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 looseoirg 

of the bonds between movements: the three middle 

movements are genre 'pieces 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 

Faust ballet and the subsequently r evived 

Les Franca Juges. On the other hand the idee 

fixe, providing external cyclic unification, 

becomes a dynamic and symbolic participant in 

the symphonic drama, as much a bearer of 

\ . .. . 

ll 

I 
I 

I 

j" 
'. 
I 
I 
' • 

! 
I· 
i 
i 
I 

! 



46 

Furtwangler•s thematic ' destiny' (see page 25) as 

nny thematic transformation of Beethoven's: what 

looks like l?ss and gain is evidently r einterpretation. 

The programme is sufficiently external, even incidental, 

to the music not to be a problem - in this respect the 

symp~ony is rather like Beethoven's Pastoral. The 

music 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 

rest - 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 provided a 

textual •explanation ' ; in his doing so we should 

understand, as Jacques Barzun has pointed 0 11t, 

that ' by Berlioz' s day, programme writing had 

become a custom . .. in writing his Berlioz was 

obeying tradition: Leseur, Knecht, Schubert, 

Spohr, Weber and Beethoven bad 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 f i rst movement - and the still further 

general relaxation ·of the symphonic v1eb. The 

290 Berlioz and the Romantic Century, Vol.I, p.155.
1 

( 



first movement has in some ways a text-book 

orthodoxy, perhaps making Wotton's point about 

Berlioz's 'harmf"ul ' study of Beethoven , while 

the two middle movements carry so little structural 

weight that Einstein's description of them as 

'episodes' or 'mere picturesque scenes' is 

scarcely an exaggeration, and the finale is 

frankly too ritorncllo-based to achieve much 

of th~ 8onata drive it attempts. Like the 

Symphonie Fantastiau~, it makes some use of 

already existing music (originally composed 

for a cantata on the dea~h of Mary , Queen of 

Scots, and the Rob Roy Overture). 

In his Romeo et Juliette Berlioz grasps 

•• some of the implications of Beethoven 's Ninth 

Symphony and expands the symphony both 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, aud is 

associated yet further with programmaticism. 

This trait may be seen as the realization of 

another implication of Beethoven's - the tendency 

of the symphony to have extramusical significance. 

But there are fewer contradictions here than in 
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Ha rold, becaus e 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 contain 

element s of the symphony it is important to stress, 

without necessarily 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 sequence 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 the 

Beethovenian notion of conflict. This last 

does not function at a highly interactive or 

dialectically meaningful level, but 1 in the 

general. absence of important xraditional mea ns 

of orga.nization and articulation, exists rather 

in the form of fairly static, -~ontrasting blocks. 
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Appropriately cnti tlcd Sy1nphonie Dro.matique, the 

work looks towards Wagner - who was at the first 

performance in November 1839 in Paris, and who 

found it a 'revelation of a ncv, world of music' . 

'Berlioz's secular scriptures ', as Barzun· has 

said, 'composed and sung in the symphonic style , 

became Wagnerian opera as soon as music was 

reattached to acting and scenery: the Dramatic 

Symphony germinated the Music Drama•. 30 As a 

'building of a world', it is a crucial link 

between :Beethoven ' s Ninth and the symphonies 

of Mahler . And in its occasional blatant 

•story- telling ' - where the music refers to, 

indeed needs , something outside itself - it 

anticipates Richard Strauss. Two other works 

of Berlioz, with even more slender symphonic 

affiliations, deserve brief mention. La Dar.ma tion 

de Faust retreats still further from traditional 

symphonic thought, as implied by its title legende 

dramatigue. Yet at least one critic, in a 

somewhat tenuous claim, has found that 'the 

symphonic spirit still persists in the rounded 

experience and the converging moral of each par~.3l 

And the Symn!lonie funetre et Triomnhaie, 

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

)1. Dicl=:insoo, AAE.F.; YauJrhan Williams, p.182. 
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though its internal forms may be irrcGular, 

traces nt least a sup0rficial symphonic 'line• 

i1) the way it_ moves from the funernl march of 

the first movement to the apotheosis of the last~ 

Liszt, while apparently more removed than 

Berlioz from the J3eethovenian symphony, was 

essentially closer to it. The confusion arises 

from the f'act 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 was dealing with 

metaphysical questions, and that the total form 

of his compositions Vias inseparable from the 

nature of the questions and the ways they ·11ere 

examined; this ' explained' unorthodox form. 

His intuition arose from intimate k□ o·nledge 

of the Beethoven symphonies. Between 18'37 

and 1863 he transcribed all of them for the 

piano, a task undertaken partly out of his 

deep love for them, to make them more accessible 

and more popular. It is interesting to note 

that he had done the same for ~erlioz's Symphonic 

Fantastiaue in 1833 and Harold en Italic in 1836. 

Like most men of hi_s century involved with the 

sonata principle, Liszt·regarded himself as . 
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belonging to the Beethovenian era. He followed 

Beethoven in using the sonata principle - now 

almost necessarily involving some notion of overt 

conflic t - for philosophical ends: two obvious, 

if non-symphonic, works whose form is 'explained' 

in this way are the C-sharp-minor quartet, Op. 131, 

and the B minor piano sonata. Liszt came closest 

to articulating these points 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 ~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 which you 
have followed; but, simply recording the 
questions which have been raised hitherto, 
I should frankly w~igh the great question 
which is the axis of criticism and of 
musical aestheticism at the point to 
which ~eetboven had led us - namely, how 
far is tradition or recognized form a 
necessary determinant for the organism 
of thought? • 

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 styi~ and 
:E.£E_iod being here only corollary subordinate 

32. Beethoven and his Three Styles, St. · Petersburg, 18520 
. . .. ~ 
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terms, of a vague and equivocal moaning -
but quite logically into two catecories: 
the first, that in which tradition and 
rccogaized form contain ~nd govern the 
thought of the master; and the second, 
that in which the thought stretches, 
brealco, recreates, and fashions the form 
and style according to its needs and 
inspirations.33 
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For our purposes, the only important thing to be 

said about the difference , in their philosophical 

aspect, between the symphonies of Beethoven and 

the symphonic poems o:f Liszt, is that Beethoven 

seldom gives any clue while Liszt, by appending 

programmes, often does - thus referring the 

listener 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 quite 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-su.fficienty (but 

in non-explicit musico-symbolic terms) in the piece. 

The relationship between music and programme i s 

always tenuous in Liszt. Five of the first 

twelve symphonic poems do not have pro-srammes at 

all . Those that do are not tyrannized by their 

programmes - there is a sense in which the music 

33. La Mara, (ed.); Letters of Franz Liszt , · 
Vol~I, ppcl51-152. 
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exists firot and the programme second, or 

consequentlyo In the case of Les Preludes this 

is literally true: the work was written in 1848 

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

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 Preludes has its origin as ao 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 wr~ting, meet in a one-movement 

structure related to the quintessential 

sonata ideal, the traditional first movement . 

But the point now is the freedom that is 

exercised over this basic scheme : Gerald Abraham 

hag found that seven of Liszt's symphonic poems 

can be discussed in terms of a Bogen. 34 The 

break, however, was not yet complete . In the 

two large symphonies as much as in the symphonic 

poems, Liszt took still further the t~ndency, 

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 

34. A Hundred Yearo of Music, p.39. . .. 

I • 

l 
t 
I 



54 

structurally and dramatically significan~,probably 

accounts for our feeling that these works have 

not the dynamic energy that we have come to 

recognize in the symphony. Many other symphonic 

works of the second half of the nineteenth century 

similarly went through, and simultaneously 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 idee 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. 

rather episodic. 

' The symphonic works are, finally, 

In our discussion of Liszt we have avoided a 

too easy use of the term 'programmatic'. We have 

suggested that if the symphonic works are 

programmatic they can only be so either in the 

weak sense that some of them happen to_ be 

accompanj.ed _by texts, or else in the unusual 

sense that the Beethoven symphonies are 

'programmatic '. Even in the case of the so-

called programme symphonies of Berlioz we have 
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found that the term has a very limited application. 

Much of this goes against received musical notions, 

and it may be worth while to examine some of the 

underlyin6 postulates a little more closely. 

Insofar as we can, and do, speak about music 

as a 'language ' which has lmeaoiog' 1or us, we are 

justified in saying that the nature of this meaning 

here distinct from the meaning itself - differs from 

o~e piece to another. This difference is commonly , , 

and cruac~.y, 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 meaning? 

Or more to the point, why is this meaning not 

susceptible of expression in English? It is 

because this absolute musi·c (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 genesis may 

have been particular 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 mo·~ive can 

through a usage that defines its relationship 

to its context in a special way (though it still 
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has no a priori meaning, or even a meaning outside 

this context) call to itself the specificity of a 

recognizable essence, or charactero 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 Force, etc. 

' Metaphors of darkness and light' said Dent, 

'abasement and exaltation, hesitancy and 

resolution we must allow to be legitimate, as 

hardly more than extensions of the notions of 

tension and relaxation which are fundamental to 

musical psychology'.35 Beethoven's Sixth 

Symphony is for the most part such a work -

and Beethoven articulated au i mportant difference 

• between this kind of symbolic language (which we 

/ 

will call 'specific· symbolization') and programmatic 
I music in his insistence that despite the mo- ement-

hea~iogs - the particular genesis we spoke of 

earlier, here revealed - the music is still more 

an expression of feeling than painting. Musical 

symbolization can become more inclusively specific 

than this - as in much of Nielsen, or even Wagner 

(consider especially Tristan and Isol~e) where 

tonali ty also becomes specifically symbolic -

without our needing to think that we have found 

a type of musical meaning whose nature is 

qualitatively different from Beethoven's . 

. . . 

35. Io his preface to Scherchen, Hermann; 
The Nature of Music , p.10. 
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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 s;y:mbol will have been forsaJcen for 
' the image. The c~ucial 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. 

Finally, we must note that the simple existence 

or non-existence of a program.me supplied by the 
• 
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composer has no a priori bearing on this distinction. 

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, Schumaon's Fourth Symphony, the 

Symphony Fantastigue, Liszt 's symphonic poem 

Hunnenschlacht, and the Faust Symphony. Much 

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 , Berlioz, 

and Liszt - belongs also to this type. In Ope_£, 

und Drama Wagner was quite clear in regarding 

Beethoven as the instigator of this development; 

and his insistence on the primacy of a forming 

and shaping conatus r eminds us of Liszt: 

.... anew, more subtly expressive type of 
instrumental melody . .. /:waflj ... 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 
any rate liable to be misunderstood, where 
he tries to convey some particular meaning 
with special clearness. He abandons the 
absolute-musical ... in order t o speak in 
a language which, not being attached to a 
purely musical context, is only held 
together by. a poetical i dea that cannot 36 be clearly expressed in the music itself.' 

In the music dramas the 'progr amme ' is carried by 

the music itself in the form of v erbal song. As 

the best programmes do, it gives preciset particular 

meaning to what is already inherent in the music as 

specific symbolization ( this no longer depende_nt on 

36. For the sake of succ i nctness my quotations are 
t aken 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 0£era and Drama, Lon~on, 
NeD. The present quotation is from Abraham, 
ppc 99-100. ·.• 
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subjects but ou their logical extension, a network 

of leitmotifs). And here is the importance of 

the text; for Vlagner modern instrumental music, 

as 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
t art will give precision to the message. 37 

f/;y 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 ea_rlier in the drama) more · 
precise thought-impressions. This, in factA 
was the original function of the leitmotif.Jo 

The symphonic music of Richard Strauss is usually 

regarded as the furthest point to which story-telling 

in music had been taken. This view needs a great 

deal of qualification, but its general truth cannot 

easily be denied. It is Strauss, rat~er than Liszt, 

or Wagner, or even Berlioz , whom we may, in the light 

of the distinctions just made, sometimes be justified 

in speaking of as a programmatic symphonist. But we 

shall not understand Strauss unless we see that, far 

from this amounting to his symphonic excommunication, 

be was a fully conscious successor to Beethoven in 

the tradition that includes Berlioz, Liszt, and 

Wagner. He began, indeed, as a symphonic 

conservative, producing two 'straight' symphonies 

in the early 1880 1 s. 

37. •ibid., p.1060 

380 ibid., p.107. 

Broadly speaking, they are 
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orthodox in form and 'Leipzig' in idiom; and 

the second, in F minor, concludes with a 

recollection of earlier movements and a grand 

peroration. . But Strauss soon began to fe~l 

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 Bulow in August, 1888, he 

says a l most precisely this. His arguments 

are basically the ones used by Wagner, Liszt, 

and by i mplication , Berlioz . The relevant 

passage is worth quoting at length: 

A linking up with the Beethoven of 
1 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 indeoendent further development 
of our instrumental music is yet possible. 
I f I lack the artistic power and talent to 
achieve something worthwhile in this 
direction, then it is certainly better 
to let it rest with the big 9 and their 
four distinguished offshoots ... 

From the F minor symphony onwards r · 
have found myself in a gradually ever 
increasing contradiction betweeo·the 
musical-poetic content that I want to 
convey and the ternary sonata form that 

.has come down to us from the classical 
composers. Io the case of Beethoven 
t he musical-poetic content was for the 
most part completely covered by this 
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very ' Sonata form', which he raiacd 
to its hiGhcst point, wholly expressing 
in it what he felt and wanted to say. 
Yet already there are to be found works 
of his (the last movement of the A flat 
major sonata, Adacio of the A minor 
c,1uartet, etc.), Vlhere for a new content 
he had to devise a new form. Now, what 
was for Beethoven a 'form' absolutely in 
conr;ruity 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 content 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 £ive the 
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 int=oduced 
as a programme. I consider it a 
legitimate artistic method to create 
a correspondingly new form for every 
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new subject, to shape which neatly and 
perfect is a very difficult task, but 
for that very reason the more attrac~ive. 39 

Liszt had shown the way with the realization of 

the sonata principle in t~e symphonic poem. Apparently 

Strauss's highest ideal was no different from Liszt's: 

the programme should be a dispens:l}.ble paraphrasis, or 

objective co-relative , of the work's philosophical 

i mport already fully alive in the music in terms of 

39. Schuh, Willi, and Franz Trenner (eds.); 
Hans von Bulow and Richard Strauss: 
Correspondence, pp.81-82 . 
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a specific symbolization . ' I am a musician 

first and last •, he wrote when working on Also 

Sprach Zarathustra, ' for whom all 11 programmcs 11 

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 t~e origin of the 
purely musical development of my feelines -
not, as you believe, a ~usical description 
of certain events of life . That would be 
quite contrary to the spirit of music ... 
io the listener, too, such an analytical 
programme should not be more than u pointer 
which can be used by those who 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 Verklarung 

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: As 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 

Strauss began increasingly tQ 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 .21. 
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our strict sense programmatic . 

Strauss's reformst however, seldom went so . 

far that a traditional st~ucture was not operative 

at some level, or that the principle of dualistic 

conflict was no longer basic to the work's dramatic 

articulation. Macbeth is a complex sonata form. 

It involves strong thematic opposites - one set 

of polarities symbolic of Macbeth and his wife 

(to use precise, i.e. textual, terms), and another 

Of the conflict between love and war. The final 

version inverts tradj.tional symphonic procedure 

by replacing the original D major with an ending 

in D minor. Don Juan is _fundamentally a sonata-

form movement cirrying 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 Verklarung 

articulates a c
1
onflict of two vast and violently 

opposed thematic complexes in terms of a fairly 

straightforward sonata structure that rises with 

superb judgement to an apothe~sis in which the 

original tragic C minor is metamorphosed into a 

triumphant C major. The piece even retains 

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 triwnph 
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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 co9flict, an antagonism between keys 

on Band 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 

it, as Ian Spink has done, 41 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 Do~estica 

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 

symphonic 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 An2roach to Musical 
Form, pp.155-157. 

42. See Specht , Richard; Richard Strauss und scin 
Werk. See also Del Nar , Nor~an; Richard 
~trauss : A Critical Co~mentary on his ~ife 
and Work., p.166. 
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something to one or the other or both. nruckner 

io the most importan·t of these, and his work 

stands with that of :Br:ahms as the finest example 

of the renaissance of the J3eethovenian symphony 

in the last third of the century. He differed·. 

from Drahms in having neither his acute 

' musicological ' awarene!rn of the past nor his 

distrust of the neo-Gcrmans . The lllost powerful 

shaping influence on his symphonic style came 

from the late quartets and the symphonies of 

Beethoven , especially the Ninth , whose tremendous 

challenge Bruckn~r was the first co::iposer full y 

to accept , and which was his most ~revailing 

obsession . This was music he studied in detail , 
' 

not objectively lik~ Brahms , but frou1 his own 

subjective premises. Other important influences 

came from :Bach , Schubert (particularly the vocal 

works, and probably not the last two symphonies 

since, as Redlich has pointed out , it is unlikely 

that Bruckner came into contact v1ith ,;hero), and 

V/agner. Though his symphonies differ f r om those 

of Beethoven in many obvious externals , and to 

a greater extent than do those of ~rahrns - the 

most unavoidable difference is t heir use of the 

V/agnerian time-scale - Bruckner ' s symphonies 

arc •genuinely ' neethovenian i n a number of 
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essential ways. We may immediately indicate two 

of these, · closely related to each other, and 

appropriate to this general discussion; others 

will become clear when we return to Bruckner 

shortly to mention some important details. 

Firstly, Bruckoer•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 and motion. 

A difference, but one which is less important 

than the points of contact, is that Bruckner's 

symphonies do not employ a technique of specific 

symbolization as do many of Beethoven's, but 

rather one in which the symbols are more 

universal as in many pre- and many post-Beethoven 

symphonies. So much for his much-vaunted 

'Vlagnerianism' - let alone 'programmaticism'! 

Another differenc~ is that Bruckner's.symphonies 

are not progressiv~~temporal dramas in quite the ' 

way Beethoven's are. A symphony .of. Beethoven 's 

is a journey in time, through timet as it were 
I 
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horizontally - an nnalogue of the experience of 

Becoming, dependent on growth through temporal 

conflict. A symphooy of Bruckner's is outside 

of time, a search in which time has no place and 
' . 

for which we may wish to use the metaphors ' 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 by one, disrupting or distracting 

elements, to seem t _o uncover at length a last 

stratum of calm contemplative thought'. Consequently 

Bruckner's endings •are not really cumulative in the 

old sense; they are formal intensifications that 

blaze with calm. 143 An inherited formal groundplan -

from the broad layout of the symphony to some of the 

minuter internal workings of the movements - is 

always discoverable in Bruckner , though in most 

respects far less easily than in Brahms : Bruckner 

tends to supersede sonata form, while Brahms still 

tries to u se it. This leads for instance to a 

progressively greater integration of development 

and recapitulation, so that . in the maturer symphonies 

sonata movements are frequently more aptly described 

(in Simpson's terms) as Statement, Expanded Counter-

statement, and Coda$ Among the more obvious results 

43. The ~ssence of Bruckner , pp.198-199v 
. _:• 

.. 
•••• ✓. 



' ' 
68 

of the vast expansion the symphony undergoes in 

the ha nds 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, acknowledge~ 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 Beethoven 

and others, also uses more external means of 

integration: most . of his symphonies have some 

degree of cyclicism, and frequently a strong 

structur~ as well as thematic resemblance between 

outer movements . 

Franck, though far less important, is perhaps 

in some ways at least as anomalous as Bruckner. He 

r epresents a highwater-mark of neo-German infatuation 

_ in~: France, and he was in love with German polyphony;, 

he was ov erwhelmed by chromatic harmony and the 

modulatory qulcksands of the Wagnerian idiom and • 

fired by Liszt's technique of thematic metamorphosis, 

and he vrrote a consciously Eeethovenian symphony by 
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appropriating to his Gtyle more or leso orthodox 

procedures. Here wn.s another composer who 

believed himself to belonG to the Beethovenian 

tradition - even to be following the radical 

form3l precedents of Beethoven's late manner , 

, though there is little enough in the Symphony 

in D minor ~o suggest this apart from the second 

movement 's fusion of slow movement and scherzo. 

As if these cross-currents are not enough, the 

scherzo section of the second movement is quite 

unambiguously laendelssohnian in idiom. The 

symphony is conventional in particulars of its 

key-plan, and formally quite plainly so in two 

of its three movements; even the hybrid ruove~ent 

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 Eeethovenian 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 Symphony in 

B flat as a (Beethovenian) conflict between good' 

and· evil. Saint-Saens's Third Symphony is 

another good example of the late French Romantic 
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mixing of Lisztian techniques, a basically 

conventional outline, and a dramatic ~rowth 

that yields an apo~heosis out of the conflict, 

but it is not 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, Dvorak 
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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 

~rahmsian inclinations - and to write the great 

~eetbovenian symphony which he felt it his duty 

to do. The interest in Beethoven is clear from 

the start: Dvorak.'s First Symphony is in C minor 

and its four movements use the same key-scheme as 

the movements of Beethoven's C minor Symphony. 

The t\~o 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 rejection of the neo-German influence 

is incipient in the Fourth S~nphony, and complete 

in the Fifth where now the Classical models are • 

• pa~amount - as filtered through the multiple 

lenses of the Mendelssohn and Schumann 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 haa a genuine dramatic urge. It looks 

in the direction of the graver :3eethoven, positing 

a conflict and finding an ultimate triumph. In 

this sense the movement stands outside the orbit 

of the other three movements - perhaps the 

consequence of an unsuccessful application of 

of the Pastoral ' s precedent of a late exposition 

of confl.ict. In the last three symphonies - the 
v, 

Seventh, Eighth , and Ninth - Dvorak brought the 

problems that beset the earlier symphonies as 

close · to full solution as he was able. Particularly 

- in the Seventh, written under the inspiration of 

Brahms's Third which he had recently heard, and in 

the Ninth, is Dvorak's virtual mastery of the 

Classical symphonic techniques and principles 

evident. And the approach is individual: for 

I 
' 

I 
I 
f , 
I 

I , 
I 

.i 



72 

instance in a major ending to a minor-key symphony 

(i.e. the Ninth) the temptation, so universal at 

this time, to write a triumphant peroration in 

naive i mitation of Beethoven, is resisted - and 

properly so, ·for Dvot-ak•· s ·contrasts are 

{individualistically again) less a matter of 

conflict than of Classical dualistic imbalance. 

In the Ninth Symphony, too, Dvorak broueht the 

cyclic technique that he had used 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 first subject of the 

f'irst three movements, and between these and 

the material of the last movement. Like Haydn, 

Dvorak developed a rare ability to harness folk 

music - or at any rate its idiom - to symphonic 

ends; l.ike Schubert, with whom he had a profound 

natural 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 io the . late 

nineteenth century. 
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There is nuthority, and at leust ~ome justice, 

D 
.., , 

iu vorak' s remark to J·ames Huncker tbat Tchaikovsky 

was really a composer of suites. 
v,. If Dvorak was 

thinking of Tchaikovsky's first three symphonies 

in particular and of his notorious 'seams' in 

general, the remarlc 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 that he was any 

less aware of the symphonic heritage than other 

symphonic composers of his generation. His 

struggle for formal mastery is too often spokec 

of to bear repetition in full: 'Sometimes one 

must do oneself violence', he wrote to Radejda 

von Meck in June, 1878, 

must sternly and pitilessly take part 
against oneself ... I have always suffered 
from oy want of skill in the management of 
form. Only after strenuous labour have I 
at last succeeded in making the forrri of my 
compositions correspond, more or less, 
with their contents.44 • 

And inevitably we find that when Tchaikovsky is 

thinking of a model he is thinking of Beethoven; 

like nearly every ~ther symphonist of his century, 

Tchaikovsky believed he belonged to t&e ~eethovenian 

tradition and that in his ovm way he was helping 

44. Tchaikovsky, llodeste; Life ~nd Letters of 
Peter Il;ric:~ 'i'c'.-laikov sk:i, p. 311. 
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to perpetuate it. In o. letter to To.neiev in 

March, 1878 , he wrote: 

'ili th all that you say as to my ljourtW, 
Symphony hetving a pi~ogramme, I am quite 
in agreement. But I do not see why this 
should be a mistake. I am far morr afraid 
of the contrary; I do not wish any symphonic 
work to emanate from me which has nothint; to 
express, and consists merely of harmonies 
and a purposeless design of rhy-thms and 
modulations. Of course, my symphony is 
programiile music, but it would be impossible 
to 6 i ve the programme in vrnrds; it would 
appea r ludicrous and only raise a smile ... 
I must tell yon that in my simplicity I 
imagined the plan of my syraphony to be so 
obvious that everyone would understand its 
meaning, or at least its leading ideas, 
without any definite pro~ranme ... 
Throughout the vrnrk I have macle no effort 
to express any new thought. In reality 
my work is a reflection of ~eetboven ' s 
Fifth Symphony; I have not copied his 
musical con tents, only borrov.ed the 
central 1aea. \'Iha t kind of prograrame 
has his Fifth Symphony, do you think? 

How one ansvrnrs Tchaikovsky's question may depend 

on what one understands by programrae. 3ut 

Tchaikovsky has already partially qualified the 

term; and we should in reply s~~gest that i t ma7 

be more useful to employ the coinage ' specific 

symbolization ' here taan to speak of a program~e . 

As for his own prograr:ime, the explanatory text 

he sent to von t.Ieck was written nost .factun, and 

he indicated that he was by no means satisfied 

with it - or even sure of the possibility of 

writing an 'explanation•~ Some of the other 

45. ibid., p.294. 
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numbered symphon:i.es have suggestive ti tl \ s in 

the manner of Beethoven's Pastoral, but the Sixth -

of all Tchaikovsky's symphonies the mos~ consistently 
! 

specific in its symbolization - gives away no verbal 
. 

clue (unless ~t be between bars 201 and 205 in the 

first movement, where the brass play a passage from 

the Orthodox Re.quiem associated with 'resting with 

the saints•). 'Its programme will remain an 

enigma for everyone', said the composer. 'Let 

them guess t • • • • One may wonder-how often 

Beethoven uttered the same comment over bis 

symphonies! But Tchaikovsky did not turn to 

Beethoven ooly 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 I appeal to :aeethoven, wno·frequently 
had recourse to similar effects.46 • 
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Pne of the great difficulties Tchaikovsky had 

to face as a symphonist was his natural love of 

intransigent, _self-contained melodic types. Russian 

folk-song is one 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 Ueck, 'saturating 

myself from earliest childhood w_i th 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 

most 1amiliar symphonic difficulties . 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 proble~ of melody was 

another 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 ortbodox 

formal patterns. Hence most of Tchaikovsky's 

sonata movements may be seen to ~epend on a 

formal stereotype rather than to create their 

own unique, unrepeatable internal relations. 

Hence also the frequent 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 'natural' 

proclivity for the side-stepping modulations 

that undermine purposeful tonality, and the 

frequent irrelevance - in the absence of the 

necessary tension of a latent unity - of what 

are posed by the form as contrasts of a 

'dualistic' 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 opeaing 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 eveo to the 

47. A Study in ~usical 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 contra~ts 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, intractable 

'tunes' - rathe~ than subjects - which are 

moreover too self-centred for any dualistic 

engagement, the work falls into the erro~s 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 more symphonic 

sense of direction and a truly dynamic motion. The 

Sixth Symphony copes with Tchaikovsky's perennial. 

problems in a masterly way. The richly lyrical 
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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 movement 

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 usually retaining their identity 

and their key-centres of Band p 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 symphqnic thought 

was the discovery and integration of new and violent 

contrasts ... •48 Most of Tchaikovsky's symphonies 

' use the cyclic technique to some extent. His 

symphonic poems belong largely to. the autonomous, 

pre-Straussian type, in that they are not conditioned 

48. In The Symphon~, o~.cit., Vol.I, p.346. 
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by their programmes and so are in a sense independent 

of them. Most are explicable in terms of sonata 

structures -- some of these, as in the symphonies , 

relating to the formal stereotype, o~hers expanded 
. . 

and varied by interpolations. 

In Tchaikovsky's compatriots, Borodin and 

Balakirev, we encounter a phenomenon surprising 

in nineteenth-century symphonic terms: symphonists 

who did not feel the weight of the symphonic he~itage 

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 

nineteenth century_; but we can see now that this 

was part of their strength, and it helped them 

to make some refreshing and original symphonic 

contribution s. Their approach to the time-honoured 

conc_ept 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 that for them it doesn't exist in 

any meaningful sense at a11.·49 Borodin's First 

Symphony has a first movement that begins by 

looking like sonata ~orm but ends by destroying 

the illusion of duality as the subjectsare shown 

49. This, and r elated a spects, is well discussed 
in Gerald Abraham's Studies in Russian t,!usic, 
p.102f, and his On Russian hiusic, p. l 79f. 

-1 
I 

l 
I 

l 
t 

I 
I 
~ 

I 
f 

I 



81 

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 a monothematic first movement 

and appropriate Lisztian metamorphosis - Liszt 

was of course a powerful influence in Russia at 

this time - in order to give a (non-dualistic) 

second-subject .' shape I and to ou1;>ply the principle 

by which the music .can be said to progress; 

typically for a Russian symphony, it shuns 
~ 

. orthodox developmental 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 relationships as those between 

tonalities semitonally adjacent (as in the first 

movement of Ba.lakirev'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 colou~ 

and variation rather than strictly as a means of 

articulating structure. With the displacement 
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of the old syntax by one based more on folk-song, 

and the corresponding weakening of harmony as a 

function of movement and direction, rhythm takes 

on new impo1:tance as the most vital means of 

conveying moiion. 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 

cj.rcle. 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 alr.eady 1.eads us into tne chapters 

that follow; but first we must review vii th a 

little closer attention to detail 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 

Vie have seen, Haydn refj.ned the church sonata's 

initial adagio into a prefix to the first movement, 

and it is cot1mon to find a slow introduction in his 

symphon·ies after the early l'/70' s. Gradually .· he 
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made ~ts relationship with the ensuing allegro 

more complex and more necessary by means of subtle 

thematic integration. Later the introduction 

might contain seeds of the a~legro 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 c.ourse of the first movement. 

Particularly in the 'Salomon' Symphonies there 

was also now a metrical similarity between the 

introduction and the allegro, though the principle 

of contrast - involving for instance a minor-mode 

introduction for a major allegro - was retained. 

Haydn's earliest second groups appear in the 

-,. 

dominant minor er largely avoid a thematic contrast; 

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

first to have a second sroup that contrasts with 

the first in every possible way. In the later 

symphonies - after 1785 - the groups are either 

thematically identical, or closely related (in 

both these cases for the sake of unity), or else 

quite distinct. T;, cmatic identity, of course, 

does not mean lack of dualism so long ~s there 

is tonal opposition. Haydn wrote scarcely any 

r eal development before the mid-1760'-s; then, 
,. 

in the ~m und Drangt he began to find a 

\ 
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viorking-out technique baoed mainly - but not 

always - on the t;iver. material. He perfected 

the technique with the 'new manner• of the 1780 1 s, 

·but . it was his later Symphony No. 102 that 

especially heighten~d 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 dazzling 

conqueror of a titanic thematic battle'. After 

the meeting with Mozart in 1781, Haydn added 

weight to his codas by giving them a developmental 

~mportance (e.g. No. 100). The gain from that 

meeting - and from the composer's growing 

acquaintance with each other's music - 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 contrasts to each 

other at a thematic level under the influence 

of Haydn's frequent monothematicismo Mozart 

also learnt a good deal from Haydn's developments. 

0~ course, the mutual spiritual gains werefar 

greater than any of these. 

Beethoven used the slow introduction in his 

Firstt Second, Four~h, and Seventh Symphonies -
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and with characteris tic individuality: in the 

First Symphony it begins in the •wrong' keys , 

and in the Seventh it seems to outline the 

en suing sona·ta drama in analogous tonal and 

thematic terms. His many formal innovations, 

85 

such as the choice of B flat major for the second 

group in the Ninth Symphony, 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 stage. With the development section 

as the decisive, - central stage in the thematic 

and tonal struggle of the movement, the 

recapitulation often follows closely and with 

great dramatic impact upon its climax, as the 

issue of that conflict, or the 'victor', or the 

tremendous reassertion of 3eethoven's own will. 

· Beethoven's codas, 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. 

In Schubert the more consistently overt 

thematic connection between the slow introduction 

and j_ts roquel is an aspect of the external 
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unification that we have seen become increasingly 

necessary from the time of Beethoven onwards. Of 

his symphonies, all but the Fifth and the Eighth 

have introduct'i.ons; in most of these (i.e. the 

First, 'l'hird/ Fourth, and Ninth) the principal 

subject of the movement is anticipated in some 

form in the introduction. Moreover, the 

introduction may be recalled later in the 

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 tendency 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 Fourth Symphony, where 

little happens other than the replayin6 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 shape and_identity of the subjects is 

retained, despite sustained conflict, by means 

of a technique that places tnem in changing 

contexts and surrounds them with cellalar working 

of a more orthodox developmental kind. Recapitulations 

often evade the tonal and dramatic implications of 



sonatn by returning the groups in related keys 

instead of in the tonic, and by their sometimes 

formalistic.similarity to the exposition. 
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In the Scotch Symphony r.1endelssohn also 

secures an overt thematic connection between the 

slow introduction (again an andante, this time 

con moto) and the allegro ; 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 Refornation Symphony uses t~e . 

Dresden A~en in the introduction. The Scotch 

also ignore~ the normal Classical community of 

metre between the introduction and the allegro: 

here the one is in 3/4, the other in 6/8. Anot~er 

departure in the v,ay of diversity is the change 

from Allegro un noco agitate to Assai animando 

for the second group, a diversification countered 

to some extent by the clear motivic binding of 

the two groups. In the Italian Symphony the 

real dualistic charge lies else~here than bet~~en . 

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 

introduc·es a new subject. The development 

typically abounds in Classical techniques; it 

also has a genuine thematic struggle, whitih 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 ensu~ng 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. Io any case 

he was capable of choosing an unusual key area for a 

thematic group, such as G minor (instead of the 

orthodox B flat major) for the exposition of the 

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 symphonies. 

Schumann's developments are less Classically 

competent than Mendelssohn's; and some lack 

the unifying thrust of a single urge impelling 
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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 pai~ of 

themes, whic~ enaage in combat. The same symphony 

has a partly suppressed recapitulation, which, 

however, deploys ttie second development theme at 

the second-subject stage. The First Symphony, 

apart from having a new theme in the development, 

diversifies still further in the .coda, which is 

quicker, and introduces yet another theme. 

Brahms used ·a slow introduction in the opening 

movemen~ only once in his symphonies - the First 

and there it provides germinal anticipations of 

the ensuing allegro, and is recalled in the coda. 

His second groups are powerful contrasts, and 

nov1here more so than in the Third Symphony, where 

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

brings with it a metrical chang~ (from 6/4 to 9/4), 

and 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 first group, in E minor, 

is followed b] a second group placed unusually in 

the dominant minor; but the exposition ends in , 

B major. ~rahmis developments - t~oroughly 

integral; dynamic, single spans motivically 

,,orked; d.ra:natic an·d climactic - are among the 
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most remarkable reincarnations ever of the 

Beethovenian development. His recapitulations 

can ~lso be dramatic in the Beethovenian manner. · 

His codas tend to be unlike Beethoven's in their 

brevity and their avoidance of developmen~~ 

Berlioz used the slow introduction qua slow 

introduction in two of his symphonies : the 

Sympbonie Fantastigue and Harold en Italie . Both 

follow 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 Symphooie Fantastigue 

premonitions of the idee fixe are deeply embedded 

into the texture of the introduction and germinal 

to it. In Harold the idee fixe is proposed more 

openly; and the section begins 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 S,ympaonie Fantastigue the real 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, attaining the tonic only ·n~ter the 

onset of the second subJect. Harold, by contrast , 

is a rigid, orthodox structure, scarcely mollified 

by the reverse recapitulation. But it llas a genuine 

and compelling development. The coda, as in the 

earlier work, is Beethovenian in its length and 

developmental nature. 

For~al norms are often disguised, reinterpreted, 

or simply abandoned in the symphonic works 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 Symphony and Les Preludes, to take two 

typical examples from Liszt, have slow introd~ctions ; 

both have anticipations of first-subject material. 

The 'free' sonata of the Faust Symphony ~oses a 

conflict bet·.-1een , multiple themes, or complex 

subject-groups, defined roughly by their opposing 

tendencies, one striving towards 'light', the other 

towards 'darkness'. Les Preludes is in this respect 

more regular: apart from the ne·r,, sloVler time-scale 

which is not our concern here, there is hardly 

anytaiog more un •1 ••. ~bout. the subjects than the 

choice of the ~ediant major instead of the dominant 

for the second group. The development section of 

Les Pr~ludes may be described as extrapolatory and 

-derivative rather than toughly analytic in the 

' 

i 
I 
' I 

' ' 

I 
I .. 

I 

I . 



I ,i I I 1 

92 · 

Clo.ssicul manner, and it has a big quasi-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 

r ecognition become greater - though not in a 

work such as Tod und Verklarung, with its lar ge 

introduction pregnant with thematic germs of 
, 

what is to come , its meno mosso second group 

in the dominant, 50 its vast conflictual 

development in which old material is made the 

basis of proliferation and extrapol ation , and 

its succinct tonic- major recapitulation extending 

into a coda whose apotheosis insists - on behalf 

of the whole piece - on its direct succession to 

the Beethovenian heri tage . 

With the notable exceptiGn of the Fifth 

Symphony , ~ruckner did not use the slow introduction . 

The typical hushed ~tillness, the motionlessness , of 

his openings suggest that he ~ook instead the 

beginning of Deethoven's Ninth for his symphonic 

model . The Fifth Symphony , however , opens with 

an adagio introducti~n taat is full of thematic 

50. Strictly speaking the dominant·is a less 
orthodox choice aere than, say, the relative 
v,ould have been, for the work is in a min or-key. 
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cells and motives pertaining to the whole work ; 

and they anticipate la tcr conflicts in_ the way 
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they stand to each other in relationships of tense 

~hematic and.tonal contrast. The introduction 

returns at its original speed during 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 further proof 

of this• their ' classic symphonic urgency which i s 

symbolized by dotted rhythms or martial I - V- I 

fanfares' . 51 Bruckner ' s second groups are 

sometimes in a slower tempo; and when they are 

tonally unortaodox they are usually (e . g. in the 

Fourth and Eighth Symphonies) followed by a seq_uel 

that ends the exposition in an orthodox key. 

Bruckner's so-called third subjects proportionally 

take up no more of the exposition than did Classical 

codetta themes f~om which they are generically 

derived; and they are normally related to previous 

material. His developments, while of course on 

a greatly expanded time-scale, are st~ll no less 

real for that. They support and are generated 

by ·a tonal drama as fully and functionally 

51. Bruckner, Mahler, Schoenber~, pp.85-88. 
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modulatory as any Classical development. The 

r ecapitulations, insofar as they are recognizable 

as such, usually return the first group in the tonic, 

but especially in the later symphonies - and partly 

owing to their developmental and recapitulatory • 

syntheses - the other groups tend to appear in 

related keys. The codas seem long only in 

relation to music on 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 origins. 

The remaining composers can be passed over 

~uickly, as they. offer little that we have not 

already seen. Dvorak's introductions, when they 

appear, are not always slow and sometimes c)ntain 

a motto that returns during the movement and perhaps 

again later in the symphony; that in the Ninth 

Symphony is more conventional, being aperiodic 

on the Classical precedent and foreshadowing the 

cyclic first subject of the movement. If the 

earlier developments tend to be pseudo-Classical, 

by the time of the Ninth Symphony Dvorak had 

brought a host of Classical developmental techniques 

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

. . . . 
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All Tchaikovsky's symphonies except the First begin 

with a slow passage that usually returns later in 

the movement, a9d may appear literally or in 

metamorphosis in other movements as well. Sometimes , 

as in the Sixth Symphony, ·1 t is germinal to the ·. 

thematic material of the symphony as a whole. 

Tchaikovsky's finest developments are satisfactory 

compromises with Classical techniques: in the 

Fourth Symphony he surrounds the first subject 

with dynamic contrapuntal 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 ~akes good use of transformation 

in this symphony. His best recapitulations -
~ 

belonging to these same two v10rks - are, lLce 

many of ~eethoyen's, precipitated .by the climax 

of the developm.ent and carried .by its gataered 

momentum. Some of his codas introduce old 

material 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 elementary 

sonata form. Variations - of differing types and 

in different hybrid combinations - are the most 
' popular form of the later slow movements. Haydn's 
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truly symphonic' minuets - those which have forsaken 

their courtly inhibitions - belong to the symphonies 

after 1785: indeed in No. 86 Robbins Laridon has 

discovered 'a miniature movement in sonata form • . 

Their trios are sometimes overtly thematic~lly 

related, sometimes contrasting. Mozart ' s slow 

~ovements follow a similar course of deepening 

. into broad adagios; the early symphonies (before 

the great triad o'f 177 3) characte1:istically 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. 

independent trios. 

Occasionally Mozart wrote two 

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 exce~ticns~ Serrata, 

rondo, and variation, are among the forms used. In 

the Second Symphony the slow movement is situated in 
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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 ,11 - including the First, with 

· its allegro molto e vivace indication. Remarkable 

among the sch.erzos 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 . 'fhe 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's slow 

movements are basically more simply shaped ~han 

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 already 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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l1t!endelssohn·1 s Italian Symphony has an andante 

' march' movement in the manner of the second movement 

of Beethoven's Seventh_ Symphony; the work's scherzo ' s 

has a trio unusually situated in the dominant . The 

scherzo of the Scotch Symphony is unconventional · on 

four counts: ~t appears as the second movement , it 

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 nee- Baroque 

polyphonic movement . His other slow movements - with 

the exception of the adagio espressivo of the Second 

Symphony - are also genre pieces: a larghetto and a 

romanze, the latter in the dominant minor. His 

scherzos are still more 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 

moderate in· tempo and really more like a Landler . 
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The Fourth Symphony, like two of Beethoven's , has 

two ideutical trios. In Brahms, too, adagio is 

the atypical markin6 f'or the slow movement: three 

out of the four in the symphonies are andantes. 

The scherzos -~low down to allegrettos. None is·. 

unequivocally in scherzo-and-trio.form - 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 Eerlioz the genre piece still more invades 

the centre of the symphony, 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 the second part of 

Beethoven's Seventh symphony, which is its precedent, 

and the serenade in the same v1ork is hardly a scherzo, 

though tae flanking sections of its ternary structure 

are certai·nly scherzo-like. (The movement can of 

course be seen as a free reinterpretation of the 

scherzo-and-trio idea, though in inverse formal 

proportions). The Symchonie Fantastioue has two 

unusual •scherzo' movements: the 1Valse ' (on the 
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anology of the symphonic use of the min'tet and the 

liandlcr) which falls second, and the penultimate 

'Marche au SU..Pplice', in sonata form. 

In the symphonic works of Liszt and Strauss, 

as we have a~ready suggested, slow movements and 

scherzos generally exist, if at all, in the form 

of radical reinterpret~tions which preserve something 

of their principle but usually little of their outward 

shape or definition. It is in the symphonies of 

Bruckner that the great Classical and Beethovenian 
I 

sluw movements and 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 Eighth Symphonies 

. are in the key of the flat supertonic major, and that 

of the D minor Ninth in the (natural) supertonic major. 

Though Bruckner usually calls his scherzos explicitly 

by that name, they com~only owe a good deal to the , 

Schubertian Landler - and their trios may do so as 

v1ell. The exclusively scherzo sections of these 

movements are characteristically in a concentrated 
. 

son a ta form. One scherzo and three trios are in 
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duple time, and most of the trios, apd very 

occasionally even the second subject of the 

sonata-scherzo, 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 E flat minor in which the central 

G minor section is scherzo-like and even has its own 

'trio' io the flat submediant major. The repea~ of 

the scherzo merges and then fuses with the reprise 

of the :first section to complete Vlhat is a highly 

orieinal movement. Dvorak's slow movementsare 

andantes or adagios, usually in ternary form; his · 

scherzos are characteristically furiants, though 

he was also capable of writing a slower and more 

graceful Erahmsian intermezzo-type movement - such 

as the wistful allegretto grazioso of the Eighth 

Symphony. Tchaikovsky's slow movements show us 

.nothing new until the Sixth Symphony, which takes 

the unprecedented step of having a full-sca~e 

adagio as the finale. His scherzos owe something 

to Berlioz - particularly with regard to the 

symphonicization of the waltz (in the third 

' 

movement of the Fifth Symp.:1ony and the 5/4 'waltz' 

movement of the Sixth). His symphonic assimilations 

of the march are pe~haps also more indebted to Berlioz 
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than t o other compoi:rnrs who had simil arly incorporated 

it (cons ider especially the third movement of the 

Sixth Symphony and the trio in the scherzo of the 

Fourth). And indeed t~e very use of two 'scherzos' 

in the last symphony, a s in the Third, ii·a structural 

idiosyncrasy which ·has a precedent in Berlioz. In 

the matter of key-schemes Tchaikovsky was much more 

orthodox than :Borodin and Balalcirev; for instance, 

the sl0\7 movement of· :Borodin's First Symphony is in · D, 

while the principal key is E flat, and .the corresponding 

movement in ~alakirev's First Symphony is in D flat, 

while the main key is C; and the scherzo of ~orodin's 

Second Symphony is in F, a tritone removed from the 

principal key of B. Also worth noting is that the 

slow movement of Balakirev's First Symphony is, 

unusually, a sonata-rondo, still more irregular 

for having its second subject in the key of the 

augmented second; his Second Symphony has a slov, 

movement called· 1 Romanza 1 , after the early Romantic 

type. The scherzo of Balakirev's ~irst Symphony 

falls secoad. The same movement in his next symppon~ .. 

has its scherzo section in a sonata form which, during 

the reprise after the 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 history 

of the finale.- Quite early in Haydn's symphonic 
' career he began to take special care of the finale; ' 
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even before the Sturm und Dran,G, he gave it a new 

dramatic emphasis . His early finales were ter.oary 

er rondo affairs, but from about the time of his 

meeting with Mozart he started to add an intellectual 

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 the 

'Salomon' Symphonies he relied on highly 

individualized and often complex sonata-rondos 

almost to the exclusion of other forms. l/Iany 

of the finales which have contact with the sonata 

principle are ~haracteristically monothematic. 

Once again we find a parallel in Mozart's 

development. As early as 1773, when Mozart 

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 

.to the 'seriousness' acquired by the finale in its 

.adoption of sonata form. All the last great 

symphonies of Mozart employ the sonata principle , 

in the finale, though they are unlike-Haydn's 

finales in the way they remain generally 

untrammelled by associations of rondo; the 

exc_eptj.ons are .the Haffner and Prague Symphonies 

in which the successive reappearances of the 
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. 
. principal subject suggest ~ fusion of r~mdo with 

sonata f'orm. The Juniter is the finest of the 

"'"rue 'finale symphonies', having a last movement 

that is not .only strong and dynamic in its_ own 

rieht but is.also adequate to the collective 
-;:-

impetus of the foregoing movements and is the 

goal of the whole symphony. Its famous enlarged 

coda an-tici"pates Beethoven in the way it summons 

yet more energy to bring the movement to its ­

highest climax and ·to lead the symphony to 

apotheosis. 

Beethoven fully realized the emanicipation 

of the 1ast movement and consolidated the 'finale 

symphony•. For this movement to be the dramatic 

focus of the .whole symphony and its denouement it 

was necessary that it gather to itself, either by 

explicit recollection or implicit reference, and 

always by transfprmation, something of the rest 

of the symphony; i.e. that it offer itself as 

in some sense the answer to the contradictions 

of the previous mov.ements or, more correctly, 

as the accommodation of those contradictions 

in a synthesis on a higher dialectical plane. 

The most explicit recall is in the finale of 

the Ninth Symphony, which opens with a dramatic 

and unambiguous 'review' of the previous movements. 

Another instance of overt recall is in the Fifth 

' 
. , 
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Symrhony, where the pervas:l.ve use of the four-note 

motif links the finale with the first and third 

movements, and in which the main scherzo theme 

-returns near the erid of the development. J3eethoven ' s 

finaless like those ereat ones of Haydn's·~ have an 

individuality and an unpredictability; like Haydn's , 

too, they arc someti,nes formal hybrids . Thus in 

the First Symphony the finale opens with a slow 

introduction , in the Second _it is a baffling, 

subtle blend of sonata and rondo, in the Third 

it. beeins in G minor rather than in E flat major 

and 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 cal7ed a suppressed son a ta form. · 

OthBrwise the finales are commonly sonata or 

rondo for.as. The 3eethovenian finale of thematic 

revelations, triumphant resolutions, and a coda 

apotheosis, became the dominant ·model for the 

nineteenth century. 

Schubert I s finales, however, do not usually •-.. 

attempt such total and logical syntheses. His 

finales are not the triumphant outcome of the 

conflicts of the ·previous movements so much as 

a clima ctic assertion of : t~.e power of song to 
. ; · , .. 

transcend those conflicts·~· 'l/i1en they do attempt 

a 3eeth6vcn-lilce victory - as tn the C major 
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conclusion to tho C minor Fourth Symphony - the 

result, as we have }JOj_nted out, is a facile and 

unconvincing gesture_. His finales are all sonata 

structures, though they tend to be still freer 

than bis firit movements. llendelssohn ' s Scotch 

and Italian Symphonies in their own way acknowledge 

the Be ethovenian finale. The first does so rather 

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 moderate 

assa i tempo. The Italjan, on the other hand, has 

considerably more orieinality. Its procedure is 

based on a full inversion of the Beethovcnian ethic 

of victory: it ends not with a cumulative outburst 

but in defeat, running down despa iringly as if from 

exhaustion; it is one of the first symphonies to 

allor, the Beethovenian princj_ple of conflict to 

issue in failure instead of triumph .. Eoth thes G: 

finales are sonata forms; that in the Ita lian is 

also more interesting for its technique of 

suggesting dramatic prosress by substituting new 

material £or the old at the second-subject stage 

of the recapitulation and amalgamating this with 

coda function. 

Sharing Mendelssohn's lack of a full masteri 

of the Classical dialectical method and of ~eethoven's 

technique of significant transformation, Schumann 
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sometimes also harnessed o. new theme to the coda 

to clinch the dramatic resolution - uuch as he 

occasionally did in codas to other movements as 

well. Iu the .Second Sy1!lphony the cod2. theme is 

hinted at earlier in the movement, and in the 

J~ourth the rousing, climactic; nev, theme drives 

the coda ever quicker to its end. The coda of 

the Third Symphony is more subtle in that the 

development's discovery of a triadic Urthema 

which obtains for the v,hole symphony, but sounds 

like new material, is used together with other 

thematic resolutions , and recollections of earlier 

parts of the symphony, to build the coda to a 

great climax. All Schumann ' s final es are soriata 

forms; among their individualities are the use 

of a slow introduction in the Fourth SymphoDyf 

the omission of the first subject from the 

recapitulation in the same movement, and the 

dovetailing of development and recapitulation 

in the Second Symphony. 

If Brahms grew ever less able to write a 

Deethovenian finale of triuraph it was not for 

want of technique - whica. he had in abundance -

but for reasons which have so:nethin6 t;o do ·ui th 

his having been born in 1833 rather than 1770e 

Only in the First Symp~ony did Brahms attempt 

to recreate and inhabit ~cethoven's world of 
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heroism. There the finale's allegro emerges 

triumphantly in C major out of the troubled 

C minor adagio which introduces it, and puts 

down a ttemr•t·s to undcrmtne it before culminating 

in the apotheosis of the coda. 

Symphony the change is marked. 

By the Third 

'In the finale , 

the sccontl subject ' s C major opposition to the 

F minor first subject has a facile optimism. 

It cannot triumph, as the sostcnuto coda reveals 

when it slowly loses energy and mor.icntum, and 

dissolves the movement into an ethereal, sighed 

remembrance of the once strenuous and in~assioned 

opening theme of the first movement . This is 

thematic resolution indeed , but it is not a 

fulfilment of the heroic aspirations of the rest 

of the syrnr.,nony. There is no triumph, only 

resienation to the fact that the 3eethovenian 

world of achievement is unattainable. In the 

Fourth Syr.iphony the change is complete. 1.\he 

finale is still the climax, focal point, and 

resolution of the symphony, but now in formal, 

stoical terms; dualism finds synthesis in the 

monism of a profound and laconic passacagliac 

The finales 'of Berlioz are in many ways the 

most unconventional·wc have so far encountered, 

though whatever else happens they still retain 
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o. sense of esscntiaJ. dramatic c0mplction and climax. 

The 'Scllt;e d ' une nui t du Subba.t' in the SymJJhonie 

Fantastinue is an unusual type of through-colliposed 

section&l i'orm , starting with a larghetto 

introduction. The movement realizes the. ' destipy ' 

of the thematic liver.; of the symyhony, and does so 

in terms of a triumph vthich is a perversion - or 

inversion - of the Beethovenian model: if it is 

n victory it is a diabolical one. In this way 

the work has Gome relation to Mendelssohn's Italian 

Symphony, and also - tllout.sh much less - to :Brahms 's 

Third. The reminiscences of former movements at 

the beginning of t1~e finale of Harold have an 

immediate precedent in 3eethoven'n Ninth Symphony. 

But the movement, thonc;h prescrvi.ng a sonata ' shape ' , 

is static and ritorncllo-like; it uses a 

recapi tlllation that is absolutely identical vii th 

the exposition , a departure from dynanic principles 

that is not redeemed by a second quaGi-devel opment 

in the coda. (This postponed development i s a 

procedure that recalls but does not repeat t he 

success of the first movement of the ~ymphonie 

Fantastinue). The coda replaces G minor with 

G major. As for the symphonic poem,.we indicated 

in our earlier discussions that Liszt uuJ Str<1.uss 

made it a single-movcoent synthesis of the multi­

inovemen-~ traditional symphony; we need therefore 
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only remind ourselves thn:t we saw there that the 

symphonic poem pursued a 'symphonic~ notion of 

thematic 'dcstiny1 , and that this could end in 

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

Beethovenian finale ideal. 

It is to :Bruckner yet again that we have to 

look to find the most explicitly intended and most 

iully realized Tiecthovenian finales of the 

nineteenth century. These finales accept the 

contrasts of the previouLJ movements in all their 

complexity and o.t·~empt no less than their total 

synthesis. Sometimes, as sometimes also in 

Beethoven, part of the machinery of this 

process is appai~ent: in the Eighth S;y-r.1pho11y, 

f'or instance, the principal subjects of the first 

two movements are recalled near the end of the 

movement, and then, for the last thirteen bars 

o:f the work, the .main ideas of all four movements 

appear simultaneously, resolved triumphantly over 

a C major common. chord. Other explj_ci t 

recollections occu.r in the codas of the Third 

and Seventh Symphonies; and nearly all the 

finales embody at some stage veiled reference 

to previous movements. The F j_fth Symphony 

follows the example of Beethoven's ninth in 

beginning its finale with a review of themes 

:from earlier ( in this case the ·first two) movements. 
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Generally too the fj.nales involve their first 

movements by a structu1:u1 and themat:i.c affinity 
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with them. All· reach Glorious major-key apotheoses. 

Formally the finales are highly sophiaticated sonata 

structures sho\'/ing the same types of. peculin.ri ty as 

the first movements, 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 firt3t .. 

movements that they are composed againut, rather 

than in, sonata form. One of the most interestin; 

of the movements- is in the Fifth Symphony: there 

sonata achieves synthesis with a fugue on three 

·~ubjects in a finale whose general precedents 

arc to be found in Haydn and i,:ozart , but above 

all jn the late works of :Beethoven. 

Dvo~ik's finales operate within a fairly 

conservative framework. Sonata forms are co1TLi,1on; 

an interesting exception is the Eighth Symphony 

which has as its finale a theme and a series of 

variations amounting to a broadly ternary for.n. 

Tae finale of the Fifta Sy:nfhony begins in the 

' wron~• key of A minor before moving eventually 

to the •correct' F major - a procedurci which we 

will reraembcr was used by 3eethoven, and later 

also by others (for instance by Eruckncr, in ilis 

Eigbtb Syrupho11y). • Dvotalc ' s finales favour 
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(;Ui.se of a •new 'theme, the first subject of the 
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openina movement. l3ut nowhere are the recollections 

more thorough than in the Ninth Symphony wher0 the 
, 

• coda confirms the ' discoveries• of the development 

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 importa.nt 

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 connects 

with the Beethovenian ideal by inverting it. Instead 

of a final winning through to apotheosis this last 

movement submits to a final catastrophe: th~ 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 lu.rks 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 fanfare 

intrudes, insisting that the high spirits of the 
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recalling, either exp1icitly or in the partial 

guise of a •new ' theme, the first subject. of the 
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openin& movement. Dut nowhere are the recollections 

more thorou&h than in the Ninth Symphony where the 
-• coda confirms the ' discoveries ' of the development 

that we spoke of earlier (see page 72), and 

interweaves the principal subjectsof all :Cour 

movements and the introduction to the second. 

Tchaikovsky's finales make two important 

innovations: the Sixth Symphony has an adagio 

for a finale, aud the Third a polonaise. 

(Balakirev's First Symphony has a finale coda 

in tempo di polncca) . In the Sixth Symphony 

we have another instance of the type that connects 

with the Beethovenian ideal by inverting it. Instead 

of a final winning through to apotheosis this last 

movement submits to a final catastrophe: tb~ second 

subject, an opposition to the first subject in the 

symphony's prevailing opposition key of D major , 

collapses cataclysmically and hurtles dovmwards 

through a stringendo string passage into the 

final~y ineluctable main key of B minor . There are 

.anticipations of this inescapable tragedy elsewhere 

i n Tchaikovsky's symphonies. It lurks in the 

Fourth, for example, but t here i t is up to a 

point simply evaded: just before the coda in 

the finale the first movement's fateful fanfare 

i ntrudes , insisting that the high sp~rits of the 
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movement :ire no final ansv,cr to it - but then 

the symphony merely picks up its former manner 

and cocapes into tho exhilarating coda. Sonata 

form finale~ arc co~non 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 stuay of a century-and-

a-half of symphonic writin~ has oho~n us how the 

forces of renewal, operatjng bet~cc1l the poles of 

strona consarvation and imaginative reinterpretation, 

transmitted the Classical synphony and .Particularly 

its Tiecthovenian manifestation tiirough t:1e 

nineteenth century and brouGht it, still a living 

organise, to the dawn of the twentieth. ·.rte are 

noY ready to turn to the twentieth century and to 

try to understand the nature of some of the 

symphonic developments that have taken place in it. 
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CIIAP~rER 2 

I 

. . 
At this .point ' survey ' endn. No longer shall · 

we be concerned wi~h an attempt to be anything like 

'comprehensive ' . Nevertheless, our way of 

proceedina will try to be as logical as possible. 

We move on now directly to an exomination of 

twentieth-century symphonies that preserve 

conventional forms but be~in to depart moderately -

yet sianificantly - from them. '.'forks that are 

' wholly ' conventional in structure will not be 

dealt with, for the obvious reason that, since 

ta.cy a.dd very little to our kno\'/lcdc;e of 1·1hat 

a symphony mi3ht be, they belon~ to a general 

survey rather than to a limited study of th~ 

continuing evolution of the symphony in the 

twentieth century. Jn this chapter, then, we 

shall be concerned with symphonic featur~s that 

carry on progressive developments, or that 

extrapolate from hints in earlier symphonic 

practice, or that are themselves quite 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 traditiona.l symphonic practice. 
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We shall be concerned with developments made on 

the baois of this practice, rather than with 

radical departures from it: that is why we can 

speak of ' moderate' innovationo . In addition 
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to this, one further limitation - and a crucial 

one - i z impli~d . It is that the works to which 

these moderately innovatory features belong, and 

which are cited as examples, are still 'conceptual],y ' 

symphonic in the sense running throu~h this entire 

study: nanely, they are essentially and definitively 

preoccupied with the traditional problem of sonata 

dualism. 

II 

With the wcakenin; or disappearance of tonality 

as a structuring element , composers have looked for 

other ways to control their (often agglomerative ) 

materiale One procedure that has su;..-=ested itself co 

has been to divide what mi8ht other~ise have been 

a single complex movement int6 two or more movements ; 

or put differently, to strengthen the bond bet~een 

discrete sy~phonic mo?e□ents by ~aintaining between 

two or mor e of them SOQe affinity of style, idio~, 

or character.. This is done over and above the 

usual fundamental t~ematic unity that can be taken 

for granted in most sympaoniese 
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The genre of the scherzo seems to lend itself 

well to thi.s kind of trca·~rncnt: and there is of 

course a fn:nous precedent (mentioned earlier -

sec page 99 ) in the ~ymphonie Fantastigue .. J.1ahler1 s 

Ninth Symphony , for instance, like say, his Third , 

spreads a eeneral ' scherzo' style over two of its 

movements (movements two and three) . ThP. first 

of these is a L§ndler with two consecutive trios, 

and the secoad the defiant and savagely parodistic 

'Rondo Burlesque'. And there is nn intimate 

dramatic and temporal connection between these 

two movementg ti1at reinforces our sense of their 

being, from one point of vie~, a single complex 

movcrrent written as two. The Landler had bccun 

as an attempt, tnrou6h the symbol of the dance, 

to recreate the vanis~ing world that was so much 
~<.. 

the cause ofifirst rr.ovement 1 s conflict. But ti1e 

vision of the old world did not come easily ; the 

picture was distorted. Diatonicisra became 

overloaded with chromaticisa and by the imminence 

of other tonal centres ; tonality frequently 

seeraed on the point of bre~kin~ down. The mood 

of the movement became increasingly hysterical, 

aod the distorted , conjured-up world faded before 

our-eyes in the coda: thus the bitter parody, the 

grotesquely reductive view , of the ' Rondo ::Surlesg_uc 1 • 
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A somewhat si~ilar state of affairs obtaimin 

Shootakovich's EiGhth Symphony. Like J/Iahler, 

Shostakovich spreads a scherzo character over 

movements two and three, and adopts the common 

scherzo-and-trio form only in the first of them. 

Bv.t unli.kc the Mahler of the Ninth Symphony, he 

places the second scherzo movement in abrupt and 

po\·,erfu.l contrast to its companion piece . In 

the first scherzo movement, despite the orthodox 

form, there is no mere literal repetition , and 

the whole grows spontaneously 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 □ection is framed by a trenchant rnoto 

pcrpctuo of compelling regularity. The contrast 

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

two of ·l;he central movemen ~s are dra.wn together 

(despite the duality between them) by this 

affinity of genre. The procedure here is very 

oirnilar to that in Mahler's Second Symphony 

(movements two and three). 

One also finds a symphonic sci.'1crzo divided 

into three movements. In that probably unique 
, 

synthesis of symphony and song cycle , Mahler's 

Das Lied von der Erdc,~ movements three, four 

l~ The work is subtitled 1 A Symphony for tenor , 
contralto ( or ba.ri tone), and or·chestro.• • 
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nn<l fivo (•Vou der Jusend', 'Yon dcr Sch6chcit ', 

and 'Der Trnnkenc im Fruhling') may be taken 

tos;cther for they quite obviously share affiniti0s 

of mood , and conccru themselves with some of life's 

pleasures - youth, beauty and intoxication by wino 

and by spring. They stand collc cti vely 5.n sharp 

contrast to the other movements of the work, 

textually and musically. They are predominantly 

major j_n key, brj_Ght toned, lively, uninhi bi tcdly 

happy; they are also all relatively·short. It 

i s thus fair to see taeir function in terms of 

the symphony as a v✓;-,ole as that of a 'multiple 

scherzo '. 

Movements other than scherzo may also be 

subdivided. Mahler provides felicitous inst~nces 

here too. In the Third Symphony, the fourth and 

fifth movements obviously fall together through 

being the only vocal movements in the symphony 

and througi1 the way they complement each other 

by speaking respectively of the grief and longing 

of the human soul , and of eternal para1ise. In 

the very vjgoroun Fifth Symphony, the traditional 

first movement is subdivided into two separate 

movements which . together make up v,cat. Uahler 

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 splitting up 
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a sin&lc movement into a multiple movement 

clearly 5ives f,iahler a wny of controlling hin 

materj.al . It is a principle of restraint , 

wholly in keepina with the nco-Clansical 

disposition of the work. The first part of 

the multiple movement j_s a 'Tr2.ucrmarsch' in 

C s,1arp minor and stra ightforrmrd rondo form; 

1 20 

the s econd part, in v1hich tr ... e moods of the first 

are lar{;cly 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 would appear 

t o be no reason why n disjunct placing could not 

result: i.e. one in which the various 'parts' 

were separated by a different movement altotether. 

Indeed I~~ahler' s Seven th Symphony provides an 

instance of this. Both the slow ~ovements are 

titled ' Nachtmusik ', suggesting different farts 

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 sinister 

schattenhaft scherzo in D minor. 

Another cootrolling , form-giving operation 

sometimes used by symphonists of the twentieth-
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century is the combina_tion, within a single 

movement, of two (or more) structural principles. 

Thus, for instance , sonata organization is added 

to variation forms, to scherzo movements, to 

rondos, and is synthesised with fugues; variation 

principle is united with rondo or ternary shapes; 

-and so on. Let us look at some examples. The 

first movement of Vaughan Vlillinms ' s Eighth 

Symphony is a· complex synthesis o·f monistic 
-

variation form ~nd orthodox dualistic sonata 

structure. An initial complication is that the 

movement (called ' Fantasia ' ) is a series of 

variazion i senza tema: there are no unambil;UOUsly 

stated thematic 1 positives 1
• One important 

consequence for the inherent :sonata structure 

follows from this: in the absence of any 

absolute point of reference, such dualistic 
' oppositions as ther~ are, are free to define 

themselves anew continually; the opposing 

tendencies in the music are differently 

characterized at different times. The two 

opening variations belong together, the first 

introducing material that the second subjects 

to some development. If the latter is rapid, 

diabolic, chromatic, and with prickly syncopation, 

the third variation (andante sostenuto and C major) 

is prc>cisely and dramattcally the oppooiteo This 
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cantabile section arrives with the force of a 

second group of a sonata expositioo - which in 
I 

terms of the inherent sonata structure is 
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exactly what it is. From the sonata viewpoint, 

the fourth and fifth variations are the development 

oection, the former developing mainly the first 

variationt and the latter mainly the third. The 

development seems to overflow into the sixth 

·\'-aria ti on . :But this section is ·also a revision 

of the second variation; and when it breaks off. 

suddenly ( as it did in the 'exposition') and is 

followed by the affirmative seventh variation, 

an andante sostenuto 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 conflictt and swells into a glorious 

largamente passage in D major. The slow movement 

of Mahler's Fourth Symphony might likewise be 

considered as basically a set of variations 

compounded with sonata organizatioo. 

Various possibilities exist for the fusion of 

sonata form with scherzo structures. For a start 

the trio may be treated as a second subject - a 

procedure · used in Schumann s Third Symphony and 

adopted by Vaughan \VilJ.j_ams perhaps moot notably 

in his Sixth Symphony. Here,as so often with 

I , 
• 

l 

' 

l 
i 
I 
I 

I 
! 
I 



123 

symphonic movements that; bring together and unite 

different forms, a~y ' simpler' view of the movement 

will fail to do justice to its complcxj. ty. The 

description of the Vaughan Williams movement 

given by most analysts - simply as a scherzo 

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 o.dequate view would see the opening scherzo 

section (mainly on a B flat tonic) as being 

simultaneously the first groupv and the trio 

(setting out in C minor) as the second croup. 

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 9 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 1 Humoreske ' ) of Nielsen's Sixth Symphony 

behaves fairly similarly s the chief exception 

being that it foreoes recapitulation after a 

quasi-development. Closer to the formal technj.q_ue 

of the scherzo ~f Vaugha n Williams's Sixth is the 
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scherzo of_ the Third Symphony by Charles Ives. 

The movement is a splcnded amalgam: not only 

does Ives ma~age to develop both 'subjects' 

(the s econd 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 Ives treats the trio as an 'independent' 

sonata form, so also the scherzo section may be 

treated in such a way. Indeed, this.manner was 

implicit in many nineteenth-century scherzos 

(Bruckner's for example) and it is an idea that 

bears fruit in ·.:the twentieth- century. The Second 

and Fourth Symphonies of Vaughan Williams, for 

instance, add sonata procedures to their scherzo 

movements by using this technique; but a more 

intricate development of this idea is that worked 

out by Mahler in the scherzo of his Fifth Symphony. 

The ~allowing schema may suggest this intricacy: 

A: D major. Sonata exposition and a 
terse development but no recapitulation : 
only a brief closing theme. The ~ecti~n 
ends in D major. 

B: B fla t major . Another sharp ~ontrast 
the fir.st trio, a gentle Landler.· 

A: D major again, initially: A counter­
expos ition, with another devel·opment. 
Also acts as a transition by anticipating 
the t hemes of the next . se~tion. 



C : D minor . The second trio - another 
Lfindlcr. (Followed by a Classical 
development of principal clements 
from At B, and C: the dramatic 
crisis of the movement). 

A: D major. General recapitulation of 
principal elements of the movement, 
all grafted onto a predominantly 1 A' 
(i.e. scherzo). section. 

Coda. 
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Besides, this movemen t also contains a rondo 

shape (ABACA); and one might perhaps do the piece 

equal justice by explaining it as a rondo organization 

of a scherzo-and-trio movement, pressed,1 into the 

service of sonata. As such, the coCTplexity .ruay 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 another opportunity of formal combination 

to twentieth-century symphonists . Indeed, the second 

movement of the sa\:ne Mahler Symphony fuses modified 

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

ABAB, development; C, interpolation or episode; 

AB, recapitulatio,□). More novel and intriguing 

syntheses of rondo and sonata forms are those 

systematically explored by Fricker throughout his 

Second Symphony. ' A special intcr~st of these 

syntheses is th~ occ~sional incompatibility , or 

nt least incongruity, of the two forms - where the 
I, 
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sectional boundaries 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 

also the rondo ' s refrain, prop~ls itself to a 

tonic D just before cue 5, and then gives way 

to what may be taken to be the second section , 

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

the momentum of tpis section is punctuated by 

three brisk chords, demarcating what then suggests 

itself to be the beginning of the sonata form ' s 

development - especially as it starts in a different 

(meno mosso) tempo and after six bars recalls the 

introduction to the 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 docs it differ seriously from that first· 

' episode. What has . happened in factj is that the 

sonata form has thrown its development right across 

this expansive first episode and bas done so 

empho.tically, with a heavily stressed end to the 

exposition and start of the development. A great 

structural tension results from this disjunct 

correlation of the two forrnso 
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One further amalgam involving sonata is 

worth mentioning:the combination of sonata with 

fugue. An impressive case is the finale of the 

Sixth Symphony by Karl Amadeus Hartmann, ""'.hich as 

a sonata finale on three fugues has a notable 

precedent in Bruckner's Fifth Symphony. Hartmann ' s 

finale, however , is perhaps more easily assimilable 

to traditional sonata outline than is Bruckner's: 

in the twentieth-century work, the three fugues 

correspond broadly to 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 rocapitulatory insofar that it 

approximates its subject closely to that of the 

first fugue. Less th.roughgoing is 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. 

ill the synthetic forms we have examined so 

far have involved sonata organization of some kind: 

i.e. ·as one of their components . Though these 

would appear to be tho most ln·~erestirig type of 

amalgams, others do occur in syinphonic writing -

r 
I 
! 

I 
I 

~ 
-! 

I 
I 
t 

I 
I 
i 



128 

combinations involving variation principle, for 

example. We have already seen fusions of variation 

and sonata; brief mention might be made of two other 

types. Rondo and variation is a felicitous 

combination, much favoured by Uahler . The Fifth 

Symphony is permeated by this union; 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 slow movement of 

Prokofiev's Seventh Symphony. 

III 

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 continuation -·wer~ really 

inseparable, for they both stemmed from the formal 

C-lassical aesthetic. This unity (as we saw in 

Chapter 1) became problematic after the Classj_caJ. 
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age proper, as music began to demand new kinds .of 

structure - 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 now, 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 

not merely redundant but actually 'impossible', 

is the scherzo of Sibelius's Fourth Symphony. 

~hroughout this work the interval of the tritone 

plays a highly disruptive role; in the scherzo, 

it begins to work its -corruption in the doppio 

piu lento section. ~his is generically the trio; 

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 fruit~ess, annihilating strife that 

soon brings the movement to an end. At the 

cooclusion all that is left of the original 

. matP.rial is the merest ghost of the first theme,, 

which flickers to life within the domain of B 

and is promptly smothered·~ and a vague memory 
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of the principal tonic, struck lifelessly upon 

timpani soli. These 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 meanine j_n the face of such internal 

conflicts. This movement omits reprise from 

a scherzo-and-trio form ; the slow movement 

of Nielsen's Fourth Symphony (The Inextinguishable) 

omits reprise from a sonata structure - and for 

sj_milar 'dramatic ' reasons . The first subject 

begins as a writhing string l ine) with a 

desiccated timpani and pizzicato accompaniment 

that is brilliantly macabre; the contrasting 

second subject has a 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 stability. There is no recapitulation: 

both themes are spent, _and in the ensuing relative 

calm motives from them fly about fragmentarily. A 

somewhat different ' dramatic ' situation occurs in 

the finale of Honegger ' s S;rmPhonie Li turQ;_H~.: 

here it is not that after sonata conflict there ' 

is not enough energy for recapitulation, but 

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

is of a kind of 'other wor:tdiness', 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 1 dramatically 1 superfluous_ and thus 

omitted. In the sonata-form finale of Shostakovich1 s 

Fj.fth Symphony there is no second-group reprise: in 

leading from recapitulatory hesitancy to an ultimate 

and triumphant solution of ~ '8 1 ~•nd the symphony's, 

problems, the first group haG superseded the 

majestic second ; for the second group to return 

now would be gratuitous and formalistic. Much 

t he same takes place in the finale of the same 

composer ' s Seventh Symphony. How successful -

i ndeed how necessary - such measures are in 

symphonies with a certain type of dramatic 

content, 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 that 

takes shape under dramatic - perhaps even proe;rammatic· -

forces, and a somewhat formalistic recapitulation. 

' My work' t said Mahler, :1.n a le"'Gter to Anna von 
.. . 

Liildeoburg~ in J"uly 1896, 'is a mus.,cal poem 



embracjng all stages of deY~lopment in a 

progressive order; it begins with inanimate 

nature and rises to the love of God!' The 

first movement poses a conflict between the 

first-subject complex - a symbol for Mahler ' s 

132 

'inanimate nature' - and the second-subject 

complex, which symbolises the life-force of 

'summer marchin·g 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 results in fine formal integration~ 

The finale of Walton's First Symphony recapitulates 

no more than the grand preface which opened the 

movement; the first subject is there only by 

ioplicatioo. 
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None of our examples of varied r~capitulation 

has come from a symphonic first movement. This 

may perhaps indicate - though it is impossiblB to 

be sure - that composers have a freer attitude 

to recapitulation in later movements than.they 

do in first movements; however, it should not 

suggest that first movements are quite exempt 

from this kind of treatment. Two of the works 

cited (Sibelius's Fourth Symphony. and \'/al ton'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 £urther 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 sections 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 

instance; some twentie:th-century symphonists 

have bu~lt upon this tradition, with the result 
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often o:: blurring the definition of discrete 

sections .. • Wal ton I s First Symphony approaches 

this coodition in ~ts outer movements by making 

working-out integral to much of the music ' s 

progress. Thus in the first movement, apart 

from the greater number of keys that are passed 

through 1 and a greater concentration of certain 

motives 7 there is nothing fundamental1y ·different 

between the • official ' developmen.t section and 

other sections of the movement . And in the 

finale, the first subject exposes a good number 

of its d~velopmental possibilities before the 

second subject arrives . Similarly, in the 

finale o~ Shostakovich ' s Fifth Symphony, the 

first group ventures into an 80-bar development 

almost aT once: it is unshakable once it has 

started Eeveloping, and the second group, in 

order to make itself heard , has simply to 

interrup t. Even then the fi r st 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 t he dominant of the second group's approaching 

tonality. Nielcens in the first movement of his 

Sixth Syc:..~hony, vests this procedure with the 

special significance t hat the second group appears 

as a cons~·guence, of the first group's development: 
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2 it is a 'discovery'about that first group. The 

finale of Shostakovich's Seventh Symphony ' displaces' 

development not only by interposing it between the 

exposition of the subjects, but also by 'postponing ' 

it so that it occurs simultaneously with the 

recapitulation of the first group. • From one 

point of view the latter amounts to a dovetailing 

of development and recapitulation - a synthesis 

mastered by Bruckner and frequently achieved in 

the twentieth-century (the first movement of 

Shostakovich's Tenth and the finale ~f Stravinsky ' s 

Symphony in Care otaer instances). Of course 

the displacement of development in that Shostakovich 

finale - as in some of our other exaQples - 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 

t his movement which we understood as a scherzo­

and-trio form grafted onto a sonata structure 

(page 124) - we shall see that development occurs 

~n the first scherzci section (sonata exposition 

and development) , in the second scherzo section 
. 

(counter-exposition and development), and after 

~he second trio (a general developm~nt ) , 

.. 

.... 

2. This is fully discussed, in a more approp:ciate 
coo text , in Chapter 4 .. 
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A few other modifications to sonata form are 

worth mentioning. Composers of large-scale 

symphonies some.times 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. Thi s· 

is partially true of the first movement of Mahler's 

First Symphony, where technically there is no 

.second subject ; however, Mahler maintains a 

semblance of formal orthodoxy by treating the 

lanssam introduction as a kind of first group 

and allowing it to return 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 subje~t• 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 dualism - only that he has 
.. : , 

found new ways to bring it. about, as we shall see 
.... 
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in a later chapter. But to return to Mahler: 

as long ag·o as Haydn, composers would occasionally 

allow a slow introduction to make a dramatic return 

during a movement: • this broadly is Mahler's 

precedent , in the example mentioned. Howeyer, 

as the Mahler example implies, modern symphonic 

practice may also intensify this procedurew A 

good example is Honegger's Syrnphonie pour Orchestre 

a 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 1 extra1 subject in addition to the normal two. 

Or alillost: 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 movement; 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 
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eccentricity even 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 dissimi lar 

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. Besides, the formal deployment 

of these sections is rather unexpected. The 

scherzo (a Landler) does not return immediately 

afte~ th~ 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 use 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 generically) 

a scherzo with two closely related but dissimilar 

trios. This perhaps rationalizes the use of 

£!:!_ambiguous rondo forms by scherzo movements -

such as that in Walton's First Symphony, Tippett's 

Second, and the 'Rondo Burlesque' in Mahler's 
. \ 

Ninth. Similarly, the older, orthodox minuet-~-

and-trio formic which a single trio occupied 
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the central position in th9 mpvement, may argue a 

genealogy for simple ternary form (ABA) when this 

appears in scherzo movements - as it does, for 

instance:, in ~hostakovich's Eighth Symphony (third 
' 

movement), or in the Sixth Symphony by Egon Wellesz. 

By the same token, scherzos in extended ternary 

form (AJ3ABA) hint at an affiliation to, say, those 

Beethoven movements that place two statements of 

a single trio between thre~ of the scherzo section: 

when that kind of extended ternary scherzo appears 

io a work as Classically oriented as Prokofiev's 

Seventh Symphony, the affiliation seems still 

stronger. At the same time, there is at least 

one twentieth-·century movement of decidedly scherzo 

origin written io 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 Stravinsky's Symnhony in C, ·a 

movement described by the composer himself as a 

suite o:f dances. Implicitly Stravinsky has here 

gone back further than the symphonic scherzo, 

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 
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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 e set of free variations. And the scherzo 

•movement ' of the formally very complex Fifth 

Symphony by Nielsen is a fugue. 

Another - and a fairly common - species 

of scherzo arrangement has already been dealt 

uith: that involving some sort of amalgam of 

scherzo-and-trio form with sonata form. Vaughan 

Williams, Mahler, and I ves were cited. We need 

now to take note of the further fact that sometimes 

composers write sonata-principle scherzos without 

there being any simultaneous presence of coovent1onal 

scherzo-and-trio form. For example , the third 

movement of Nielse11 1 s Third ( •Espansiva ' ) Symphony 

~s a Brahmsian allegretto scherzo set in a fairly 

straightforward sonata form; Shostakovich' s Fourth 

Symphony has a sonata- form Landler movement ; and 

-the scherzo movement of Elgar ' s Second Symphony 

is a weighty sonata-rondo. 

V 

So far we have discussed moderate structural 

cevclcp~e.ots in twen tieth~centu.ry ssrl1phonieso 
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Butt.here 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 symphony. We besin with a rather minor 

instance, but one following on directly from our 

discussion of the scherzo. In the nineteenth-

century, composers occasionally wrote a scherzo 

in something other than the usual· triple metre; 

in such cases a duple metre was commonly taken . 

Twentieth-century symphonists 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 

Vaughan Williams and Shostakovich (in the second 

of its two scherzos), and the Fourth of Prokofiev 9 

Martinu, and Franz Schmidt; among those with 

quadruple-metre scherzos are Prokofiev's Fifth, 

Shostakovich's First and his Eighth (first scherzo). 

Or the metre may fluctuate, as in Shostakovich's 
• 

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

A change in the expected tempo of a particular 

movement can have an effect more surprising than 

a metrical change; and in the twentieth-

century a movement quite often written outside 

of its noroal fastish tempo is the first~ 
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Slow :first movements occur for example in Mahler 1 s 

Ninth. Shostakovich's Eighth, Wellesz ' s Sixth, and 

Karl Amadeus Hartmann ' s Sixth. 

More far-reaching still is the removal of 

dualism from the 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 ~evelopment , 

dualism is banished from the first movement . This· -. 

is no doubt a consequence of Mahler's avoidance of 

a reaJ. 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 no dualistic import between these 'groups': 

both involve the tonic D and do not 9retend 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 

eventually to take hold of the work; in 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 Goehr's Little Symphony avoids 

presenting the basic conflict~al antagoni_sms of 

t 
l 
I 
I 

I 

I 
I 
J 
J 
t 

I 
I 
l 



143 

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 group 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 Mahier'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 enough to warrant our regarding them as 

new thematic material. Such ready and explicit 
I 

instances represent a distinct development beyond 

the nineteenth-century. This is not true o~ 
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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 

century. 

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 reiuterpretation 

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

and, merely because we can hardly omit to mention 

it , the familiar use. of the Lan dler (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 slow movement 

of the Symphony inc, the style and form of a 

da capo aria,in which Stravinsky' s already 

ornamented, Itali~nate, 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, for 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, 0 2 what a friend we have in Jesus, 

while 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 unity. 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 Sv,eet By-and-By, 

Sullivan's Proprior Deo, Yankee Doodle, t1arching 

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

Reveille, The Irish Fisherwoman, three-ring circus 

idioms , Martyn, Oliver Holden's Coronation, 

I Hear Thy Welcome Voice, Antioch, Woodbury's 

Dorr□ance, Zeuner's Uissionary Chant, .As Freshmen 

firs t we came to Yale, St. Hilda, and even the 

Westminster 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 such twentieth­

century pieces as Goehr's Little Symphonl (first 

movement), and Honegger's Symphonie pour Orchestre 

a Cordes, where it appears 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 techniques. 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, aod ooe that aims at a 

clear differentiation between the ostinato ground, 

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 

o~ introspection: in its use of contrapuntal 

passacaglia technique and melisma the ~ovement 

achieves a freedom from concerns of time and 
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symmetry, and a suspension i n the s tillness of 

meditation. In the Symphoni~ vour Orchestre a 
Cordes, by Honegger, passacaglia technique is 

adapted to use in an extended ternary slow 

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

an 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 - makes for ·a 

powerful sense of monism. This is certainly its 

effect in the finale of Vaughan Williams's Fifth 

Symphony, and of :Britten's Cello Symphony. •• 

Another contrapuntal style adopted by the 

symphony is one we have already discussed in a 

different context, and which will therefore 1 ooly 

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 movements, 

the adagio of Niels.en's Sixth ( called 'Proposta 

seria' ) has a fu·gato character in each section 

of its expanded ternary structure, wh~le in Ives:~ s 

Fourth the slow movement is a conspicuously 

academic fugue. And the l argo of Ives' s Third 

Symphony, though not _spec-ifically fugal, is a 

' 



polyphonic, or (in Tovey's term) •textural' 

movement, from which dualism has been banished: 

it is a single, unbroken, unchallenged monistic 

urge - apt for a movement which also happens to 

be the finale. There is a fugal scherzo in 

Nielsen• s Fifth Symphon·y, in addition to other 

polyphonic sections. 

A further group of changes is best 

described as ch~nges 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 the scherzo. During the 

nineteenth century the scherzo grew into a 

movement of weight and substance - at least, 

composers came to have the option of treating 
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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: namely, a - or perhaps 

the - crucial and decisive stage in the 

dramatic unravelling of the symphony's central 

concern: the turning-point that mak~s 

possible the finale as the •solution' to the 
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dualistic .' problem' that has preoccupj_ed the 

symphony. 3 Perhaps the first work to give 
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its scherzo that kind of importance is Mahler's 

.. Fifth Symphony, where the movement is a huge 
,. ·· 

and complex const,ruction occupyi ng the centre 

position in the symphony and shouldering a 

substantial proportion of its emotional and 

intellectual weieht. It is unusual on three 

principal and related counts. In addition 

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 superimposition of a sonata 

structure and a scherzo with two trios. Its 

special importance in the work is emphasised 
1-. 

by Mahler's calling it Part II: it is the oaly 
~ ) 

one of the three parts to consist of a single 

movement. A1ter the tremendous achievement 

(in all senses) of the scherzo, there is little 

left for the two final movements (Part III) to 

do but bring the work to a close. 

3. Beethoven's Pastoral Symphony is·a near 
anticipation ; but there the decisive 

., . turning-point, the 'storm' is treated 
as a new movement interpolate d into an 
otherwise conventional scheme. 
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Comparable to this is the role of the scherzo 

in MahleJ." c Ninth Symphony: there the music• s 

passage from a ccndition of growjng hysteria 

mingled with brutality, t0 one of calm and 

acceptance in the face of the inevitable, is 

entrusted wholly to the ' Rondo :Burlesque' - the 

second part of what we earlier called a multiple 

scherzo. It is the third of the four movements. 

The second movement, through a Landler idiom, tried. 

to recover a'world'whose disappearance was a cause 

of crisis as early as the first movement; but as 

the attempt begap to prove impossible it brought 

forth bitterness, distortion , and (with the 'Rondo 

Burlesque•) a savage mockery. Yet in this third 

movement there is a premonition of a challenge , 

fully to be realized only io the finale . This 
f. 

occurs in the important section where D I:iajvr 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 attainm~nt of the first movement, aod 

forward to the thematic achievement of the finale. 

It is the turning- point of the symphony, and in a 

sense makes possible the spiritual strength of the 

final movement. Still another example is the 

scherzo third movement of Elgar's Second Symphony. 

' 
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The movement has an agitation beneath the 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 reot1essness, 

frantic rhythms, and melodic shiftiness. This 

turns out to be the very same troubling presence 

that was discovered in the development of the first 

movement (at cu~ 28); and its vital relationship 

to the scherzo is revealed when a superimposition 

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 have been discussing 

concerns the role 0£ the symphonic 'conclusion', 

whetaer that be coda or finale. The modification 

here appears to have been almost exclusively - or 

at least very largely - 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 William.s's symphonies before the 

Fourth are at best 'fringe' works in terms of 
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the symphonic tradition, that by no means 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 body 

of the work, and in that sense anticipates Vaughan 

Williams's characteristic later •amendment' to the 

symphonic conclusion . The epilogue in the Second 

(Loodon)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 mode (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 Ottaway, 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, the process of melodic evolution leads 

back, near the end (after cue 13), to the point 

I . 
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where toe symphony began. But if the end is 

tho 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 epiloBUe, visionary • 

and transcendental, offers a resolution that will 

ultimately be unchallenged and of permanent 

stabili~y. It provides the last word, the final 

perspective ; but it is a solution that lies 

outside ~he symphony's repeating cycle, belonging 

no more to its field of action thac does an epilogue 

to a drama. 

The extraordinary last movement of the Sixth 

Symphony is perhaps the 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 io the end the comparison only serves to 

prove its own utter uniqueness. As a finale it 

is orthodox in that it brings together earlier 

elements and offers a summing-up: Cooke has 

shown that 'all the vital elements of the first 

three movements are here ga.thered together into ~ 

one theme'. 4- And if it is a finale without triumph, 

it is also a finale ·without failure.· It is the \ 
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goal not in the usual sense tha t it has been 

worked towards, but only io that it is inevitable. 

It is the final perspective on the drama, but from 

a point totally outside 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 

sonata form without recapitulation: the climax 

of the development, precipitated by the violent 

sonata conflict,~yields instead what can correctly 

• be described only as an epilogue. It lies wholly 

beyond the domain of the preceding drama: a slow 

hymn-like section, it is more a vision of 

transcendental peace than a Beethovenian 

achievement through conflict. Though certainly 

integrated thematically, it nevertheless introduces 

a new hymnic line; and its relinquishment of the 

ori~inal tonal centre is consistent with the 

symphony's prefered 'new-worldly' solution: the 

epilogue, indeed, seems. to give content to the 

• Dona no bis pacem• of tae movement's title.· 
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VI 

Early in this chapter we investigated some 

approaches to the problem of forrn, as posed for 

the symphony .. by the breakdown of tonality as th~. 

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, tonarity could 
. . • 

DO\'t enter into the symphonic drama to play a 

symbolic role. The symphonic composers in . the 

twentieth century who make greatest use of this 

new potentiality are Mahler and Nielsen. :But 

it is pertinent 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 tonality') was not 

strictly an invention of our centllry: tonalities 

have arguably always had some symbolic associations, 

and in the histo~y of the symphony the attribution 
. 

of a precise symbolic force to a particular key is 

as old as Beethoven - though not many symphonists ' 

have made use of it. 
\ 

In ncethovec' s. Ninth Symphony, . 

for instance, the D major of the finale is strikingly 
. 

hinted at by the blissful second theme of the slow 

movemeo~ and by the exalted trio. Here the 

successive appearances of D major have broad 
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associations in common, and D major comes to be 

seen as a goal tonality of the symphony. The 

same is true of Schumann's Fourth Symphony, where 

the symbolic tonality is also D major. In 

Tchaikovsky's Sixth Symphony the recurrent use 

of two •mood-key' complexes t hroughout the work 

(sec Chapter 1, page 79) is en extension of the 

same principle. Wagner was perhaps the first to 

reckon the use of key as symbol as highly as the 

~~e cf key as a means of structure and articulation , 

and Mahler was the first to do so consisten tly 

within the symphony. As soon as the use of key 

as structure is no longer paramount there is no 

reason why a piece, or a movement, should end in 

the ke:, in which it began - and in Wagner and 

Mahler it frequently does not. 

Key symbolism is present in Mahler from as 

early as the First Symphony. An immensely 

significant 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 1urk_ing danger as snarling, muted brass 

momentarily undermine the otherwise undisturbed 

pastoral. mood (the movem~nt was originally titled 

• • Spring Without End•). . ;he consequences of this 

. . .. 
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moment are to be felt and explored in the finale, 

where the gentle second subject in D flat major 

is unequivocally opposed by the violent first 

subject, in the non-home key of F minor. Now 
"t · 

this first subject derives not only thematically· 

from that one troubled moment in the opening 

movement, but . tonally as well since that passage 

was also in F minor: 

( I 1t r-tovr.) 

~: ~4S3 $ffhlrfd ~~~&-d~~~=~ 
(F,H'i'-E.) 

~ •• ~-;-r_..._,~=-,J-Jt-__ =t-t-l+-rrF=---2ei-+.-::--P:-·-14l--t-1~~-=-r}~i~t~7=~=-=--=--=-~1.,·--~....:.....i:J_:_• \·Eb~--k I 
i . 

~his suggests a cyclic - or perhaps more correctly, 

a leitmotif - technique, together with a use of key 

symbolism. 

Mahler's symphonies are replete with such 

instances, where key is vested with a symbolic 

significance. A few might be singled out. In 

tbe slow movement of the Fourth Symphony, a climax 

is reached where the music shifts suddenly to a 

celestial E major, the submediant of the 

movement 11 s (and the· symphony's) main key of G major. 
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In the finale there is a related shift: G gives 

way to E major for the penultimate song stanza, 

beginning 

Kein Uusik ist ja nicht auf Erden, 
Die. uns'rer vergliche~ kann werden . 

The ~onal-symbolic 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 a~ nne of the most important subjects ; 

t he finale, moreover, is also in D major, and 

shares a strong affective affinity with the radiant 

D major section in the second movement. 

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

t akes its cue from that same section in the foregoing 

movement . The Seventh Symphony has a tendency to 

striv e for brightness , to move , so to speak out of 

t he darkness into the light: on a macrocosmic s cale 

this urge is symbolized in the way the symphony l ifts 

itsel f from a E minor beginning to a conclusion in a 

brill iant C major - a key that thus appears asa goal 

' . 

t onality. In the first movement C major significantly__ 

belongs to the second group , passiona~ely lyrical and 

standing in real
1
antithesis to the severe, declam~tory 

' f irst group . On a microcosmic scale the striving is 

suggest~d in the fir st of~the 'Nachtmusik ' movements 

where the principal motive e~uivocates between major 

and· minor forms of C - the movement is in C minor 
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and has a way of 'straightening out' the flattened 

sixth: 

~£µ~;:::::==:=t\ ======-==-:::=::::=::::=:::::=-.=::::-, 
OR.: 

w-;1-J~-} ---+-) l:!jr--d±B-i-.;:==-===1-=-f-\ ==--====--====--====--==-===- \1 
o~: 

=~=~ =i l=·=·)._... =j_..._._k·~_,-=__,_1 ~=J =1;:, J=\ =========== t 
There are convincing examples of key ~ymbolis~ r 

elsewhere · than in Mahler (or Nielsen). Vaughan 

Williams 's Eighth Symphony, for example, has a goal 

tonality of D major which prevails - for but the 

. • second time in the entire work - in the last 

movement: here .. the recently separated wind and 
' strong bands are reunited and the host of percussion 

instruments exult in the union. The only other 

prominent appearance of D major was during the 

restatement in the first movement, where the 

music grew affirmatively into a glorious largamente. 

This passage is a varied return of an early andante 

sostenuto section in C major, which stands in 

dramatic contrast to its diabolical surrounds. 

C major is thus perceived as being 'on the way' 

to D major: significantly C minor is associated 

. with sooe of the disruptive sections of the first 

movement. C minor is also the ·tonality of the 

i ' ,. •• ,,,. ,~ • ,.- • ' 1 ~ \ • 
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scherzo, a slick, jaunty movement , rich in 

pithy , facile tunes, pungent harmonies, cliche 

syncopati.ons, even •oom-pah' accompaniment. It 

is glibly confident music, offering a kind of 

affirmation different from that arrived at in 
.. 

the first movement: it is the easy alternative, 

the path of least resistance . Sibelius's Second 

Symphony swings constantly around the tonal poles 

o~ D and F sharp, in their major, minor.and aeolian 

modalities - a means of integration as well as a 

symbolization. Martinu'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 and important subsidiary in the work: 

the key of D would therefore seem to be symbolic 

of the syr.iphony's achieved conciliation of 

contradictory entities. 

Io such instances, the symbolic use of key 

adds a 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: · $0 much is 

it the very fabric of his symphonic thought that , 

it amounts to the invention of a new kind of 

musical dialectic. We n·eed to deal with it as 

such, and must therefore postpone discussion to 

a later chaptere 

I 

I 

' 



160 

CHAPTER 3 

I 

In the previous chapter we considered aspects 

of symphonic practice that, even when they seemed 

particularly novel or surprising, could be related 

without much difficulty to traditional symphonic 

procedures. We 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, but 

may actually annihilate 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 preoccupatiqn of 

of symphonic compos_i tion. How this dualism 

is obtained may in some cases be new (and if 

so will concern us at a later stage); but the 
. • l 

fact of it is as old as anything we can properly 

call the symphonic tradition. • ' 
··• .... 

,. 
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: II 

We have already seen that two or more types 

of structure may be unitid .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 

entity. What is implied here is not any longer 

the simultaneous application of two or more 

compatible formal 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 re tain something of 

their own distinct individual character, and 

structurally form a new compound. (The allegretto 

movement of Cesar Franck's D minor Symphony furbishes 

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 a method of 

binding the symphony into a tighter, more cohesive 

span: it leads ineluctably towards the one-

. movement symphony. 

At its simplest this technique cao appear as 

the attempt to t~ing together ~erely 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 sloVI 

movement and quick finale in its final movement: 

a meditative.first section (quasi recitando, 

tempo commode) is violently opposed by a noisy, 

emphatic and more rhythmically regular section 

(allegro moderate)-; ; these are rotated in what 

is an extended ternary scheme. One step further 

along these same lines is the integration of three 

movement-characters instead of two , such as occurs 

in the second and final movement of Webern's 

Symphony Op. 21. \Vithin the convenient framework 

of a theme and variations, this movement 

- incorporates broad contrasts 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 

Martin~ 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 

that (in Peter Evans's words), the movement 'does 
.. 1 

duty for slow movement and scherzo'. (The Third 

and Sixth Symphonies of Martinu., b}lt the way, also 

include composite movemen .. ts). 0 Martinu 1 s technique 

1. 'Martinu. the S~1phonist', ~empo, 55/56 (1960 ), 1 :p.26 . . . 
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is to choose and keep to a metrical norm - 3/4 

and J = 69 throughout - and obtain differentiation 

through consiste_nt subdivisions and aggregations 

of the basic-metrical unit to create figurations 

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

~ith 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 cocplicated taan this . A 

2. §afrinek , Martin&•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 :!!'ifth S~phony 
is its 'newer , better structure ' , as t11e composer 
himself remarked to me shortly after its completion , 
adding th.at 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 
Larghetto , comes out most clearly on listening to 
the composition as a whole' . In I.lartinu ' s 
vocabulary , the word 'motion' has the meaning 
of ordered movement or dynamic order, in which 
modern polyrhythmic patterns and rhythmic 
irregularities Jive v1ay to an internal dynamic 
order where bar-lines lose their relevancy and • 
where the difference between qui ck and slow 
tempos is mutuall;r cancelled out ·: semiquavers 
in slow teapo maintain the motion of crotchets 
in an Allegro. The Larghetto of the symphony 
is a striking illustrat~on of this new dynamic 
relationship." (My italics) . 
In Bohuslav Uartinu: ' His Life and Works, p.250 
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composer· may choose to preserve 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 syntheses are those in v1hich one of the 

structural elements to have been fused into the 

compound is a sonata form: perhaps these are so 

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 

Sibelius's Third Symphony, 

for example, fuses its scherzo and finale by 

writing the former against a background of 

sonata structure, and making the development 

yield the kind of transformations that povrnrfull y 

generate a finale to replace a recapitulation . 

Or to say the same thing in different terms, so 

profound are the· transformations worked by the 

development upon the physiognomy of the music, 

that the 'recapitulation • is unrecognizable as 
. 

such. We need also to observe that the integrated 

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

straightforward strophic form: the formal simplicity 
:, 
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of one of the components is another fairly recurrent 

feature of such syntheses, evidently because it 

avoids an over-complexity of the fioal 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 spontaneously 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 Tovey's terms; it evolves 

freely and poly~honically according to the dictates 

of its lines, without an obtrusive form of its own, 

without even recapitulation. 

Io these cases, then, a new movement substitutes 

for recapitulation in the sonata form. A more complex 

solution is to postpone recapitu.lation, 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 synthesis, Sibelius, 

in the first part of his Fifth Symphony. If we 

are to make sense of it , we shall need to discuss 

this great compound movement more than cursorily. 

During ··the developmentt the processes of dissolutioa 
' 

' 

I 

I 
l 
t 

\ 
l 
r· 
' 

I 
I 



.. ·.., 

.. .. 

167 

and disintegration are carried far~ Eventually 

there is an 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 moderate) and metre 

(from 12/8 to 3/4) simply sounds part of the 

music's growing excitement at its recovery; 

germinal growth and thematic transformation 

inform this music so deeply that this moment -

which we shall have to understand as the merging 

of the first movement with the scherzo - passes 

smoothly and in~vitably. This scherzo - though 

it is not so called - is a movement in its own 

right, as 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 sec~nd subject (or 

generically the trio theme), announced on the 

trum~ets, heralds and is the agent of. the collapse 

back to B: here the scherzo is plunged into 

development. 

to be noted. 

~wo important features are now 

The present second subject soon 
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declares its association with both the subjects 

of the first movement, and (as Parmet has observed) 3 

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 

seeo to be in a state of profound interpenetration. 4 

What this means is that in a sense this scherzo 

development is just an extension of the first 

movement's development - that the two movements 

are really one and that the develoFment '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 at the original pitch and 

on the trumpets (after 
I 

cue N): it is a call to 

order, and before long ~ full recovery takes 

place. This recovery is a recapitulation in that 

it is an E flat apotheosis of the principal 

Simon Parmet, The Symphonies of Sibelius, p.75 

It is now evident th~t these were indeed 
conceived as separate movements , and were 
only integrated subsequently. See Robert 
Layton's statement in the Musical Times, 
Au.gust 1968, p~729. 
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motive, which sounds through majestically on the 

trumpets and has been absorbed not only into the 

ostinato -accompaniment but into the harmonic 

texture as well. Here then is a quintessential 

recapitulation, functioning 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 Fiftl;l .Symphony. 

Here again is a compound structure deploying 

sonata form v,ith 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 not called for. But a 

special interest of this synthesis derives from 

the natur~ of the two newly assimilated movements: 

they are a scher~o and a slow movement, ~o that 

the compound as a whole contains a model of 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. a ~ 

re-exposition of the original material-with some 

fresh development but without local reprise). The· 

following diagram may help to clarify the .special 

ambivalence of thi.s 'bi-st'ructure_', _as we may 

conveniently call it: 
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Four-movement symphony 

First movement 

Scherzo 

Slow movement 

Finale 

170 

Compound sonata movement 

Exposition 

Development 

interpolations: scherzo 

.... 

slo'w moveme1;1t 

Recapitulation 

I. 

l 1 
H -4---------------------------------- r 

Nielsen : Fifth Symphony, second part. 

And he:1·e indeed we have the paradigm of many a 

symphony in one movement . 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 towa~ds integration. 

next to the one-movement symphony. 

III 

Let us therefore turn 

We begin, of course, with the sonata bi-structure -

a formal type we shall have to ·recognize as a twentieth­

century exfoliation from a very few nineteenth-century 

experime~ts in the same direction, perhaps only one of 

which (Liszt's B mino~ Sonata) was wholly successful 

aod managed to avoid the pitfalls of ' free fantasia•. 

One technique is basic to all our examples 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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~his much is in common with the Dyntheses v,e were 

last discussing. 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 point 

of view and only secondarily as instances of expanded 

first-movement form. A particularly 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 ac unbroken 

and tightly unified multi-movement work, is only 

one aspect of this symphony's re-thinking o~ the 

old symphonic for.mula. 

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 follow; but as it h~s 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 ~peaking, recapitulation 
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is deferred)_ Tho· rapid scherzo is mainly in an 

orthodox triple metre; it contains a contrasting, 

faster trio in duple time, combines the transition 

back to the scherzo with a development, and then 

recapitulates the scherzo - as a counterpoint th~ 

trio theme as well - in ten bars. The coda acts 

also as a transiti~n 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 reveais 

its Classical genesis, as Classical techniques are 

used to spin the section's complex polyphonic web. 

The slow move~ent ensues, and is followed by the 

finale (cue90), which uses as its material t~emes 

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, as 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 fulfilment and purpose . 
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We have explained the work in terms of the 

traditional multi-movement form; an account of 

it in terms of the first-movement form that it 

involves in ~ynthesis with the other would briefly 

be as follows: a full exposition 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 (nhich 

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 the arrival of the main 

theme. The brief coda is common to both formal 

views of the Vlork - i.e. to the multi-movement 

symphony and to the sonata structure. We may 
1-.. 

express this bi-structure diagrammatically: · 

Four-movement symphony Compound sonata movement 

First movement Exposition 

Scherzo transition(interpolation) 

interpolation Development 

Slow movement transition(interpolation) 
. 

Finale ' Recapitulation 
I 

Schoenberg: Chamber Symphony Op.9. 
... . .. 
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Schoenberg's Chamber Symphony is a model of 

bi-structural synthesis and strength. Each formal 

principle enters equally into the final product, 

giving and talcing in just proportions throughout 

its length: this explains the appearance of a 

symmetrical 'interlacing• of the two forms in 

the diagram. It is worth looking briefly at 

three other bi-structural solutions, each 

-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 

depends to a considerable extent on its use of a 

cyclicism of themes and keys. 

Four-movement symphony Compound sonata movement 

First movement . Exposition : :· -· . 

Development 

Slow movement i nterpolations 

Scherzo . 

Finale Recapitulation 

Schmidt : Fourth S:rmphony 

Robert Simpson's First Symphony has three integrated 

movemerits instead of f~ur; the scherzo is absent . 

It has a formal tautness and unity that derive~, 
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again, partly from the fact that the work uses 

recogn~zably the same material throughout, and 

partly from the way ti:1e 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 

First movement Exposition 
\ 

. Development 
Slow movement 

Finale Recapitulation 

Simpson : First Sycphony 

In the Schmidt and Simpson symphonies, the 

first movement of the mul ti•-movement symphony was 

understood as such without difficulty because it 

was exactly equivalent to the exposition and 

development of the cocpound 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 of these works understood aua first -
movement? In the Schoenberg this understanding 

is made possible because the first movement does 

at least correspond to the co~pound sonata 

' movement's thematic -exposition, and because it 

contains constant internal development: as far 

as the first movement is 9oncerned, one would 
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say 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 nothing more than the introduction 
. ' 

and •first subject of the other. Yet one has no 

difficulty understanding the first movement as 

such. One hears it as an 'unusual' movement 

which expands in lete-Sibelian fashion from its 

germinal beginnings, evolves new motives and is 

developed 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 Tecapitulation. 

None of the four movements of the multi-movement 

structure is conventionally shaped: they are 

unobtrusive 'free' forms. The third movement, 

moreover, defies expectations on grounds of 

style. The longest movement in the work, it 

does not conform to. any traditional third-movement 

type. This is of course accounted for by the fact 

that it is the compound sonata movement's development 

section, but is perhaps nevertheless a disadvantage 

if we are looking for a high degree of compatibility 

between the two inherent structures. 
.• . ·., .. 
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Four ~ movement s,y-mphony Compound sona ta movemen t 

First movement Introduction and first 
subject 

-. 
Slow movement Second subject . 

.. 

(Uncharacteristic) Development 
Third movemen t ? 
or interpolation? 

Finale Recapitulation 

Orr: · S1!1}phon.y in One !,Iovement 

Our examination of the bi-structural one-movement 

symphony grew logically out of a discussion of the 

combination or integration of movements. As such, 

ft has carried this discussion to an extreme point, 

and we shall not for the moment have any more to say 

•.about movement combinations. But we have at t he same 

time been launched upon another inquiry; namely, into 
~-

the one-movement symphony - and it is this - that we 

need still to pursue a little further. 

Not all one-movement symphonies are of the 

bi-structural type. A single-span symphony could, 

for instance, retain characteristics of the usual 

four discrete wovements witaout any parallel reference 

to a sonata form with postponed recapitula tion. The' 

most famous work of this type is the Seventh Symphony. 

by Sibelius. And it is indeed a single indivisi ble 

movement: so far have the process es of unification 

" 
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gone that the old multi-movement sectionality i s 

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 tr_adi tion of the slow 

introductio~, 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 vivacissimo 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 

moderate, and it resolves tae symphony's conflict 

by deploying the opposites in a fully worked-out 

• son a ta form. Then there is an adagio coda. 

Now this Sibelius symphony is like all the 

other single-span symphonies we have seen in that 
~, 

beneath its radical external shape (a ~-movement 

symphony) 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 altogether 

traditional symphonic form.· This step has been 

taken very successfully by the American composer 

Roy Harris, whose Third and Seventh Symphonies, 

for instance, are each in one unbroken movement ,. 
that cooserves nothing of the old formal schemes. 
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The Third Symphony is a 'textural' movement 

without any compromise with 'shape': its principle 

1.s one of perpetual evolution, in which everything 

springs from .the opening , and grows continually 

through a technique of linear evolution and 

permutation. Du.ring this process different 

stages are passed through, which contrast with 

others; but they are incidental . and transient, 

merely the result of what came before and the 

progenitors of what is to follow, and in no sens~ 

opposed to each 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 thro_ugh which the work 

in its organic development passes: it is impossible 

here to speak meaningfully of a 'ground-plan'. ':that 

appears to be recapitulation is in .fact in a sonata 

sense not so, at least not more so than a fugal 

stretto is a 'recapitulation': it is merely a 

recrudescence of {ormer feature~, not conveying 

a sense of reprise, _but partaking in and essential 

to this further, and .unbroken, developm·ent. 

Commentators who speak of a 'ground-plan' here, 

or imply a 'shape', have been misled by such 

characteristics, as well as by the swiftness of 

t 
I 



some o~ the mutations and metamorphoses , which 

results in a superficial formal·sectionality. 
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The swift changes, ~owever, are due to an extreme 

compression in some :of the stages of metamorphosis, 

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 

'rightness' and i·nevitability, and they give to 

the evolving thematic network a sense of sudden 

elision or of compression of links in the chain. 

The composer's 'satisfactory summary of the 

resultant stages or 'sections' of the work is 

givec below. The big crises_, causing significant 

metamorphoses, occu~ bet·ueen the major divisions, 

while the lesser crises, which give rise to 

correspondingly smaller transformations, 

occur between the 'sub-sections'. 

Tragic - low strin~ sonorities. 
' 

Sectioo I 

Section II 

Sectioc III 

Lyric ·- strings, horns, woodv,inds. 
. 

Pa$toral - wood-uinds with a polytonal 
string backgroundo 

,. 
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Section IV Fugue - dramatic. I 
A Brass and percussion predominating. 
B Canonic development of materials 

Section V 

C 

from Section II constituting 
background for further 
development of fugue. 

Brass climax, rhythmic motive 
derived from f~gue sub~ect. 

Dramatic - 'fragic. 
A Restatement of violin theme of 

Section I; tutti strings iri~ 
canon with tutti woodwinds ~ 
against brass and percussion 
developing rhythmic idea from 

B 
climax of Section IV. 

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 compreaension. The. 'sections' 

_ bear co comparison to the formal sections of a 

traditioaal symphony. Io such a work sonata duality 

must necessarily rest on new factors; precisely what 

these are we shall see in due course. 

IV 

This chapter began· with a discussion of radical 

combinations of movements - which led us logically 

into a consideration of the one-movement symphony. 

This in turn has raised a new issue: the possibi).ity 

of abandoning traditional sy-ci~honic organization, 

either · to a ver7 large de~ree (Sibelius's Seventh) 
• • > 
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or indeed completely (Harris's Third and Seventh). 

Once symphonic composers make some radical break 

with traditional 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 vii thin a three- or four-movement layout 

whose individual movements have outward aspects of • 

character and function that bear a marked similarity 

to those of traditi?nal 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·· • • 0-type 

movement, and a finale which brings resolution; 

.or one of the middle movements is omitted. Now 

it is within this rough external _schema that many 

of the interesting formal innovations occur; 
~ 

and 

the bulk of the ~nsuing discussion will therefore 

concern a variety of such innovations, ranging 

from the less to the more 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 m~ch smaller 

number of symphonies. From many points of view 

it will be useful to confine our examples to one 

such small group of works., I propose, then, to 

I 
l 
I 

I 
I 
t 

I 

I 
\ 
I 

l 

1. 

I 
! . 
t 
I 

I 
i 
I 

l 
I 

I 
\ 



183 

draw from the following symphonies: Tippett's Second, 

l,'rartin&' s Fourth and Fifth, Goehr' s Little Symphony, 

Shostakovich's Fourth, 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 other, known, 

forms may be used as alternativesto sonata form, 

provided they can be reconciled in some way with 

the demo.nds o.f symphonic dualism. This has been 

the approach of Martinu, who has drawn from Baroque 

and pre-Classical sources. The form of the first 

• movement of his Fourth Symphony exhibits affinities 

with the eighteeo~h-century dance suite. It is a 

binary structure, ·the two main sections of which 

are, however, not repeated: the first section ends 

away from then flat major home key, and the second 

begins away from that key but moves back to it: 

moreover, the second section expands the material 

of the first but ~ollows 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 first (for instance after 

._ 
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cue 8 or betV1een 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 main formal divisions each section 

is further subdivisible into tVIO segments, 

distinguished partly by a tempo change. The 

whole movement may therefore be represented 

diagrammatically as follows : 

A 

Poco mode-
rato 

(40 bars) 

I 

B Al 

Poco allegro Poco mode-
Allegro rato 
Piu vivo 

(48 bars) (60 bars) 

Outside 

Home key 
I 

J?- and 

Poco allegro 
Allegro 
Piu vivo 

(62 bars) 

I 

Coda 

Poco 
meno 

On 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 calle~ 'Baroque', through a 

process of clarification and sharpening of contrasts, 

to kinds of organization, style, and concern with 

dualiso that obviously have traditionally symphonic 

connections. This 'progress' is in fact only a 

shift of emphasis: there are clearly. aspects of 

each in th~ other. Uartiau.•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 u.pon 

the difference betvteen the lyrical element and 

rhythmic semi-quav~r movement•e1 He cites them: 

difference between them, tliough non-dualistic at first, 

is at the core of the symphony: it is the way these 

two broadly differentiated elements interact uuon each 

other and change each other - though at first non­

conflictually - and then ultimately become sharplz 

drawn out>osites in a dualism that stands in need of 

resolution, that relate~ the movement, and finally 

the work, in an important sense to the conventional 

symphony. 

A work which has the same provenance as ?Jartin~ • s 

Fourth Symphony , but which makes a different type of 

compromise with the sonata principle, is the same 

composer's Fifth Symphony. Its first movement ia 

equally f'ar from sonata s_tructure: it uses forms 

1. Written for the first performance of the work 
on December 11, 1945, in Philadelphia, and ..,, 
reprinted in Milos Safranek: . .£12.cit., p.242 f. 
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and stylistic principles which have their orj.t;ins 

in ritornello forms and in the dance suite, but 

it succeecis in combining these with the symphonic 

idea of contrasting identities whose relationohip -

whose mutual conflict - becomes the prime concern 

of the work. The movement differs from its 

counterpart in the Fourth Symphony in that it 

does not begin with incipient identities which 

arA steadil y brought to fullness, but rather with 

mature contrasts. Duality rests up_on the differences 

between the adagio section of the movement arid the 

allegro section, whose varied and frequent alternation 

defines the ABA::SA form of the movement. The contrasting 

tempi are one important feature of this differentiation . 

But there are others. For instance, the adagio defines 

itself over-against th9 allegro by involving the use of 

motive rather than theme. The thematic allegro section , 

indeed, bears a relation to the adagio similar to that 

borne by a Classical symphonic exposition to its slow 

introduction. One might perhaps go so far as to say 

that the adagio here is the old. slow introduction, 

but elevated to the status of subject-group and 

active participant in the drama. 
' 

But we are still on familiar ground. By forgoing 

sonata fore and choosing Baroque or pre-Classical for:n, . 

Martinu ha s negated one formal convention in order to 
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affirm another. This is not the approach of most 

c ompos ers of formally unorthodox fj.rst movements. 

~ippett's Second Symphony has a formally unique 

but simple f~rst movement , one written outside of 

conventional structures but retaining the _.l ucidity 

of procedure and •d~sign of orthodox sonata. The 
-

movellient is formally conventional to the exten t 

only that it is based on the coutrast of two 

thematic complexes , the first bas i~ally in C, 

s teely, rhythmical , and of brittle (mainly string , 

brass and piano) textures , the second set ting out 

from E ~lat major , of su?plc carillonando (mainly 

woodwind) lines, and chastely interwoven countcrpoi.a.ts. 

Tippett loosely calls the movement a 'dramatic sonata 

allegro' ; but decidedly unusual about it is tha t 

i nstead of the traditional pl an it has four closely 

r elated main sections described by the composer as 

' statement, first argument , re- statement, second 

argument and coda' . The ' arguments' are no~ normal 

developments at all , but reviews of the expositiooal 

material with some variation , regrouping 9 and a 

t endency to derive new shapes from old material. 

The movement, then, consists of four basical ly 

similar - and in length almost exactly equal 

presentations of t he same mat erial. 
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Ti:r:ipet·l,' s movement is a marvel of formal lucidity 

and i:;j_mplici ty. These qualities are certainly unusual 

~ o.mone movements which are form:i.lly un- or anti-cooventionc.l, 
1 

for the absence of recognizable structures tends to lead 

rapidly toward formal complexity. But this is not 

neccsAarily a bad thing: complexity, after all , 

brines with it its owa potential. A good example of 

a complex, anti-conventional first movement is provided 

by Shostakovich's Fourth Symphony. ' I am not afraid 

of difficulties', said the composer while writint:s this 

worh. ' It is perhaps easier, and certainly saferj to 

follow a beaten path, but it is dull, uninteresting 

and futile. 1 Certainly his first movement 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 more 

diverse organization , the fundamental symphonic 

principles remain the same . 

The movement rests on the principle of bringiug 

together a series of diverse and highly contrasted 

muterials and exploiting the tension so produced; at 

the same time the contrasts are subjugated to the 

whole by being worked into the t~tal texture and 

interrelated~ The movemen t ruay be accounted for 
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in the following way (in this analysis each section, 

indicated by a Roman capital , in unextended 

paragraph): 

A: Militaristic opening. Tutti. C minor. 
J Transition leads to -

~ : (Cue 7 ) C ~a still the tonal centre . Quieter 
and more lyrical. Mainly for strings , but 
some woodwind. · Quickens into - 1 Development 1 , 

dominated by the harsh rhythms and timbres, 
the ostinatost of 1 A1

; 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 
lj.nk to -

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

D: (Cue 31 ) A sparsely orchestrated section, based 
o~ a simple and meditati ve 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 1 D1

• 

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

F: (Cue 63) A relentless presto fugue, centred 
on F , for strings alone at first, but later for 
full orchestra. Incorporates figures from 
previous sectionss and uses the fugal subject 
iu vuryint degrees of augmentation and mutationo 
Expands to create the huge central climax of 
the movement. An anticipatory link leads to -

G : - (Cue 81) A bitter waltz parody.in C sharp minor, 
creating in ita ribald banality and forced gajety 
t he most violent contrast with the grim preceding 
section . Its second melody is based on a variution 
of section 1 D' - the first of what is to become a 
quickening cycle of reprises. r.Iainly strings and 
bass clarinet. A series of steadily incremental 
braso-and-percuosiou crescendos leads to 
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RECAPITULA'fION : ( Cu.e 91) C min or. Extremely 
free and truncated, so much so that - except 
for one or two places - it hardly sounds like 
a recapitulation at all. The recapitulation 
follows a course based roughly on the following 
sections and in the following order: 'A' , 1 D1 , 
1 B1 , 'A'~ The movement ends in C minor. 

Attention needs to be called to several points: .the 

clear definition and contrasting character of each 

sectj.on; the way this is supported by the contrasting 

orchestral 'reeistration' 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 contrast 

-to the principal sections, use ·the full orchestra; 

the fact that the only link with orthodox formal 

procedure is the ._ q_uasi-recapi tulation at the end . 

And there are first movements that have ev.en 

less than this to do with the organizational habits 

of sonata. Ives ' s Fourth Symphony has a brief 

through-composed first movement which is merely a 

1 free' · exposition of the basic thematic material 

of the work and its central concern - both of these 

inextricahly ' linked to the symbolic and associative 

possibilitos of hymnic and secular tunes. The 

movement has something of a.preludial character , 

but less so than the first movement of Goehr's 

Little SYJ111:liony, a mere nineteen-bar slow chorale 

scored for strings. And in Gerhurd•s First Symphony 9 
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the first movement depends on the fact t hat the 

work uses the total serial field. This means that 

from the basic twelve-note series are derived 

correlated proportional sets which control the 

work in its manifold parameters and which articulate 

its form in terms of what Gerhard calls superordinate 

time-levels. ~hese levels, or layers, says Gerhard, 

open up fan-wise, each articulatina itself 
within its proper range, and contributing 
(as a whole) to the articulation of the 
next higher level, uhere it becomes simply 
a 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. 

stay much closer to traditional structures - with 

one exception: the second (scherzo) movement of 

Ives 1 s Fourth Symphony. Certainly this is a 

movement making use of conflict between themes; 

They 

but the manner, if not the principle, is quite new 1 

6. The Score, September 1956, p.70. The whole 
of the relevant artj.cle - I Developments in . 
twelve-tone technique' - should be consulted 
for a full discussion by the composer .of his 
methods, outlined here. 
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since something like a score ofracrcd and secular 

tunes arc deployed with a superficial randomness 

in a form that is thoroughly through-composed. 

If the movement has no sophisticated tonal or 

melodic discipline, no organized developmentf 

none of the Qivilized virtues of Classical sonata, 

it is because, as Mellers has so succinctly put it, 

Ives 

had behind him tbe American wilderness, not 
Viennese civilization and a long musical 
tradition; so that he cannot accept 
Beethoven ' s positives ·- especially that · 
of eie;htecnth-ceot.ury tonality, on which 
the classical idea of sonata dcpcnded.7 

Where the middle movements were (with this single 

exception) relatively conservative, the finales tend 

towards the degree of formal radicalisn of the first 

movements. And they tend , moreover , to be informed 

by the same innovatory formal principles as.their 

first movements, on occasion even to run parallel 

to them. By doing twice ,;1hat ~eemed strange once, 

a work may achieve structural coherence and a level 

of intelligibility that it might otherwise lacko 

The last movement of tlla;tin~•s Fifth Symphony is 

a very clear instance of a finale using a struc ture 

that consciously runs parallel to that of the first 

movement. Not .?nly is there a similar· duality of 

alteroH.ting slow and fast sections, but as in the 

7. Music in a New Found.Lan1, p.48 
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opening movement the first of these sections is 

motivic and the second thematic. The way the 

lento generates the.allegro corresponds to th~ 

first movement; the first sections of both 

movements resolve long.dominant pedals onto 

tonic assertions of B flat major; and there 

is a further obvious parallel between the two 

movements in the te~po and metre relationships 

in each: 

First movement adagio, C : allegro, 

Final movement - lento) 3/4 ~ allegro , 6/8. 

The overall fo2.~mal corr~spondence between this 

movement and the first may ~e shown schematically: 

I A B A B A 

adagio allegro adagio allegro adagio (coda-like) 

A B. A B 

III lento allegro lento allegro coda (extension 
of B) 

Taking into account the rondo form of the central 

movement, the work as a whole reveals an astonishing 

and radically unconventional symmetry: 

-<I f ~ 
A.J3ABA/ABACA""5:A/ABAB coda 

I II III 

Martin!'s Yifth provides our clearest illustration 
I 

of what one might c~l the structural 'empa·thy' of 

unconveutional outer movements. Tippett's Second 
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Symphony has a finale that does not run parallel 

to the opening, though its four sections certainly 

remind one of the four sections of the first 

movement; Tippett himself has pointed out the 

cooncction. The first movement had four cohesive 

sections (statemen~r first ar5ument, restatement, 

second argument); t he finale's four sections refer 

to those of t~e first movement by using the opposite 

principle of disconnection between them: the first 

section is •auditive ' and repetitive (io a way that, 

incidentally, recalls the third movement), the second 

is a passacaglia, the third an unfolding melody , and 

the fourth a repeating 1 Urthema 1
• This last s€ction , 

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 sections 

(which we _ca.llcd A, B, C, D, E, .F and G) and rounded 

off with a very free recapitulation; the finale in 

throuc;h--composcd to five sections (A, B, C, D, E) 

plus coda. In Ives ' s Fou.rth, the finale is likewise 

t hrough-composed tut, as one might expect, io the 

manner of its ovm first (and second) movements: 

without 'sections'~ 1 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 originality, the works· 

we have just been dj.scussing have at least this 

much structurally in common, and in common also 

with the symphonic tradition: that they preserve 

the outer shell of the multi-movement symphony, 

the logical succession of three or four di~crete 

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 one-movement symphony. There we saw that a 

composer could not only integrate several movements 

into a single un_broken span, but couJ.d also abandon 

even the vestiges of orthodox symphonic structure and 

organize the one-movement symphony according to quite 

' alient principles. How might the multi-movement 

symphony take this final step, and abandon even 

these vestiges? . Can one conceive of a true symphony 

in several movements, where not only the Jinternalt 

organizat ion of those movements but also their 'external ' 

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 how such a 

thoroughly anti-conventional multi-movement symphony 
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might be structured is Iain Hamilton 's Sinfonia for 

Two Orchestras. So radical is this work's rethinking 

and recrea tion of the norms of the symphonic tradition 

that it also involves a new procedure for incarnating · 

and working out that essential char acteristic of 

symphonic though·t, a preoccupation with musical 

duality. That aspect of the work we shall discuss 

fully at a more appropriate time; we must now 

consider ma inly its forms . 

Tt~ 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 t he ' 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 -

appropriately, for they are pre-eminently ' textural ' , 

and the consistent use of the ·word calls attention 

to the similarities and differences between each 

Tess itura on the one hand , and· between the Tessjture 

and the orchestral sections on the other. Except 

for the two sections at the beginning and at the 

end, the Tes siture alternate strictly with the 

orchestral movements. The whole sequence , 

- together with all tempo it?dicat ions~ is as 

follows : 
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1. Lo due orchestre 

Orchesta I 

3. Tessitura l 

4. Orchestra II 

5. Tessitura 2 

60 Orchestra II 

Tessitura 3· 

8. Orchestra I 

9. 

10. 

llo 

Tessitura 4 

Le due orchcstre 

Le due orchestre 

197 . 

Sostenuto 

Allegro molto i = 126 

4/4-

6/8 

Lento ma non 
J == troppo 60 5/4 

(Percussion ) 

Vivace I 132 4/4 , = 

Andante \ 60 3/4 , = 
(Strings) 

Poco lent o L= 38 6/8 
f = 114 

Lento non J troppo = 60 5/4 
(Brass) 

Scherzo so I , = 132 4/4 

Lento non ) = troppo 60 3/4 
(Woodv,ind) 

I A..llegro molto,.= 126 6/8 

4/4 Sostenuto I 
I : 60 

The contrast between the Tessiture and the orchestral 

sections - alluded to above - is further emphasised oy 

the contrast between 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 ). Moreover , the constantly 

changine tempi and metres - which are hoYvever 

maintained with unbroken consistency throughout the 

course of a movcmet:Jt - enhance the cont:cast between 

adjacen t movements, much as these traits have 
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traditionally enhanced contrasts bet~eea adjacent 

movei'!Jents in symphonic writingo The form of the 

work, then, clearly articulates what is one of the 

basic issuei of the work: the exploration of these 

multiple instrumental conflicts. 

The first section calls attention to the 

symphony's central dualistic concern; it is thus 

a kind of exposition. Sections 2 to 10 inclusive 

may be said to correspond to the traditional 

developmen_t of a symphony: of course 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 ' exvosition'. 'But at the 

same time these sections function in a way that 

is very similar to the function of differentiated 

movements in the traditional symphony - i.e. , as 

embodiments of opposing principles, and often as 

different embodiments of the same principle. 

Once se~arated, the opposing orchestra9 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 clima ctic 1;1clody 

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 

' 

i 
I 

I 
I . 

I 

I 
I 
I 
I 

! 

t • 

\ 
i 

I 

I 
l 
' 



199 

a coda as well. The beginning of Section 10 , with 

the percussion instruments entering one by one and 

then being joined by other i nstruments i□ a steadily 

ascending dynamic, builds an excitement that has a 

typically ' finale' character in its suggestion of 

i mminent fulfilment. 

Having remarked on the Sinfonia' s re-integrc1t ion , 

i n 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 io its sostenuto tempo the f:i.rst section retains 

a hint of the old slov, introduction; that roughly 

t hree-quarters of the way through the work - i.e. 

at a place corresponding to the traditional scherzo ~ 

there js a section marked scherzoso; and that the 

slowest section (Ho. 6 ), a poco lento, i s placed, 

as an orthodox slow movement might be, at or near 

the middle of the work. Moreover, this movement 

marks the turning point of the ·work by beginning 

the reprise in retrograde o~ the first five movements 

of the work at their original speed, and, to a l arge 

extent, original pitch. The sugsestions of 

recapitulation here are unmistakeable. If the 

Sinfonia for Two Orchestras amounts to a far- reaching· 

reappraisal of one area of the past - the traditional 

sympho_oy - Hamilton himself has articulated his 

felt need for such a reappraisal: 
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As we no lancer consider tonality to be 
the overriding power it is no lonGcr 
logical to employ these forms (i.e. sonata, 
rondo, fuGuc). We are concerned with 
reappraising basic elements such as 
variation, texture, density, r~capitulation, 
dynamic, instrumentation, etc.~ 

And elsewhere he has said; 

The evolution of logical forms from 
asymmetrical concepts is of vital 
importance. This can only be 
achieved by continual reappraisal 
of all the basic elements of any form. 9 

V 

Towards the end of the previous chapter we 

considered a variety of stylistic importations into 

the symphony from genres and idioms not conventionally 

associated rli th symphonic or sonata wri tinge Our 

examination was not very extensive: \78 were dealing 
\ 

exclusively with moderate innovations and looked 

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 ovm general character. 

But it is the task of the present chapter to deal vii th 

radica l developments; and we shall therefore look now 

at works whose whole character has been affected by 

the extensive appropriation of a •non-symphonicv style. 
\ 

9. 

TemJ)o, No. 55/56, Autumn - Winter 1960. 

Sec r.rw--r~1y Schaf er: Bri ti t~h Comuoncrs j_ n 
Interview, p.158. 
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We must be brief at first. Vie have already 

dealt with two symphonies by Roy Harris - the 'rhird 

and the Seventh. We saw that these single-span 

symphonies were 'textural' works without any 

compromise with principles of ' shape': this i s 

so because fundamental to these works is the radical 

importation of a polyphonic style. These symphonies 

are a pcrpetutl evolution; everything in them springs 

from their openings and evolves continuously through 

the linear growth of independent contrapuntal lioes. 

Their processes of g.rowth are evolutionary and 

variational rather than developmental i n 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 1 

dictated by the necessities of line . '.!.'here i s no 

tonal dialectic as in the traditional symprJny: 

tonal movements are .incidental rather than i ntegral 

and dynamic. 

Where the Harris Symphonies radically appropriate 

polyphony and yet remain essentially concerned with 

. sonata duality, there are other symphonies that effect 

a profound compromise with Baroque and Ere-Classical' 

styles and forms: here we must make passj_ng allusion. 

again to the Fourth and Fifth Symphonies of 1iart'inu.. 

We suggested earlier that these works adopted 
,. 
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characteristics of the dance suite and ritornello 

form; and we argued that, dcspi te some resul·i;ant 

unsymphonic a:1pects, they .succeeded in bringi.og 

to life a genuine symphonicismo 

The Harris and Martinu symphonies are, as we 
C 

know, highly original structurally, in addition to 

their being styliotically radical. Indeed, in so 

far as these works are concerned, the two aspects 

are insepa:-,able: each depends on t_he other. But 

it is not a necessity that extreme structural and 

stylistic innovation should be J.j_nked: our two 

final examples have largely conventional forms 

bu.tare stylistically very -unconventional throueh 

having drawn from idioms outside the symphony. Io 

the Britten Symphony for Cello and Orchestra this 

... 

i mportation is from the neighbouring realm of the 

concerto; it is thus assimilated without difficulty. 

Here the relationship between the soloist (the 

i ndividual) and the orchestra (the society ) differs 

from that which usually obtains in a concerto: 

instead of the soloist being in opposition to 

the orchestra, he is a kind of spokesman for the 

orchestra, leading them, arguing on their behalf. 

He leads the discussion; he appears at the 

·beginning of the movements - without havins to 

wait for any ritornello - announces the principal 
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themes, and is always the first 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 usually 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 cPlJo and orchestra are the recapitulations 

of the first and slow movements. The first movement 

has a fairly strict recapitulation in which the 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 accompanimental themes. In the recapitulation 

to the slow movement the cello 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 maitJ theiile. Of 

course the cello ha~ a major theme too - the ground. 

But the roles are now more equal, for, as a result 

o:f the symphonic drama and of the cello's efforts 
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in it on the orchestra's behalf, the finale is uot 

only a movement in which the monistic technique of 

divisions upon a ground can flourish but also a 

time when the orchestra has been liberated into a 

eroup 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 princj_pal 

theme is the most 'opeq• melody there has so far 

been in the symphony , the most purely song-like. 

In this new society all men may speak openly1 

and no-one has any prior claims to being able to 

speak first: anybody may become a ' soloist': 

there are tendencies in this movement for instrur.1ents 

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 two bars. 

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 l ineo The achievement is in the broad 

J3 th - t - . t: 10 ee ovenian raui ·ion. 

• 10. Some of the iueas here governing-the relationship 
between t~e solo instrument and the orchestra -
though used to different dramatic ends - are 
clearly presaged by Tiritten ' s Piano Concerto Op. 13 
(especially in the first movement), written some 
fifteen years earlier , and to some extent also by 
the Violin Concerto, ~ritten a yea.rafter the Piano 
Concerto$ See for instance· Peter Evans : 1 Sona.ta 
Structures in Early :Britten' t Tempo, Autumn l967t 
:PP• 7-8. 
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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 ~f the song texts· (and their need for an 

appropriate setting), with the intrinsically _musical 

demands of symphonic dualism - opposing demands that 

simply do not arise v1hen the symphony adopts something 

of the concerto style . Now ever since Beethoven's 

Nin th Symphony composers have attempted to enrich 

the symphony by importing into it vocal styles -

usually operatic: a tendency that culm~nated in 

'l/agncr's writing of operas in a sy-C1phonic style. 

Eut it is arguable that none of the nineteenth­

century 'vocalized ' symphonies written after 

Beethoven was genuinely symphonic. Beethoven ' s 

finale achieved true symphonism because ·1 t retained 

musical (sonata ) process as primary, and invoked the 

text to make specific and explicit what was already 

i mplicit 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 reEeated that voices are invoked. After Beethoven, 

this priority was lost and the text tended to become 

paramount. Of later composers, whether in the 

nineteenth or the twenti~th centuries, it is perhaps 

onlJ I1!ahler who achieves ~ genu~ne vocal symphonism. 
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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 symphonic terms, is Das Lied von 

der Erde. The coincidence of these two feature~ -

its radicalism audits success - mak~the work 

probably unique in the history of attempts to 

integrate voice into the symphony. 

The vocal style which Das Lied imports into 

the symphony is that of the song cycle: the wor}:c 

is subtitled 'A symphony for tenor, contralto 

(or baritone), and orchestra'. From the very 

outset it is apparent that purely 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 'Wene der Kummer ~aht') assume second-group 

material and substitute D minor for tho first group's 

opening A minoro 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 'support any anti thesis, but seem 

on the contrary almost to ride over it., This is 

not to say that the text does not hnvc any dualistic 

' 

.. . I 
- · . - . 

i 
I 

. ! 



.. · 

207 

import or that, if it does, its expres□ion never 

coincides with that of the musical dualism. As 

the text unfolds it reveals its own internal 

oppos itions which support, and are supported by, 

the symphonic antitheses, mainly at the inter-

movcT'lent level. The music of the third and 

fourth verses is _developmental in the Mahlerian 

manner, and the brief final verse is a terse 

recapitulation. 

The second movement, 1 Der Einsame im Herbst', 

contrasts musically with the first, while textually 

(and let us notice ~he inqependence again) it 

expands the mood of lines from the first verse of 

that movement: 

Wenn dcr Kummer naht, 
Liegen wiist die .Garten der Seele, 
Welkt hin und stirbt die Freude, der Gesang. 

At that 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 Schonheit', and ' Der Trunkene 

im Fruhling'~ together constitute a strong contrast 

to the other movements of the work (textually as well 

as musJ.cally). We have already argued (p.119) that 

they function as a multiple scherzo. 

The finale, 'Der Abschied', is a setting of two 

poems , and the longest m~yement. It begins in 
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C minor and ends in C major, the relative of the 

opening movement. As in the first movement, 

musical structure - the autonomy of musical 

progression,.. takes precedence over the text; 

the resultant form begins ~o look like sonata. 

The expositional sections entail their ovm 

Mahlerian quasi-developments , with fertile 

proliferations that are freer than normal but 

still models of consistency. Detwecn the setting 

of the first text and that of the second there 

occurs the longest instrumental interlude in the 

work; this satisfies the triune purpose of giving 

a wholly orchestral-develoI?mental 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 intcrvJ.l), 

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 (JEr stieg vom Pferd und reichte 

ihm den Trunk des Abschieds dar ... •) behaves as 

a recapitulation, freely varied, pliable, and 

finally transfigured. The point here is that 

the notion of thematic reprise, which is a purely 

musical, purely structura.;l thing existing 
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independently of the text, has won. As in 

the first movement, employment of dualistic 

sonata form within .the movement is, apart from 

being a means of generating and sustaining a 

large structure, a method of symphonic control· 
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and organization. It makes possible restraint, 

a 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 considerations. 

We have already noted that the contrasts 

between some of the movements are dramatic. This 

is the musical expression of the conflict-in-need­

of-resolution, mirrored by the agonizing 

preoccupations of the text. This inter-movement 

conflict coincides with, and is given precision 

by, the main concern of the text: a conflic~ 

arising from a love of life in the face of 

approa ching deathe The duality between 9 say, 

'Von der Jugend' and 'Der Einsame im Herbst' 9 

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 
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·1oneliucss of one whose O klcine Lam1)e erlosch 

mit Knistern ', and the life-force of youth.11 

llo As has been suggested, Das Lied, is probably 
unj_q_ue as a genuine song symphony. And in 
saying this one is not forgetting Iirahler's 
Eighth Symphony. It is true in only a 
limited nense that the logic of that work 
is the loCTic 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 , anJ in Part II that 
of the closinb scenes of Goethe ' s Faust. 
The work is a settj_ng of these two pieces , 
and, but for some respects in which it 
trans cends this definition, might possibly 
be described as a Romantic cantata. Perhaps 
this is why the work (it seems to me) has no 
sig11 i ficantl ·r genera.ti ve musical dualisms . . 
Contras-cs ,:;e-nd to 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 contrasts, 
between the various parts of the texts -
and bet~een the different texts themselves -
that the composer seems bent on exploring. 
None of t~is is to deny the work ' s thematic 
unity or its important thematic transfor□atio□ s, 
which give it a preoccupatioo that exists only 
in relation to its totality; nor is it, of 
course, in any sense to argue against the 
gTeatness of the worko 
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CHAPTER 4 

I 

Our study must now begin to move in a new 

direction. So far we have been concerned mainly 

with questions of structure; now we turn to 

another aspect of the modern symphony, one which 

we occas:i.onally hinted at in previous chapters 

but whose discussion we were forced to postpone 

to a later stage when it could be dea..1t with fully . 

This other aspect, which is of vital and fundamental 

importanc9 in the twentieth-century symphony, is 

the invention or ~evelopment of new methods for 

incarnating symphonic dualism. There are several 

such methods; in the present chapter we shall 

investigate the one which seems to be the most 

widespread, and is therefore perhaps the moat 

iraporta.nt. 

We saw in Chapter l 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 

subsequen t reconciliation, was made possible 

partly by the str11ctura.l capabilities of a 

complete system cf tonclityo We saw also that 

the dualistic principle was soon associated 

' I 
r 

I 
I 
i 

. 
l 

' t 
I 
t 
I 
r 

I 

I 

.l 
I 



. . 213 

opecifically with the notion of conflict, and that 

this development was perfected by Beethoveu. Now 

du.ring the century the danger to symphonic unity 

broueht about by the intensification of co~trasta, 

the rise of what we have called the technique of 

specific symbolization , aod the continued tonal 

and hc.rc.onic expansion , required that new means 

of integration be found: among these, as we saw, 

were cyclicism and related techniques, which 

ultimately culminated in Schoenbergian serialism.1 

fut for composers who were interested in preserving 

~he notion of conflict there sometimes arose the 

problem of how to secure strong contrasts in an 

l .diom in which the principle of tonality as a 

means of obtaining and integrating these contrasts 

was losing its force, and in whtch theme was 

increasingly carrying tho burden of unification. 

One solution, which was gradually dj.scovered, 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 factors, 

other techniques . 

l.. cf. Philip Friedheim: 'The relationship 
between tonality and musical structure •, 
Music Review, February 1966, Vol. 27 No . 1 
pp. 44~5-;r.- Also, Hans Keller: 'Sonata and 
symphony tode.y ', Music Review, May l.961, 
Vol. 22 No. 2,.p.l72. -
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Precisely what these other factors are we can 

best indicate by invoking a concrete instance. In 

Sibellus'o Second Symphony the new dualistic principle 

ie fully in Operation. Lacking the vocabulary to 

describe this phenomenon, commentators • verdicts 

about how this symphony's first movement •works' 

hava differed widely. Cecil Gray, for instance 1 

pointing to 'the introduction of an entirely new 

principle into symphonic form', feels that this 

derives in part from the fact that 'the convention 

of first and second subjects or groups is abandoned; 

in this movement one can detect several distinct 

groups of thematic germs none of which can claim 
' 

the right to be regarded as the most important.• 2 

Gerald Abraham believes that the essentials of the 

movement are •the preservation of the superficial 

appearance of orthodox sonata-form and the 

substj_ tution for the old sonata principle . . • of 

(a) new principle of synthesis'. 3 But the 

desperate search for a 'proper' second subject 

has led one commentator to cite an insignificant 

thematic suffix played on the woodwind at cue B: 

2 .. Sibelius, pp. 134-135. 

Sibelius: a Symposium, p. 19. 
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There are dj.fferent op1n1ons about which motif 
constitutes the second theme, and also, though 
-to a lesser extent, about the main theme. The 
first motif in the woodwind .. . would undoubtedly 
appear to be the main theme ~nd the (above 
mentioned) motif the second theme ... ~his 
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. l!"urther, 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. The motif 
at letter Con page 8, accepted by some as the_ 
second theme, is much too aggressive in 
character and lacks that quality of comparative 
calm which usually distinguishes the second. 
theme of a sonata -.... 4 

Abraham is close to the truth in observing that while 

the movement follows , at least superficially, an 

orthodox patter?J, ,there is none of the usual dualistic 

. ioterest . But the principle of synthesis that he 

mentions (close to the method of Borodin's First 

Symphony j_n which 'all (the) thematic fragments 

are really parts of a single tdea' stated for the 
-

first time in the coda), is l eas the real substitute 

than is the new principle of conflict. 

The starting point for thes~ various commentators 

is that there is no easily perceived, objective antithesis. 

What is most plausibly the formal 'second-subject ' stage -

the poco allegro in F shru.~p minor at cue C - contains 

the same pulsatiug, repeat.cd-note accompanimental. 

figure that had characterized so mu.ch of the 'first 

euhject•s• accompaniment nnd had opened the symphony~ 

4. Parmet, Simon: The SYJ!lphonies of Sibel~, ·p.19 
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Indeed, this •second subject' seoms to bE:.°iong to 

the 'first subject', to b~ another member of its 

group; it is just one of the melodic ideas that 

have been proliferating since the etarto An 

attentive listener is likely to feel that it is 

par·!; of the 'first group' and that the O second 

group• is still to arrive. Unless he is unusually 

attentive: 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 PFinciple of 

self-opposition. The first suggestion of such 

a conflict is felt at the sudden hiatus eight bars 

a:fter A. The flow of the music is broken 

unexpectedly; after an interval of seven crotchets 

the flutes try to set the mu.sic ia motion again, 

but their short-windedness and their surprising 

·twist to the minor succeed only in conveying an 

unmistakable forlornness: 

A rest of foQr more crotchets intervenes before the 

baesoonsintroduce an asymmetrical upward-swinging 

phrase - oot yet free of the tendency to ·the minor 
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as we11 ao a change to C, which culminates in the 

menacing 

•· ---- -- - ------ ---- - - .. 
-- I 

1 -- - "{;• :i --- - b( - Jj - -- -o- - - . - ij. l~_ .==o __ 
--= - - -

~s,,1) t 
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hf, ..... - ~t - - -e- --fl:;- ~ "'-tr- -0 
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tr a- - . . - ~ -~ - - 0 I 
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Now all this is rather astonj_shing and disturbing 

to the listener who from the very beginning had 

< 
-L 

been caught up in the music's momentum, its melodic 

growth, and the increasing orchestral fullness and 

sonority. Minor though this first crisis is, it 

is not until the appearance of the 'official' 
- . 

second subject some forty-one bars later (at C) 

that momentum, fullness , and confident thematicism 

are restored. The reappearance of the ostir ato 

accompaniment, moreover , for the first time since 

the crisis, reinforces this feeling of restoration: 

clearly, this is no common ~second-subject' 

OppositiODo The restoration is perhaps partial: 

the initial D major has after all been lost, and 

·1 t will be some tj.me before it is found again. 

The 'second. s~bject' has been in proBress for no 

more than a few bars before one feels a growing 

-

--

sense of struggle - against distortion, fragmentation, 

tonal imbalance, and asymmetry. 
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But we need not go into this movemen-~ in any 

more detail, now that we hu.ve unc1erntood the principle 

thnt impells it. Broadly speaking, the development 

sees the process of disintegration and dismemberment 

.t aken to its furt~est degree, and the reassertion of 

the 'second subject' leads to the relative tonal and 

thematic equilibrium of the recapitulation. :But the 

-struggle against distortion is curried through to the 

very closing bars: i n all resp~cts the principle of 

conflict operates quite independently of the ol d 

·dualistic formal precepts which are used in the 

movement. 

Vfhat we have here, then,is a conflict between 

the 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 

positives f as 'symptoms' as it were. But before 

we attempt to comment on this new method,.let us 

look a-t; another example. 

The final movement of Sibelius's Third Symphony 

is, as was pointed out earlier, a fusion of scherzo 

and finale. That tells us broadly what kind of 

movement it is and what general t raditions lie 

behind i·t;. :Bu.t analysis of its details, and more ... ,. 
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particularly of ··its 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-exposi t:i.on, with the 
second group now in F minor. Then 
development consisting mainly of first­
group elements, but also of some elements 
~rom the second group. No recapitulation: 
instead, the next section, or last movement 
proper, preceded by murmuri~gs of the new 
tune before it arrives. 

~he difficulty 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 not 

_£nly of that kind. For one thing, the process 

of the section is motivically generative, or 

germinal - and in that sense monistic. The 

fi.rst part - the ' first eroup'-strikes the 

1iatener as embryonic and exploratory, while 

the movemeot seems to begin properly only at the 

' second-group' stage: the former breeds the latter, 

and one feels no sense of objective dualistic 

· ·antithesis between the ' groups' . Example 6 

shows some of the principal thematic fragments. 

of this ex::posi tion, and suggests the manner in \ ·• 

whi.ch moti,-es breed others: I . , t. 
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The purpose of the example is to indicate how simple~ 

., . • unqualified talk of. first and second subjects is here 

.misleading: ( f ) is theoretically the first melodic , 

fragment o~ the ~second group', but it will be seen 

that it springs directly from the previous motives, 

and is no more different -from any of them than most 
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of them are from each other. The evolution is 

consistent 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 a '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 vie'n'})Oint, 

then, the collapse into fragments at cue 3 (the 

'tranoition ') is the first positive manifestation 

of this internal conflict. The 'symptoms ' are 

the sudden athematicism, virtual atonality, 

fragmentation of previous elements, and 

chromaticism. Soon, however, the C pedal that 

,vas 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 nov, 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 new theme. This 

is the point of victory and its symbol: an apotheosis 

' 

on a smaller scale than, b?-t not qualitatively different 

from, the onset of the last movement of Beethoven's 
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Fifth Sycphony. We should note that adequate 

recognition of the effort and achievement of this 

con ener~ia 'finale' depends on our apprehension· 

of_ the preceding struggle; the section has full 
.. 

L'leaning only in the context of our a\vareness of the 

music's attempt to find a melody of som~ stability", 

and the dissolution that follows as ~he concomitant 

of instability. 

W~ 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 

11irst• and 'second subject •: one theme manifestly 

contradicted another while being of course immanently, 

or latentl3, united 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, as part of toe music's spontaneous 

• ' flow' - while being immanently, beneath the surface 

as it were, a contradiction of it. Vle may call this 

• new type i1;::.:1anent dualj_sm. 5 It was ~mplicit in the 

sooata idea from tae beginning; and there are e~en 

a few isolated examples of its explicit (if limited) 

use during the nineteenth century. Vie shall for 

These -terms were first use<.l in my Sy_mphoni_~ 
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 aimply on incontrovertible 

tonal or thematic contradiction - hence, perhaps , 

the perennial fuss about 'where the second subject 

begins'. There is a second subject, ccrtainly 9 

but the point is that the second-subject function 

( antithesis) is not confined to what is officially 

c alled the second subject. The work uses 'extra' 

~hematic material (e . g. the new theme in the 

development ) and thus has more diverse means of 

contrast than usual ; but more important for our 

purposes is that some of the opposition to the 

first subject is internalized within the subject 

itself, as is borne out by the most important 

' symptom', the fall to C sharp in the seventh 

bar and all i ts subsequent implications·. ' The 

germ of the conflict ' , said Paul Bekker, speaking 

of the Eroica, 'lies i n the Hero himself ,.. I n 

the first movement of Beethoven ' s Seventh Symphooy 

the conflict i s felt before the arrival of t he 

second subject, as a l atent (i .e. immanent ) force 

that suddently breaks the unshaken diatonicism of 
' . 

the first subject , troubling itt causing i~ to 

modulate away, pushing it ... to E majo_r . ~ the 'proper• 
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second-subject key - and beyond, to that key's flat 

submediant. E major is thus both 'symptom• and 

authentic opposition key. The drama is tonal rather 

than thematic: the second subject i s closely derived 

from the first, a fact fully consistent with 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; the drama derives from the attempts 

to undermine these huge (mainly tonic) key areas 

and so disturb their dance and song. The development 

is a struggle to regain the lost A major, which is 

exultantly regained, after·a long period of mounting 

tension, at the recapitulation . 

Bu.t to return to the twentieth century: both 

our examples have shown a dich~omy between form and 

function. Old sonata organization and new dualistic 

process have existed side by side - but remained more 

or less independento One need hardly remark on the 

anomaly: traditional 'dualistic' structure in a 

movement where duality does not rest upon that 

structure . Tnia anomaly does not exist in all 

symphonies having recourse to the technique of 

immanent dualism, but it is nevertheless fairly 

common, and is to be found also in such familiar 

works as Vaughan Williams,.' a Fifth Symphony, 

t 
I 



Sibelius's Fourth, and Prokofiev's Sixth. But 

where form and function are not identica.1, they 

c an at least be made happily compatible: what 

normally happens, and what indeed happened in 
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our first two examples, is that the second subject 

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. Con sider the first movement of 

Prokofiev ' s Sixth Symphony in this light. The 

two principal themes of the movement - the mai n 

representatives of the first and socond groups 

respectively - do not conflict in any sense; 

rather , they complement each other: 

The first cry of anguish is the result of the workings 

of an immanent dualism that distorts the first subject 
. . ' 

into the passage beginning 
' • • .' •. ·.: .. I • ~ • 

' • t 
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Now it is precisely the recovery that precipates 

the (modal) second-group stage, a moderate·• section . 

that is felt to stand in sharp contrast to the 

preceding turmoil - being itself such a constrainedly 

lyrical lament - but whose overt sympathy with the 

previous group is perceive~ immediately. 'rhe next 

encounter with th~ latent principle of negation is 

direct and sudden, and the sharpest yet; it occurs 

at cue 13 and starts what is descriptively the 

. central development of the movement. 

But the demands of the old form and the 

. .• procedures of the new technique can be brought 

into closer union than this. Indeed, sometimes 

the contrasting techniques of manifest and i mmanent 

dualism are made to :complement each other, not by . 

• i~educing the potency of ej_ther,. but by making the 

second subject appear as a consequence of ·the 

operation of the latent negative on the first 

subject. In other words, the first subject is 

. , -. ·. , 
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Now it is precisely the recovery that precipates 

the (modal) second-group stage, a moderate·• section . 

that is felt to stand in sharp contrast to the 

preceding tunnoil - being itself such a constrainedly 

lyrical lament - but whose overt sympathy with the 

previous group is perceive~ immediately. 'rhe next 

encounter with th~ latent principle of negation is 

direct and sudden, and the sharpest yet; it occurs 

at cue 13 and starts what is descriptively the 

. central development of the movement~ 

But the demands of the old form and the 

. .• procedures of the new technique can be brought 

into closer union than this. Indeed, sometimes 

the contrasting techniques of manifest and i mmanent 

dualism are made to :complement each other, not by . 

• l~educing the potency of ej.ther,. but by making the 

second subject appear as a consequence of ·tho 

operation of the latent negative on the first 
. I 

subject. In other words, the first subject ia 
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undermined and perverted from within, and theu 

in its perverted form it turns upon itself and 

functions as second subject. 
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It is this special ambivale.nce that accounts 

for the problematic nature of the second group in 

t he firs t movement of•?fuhler's Ninth Symphony. 

Some analysts (for instance Erwin Steiu), 8 feel 

that the etwas frischer section in the exposition 

is the second-subject stage. This section, first 

encountered seven 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)9 everything in the movement 

is generated organically from the opening bars, 
" 

and consequently no mean.ingful second group exists. 
I 

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 

_its first appearance offers no tonal opposition 

by being in the tonic minor; but at the same time 

Orpheus in New Guises, p.20o 

:Bruckner and Mahler,. p.227. 
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this 'group' does assume an individual life, and a 

structural importance, during the movement, and is 

consistently used in opposition to the first group. 
, 

Thus dualism depends both on one's perception of 

objectively contrasting thematic groups, and one's 

own subjective identification with what happens to 

a single theffie or group, and how it is affected by 

some apparently latent opposite within itself. That 

is, dualism here partakes of both methods. The 

movement is objectively monistic, and we have a 

'subjective ' apprehension of an internal or 

i mmanent contradiction when the 'first group 's' 

blissful major diatonicism is disturbed ten bars 

after cue 2, causing that 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 the course of the movement, a 

separate, independent life, and come to be used 

as a 'second group' in opposition to a 'first 

group'. But this objectification into 'groups 9 

takes place later: in itially we hear only one 

t hematic complex. The 'second group~s• 

evolutionary relationship to the 'first' is made 

.very clear in the recapitulation, where it emerges 

directly and naturally out of the first, sounding 

:: : : < =~' 
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like a continuation of it that has suddenly turned 

to the minor. 

This is by no means an isolated instance of 

collusion between our two dualistic techniques. 

Others are not hard to find: we shall mention 

two of th?m, in the hope that further discussion 
' might clarify the principles and processes involved. 

Very much in the manner of Mahler's Ninth , the first 

movement of the Sixth Symphony by Karl Amadeus 

Hartmann is fundamentally a piece of musical 

monism which achieves duality through the use of 

two methods: an immanent agency distorts the once 

stable or 'whole' thematic outline, and its hqrmonic 

and rhythmic corollaries, into various perversions; 

these perversioirs then achieve an ephemeral life of 

their own and are used in close alternation, or 

simultaneous contrapuntal deployment, with the 

original melody or wlth variations or even other 

perversions of it, in a manner approximating to 

the traditional oppositioo of autonomous·themes. 

The central ~heme of the movement, as given 

out by the cor anglais beginning in the sixth bar 

of the symphony (A1 in the following example) is 

interrupted by the low rumblings on clarinet and 

piano and a rising chromatic run on the lower 
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strings in the tenth bar, culminating in a high, 

disembodied motive in the first violins. in the 

eleventh bar; this is an anticipntion of the 

subject's first full-blown perversion, beginning 

in bar 17 (:s1 in the example); 

While at a simple descriptive level R1 is of course 

a melodic extens~on and development of A1 , at the 

level that concerns us the relationship between It­

and A1 io subtie and complox , and difficult to 

~ . . . .... 
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rationalize, depending as it does so much upon 

a combination of factors - for instance, rhythm, 

outline, in~ividual motives, total length, and 
: 

-the way these factors may have been expanded, or 

varied according to another principle. In A2 

and n2 - the analytical comparison - of Ex. 9, 

three types of variation are noted, indicated 

by brackets~, y_, and z• Type~ is a free 

inversion, type -:r. a free inversion with 

elaboration , and type z a transposition. 

Important notes in A1 which are retained by J?­

a.llowing of course for transposition - are 

indicated by semibreves; notice that J?- uses 

these important corner notes (or outline notes) 

at points of stress - i.e. at the beginning of 

bars. !1otice also that melodies A1 and J?- have 

exactly the same length in terms of bars - and 

this despite the fact that some of the perversion 

worked b.7 i1- upon A1 depends upon the fact that 

:s1 varies A
1 at a rate that is not con sis.tent; 

~.e. it sometimes expands, sometimes compresses, 

A1 . The contrast brought about by the variations 

in i1- are made definitive by the new string textures ' 

and by tee volatile harmonic context they createe 

Where a second _subject is a perversion of 

the firs~ it is part of a process at work on -
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or within - the first. Often ono can pinpoint 

quite accurately the moment of its conception 

within the first subject: that moment will 

coincide with the first workings of an immanent 

dualism within that subject. In Sibelius's 

Fifth Symphony (opening movement) the moment 

of conception is bar 11. Suddenly the music 

turns minor; and the ' new• subject is the 

precise shape eventually assumed by the music 

after the nine restless bars that ensue upon 

this critical moment . Ex.lo should help to 

make clear how this •new' subject (b) is the 

'first ' (a ) in perverted form: 

Bracket~ shows how the 'first subject's' initial 

perfect fourth is .preserved but that the interval_ 
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betv1een the outer notes is reduced from a perfect 

to a diminished fiftho And the whole figure is 

turned upside down. The 'first subject's' next 

perfect fourth (bracket :c.) is also kopt by the 

'second subject', but the latter's C-oharp now 

colours it with another diminished fifth - the 

sound of the tritone. Likewise , the first and 

l aet notes of (a) form a perfect ~ "th, Vlhile in 

(b) they are diminished. Ex. lO(c) shows 

another way in which the principal motive sounds· 

through the 'second' idea. 

:But there is a way by which the 'problem' 

of the formal second subject - how to accommodate 

it with justification - can be made to fall away 

altogether. And_that 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 point of viewf _noting among 

other things the absence of 'subjects' from 

the first part of these works. We are now 

in a post-~ion to ·understand that it i s precisely 

the fUllctiooing of a new :du~listic technique .that 

,. 
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enables us to answer in the affirmnttve 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 ? 

- II 

In symphonies that use the immanent dualistic 

principle we shall sometimes find, in addition to 

symptoms 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 those 

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 
i.. 

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 external-ization. 

A clear example is Walton's First Symphony. 

The opening is peaceful, but the agitated violin 

rhythms suggest a latent nervous tension. Io the 

twelfth bar a hint dropped almost inaudibly by the 

cellos and bas ses is immediately embodied in the 

porn harmony: 1 t is a flat seventh (A fla-·t touched 
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in the context of B flat), and it is of central 

i mportance to the business of this symphony: 

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 E flat minor. The seventh, expressed 
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intervalicall y as a minor seventh, is taken into 

and made a function of the orchestra's steadily 

broadening crescendo, and contributes to the 

mood of rising excitement. Towards the apex 

of the crescendo, the horns and lower string~ 

begi□ a series of quickening leaps away from 

the E 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 E flat~ 

and on to a G pedal.' With defiant persistance 

the flat seventh is maintained, the cello-pass 

figure from the opening (Ex. _ 11) i~ given out .. . 

fff and when after twelve further bare 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 

'posit~ve' force of wholeness and growth to the 

•negative' force of disintegration. This 

'negative• forcP. is ·immanent of course, lying 

within the domain of the principal subject itself; 

yet it can be characterized by ·reference to the 

flat 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 the music's own ·self-assertiveness. 

The negative B flat-A flat syndrome forms an 

important part of the second subject's concern: 

I 
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The third subject, a. melody of tremendous striving, 

emerges out of the presiding disorder, though 

remaining somehow 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 

manages even to change the E pedal to F, the 

dominant of the home key); 

There ar_e huge efforts by this theme, and shots 

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 

seventh of the home key once again, and 

treacherous ground: clearly the peace and order . . 
cannot remain for long. . . . . \ :· 
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In like manner the immanent - though partly 

externalized - drama is pursued throughout the 

four movements. The inherent agents of destruction 

ga in full control in the con malizia second movement. 

This generic sche.rzo is in a kind of dorian E, with 

the flat s eventh prominent both vertically and 

horizontally - and stressed as such in the very 

first bar: 

- -- ,.--- ---- - --

The finale bring·s the conventional resolution. The 

fugal second subject expresses the B flat-A flat 

syndrome again (x in Ex. 15) - though this is no,r 

'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 seventh, though it is now able to 0 correctv 

itself at once(~): 
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A flat seventh finally •corrected' diatonically: 

the component and the procedure are identical to that 

in Vaughan Williams•s Fifth Symphony. Here again we 

have a dualistic process that is both immanent 

(because hi~den, or 'internal'), and partly manifest 

(because an objective antithesis is exposed within 

the subject-matter itsel!, as though this were a 

partial externalization of the hidden factor). 

The first movement opens serenely but the presence 

of a persistent and unresolved modal 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 curing the development, that the 

truly disruptive implications of this trait, this 

hint, becom~ apparent. Here the interval of the . . 
second, implicit in the opening with its tonic and 
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unresolve d flat seventh,is realized horizontally 

in both its major and minor forms; it generates 

contrapuntal dissonances, and the prevailing 

instability 1s emphasized also by the frequently 

changing tonal centres. The C-D syndrome recurs 

in the scherzo: in some passages even at the 

original pitch, but also in a transposed horizontal 

representation in its minor form in each of the two 

episodes: 

The finale takes the drama into its final stages. 

The famous 'alleluias' were implicit in, and are 

• a glorification of,. those sections of the first 

covement where the 'problematic ' interval of the 

second was realized horizontally: 

Eventually the music becomes obsessed with two 

a1ternating 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 melodic evolution 

has led us back to the point where we started. 

:But the original dualism is not finally inescapable . 

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 all 'partly externalized' ·factors that 

one could imagine in the immanent dualistic method , 

perhaps none 1s so ·striking or effective as the 

tritooe - the interval most destructive of tonality 

(and diatoaicism). The most famous instance of its 

operation in a symphony is Sibelius's Fourth. The 

tritone is present from the opening bars: 
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and it defines the contour of the line that we may, 

thinking genealogically, call the 'second subject•, 

though it is sc~cely more than a continuation of 

.the first: 
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There is no escape from the interval, but its power 

may at least be temporarily suppressed as the melody 

resolves its force horizontally: 

. 
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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 aod B - a 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 tritone. The 

work's triumph is that it succeeds ia winning 

through to a creative involvement with the tritone, 

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 

· -length in the final movement. 

III' • 

Discussion of 'partial externalization•, as 

we have called it, leads us to an important 

speculation. · It is this. If in the techni4ue 

of immanent dualism a musical cell can, in certain 

circumstances, behave in s~ch a way that it seems 

to be a manifestation of part _of the inherent and 

_hidden antagonistic principle, then there ought to 
! •. -, -
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be occasions when we can speak of the total 

manifestation of a (formerly) hidden antagonism~ 

If this were to happen, we would say that within 

the bounds of a single work, or even a single 

movement, immanent dualism 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 v1hich it seems that • 

preci~ely this shift - this process bf 

•uncovering' - takes place. 

Nielsen's Sixth Symphony. 

One of these is 

Io its first 

movement, the second subject is the outcome 

•. of an exploration of the first group: it is 

Vu. 

a 'discovery' about the group, and explicitly 

about 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. 

Ex. 23 is the first subject of the first 

group: 
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It carries with it a delicate clarinet and bassoon 

cascade, and before it is done it has introduced 

a minor tension into what was a crystalline G major. 

This is no serious symptom; but when the secon~ idea 

of the group -

... 

I 

r: 24. c.t-•~ • : · : I 
-K·~~-~ii~W ~~i$i\ I 

. I 
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carries the music away from G major and into t 

C major initially, ,presentiments of unease are 

not slow in being expressed by the orchestra: 

the full significance of this apparently 

innocuous trait only 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 cl.early symptomized by its second member, is 
' taking us further from the pure, diatonic G major 

of the opening. Ex. 26, however, offers itself_ 

·in objective opposition to the preceding ideas: 

\ 

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 

teµdeocy, a general scalic movement, and a shift away 

from the original tonality towards the sentence- end , 

1 t is easily felt as an objectification. of a formerly 

immanent trait of the group. It is worth remarking 

that this 'discoveredf or •revealed' theme virtuaily 

supersedes its principal progenitor: apart from a 

couple of passing and distorting references during 
. . . 

the ensuing development, Ex. 24 does not reappear. 

Or one may say that, purged from the first group, 
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1

it reappears only as the 'undisgu.ised second 

E)(.27 

Vu.) (~&o...( 

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 ~x. 24, belonged to it 

nevertheless: 
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In such a work, then, immanent dualism turns 

into manifest dualism. Better still, the closest 

possible logical connection develops between the 

two; they seem but necessary stages in the 

working out .of the symphony's central concern. 

Thus in addition to the two ways mentioned 
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earlier, we have now a third way of uniting the 

new symphonic technique to the old. · A 
~ 

consequence pf the greatest importance follows 

from this last method of unification. It is 

248 

that the existence of the (formal) second subject 

is hereby justified. If duality is posited 

immanently by a first subject; if that subject's 

inherent and concealed antithesis is thereafter 

brought to the surface and la.id bare in the f orm 

of another subject; then one has an orthodox 

sonata polarity in which both themes appear 

rational rather than formalistic. This is 

not to deny that. the other ~ays (discussed ·• 

earlier) of linking the new technique to the 

old format may also carry the possibility of 

justifying the old form; but nowhere is that 

potential a.s explicitly realized as here, where 

a second subject appears as the 'objectification' 

of an impulse experienced •subjectively' within 

the first. We have then to revise slightly the 

·general reasons, offered earlier, for the existence 

of the immanent dualistic technique. This technique,, 

we suggested, existed to reactivate dualism. We 

see now that it may also exist to reactivate form. 
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Shostakoviqh's Tenth Symphony is one of 

that composer's Classically oriented works. The 

first movement is especially interesting as an 

instance of sonata form being made through 

the means we have been considering 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 begins immediately and continues 
I 

until the entrance-of the second group at cue 17, 

by which time it has undergone some development -

of the kind typical of the composer, but including 

some of a more Classical 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 accompanying 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 an_alysis) 

to an attentive listener it is not the critical 

contrast, not the one that impells the symphony 

forward: he will have discovered the truly •· \ 

generat ive contrast in the first few bars of 

the symphony. 
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One thing at least that we can~ot fail to 

notice about the opening fifty-or-so bars of 

the movement is the periodic occurrence of the 

whole~measure caesuras, v1hich interrupt the 

flow of the music; and if we are listening 

sensitively we will also notice that after 

·eac~ caesura the m~sic strives to project 

itself in a new direction - both tonal and 

m~lodic - 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 G; it begins with a feeling of 

G minor, and eod·s 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, 

and even brighter), and it manages to remain in 

this area for the next fifteen bars despite 

attempts to distract it; it also introduces 

a striking note of warmth and lyricism. After 

these fifteen bars the new mood is successfully 

destroyed by the original and prevailing gloom: 

G major vanishes, as do the warmth and lyricism, 

and we are back with a restless and preoccupied 
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ennui. The next paragraph (i.co after the 

intervening caemirn) begins once again more 

optimistically in F sharp major: the mezzo-forte 

reached in the fifth bar is ' the highest dynamic ... 
";• 

yet. The next two caesuras are only of one 

crotchet (equivalent to one beat) each, and see 

a sudden acceleration of the pulse from 1 - 06 , - .I 

to J _ 108, and a return to G minor; end then 

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 of affecting simplicity 

in ~he context of G major and aeolian E. 

Up to this point the struggle between lie;ht 

and dark (the metaphors seem appropriate here) may 

quite correctly be described as being on the plane 

of immanent dualism. But now - even though the 

mate.rial. is still clearly derived from the 'first 

group• and indeed_from the opening bars - we may 

,1ish to qualify this description in respect of 

the new theme, for it appears that the immanent 

tendency to 'lighten' has externalized itself 

into an independent melody, a melody tha~ is to 

fulfil a life and 'bear a destiny' of its own 

in the eosuing drama. This new theme is of 
,. 
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course the formal (but far from forraalistic) 

second subject. The coda is a varied return .of 

the opening bars, and as such places the conflict 

again on the· 'subjective' plane, where it first 

began; now, .. however, the progress from ~· 

subjectivity to objectivity is no longer 

possible, and the movement ends in its original 

:E minor. 

.. 

Now just as the technique of immanent dualism. 

was implicit in the sonata style from the beginning, 

so al&o are there a very few isolated early cases 

where some form of the process of 'externalization' 

seems to be in operation. • In Schumann's Fourth 

Symphony there is no true immanent dualism; but 

there is an objective, manifest duality which 

quite clearly gains force and particularly when 

·E!!! 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 yields a pov,erful, 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 thj.s is the true, or revealed, second subject, 

which had been suppressed in the monothematic 

exposition. Very soon first-subject figures 

interrupt it 1 and the real struggle of the 

development - between the fully externalized poles 

of the dualism - begins to take place. The 

recapitulation, insofar 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 to the rel~tive major. 

Mendelsso~n•s Italian Symphony provides · 

another early instance of the use of 'externalization ' -

though now its operation is closer to our twentieth­

century example, because it functions, as expected, 

in association with an 'internalized' dualism. In 

_the first movement, the real, o_bjective, dramatic . 

dualism is precipitated by the introduction of the 

new theme at the b~ginning o~ the developmente This 

theme grows directly and naturally out of the inter-
' 

~ubject transition, a restless, staccato, thematically 

embryonic passage which in the exposition had subverted 

E major to minor, forte to piano, and had destroyed 

the ~irst subject's sunny mood. At the start of 

the development that passage is reca..lled and gives 

' ... 
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rise to this new, dry-boned, minor-key fugato 

theme; hence it may be said 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 cod~, but is 

ultimately suppressed by the first subject -

though it is ominously present within the first 

subject, motivically, a few bars before the end. 

This opposing element proves finally inescapable: 

there are 'subliminal' disturbances in the . third 

movement; and the fin~le, clearly relating to 

that ominous 'third subject• of the first 

movement as it~ full implication, 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 symphony's 

effort to resolve the dualism that preoccupies 

it. Here the act of externalization is 

potentially a very significant moment in the 

symphonic undertaking : it may suggest 

symbolically the · attainment of a newfoun·d 

clarity and objectivity, inasmuch as ~he 

'problem' that the symphony was wrestling with 

subjectively - fmmanently - has now been 'understood' 

' 
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sufficiently for it to be stated objectively -

externally - as ·a manifest dualism. 

This new objectivity is certainly the 

i~plication ·of the two-subject sonata scheme 

that appears at a late stage - for the first 

time - in the single-movement Seventh Symphony 

by Sibelius. The original conflict is io_ternal, 

and is adumbrated ~n the first few bars of the 

Symphony: 

..-.. 

There is the optimistic upward-sweeping figure; 

it is diatonic, has a uoisonal strength, involves 

a crescendo, and appears unchallenged. But 

... ' 
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without warning it is cut off: the chromatic 
I 

intrusion in the third bar - at the distance of 

a trltone from the prec) ding unison - is a 

sudden and annihilating catastrophe; woodwind, 

horns and strings play out the aftermath 
.. 

chromatically. Soon equilibrium (expressed 

again as diatonic stability) regains control 

and a new a·ssertion of optimism follows - a 

reversal that establishes the internal struggle 

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 a~agio r~stores th·e balance by 

· asserting one of the music's 'positives' (a 

trombone theme) over turbulent, chromatic string 

lines which are redolent of the hidden 'negative•. 

But the allegro 'finale' manage·s to pose the 

antithesis objectively, to externalize it in 

terms of contrasting subjects: the conflict 

is brought to the surface - 'out of the 

subconscious', one is tempted to say. The 

process of examination and struggle - i.e. of 
' development, in a r.eal sense of this word ·- has 

... .. , 

I 
I 

I 
I 

i 
~ 

I 
! 
I 
I · 

' 

I 
l 

I 



257 

externalized the negative force in the shape of 

Ex. 29: 

It is clearly related to an idea in the vivacissimo: 

- 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' can thus approach 

the conflict with something ~ike Classical 

objectivity , by deploying the opposites in a 

sonata scheme, the development of which reveals 

their ancestry. 

Sixth Symphony 

One might also mention Sibelius's 
I• 

another example of an immanent 

,. 
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conflict becoming manifest in the finale: the 

externalized thematic and tonal opposites are 
\ 

allowed full expansion in terms of a highly 
I 

int rica te but basically tripartite structure, 

with coda. The second of these retains the 

character of -subversiveness, and occupies the 

central section, beginning at cue B: it offers 

a dramatic and unequivocal contrast after the 

aJ..:gos-i: 11 turgical peac·e of the . first section. 

As one might expect, this procedure - the 

late extercalization of a formerly internal 

factor - is apparently an exclusively twentieth­

century phenomenon. But one notable exception 

bas come to light: an early nineteenth-century 

work, in which a very similar type of process 

t akes place. The work is Eeethoveo 1 s Seventh 

Symphony. Its slow introduction is a symbolic 

we1ter of confused tendencies, impulses, directions. 

There are many implications here 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, exploring different 

aspects of it in turn (and thereby in turn suppressing 

others) until all can be presented and harmonized 

,. 
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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) movemen t 

then presents them mainly in terms of t~~me: th~ 

alternating sections contrast thematically but 

have a 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 ful, present_, fully 

externa1ized, and interacting, for the first 
• ! 

time. In this sonata movement nei_ther thematic 

or tonal elements exist in a state of suppression . 
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CH.APTER 2 

I 

l3y convention, counterpoint is monistic. 

Traditionally it incarnates, and simultaneously 

comes to life within, ·a fabric whose unity and 

cohesion are taken for granted. Contrs.puntal 

liues, we might say, complement each other. :But 
\ 

what if such a line should rebel? What if a 

counterpoint should so far protest its :i.ndividu.aJ.i ty 

that it comes into conflict with its context? And 

what if this line shou.ld then associat~ itself with 

a characteristic instrumental colour, it:.1 opposition 

to oth~r lines characterized by different instrumetrtal 

c9lours? Clearly, these :possibilities suggerrli tHo 

oew means by which dualism mig£t be generated . 
I • 

Beyond the traditional duaJistic method of disjunct 1 

c9otrasting keys and themes, beyond the technique 

of immanent duaiism which we discussed in the 

previou.s chapter, we begin this chapter with an 

examination ·pf some tv;entieth.-century symphonies 

that have made viable symphon:i.cally a dualism 
, 

founded on one or bo·th of these two further 

prit1cipl.es: countcrpoi.nt Elnd timbro. 
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We have already argued (Chapter 3) that Roy 

• 1rv.::..·r:l..:: 1 ct Third Symphony i s a 'textural' piece 

without any compromis~ with 'shape'; that it is 

a perpetual evolution io which everything springs 

from the opening unisonal chant. Where, within 

this monistj_c technique of linear evolution, is 

-~here room for duality? We shall not find the 

answer by searching for concealed ' subjects'o 

Rather, the conflict in the symphony lies between 
'\ 

the contrapuntal lines it develops in the course 

of its growth. The procedure is unmistakable; 

its initial development is _clear and convincing. 

The opening cello plainsong is without,tension ; 

but the innocence of this primeval quasi-pentatonic 

monod~ is to be gradually challenged an~ 'corrupted' 
,, 

in a musical development that imitates the historic¥ 

evolution of monody into organhm, higher forms of 

polyphony, secular song 9 fugue 9 _and beyond, so 

~epresenting in dramatic musical analogy the growth 

of civilisation and the challenge to innocence 

through the tensions and conflicts that growth 

·inevitably brines. At first there is just the 

cello line. Then the violas enter, sustaining 
, 

the l ast note of each cello phrase, and hence in 

alternation with the cellos. There is a oensation 
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c,f ten.ring at the seams when the parts, in search 

of individuality, abandon unison and parallel 

octave movement and touch notes a fourth or a 

f'i:fth away from the melody notes; they are 

immediately forced back into unison and octave -

only to struggle away once again: 

~. 

The search of the parts for greater individual:Lty 

continues, moving into organu.m, contrary motion, 

more complex polyphony and furtherj and bringing 

with it increased tension between the parts and~a 

·growing sense of conflict. The lines expand , 

proliferate , develop into sevetal counterpoints, . ' 

.. interact, generate crises, under.go metamorphosese 

The tensions and conflicts between the strands 

in xhis polyphonic _Vleb are frequently sharpened and 

emphasized by a clear antagoniom between instrumental 

groups: thus timbre also enters into the serv:i.ce of 

symphonic duali sm. While tending to heighten the 

' principal features of the dramatic conflict , this 
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does not obscure the subtler polyphonic aGgravatioqs 

ouch as might occur between the parts of a homoGeneous 

inst:rumental Group itself. From about cue 10 the 

conflict tends to align itself along a clear 

woodwind-otrings polarity. After the crisis at 

cue 13 relative calm prevails for a few bars untii 

with gradually mounting tension the polyphonic 

conflict of woodwind-strings characterization 

resumes its struggle - though now in the presenc.e 

• of a t~ird conflicting group, horns and trumpets; 

-the struggle hence becom~s tripartite. At the 

same time, an examination of the string group in 

this section will show that the tensions within 

that group i tsel.f - i.e . between the li'nes that 

provide its full texture - are not iguored because 

of the·broader characterization. This woodwind-
/ 

s·trings polarity is maintained f-so in the enDuing 

'section' (from about cue 21), wherein metamorphosis 

. and evolution have changed the basic i dea so far that 

it is rendereu with the rhythm and clipped periodicity 

of secular song. At length the same third party -

hor~s and trumpets, soon joined by trombones - enters 

menacingly abc;l quickly undermines the woodvtind , whose 

.~elody it adopts immediately afterwards. With the 
' first woodwind rally, led by the flutes, tensions 

quiclc~y develop once more and a major crisis is 
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precipitutcd. The fugue develops conflicts 

botween strings and woodwind on the one hand, 

and brass and percussion on the other. Again, 

there are sti·:ong tensions within each group, 

expressed 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 a 

remorseless funereal thud of the timpani, and 

the tragic implications are unmistakable. 

As we might expect, the work's use of tonality 

is not dramatic in the ordinary symphon~c sense. 

Tonality is used more in accordance with the demands 

of 'textural' procedure than as a means of sectional 
✓ 

opposition. Nevertheless key has a vital role; for 

·1f tonality is here the result 6f the proliferation 

of line, it is also a means of supporting ·the 

eY?lphony's own way of creating conflict: it 

enhances the individuality of the lines and 

generates tension between them. Notice for 

instance the ·pitonality of the passage given in 

Exb 32 where , at the climax of the first •s~ction', 
t 

the opposition between the lines is emphasized not 

only by their contrasting instrumental characterization 

; 

I 
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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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Nor, of course, is there any classical development 

here - instead there is simply evolution and 

p~rmutation. ~hough the process is that of 

l inear, polyphonic growth, there is still a 

sense in which the ideas 'have to bear a destiny 

of their own-!; and, in a way that is true of the 

Bcetbovenian symphony, the cells devel op and undergo 
I 

s1.gnificant permutc!,tions as a result of conflict. 

The techniquesof the Third Symphony nre not 

unique; they are to some.extent characteristic 

of Harris, and reappear for ins·tr ... nce in tho 

I 
I• 
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SeYonth Symphony. nut from one point of view 

both of these works are simple, in tho.·~ they 

are sui ecn~~- . They o.re 'textures' ; in 

neither of them is there any compromise with 

traditional. symphonic 'shapes 1 : thus there iti 

no problem of reconciling the new dialectic of 

counterpoint_ and of timbre with the presuppositions 

of received forms. A work that very successfully 

achieves this reconciliation is Alexander Goehr'~ 

Little Symphony; in this sense it is more complex 

than either of the Harris __ symphonies. I ts 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 

organiz~s them into 'forms '. 

The conflictual issues of yie symphony are 

complex and various. They rest principally on 

oppositions between lines or textures - either 

in•vcrtical or horizontal relationship or both 

which are strongly emphasized by instrumental 

characterization so that there arise what -appear 

as opposing instrumental protagonists. The first 

movement is a brief preludial chorale; in the , 

second movement, a series of eighteen variations 

on the . chorale, the method of using a r•:i..,stincti ve 

I ,, 
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instrumental 'registration • for each variation 

assists in defining the contrasts betwec~ the 

variations when such are intended - though 

such sectional contrasts are less importan·t 

as a means of conflic ·t; in this movemen·t; than 

coutrapuotal contrasts. Likewise the use of 

members of contrasting instrumental families 

within many of the variations assists in 

defining the internal (mainly horizontal) 

conflicts. Sometimes the internal polarity 

rests on the horizontal opposition of one line 

against several·- i.e. a single strand against 

267 

a whole ~exture, in whi~h case a solo instrument 

or an instrumental sub-group (say violast or o1)oes ) • 

is pitted against a number of instruments of the 

same f~mily or of contrasting orchestral familieso 

Instances of this arc Variation II, where violas 

oppose oboes and clarinet: I 

or Variation IV9 where a solo tuba opposes a thick 

i 
I 

.I 
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·texture made up of clarinet, baos clarinet, horn a 

and strings. Sometimes this interna~ polarity 

rests on the horizontal opposition of groups of 

lines, or textures, usually characterized by 

broadly similnr, though often mixed, groups 

of instruments for instance Variation XII, 

·where oboe and clarinet. support each otherp 

without merely doubling, in their argument with 

violins and cellos:. 
'\ . 

:! 
I 
t 
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or Variation XIII, where the brass instruments 

(i.eo horn and tuba), reinforced by all -the 

woodwind (i.e. piccolo, oboes, clarinet, bass 

clarinet ) eng~gc ~n a forceful battle with the 

strings. Iq cases where one of the antagonistic 

groups is distinctly smaller than the other and 

is soloistic in nature, the resemblance to a 

ooncertioo-ripieno scheme .is perfectly clear. 

Horizontal oppositiou is at its simplest in 

! I 

J 

' • 

\ 



269 

Vo.rintion IX (-the central variation, if one 

includes the original chorale in one's countin6), 

whe:r.'e , apart from a thr:ee-note contribution in 

the middle from the clarinet, the entire variation 

is carried by the two horns. 

Conflictihg types of movement, or motion, are 

not separable from the kinda of conflict mentioned 

above, for they are among the factors that help 

to create those conflicts. However, tension 
'\ 

between different types of movement is a factor 

of contrast, sectional or ·simultaneous (linear 

or textural), that is important enough in this 

symphony to demand mention on its own. Such 
, 

conflicts are in this symphony greatly dependent 

on the motoric autonomy of the o:pposiog entities 

which expresses itself for instance as a strong 

bi- or polyrbythmicality,or (and in the total view 
' 

of the symphony 'the most important) as simultaneous 

or successive differing rates of movement (i.eG slowp 

fast, etc.). Something of this motoric autonomy 

may have been suggested by Exs. 33 and 34; • still 

restricting ourselves for the moment to the second 

movement, the following examples may help to make 
. 
it clearer. Ex. 35 shows the first part of 

Variation III where the r apid piccolo figurations 

contra~t strikingly with the much slower moving 

' 
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violin line aud where a great tension between 

the two resulto on this count alone: 

-A rhythmic skeleton o:f most of Variation XIII, 

which was mentioned earlier, speaks for itself: 

~L-·-

The third movement is generically the scherzo: • 

a. rapid terna1'y piece with a slower and simpler 

trio-like central section. The movement continues 

the horizontal ·(i.e. contrapuntal) articulation of 
. 

conflict , but now also makes considerable use of 
\ 

sectional contrasts. Horizontal opposition - with . 

the attendant motoric autonomy - ia·once again 

' 
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supported by a clear and consistent instrumental 

characterization: 

t.,<.3 7 ,. , 
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And in its secti.ona.l expression, conflict exists. 

between sharply differentiated sections: between 

the hectic scherzo (in a trad:i.tional 3/4-) and the 

lightly-scored, limp"id and lyrical trio, overtly 
I derivative of the first movement chorale, and· 

fluctuating between 2/4 and 3/4. The fourth 

,:::::::::-

movement organizes the confli~t in a predominantly 

ae·ctioz;ial way for the first timy in the work: the 

issues have evidently been clarified to the point 

at which they can be thus separated - a process 

closely similar to the externalization of interntl 

factors in an immaneotly dualistic work. The 

outcome of the symphony will now depend on the 

more orthodox·~ because sectional - interaction 

and working· out of these conflictual issues. , 

In the Harris and Goehr symphonies, we hav~ 

seen that ins trumen t al affiliation 3 may becom~ 

cl-<-
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highly functional in the characterization and 

working out of a symphonic dialectic founded 

primarily on count~rpoint. The question that 

now therefore urge~ itself upon us is this: is 

272 

i t possible· that a syrr,phonic argument could be 

sustained in which such ins trumental affiliations 

were the principal terms of the conflict? 

Iain Hamilton's Sinfonia for Two Orchestras 

offers a brilliant and affirmative answer. 
'\ 

Symphonic conf lict here depends on the delineation ,·> .. 

of opposing instrumental groups which are also 

inter-locking (overlapping ) because the members 

of each group have more _th~n one affili~tion. 

' '. \! In other words the full and fairly standard 

,\ 

symphony orchestra ·is broken down several ways -

s~. thqt e1ch instrument belongs to more than one 

group and that these sectional 'roups stand in a 

complex relationsh~p to each other in conflict 

p~ttern s of varying degrees of intensity. The 

work 's business is t o defin e these r elatioushipst 

clarify and organize them; and by discovering in 

the process ~he unity that underlies the conflicting 

diversity, to reconcile the groups without destroying . 
the icdividuality of any. 

' 
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The ' two orchestras ' of the title derive from 

·the division of what is a fairly normal symphony 

orchestra into two instrumentally balanced but 

co1rl;ra::.ting groups. Indeed, once it i s 

understood that the work is scored for .what in 

reali·ty is a Ringle symphony orchestra, the duality 

stressed by the title in i ts insistence upon two 

orchestras i s seen to .b'e all the more significant. 

The two orchestras are: 

I II 
\ 

2 flutes.(2nd doubles 2 oboes (2nd doubles 
:piccolo) cor angla:ts) 

2 B flat clarinets (2nd 
do~bles bass clarinet) 

4 horns in F 

·l;uba 

percussion (suspended . 
cymbal , t am-tam, 

. - glockenspiel, 
xylophone, celesta , 
bells) . 

·harp 

violins I 

' .. 

2 bassoons 

3 trumpets ,in C 

. 3 trombones ­

timpani 
,, 

I 

piano 

violins II 

violas 

basses 

, . 

. . . 

These two orchestras represent the two major 

opposing protagonistso fhe other stro~gly defined 

and contrasted groups, whone divioions cut right 
\ 

j 
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across the main ones, nrc the major i nstrumental 

famil ies: the percussion, the strings , the 

brass,and the woodwind , used in that order. 

The harp , p:Lo.no and' ·ti mpani further divide their 

allegiances: the burp and piano associ ate 

themselves with the strings (they are, after 

a.J.l, 'strung' in struments ), and the timpani 

lend support to the woodwind. Vie have already 

(Chapter 3) discussed the worlc formally in some 

detail. ~ To summarise: the Sinfonia conoists 

of eleven short sections each of which is scored 

either for one of the main orchestral groups or 

for one of the ' family' groups (whose sections 
I 

are called Tessiture)- with the exception of 

. the outer sections which are scored for the 
' tutti orchestral ensemblec The contrast betweeu 

, the sections (and therefore betwpen the instrumental 

groups) i s underlined by the constant switches in 

t empo and metre from the one to the other. Cle~ly, 

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 ten~ion; in. its calling of the listener's 

attention to the real issues at hand it is nn apt ' 

I 
I • 
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modern counterp~rt of the traditional exposition. 

The method and idiom arc obviously diffe·rent but 

the principle is the same. (In its oostenuto 

tempo it perhaps also retains something of the 

old slow introduction ) v This opening section 

i s scored for both orchestras - the prime opposites 

and it is their simultaneous deployment that creates 

much of the tension; but tension is also created by 

the divided allegiance.we have spoken about, for 

across th~ physical space that delineates the two 

orchestral blocks, the related instruments throw 

out ties, attempt to demonstrate their relatedness 

by means of pitch and rhythmic-figure similarities, 

by temporal coinc~dences, and by means of imitation. 

In order to understand _all this from a mere study 

of the score it is essential to remember that the 

· ' , opposing orchestras are so arranged on the stage , . . . 

' d / • that .their distinctiveness an separateness is 

clearly seen and can be acoustically apprehended; 

according to the composer ' s instructions ; thus: 
' Orchestra I Orchestra II 

. 

Perco Timp. 
·,Tuba Cor . Tbe. Tbni. 
Fio Clo Ob. Fag. 

Harp Piano 
Bassi 

' Celli Viole 
Violini I Viol:i.ui II 

' 

I 
· t 

I 
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The avoidance of linear movement in every partt 

moreover 9 and the successive fortissimo entries 
j, 

I 
o~ the different instruments, tendo to focus 

attention on the contrasts and conflicts inherent 

in tho 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 pr.escnt in the Tessj. turc, 

where c_onflict is at its lowest and concern wi th 

sheer texture at its highest, than in the orchestral 

sections, where instruments are often prepared t o 

protest their individuality, frequently in ways 

' that generate contrapuntal tension - ·ai, ... r 
.. 

instance in this passage from Section 2: 

- -I -- - -- - - - - .. ~ -- - - - - ~ -4;b-1 
. ..., ,-j I 

-a•-- 1>-1 I. I • I. 

-7-,- ' Jp: , .. 
7=m 

I ' 

I I Tf 
l \ 

TI'f r f Fr r 
... 1 ..... 

... 

"' 
rilr Ti 1 Z'1 T \ . \ . 

s s / ...... s i+:/ \..: s -~ ...: -. - -
I 

'\ 

~ .-;:: l---, ~ + t l, +· ~ -, .. ,.~ 'I • 
~ i:: 

.,_ ,-.... 

! 
r-.,_. 
,,'--
~ 

d-c 

I 

f 

: 

~1=-f: f- 1, I I .., .. 1 I n.\t-77- -I V l ., .. ., I • I 1./ I 

~ 
.. I -, 

6-' ...... L , I --, I 
I---

-

th: 
L • r-

~
Ct " --- :-..._ 

~·' l .. ~ )' .. ~ ~ 1 .. -1 ' p"1•.-'f-7- ., 
- 8- L I I I 

~ lt - <... 
I (' .. / I I ~ . ...._ . - ' ... f 

These sections,- Nos. 2 t o 10 inclusive - have 

affinities with traditional symphonic development·: 
I 

not styl istic or methodical but only 'functional' 
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affinities , in that they examine, extend, fully 

reveal and clarify the issues inherent in the 

first oectj.on. Such elucidation ' makes possible' 

the reunion of the opposing orchestras in the 

penul tima.tc. section, and thereafter the melodic 

celebration in the last. Certainly there is no 

total resolution as in the Beethovenian symphony; 

but one has at least the feeling that the systema·~ic 

' development' and clarification of the basic tensions 

has enabled the opposing protagonists to take their 

place alongside each other with the eq_uanimity that 

is the result of a clearer understanding of the 

fundamental_ unity that underlies their~ .. ~if~~rences. 
' 

The concepts of immanent duep.ism, of a dialectic 

of counterpoint, and of instrumental and timbral 

conflict, have brought us a long way from the 

traditional symphonic 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 

1n· terms of new,polarities and · by means of new 

procedures, there is in principle no limit to the' 

number of ways symphonic thought may realize itself, 

I ,. 
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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 shculd not make· itself fe-1 t 

as, nay, structure; why, that is, the music's 

279 

own form of coming into being should not be 

subj ect to countervailing demands or principles, 

and why therefore the conflict should not realize 

itself as tensions i~ternal to the music 's own 

structural Erocess. Of the twentieth-century 

works that offer themselve~ for serious 

consideration in this connection we might single 
I 

out four for discussion: all notable works in 

their ovm right, ~ach approaching its task in _a 

different way. They are the First and Second 

Symphoni·es by Tippett, Webern's Symphony Opo 21, 
\ ,, 
' 

and. the First Symphony by Robert/ Gerhard. 

.In Tippett's First Symphony the dualistic 

interest at its highest, most abstruse level, is 

the contradiction between Form and Texture1 - but 

its presentation at the level of immediate 

perception begins as a study of the contrast 

and capacity fo~ intense individualization of 

the contrapuntal lines in a textural idi9m; to , 

1. i . e .. ' Shape ' and 'Texture •: the terms were 
frcq_uently used by Tovey,. as has already 
bocn notedo 
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this extent the work follows on loe;ically from 

our earlier diocussion. In the allegro first 

movement the contrapuntal style itself is made 

the basis 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 ; im~ediately 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 1from 

the initial, and the upper l ine ' s, A major: 

the l ines are felt to be in opposition: 
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·of course these are not ' entities' i n the way 
. 

that usual symphonic subj ects are - they are 

not e~sily detached from their context - but 

are incipient contrapuntal lines :l.n a monistic 

style, lines that are continually to expand and 
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unfold into new but closely related patterns in 

·a manner akin to that of the sixteent~-century 

English polyphonists to whom Tippett owes so 

28l 

Thus the antitheses are not defined simply 

by the upper and lower lines of Ex. 40: each of 

these reveals many new contours between which 

conflict occurs in varying degrees. There is 

nothing that can honestly be called a second 

-subjee~ here; ~ut (and here is the first 

comprom~se with a 'shape' technique) the tension 

between the lines forces the music dramatically 

out of the area o~ A major into tonalities where 

the original key is seriously challenged and 

indeed - in Tovey's phrase - sinks below the 

horizon. This of course would not be ~ikely 

to happen in a purel~, or traditionally, textural 

piece, where all departures fro1~ the home-key 

would be moves .into nearly related regions that 

never seriously called into question the home 

ground, and would in any case be incidental points 

in the evolutionary growth of the lines . 
. , 

This to~al challeoge is offered most 

forcefully by the development section - another 

compromise with 'shape' - which differentiates 

itself from the exposition by virtue not only of 
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its dramatic uoe of' tonality but by the way it 

treats the foregoing textural section as a 

storehouse of ideas which it deploys in a 

recognizably·symphonically developmental manner. 

~he evolution of new contours is not the business 

of this development,io g_uite the way it was of the 

foregoing exposition: rather its business is to 

examine old ones. '£he full-scale recapitu.la·~ion 

in the home-key ,is the next 'shape ' compromise -

' and recapitulation it certainly is, for it does 

not merely restate the original contrapuntal 

ideas and then allow the line's to yield new 

consequences . It i .s a return and a restatement 
, 

of the opening section - with, moreover, orthodox 
.. 

key adjustments in favour of the home-key, A major~ 

To_ say that it is not literal 1n no way invalidates 

·its orthodoxyc I 

The course of this symphony is one of gradual 

emergence from a basically textural idiom, through 
' • 

. . 

compromise with technig_uesof 'shape', to an idiom 

governed by 'shape•, aµd finally back to texture 

through a reversal of these processes in the last 
-

movement. The adagio, in the k~y cf the supertonic 

minor, thus begins at one remove from the more purely· 

and autonomously polyphonic idiom of the opening of 
~ 

the first movement: it ·isfpassacaglia, originally a 

dance form, · and one resting upon the repetition of 
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a around, which in this case io a -regular eight-bar 

sentence, with ~nteccdent and consequent. Herc 

there are two clearly differentiated themes: the 

ground, and the subject that expands and proliferates 

above it. · The use of tonality 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 minor, E minor (these last two i~ 

passing)., And the return to the home-key is also 

dramatic and accompanied by a restatement of mos~ 

of the opening section. This is a great compromise 

with 'shape' - and it appears all the more so v1hen 
I 

it is discovered that the earlier section is now 

.regarded so sectionally.-- so much as an ~-entity' -

that its · sentences can be recap~tulated in reverse 

, order. This reprise, apart fro' the reversal in 

order -of presentation of what was previously a 

naturally evolving and expanding polyphonic texture, 

is lar gely literal, the only important change being 

necessarily in the concluding bars. By the third 

movem~nt ' shape ' has gained the upper hand: it is 

a presto movement in orthodox scherzo-and-trio formo 
- . 

The more textural section is relegated to the middl~, , 

: 

to the trio - a highly contrasting polyphonic passage 

for stringst which by setting out in D dorian maintains 

D as the tonal centre of the movement. 
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The synthesis and resolution of the finale 

is that while it begins as a 'shape ' m9vementt 

with contrastina subjects, albeit extended 

polyphonically (texturally), it resolves itself 

back into a textural movement in which the formally 

contrasting subjects co-exist contrapuntally without· 

friction. The first s~oup consists basically of a 

eubjec·t and its counter-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 p·iacevole, of fluctuating tonal 

centre but setting out in C dorian and expanding 

in a fugato treatment. Clearly, what we have in 

· this exposition is.a textural idiom whic~ has · been 

made subservient to the considcrationsof 'shape'; 

as in the previous movement it ifo the 'shape ' 
. 

which dictates - which is fundamental - though 

the idiom is now more polyphonic. This holds 

good also for the ensuing development, another 

prescription of the sonata ' shape '. Here both 

groups meet a~id are deployed contrapuntally aud 

motivically, an-a it ia here that texture once 

again gains control: the two groups find at 

length that they combine very well and thereafter 

' 

there is no separating them. The motivic development 
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ceases, the lines become whole- : once more, each 

with its own inherent life. It is a falsification 

to speak about this as reca.pitulo.tion: it is a 

textural process that begins in the midst of the 

development , outside of ·the central tonality, an~ 

proceeds from there until A is brought round agai~ -

and according to principles that have nothing to 

do with the 'shape'-dominated exposition. It 

would even be a falsification to speak of a 

simultaneous 1:·.Jcapi tulation, for the use of the 

word 'recapitulation' presumes a principle ·which 

does not pertain to what happens after about cue 12 

of the finale. It is the resumption of a principally 

textural means of ' control, rather than a recapitulation 

• (which implies a formal- control), that is important • . 

And it is not surprising that the regaining of the 

tonic major is not a dramatic ev/4nt: it .is merely 
' an incidental one in an inevitable organic process , 

a kind of growt~ which can ther~fore continue for 

as long as there is energyo As it happens, it 

goes on growing: · the cycle continues beyond the 

resumption of A major, turning immediately towards 

E major (the dominant) where it ends. 

Thus a work which began by creating a dualistic 

tension within a monistic idiom, by generating a, 

dramatic conflict between the contrapuntal lines 
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(and thence a contr'adiction between texture and 

'shape1 ), and which perpetuated these dualisms 
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in various ways through the four movements, ends 

by resolving contrapuntal tension into a 

harmonious polyphony (and thence resolving 'shape' 

back into texture). One may express the matter 

thus: the symphony's overriding concern with the 

contradictions between Form and T-extu.re comes into 
. . 

being - or rather is made dramatically apprehensible -
'\ 

through the· primary struggle between contrapuntal 

lines; as these contrapuntal lines conflict they 

disrupt the homogenei_ty of the polyphonic texture 

and create a need for a 'shape ' organiza~ion, for 

a control by Form; as they are reconciled the 

need for external Form disappears. This brilliantly . 
,. 

• ori_ginal symphony is itself structurally a dramatic 
I 

enac.tment of an important problem for the twentieth-

century symphony: the dichotomy between the old 

dualistic practice and the monistic character of 

much twentieth-century musical language. 

Like his First 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 . T·he First Symphony's problem was the 

. contradiction between Form and ·Texture, studied 
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dramatically n~ the conflict between horizontal 

(i.e . contrapuntal) and later section~ly 

disposed lines; the Second is concerned with 
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a dialectic 1- of Form and Content, and its i mmediate 

dramatic p3:esentation involves t he tensions within 

and between strongly individualized sec tions. Over 

a recognizably tradi tion_al groundplan Tippett builds 

a work that deploys the basic formal 'ingredients• 

to an end that is as unique 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 speaking function as a vital generating 
\ 

and regulating factor in Tiprett generally, and in 

•this symphony i? particular. That notion of key 

is temporal and progressive; for Tippett time 

.and key are usually contingen t r1ther than necessa.1·yo 

We have already (Chapter 3) discussed the form 

of the outer movements of this symphony, but it is 
' necessary now to re-state briefly some of the 

particulars that were mentioned then. The first 

movement is based in orthodox fashion on the contract 

of two thematic- complexes: the first, basically inc,, 

is steely and :vhythmical, while the seco·nd 9 initially 

in E fla. t, has pliable carillon an do counterpoints.' 

The two are further distinguished by timbral means: 

I 
I 
t 
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·the firat thematic complex has mainly string, 

brass and piano textures, while the sec.end 

belonns mainly to the woodwind. Though 
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described by the composer as a 1 dramatic sonata 

allegro', the movement shuns traditional form in 

favour of a structure of four closely related main 

sections; Tippett calls_ them •statement, first 

argument, re-statement, second ar6l,tment and coda'. 

Far from being ordinary developments, the 'arguments' 

are reviews .of ·their preceding 'statements' in which 

the earlier material is somewhat varied, reorganized .; 

(so as to yield a more complex·, less symmetrical 

micro-structure), and extrapolated: thus the 

movement reallypresents the same fundamental 

,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 to invent the work's form.in 
as great a detail as I can before I. 
invent any•sounds whatever. But as 
the formal invention proceeds, textures, 

I 



speeds, dynamics, become part of the 
formal process. So that one comes 
closer and closer to the sound it8elf 
until the moment when the dam breaks 
and the music of the opening bars 
spills out over the paper.2 
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In this fi~st movement Form is severe discipline·­

the rigid, constricting order imposed onto the 

music to hold the c·ontrasts together and give 

coherence . Moreover, form is the external control 

that holds in check the music's inner tendency for 

dynamic expansion and diversification. At a 

deep level a tension results from this: one 

becomes aware that the structure is 'not adequate• 

to the content. Each section (or micro-section) 

grov1s dynamically ,outward, always further away 

from its source; at climactic points it is . ' . 

interrupted by the start of an9ther section 

which is in fact not a culminati7n but a review 

· ' of the same material (or in the case of a micro­

aection, quite new material). • The spirit is 

energetic, while the form - the discipline 

essentially, in this case - is static: that, 

at the deepest level, is the conflict, aod it 

is the central preoccupation of the symphony. ' 

And despite the discipline, the formal s'traitjacketing, , 

each section manages over the coui~se of the movement 

From the sleeve-note~ provided by the composer 
for the Argo recording of tne work in 19670 
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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. 
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In the more placid, relatively static slow 

movement - a lucid ternary structure with 

introduction and coda - the sectional song-form 

is Form more appropriate to the content. Tensions 

here are less - and .traditionally so for a 

symphony. One may say that the movement represents 

a temporary concession to Form. The high energy 

of the third movement is required to take up the 

struggle again and shift the 'balance•: a rapid, 
' , 

. rhyth·.Ilically <.:omplex scherzo, in additive rhythm 

and in a very free rondo· form, the movement retains 

some of the earlier repetitive sectionality but now 

the arching 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 and sufficient exhalation immediately 

after it (cue 112 .et se~.) are striking, because 

so newp after the experience of the first movement. 

We have called the movement ·:a free rond9, ill order 

to show its prop~r genealogy; Tippett likes to 
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call it an 'additive structure•, a phrase that 

is appropriate to its method of always rotating 

old material in . transformation in the presence 

of new materi al. The issue is that, unlike 

in the first movement , the implicat ions of the 

material are permitted ·to drive the movement on, 

'addj.tively' _ - but still· in the presence of some 

sectional, r epetitiona l 'check'. This points 

the direction the oymphony has taken and 
'\ 

anticipates ·the full resolution of the last 

movement. • 

The four sections of the last movement 

• implicitly refer to the four sections of ~he· 

first movement; the composer himself has 

pointed ~ut th8 connection. Unlike the · 
' / 

fir~t movement, which was given coherence by • 

rigid Form, this movement placea'together four 

sections in apparently total disconnectedness; 

in~ sense that has meaning for this symphony 

the movement is written without Form. For here 

the contrasts hold themselves together: the Content 

is its ovm Forl]l; and our awareness of the latent 

interconnections between the sections of this 
. 

(so-called) 'fa~tasi~• is a measure of our 

deeper intuition of tho relntedoess of free, 

! ' 

I 
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apparently disparate entities. With this insight 

we have abandoned rigorous management of the 

discrete facts before us; we have learnt to 

'see' the deeper relations, and control of the 

old kind has been rendered redundant. The four 

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 sections become progressively freer in 

themselves, ·representing symbolically the whole 

work's attempt to liberate itself from Form -

i.e. from form-as-regulative-pattern. The 

first section is •~dditive• and repetitive in 
-

a way that recalls the t~ird movement, the 

second (cuel44) is a passacaglia, and the 
\ 

third ( cue 169) one vast, freely unwinding 
I 

melody - in a sense the symphony ' s culmination, 

symbolically suggestive of the 'achievement 9 o 

The .fourth section (cue 181) - which is coda 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 

quintessential urge, made five times over for 

emphasis. Form here is apt, f or unl ike the 

first movement, which the principle of repetition 

. I 
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recalls, the 'sha11e ' is fully in the service of 

the spirit 

fulfilled. 

empha·t;ic 1 cadcntial and ecstatically 

The fact that thissection recalls 

the main theme of the first movement - and that 

movement iiself - insisting that the end is the 

same as the beginning, makes the point tha·b ·this 

is not a progressive, temporal drama in the 

Deethovenian manner; though like Bruckner's 

symphonies, which also differ in a somewhat 

similar way1 it still relates to the 

Deethovenian ethic of achievement. 

The contradictions explored in the Tippett 

symphonies - between Form and ·Texture, and between 
I 

Form .and Content~ are less intellectual and 

· esoteric than · the structural antitheses that lie_ 

at the heart of the Symphony Op. 21 by Webern. 

This concise two- movement work (a sonata form 

follo~ed by a t~eme and va~iations) is at a 

technical level pure monism, built as it is 

on the implications of a single tone row; but 

'it unmistakably engages with the traditional 

symphonic eth~c of musical dualism insofar as 

it is profoundly and uniquely involved w~th a 

po1.arity of Symtnetry and Asymmetry .. Its abiding 

preoccupatlon is a struggle against asymmetry and 

' 
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imbalance, j n favour of perfec·t symmetry and 

balance - vthich it 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, and in the coda, of 
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the second movement - symmetry is sought in 

retrograde movement; in every section except 

the final-coda some sort of canon is attempted. 

The absence ofcanon from the final coda is 

significant, for it is in the last variation 

that asymmetry is finally defeated and symmetry 
I 

r eigns in the perfect and long-sought-for bi- unity 

.of canon by inversion and retrograde motiono Hence 

t he coda; with canon not attempted i n any way.for 

,·the -·first time in the piece, reprfsenta a new 

r elaxation, a new simplicity, relying as it 

does purely on the symmetry of retrograde movementt 

The basic set itself i s such that it expresses 

the symphonyvs concern for symmetry - and t he 

··elusiveness of that symmetry. The row di vides 

perfectly into two halves, and the second half . 

ie·a perfect retrograde of the first. Yet 

plainly the fil'IDmetr~ is far from perfect: the 

,•. 
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halves are on different notes, separated by 

a tri·tone: 
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The exposition expresses this central duality in · 

a brilliantly contrived way. The basic set and 
'\ 

its •accompanyincs melody ' - a different r hythmic 

formulation of the row in a transposed inversion -
. 

are imitated at a distance of two bars by a 

double canon by inversion. The eleventh and 

twelfth notes of each row are treated as ·the 

first a~d second of the next. This makes for 
I / 

a c.omplex dovetailing of the lines into tho 

ensuing micro-section - which wifl be the 

attempted symmetrical r etrograde - but it 

me~ns that immediately the symmetry of the 

intervallic processions of each half of the 

exposition is going to be disturbed. Moreover , 

since the canon is at a two-bar distance , the 

proposta will be attempting its backward 
, 

. movement v1hile the risposta 1s still completing 

its forward movement. Here too balance will be 

I 
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upset and a tension between the lines 'created. 

We have spoken of the attempted retrograde 

that folloVls the playing out of each row here: 

it ia •attempted' in the senl?e that it is far 
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from perfect, either rhythmically or notationally: 

the order of the notes is somewhat scrambled 

( though they do move roughly backwards), and 

the rhythm, being in fact completely altered, 

is inconsistent with ideal r etrograde movemente 

The whole-.of the proposta as it appears in the 

exposition i s given as follov,s: 

The instrumentation used here and in the other 
, 

lines clearly enhances one's aural perception 

of· the 'retrograde ': it will be seen in Ex. 42 

that the instruments ure used in their reverse . 
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'· 

order in tho second half . Technically this 

olightly scrambled retrograde is achieved without 

any offence -to the precepts of strict twelve­

tonalism: for the properties of the row are 

such 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 seriesj 

then the inv~rsion will inevitably re turn the 

notes of the original -series in a ·slightly 

• scrambled reverse order. On many countst then, 
' this exposition's search for symmetry and balance 

is defeated; it is also defeated by the codetta­

like passage for the •accompanying ' line and its 

canonic partner, and further still by the £act 

that 1·n the retrograde ·second half these 

•·e..ccompaniing' voices transmit the row - cir 

its inversions or transpositions - more than 

once, unlike the first half. Nov/ this 
.._ . . 

•vetrograde' occurs at the point in the 

expo~ition where the second group would 

normally appear - but this is an important 

link with the tradition, for the asymmetrical 

r etrograde crea~es tension and the need for 

further sect:i.ons in which to attempt to find 
, 

harmony and balances in a way that has important 

I, 
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po.rallels with the tra.ditional function of 

discrete thematic groups . 
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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 transposedp 

and the other two use it in transposed inversionso 

As in the exposition,the voices move in canonic 

pairs, the following voice in each pair turning 

upside doxm what the leading voice has played. 

The scoring once again clar~fies these canons, 

as it did in the exposition, by the use of 

• certain timbres in the propos~~ that are repeated 

at the correspondi~g points in the f1sposta . The 

four lines share .a common rhythm, so that together 

they make a four-part rhythmic canon. The total 

, , reversal begins in bar 35. It is an unorthodox 
I 

. , trait of this development that it exhibits a high 

degree of symmetry. A notable ·exception to this 

general characteristic of the development is the 

omission by the first canon, in both Qroposta and 

risposta, of the final _note ( B flat) of its series; 

this is techni°cally explained only by saying that 
• • _. I 

the note is used to start the ensuing retrograde 

and that the note is therefore shared by both 

I, 

I 
I 
f 

~ 
I 

' I 
. J 

J 



. \ 

299 

canons - in ' the same way that overlapping had 

occurred in the exposition. What needs to be 

understood about this generally symmetrical 

development is that it is (a) not an independent, 

self-contained section, as is emphasised by its 

soon being swept aside by the onrush of the 

recapitulation; and (b) ' its brevity and 

relatively uncomplex and homogeneous texture 
• " 

is 7suf'fic~ent to offer an adequate 'answer' :.:;::.,._, 

to the longe·r and more diverse and intricate 

exposition: a more satisfactory solution to 

the symphopy's problem the struggle between 

symmetry and asymmetry - will have to be , 

forthcoming. :But th.is is nevertheless a 

real glimpse of the ~inal solution, in a ·way 
\ / 

that is not uncommon in the tradition of the 

·symph~ny; what is uncommon is tb'.at it should 

occupy the development. The recapitulation 

begins on the last quaver of bar 42. 

Conventionally, it is varied - most of all 

in the principal voices, which undergo 

modificatio.ns ·of rhythm, dynamics, and line 

through having their component notes moved into 

different octaves·. In other words , the recapi tula.tion • 

brines back the exposition with its original pitch­

classea: the effect is of a modulation back into .. 
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the tonic, but the tensions of imbalauce still 

remain very much in evidence. 

Just as the first movement tried to find and 

unify the perfect mirror forms of canon by inver.sion 

and retrograde repetition, so in the second movement 

each variation makes a greater or lesser attempt 

to do the s9:m0, and si~i·larly has varying degrees 

of success. As is customary in a symphony, the 

movement - the finale - begins with the knowledge 
\ 

of the preceding efforts of the symphony, so to 

speak, and begins therefore that much closer :to 

the sought-for ideal . . It exhibits on the whole 

a higher degree of the kind of balance th~t is 

the goal of the symphony, than did the first 

movement. But the ideal mirror forms are not 
/ 

att_?,-ined until the end; each section has some 

greater or lesser ' fault ' , which~alls for a 

renewed attempt and so propels the music on 

into the next variation . 

The theme itself is a transposed inversion 

of ihe basic set of the first movement. At its 

centre-point the theme begins a rhythmic and 

melodic retrograde of its first half - but as in • 
' the original this ~s imperfect , owing to the fact 

I 

that the two halves are removed from each other 

by the interval of a tr1tone and thus occur on 



-

\ 

different notes; and canon is virtually 

non-existent. Variation I has a high degree 

of mirror-form integration, but balance is 

upset and tension created by a lack of 

synchronization between the two double canons, 

which begin their o.ackward movement at the 

distance of half a bar f~om each other. 

Variation II has a very slight canon, but 

its major disrupting fea·ture is that the first 
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' . horn refuses to submit to the rigours of retrograde 

motion; instead it continues to expand thematically 1 

and dynamically throughout@ This is achieved 

technically by its consistent alternation between 

two differently transposed inversions of the series 

·a kind of mixing of the two rows. Variation III 

is ostensibly perfect, but on c1ose attention -it 

• ·reveals a subtle and important ':r.Law•: an extra 
' piece of a row is •tagged on• to the end of the 

first half (i.eo just before the start of the 

retrograde )~ or in other words is inserted into 

the middle of the variation, and appears both 

forwards and_~hen immediately backwards~ The 

notes of this insertion are deploy~d canonically •• 

10· 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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used by two cauonic voices, which begin in the 

centre of this row and move outwards in opposite 

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 

symmetry and balance it is an •ungainly ' melodic 

interpolation and as such is a symbolic 

'imperfectio_n': the p~rfect mirror forms 

sought for must be attained without this kind 

of 'compromi s e•. 
' Variation IV uses a curious, mosaic-like 

retrograde second half which in terms of the 

ideal is inadequate . . In this retrograde the 

first half is returned backwards mainly ~n 

the sense that melodic cells ·from it are made 

to foll ow each other iri reverse order; in 
/ 

other words the first half is taken as 

consisting of' a series of small -Jnits - roughly 

·corresponding to bars - which in the second half 

are, placed in reverse 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 only minimally - not in i .ts totali·ty, 

but only in that its ostinato horn figure contains· 
I 
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within itself its own retrograde ~ovement: 

Instead of anything tha~ can realistically 

be described as a retrograde second half in the 

variation, there is just straight-forward 
. '\ 

repetition-, 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 
I 

combines two forms of inversions of the series, 

but adds to this expan~ing melodic tend~ncy a 

rhythmic freedom as well. 

Variation VII at last achi1ves 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 coexistencee 

The fairly high dynamic level of this variation, 

and its ·broadness - continually expanding further 

into moments of deceleration - is in keeping with 

the nature of traditional symphonic apotheosis, 
\ . 

or at ·1east resolution. After this the coda 

• .. •• ,I 
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can afford to be relaxed, easy, and extremely 

simple: in theso particulars it has links with 

tradition, too. The rel axation allows a freer 

..,_ 

borrowing from other (transposed) inversions of 

the basic set , a freer mixture than hitherto in 

the symphony, and it allows flexibility io the 

tempo. It is also no longer preoccupied with 

canon: it is all simplicity: duality has been 

conque~ed.,_ But perhaps its most striking feature 

is its perfect retrograde motion and total sym.metry 9 

aurally apprehended without any difficulty aod 

striking on pape_r: 3 
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Of course, though Vie have spoken of perfect 
retrograde in connection with the last two sections, 
it must be understood that grace-notes are treated 
differently, with melodic considerations foremoot; 
thun for tqstance 1~r· would in retrogrnde 
become i:,i5' -v. and not 1ffi'\f 
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The movement as a whole also reflects the 

preoccupation with retrograde motion: the coda 

hao affinities ~ith the Thema, and of the other 

sections Variation VI has clear affinities with 

Variation ir (both have, for instance, a wayward, 

melodically expanding horn part), Variations V 

and III hav& 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). Variation IV thus is 

the centre; and.its compromise with forward and 

backward movement ~s therefore signficant and apt: 

it tends to emphasize the equivocal position of 

•.'the variation, caught as it is between forward 

,, 

movement .and ba'ckward movement. The first 
,, 

movement of course has this kind of broadly 
. ( 

forwa1:"d-and-backv1ard-moving_ structure as well; 

but this second movement, which has not to submit 

to the rigours of recapi·~ulation as does the firstp 

is thus free to approach closer to the mirror ideal 

of the symphony in its total structure than is the 

first .. 'fhis ·too is appropriate and traditional 

for a finale. 

We see, the1,that a work that in a technicai 

sense 'implies • monism may nevertheless find means 

• I 

' 

. 
' .. ·• 
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for going beyond it. Webern achieves this by 

bringing about, at all levels from the ·moot 

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 Movement and 

Stasis. 
' As has ·already been mentioned in a different 

connection (in Chapter 3), Gerhard here uses the 

total serial field: from the basic twelve- note 

series he derives correlated proportional lsets 

v1hich' control the work in its .manifold parameters 

and which articulate its form in terms of· what he 
' ~ 

cal~s superordinate time-levels. These leve~s, 

.or layers, says Gerhard, I 

open up fan-wise, each articulating itself 
within i ts ~roper 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 
so 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 

bet.ween division,s - whether on the small~st scale, 

i.e. the lowest superordinate level, or on the larger, 

4. The Score, September,1956, p.70. 
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i.eo the highe r superordinate levels, such as 

involve entjre movements - do not aspire 

thematically to the status of entities which 

'huve to 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 'as a whole_ can develop and regulate itself 

truly from within, since its growth will be 

directed $tep by step and at all superordinate 

time levels by the steering- operations ~f the 

time-sP.t 15 leads to music that . is fundamentally 

monistic, controlled as it is by a single 

princ~ple at least -as emphatically dominating -

~s a cantus firmus in a ·medievaJ. motet, or a 

subject in a Bach fugue, where ! the entire' 

, po·tential development 

subject. • 6 
••• is impl(cit in the 

Yet like Webern (and indeed also like 

Hamilton and Goehr), Gerhard manages to suggest 

a powerful dualism vii thin the monistic techniqueo 

He does this by manifesting two seemingly 

contradictory states in the music, one associated 

ibid., p.63. The italics are mine. · 

6. Fu.rtwangler, Wilhelm; .. ~J?• cit., p.29 
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with movement und rhJrthm, the other with the 

stasis that is the suspension of all movement: 

theoe become, ao we shall see , analogues of, on 

the one h_and ; a physical and temporal condition, 

and on the .other, o. spiritual , or metaphysical 
. . 

condition. Altboueh these antitheses cannot of · 

course in any simple se11se exist oimultaneously, 

their relationship is nevertheless - or rather, 

precisely because of this~ profoundly dialectical:· 

the strn,zgle of the symphony is the struggle of the 

one to attain, or rather to transform itself into, 

the other. Its s~ruggle , in ' its striving for 

what Roman Vlad has called ·'spiritual sum.mi ts, 
I 

and their contemplation in "privileged moments"', 7 • 

•is one that involves transcendence of those very 

traits that give the music - ai the listener's 

·level of apprehension - its life( its character, 

its direction, its capacity for growth. These 

traits are primarily its own propulsive rhythmic 

life - the 'rhythmic forces v1hich seem to embody 

or to realease a train of particula r dynamic 

events' in Vlad's words8 - and the capacity for 

----------
• M.y first 'impressions of Roberto Gerhard's 
music', The Score , September 1956 , p. 31. 

8. • ibid., p.29. - ,, 
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melodic formation which is its co-relative in 

terms of pitch. What thi~ transcendence, this 

striving towards t~e metaphysical, mea.11 s for the. 

work is paradoxically not a denial of the life­

forces but precisely an assertion of them. The. 

condition that is sought 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 lowes~; and the aspiration, by assertion, 

towards these states provides the dramatic interest 

of the symphony. 

We can follow a pattern, or flux - a~ the 

. ·spiritual condition is sought, approached but 

not fully achieved, and sought again - throughout 
/ 

the whole symphony. Indeed this pattern ·-

broadly a dynamic in v1hich tensiob mounts and 

culminates 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 score, comprising the first six bars, 

demonstrates it: the notes of the row are played ' 

with a swiftly mounting intensity in which piano . . 
rises to fortissimo and the notes follow each 

other with increasing urgency, invo~ving as they 
,. 

·.• ... 
' 

.I 
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do so more and more regions of the: orchestra; 

after the deafening climax a beat-and-a-half 
' 
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of silence ensues b?fore the next sound is heard: 

These half-dozen bars demonstrate in a succinct 

and compelling way the tension-relaxation dynamic 

that is to be a fu~damental preoccupation 1 of the 

whole symphony; they also reveal the tone-row 

that is its technical basis. On a higher 

superordinate 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 ene~gy as it sinks into 

a pianissimo and becomes a function no longer 

of a rhythmic and temporal exigency but o~ a 

. ·. •' ., 

,. 

,. 

i ,, .. 
.. 
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stillness that i s , in its blurred mensurality, ~; 

almost t i meless: 

.. 
And this makes the point about the symphony's use 

of ostinato: its use as an intensely physical 

function is very like .its use as precisely the 

opposite, i.e. as a function of an intense 

spirituality and inward stillness. The one is 

the obve~se of the other. This means that ostinato, 
' though in a traditional sense 'un symphonic' because 

of its implications of stas~s ~ather than dynamism, 

is paradoxically. here precisely appropriate to the 
., 

symDhony's central concern. 

Still on a higher superordinate time-level, 

the slow movement is perceived as the relaxation -

the greater inwardness that has at the same time 

a greater, though spiritual , intensity which 
, 

haa 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 nnd dramatic turning-point 

occurs in the region of cue 105 in the last 

movement~ Here a devastatins furioso climax 

yields ultimately to intermittent bars of total 

silence; · between these violins and violas move 

without any of the rhythmic urge that has 
. 

informed the general movement of the symphony thus 

far: 

,,. 

, At the climax itself an important ostinato, played 
I 

., by th~ piano :-

, 
&. 
48 

~,+-,,, ·t : ; ~ 
J ,I 17,~-t-,-+-1,r+------------------------
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.: , 
is transformed audibly from one which involves 

forward movement in time to one which is the very 

I. 
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suspension of all movement. As the pi~uo emergeo 

from the climax - but not before - the sustaining 

pedal is depressed with the result that the 

ostinato figure now being pJayed softly sov.nds 

as a chord, ·without movement; this is especially 

audible as the piano is, at the moment its pea.al 

is depressed, the only instrument playing. 

This section marks the dramatic climax of 

th~ symphony, the critical point which has been · 

so long so~ght but never achieved with this 

intensity; the point after which things cannot 

again be the same. The achievement - in the 

symphony's struggle through necoming towards 

Being - is decidedly Eeethovenian. If all this 

sounds like ,verbal sophistry we /can invoke the 

composer's own (reported) words by way of 

• con f irma ti on : 

•... . in discussing compositions that are 
already finished - the Symthony or the String 
Quartet, for example - he i.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 noVI, he says, 
towards a ·crisis, or change of fortune? 
that occurs· near the end of the last 

. : 

movement; once this point-has been reached, , 
every part~cle of energy is directed towards 
the d6noucmen·t, and it follows that the players 
must recognize the moment of change and make the 
dramatic structure clear.9 

Glock, V/illio.m;. •Comment ', The Score, 
September 1956, pp. 6-7. -

i 
It 
' ' 

! 

.• . .-1 



314 

When the rhythmic movement starts up again at 

cue 118 it does so with greater composure and 

control , and with less compulsive frenzy. 

is an order 'anci" symmetry in these pages which is 

of a.n 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 ~o forte, recedes to 

pianissimo, and finally trail~ off into the 

ultimate state, the silence so earnestly sought.10 

III 

Earlier (Chapter l) we saw that key might in 
I 

. , • its symphonic use attain the concreteness of symbolo 

10 . . 

• I 

. , 

It is interesting to observe that Eis the 
goal-tone of the symphony, and a kind of symbol 
of achievement. It appears at moments of high 
achievement in the work - the end of the first 
movement, at the end of the second movement, 
and at significant points in the denouement 
of the list (Eis 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). Its use in this way, 
though, is symbolic rather than anything 

' 

which could meaningfully be called a tonal centro. 

l 

I 
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We saw, for instance, that a work might end in 

a different key to the one in which it began, 

315 

and ·t;hat thi.s ultimate key might be so presented 

as to appea~ a 'goal' towards which the symphon~ 

had striven. Tpnality vested with such a 

significance would add another dimension to 

the implicit 'drama' of symphonic thought. 

The potential inherent 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 change would be more than quantitative. 
• I 

One~ a symphony•s ' tonal relationships are organized 

· · such that in principle all its keys are vested with 

a symbolic character; more precisely, 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 symp~onies of Nielsen are perhaps unique 

.. . . . 

in twentieth-century sym:phonic thought iu making .. , 

conflict rest u~on this qualitatively new·method. 

Of course each symphony of this kind will propose 

its own· symbolic and therefore its own tonal 
,, 

.. 

.. 

1 '. 



, \ 

, , 
' ' 

relationships; and only a comprehensive and 

coheren t analysis of any such work will do 

anything like_j~stice to its procedures. 

Nevertheless it might be helpful to begin 
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by mentioning summarily some of the relationship's 

which feature prominently in one or more of the 

symphonies, and the significance with which they 

are endowed. They inc_lude the following: keys 

tritonally distant fr.om each other _appear as 

antagonists; in such instances, one . of these 

keys usually comes to assume a heroic quality 

throughout the course of the work and at the 

end emerges victorious, as the goal to which 

the struggles of the work have been direc~ed; 

dramatic use is made of keys semitonally 

'adjaceut to a goal-key, whereby it appears 
/ 

that the go'al can at this stage be approached 

only approximately; ·third-relationships often 

appear as 'equivocal.' in character, either in 

. ! 

rel~tion to a key with a specific symbolic 

connotation, or in relation to two keys which 
l La, •• 1' - -- ... 

are defined as antagonists; keys achieve a 

charac.terizati<:>n that is consistent throughout 

the symphony, etc. To go beyond this rather 

au~erficial enunciation must involve us in 

I ' . : . . 
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some fairly detailed analysis; therefore ~e 

shall now proceed to an analysis of, in turnt 

Nielsen's Third and Fourth Symphonies.11 
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In the fhird Symphony (Sinfonia Espansiva), 

A major is at one~ the tonal goal and symbol of· · 

triumph. The first movement begins in D minor. 

~he second group has a clear dramatic function 

of 'oppositeness'. Commentators who have used 

the wo~d ~vegetative ' to describe this group 

have specified that function: if the first 

group (beginning in D minor) characterizes the 

' expansive• element in the work , the second 

(beginning in the most remote A flat major) 

~epresents the opposite - it seems to 1vegetate 1 

by moving within a small compas~ and being 

' content to 'sit' on its dominant 7ven after 

each upward movement: 

~ ·~::;:ti,--~-> .l. -::::=:-:--+ [ ;-;. ~ ~ . , :.,,--;-.., ~------,_.,c-1 

V\toc) 31 \ I 11 f1D \ \ 19 I I I I ~ f ]E f TI' FJf&: 
. . 

llo In this discussion of Nielsen's symphonies I 
am indebted to Robert Simpson's excellent 
functional harmonic analyses io his Carl 
Nielsen: Symphonis!• 
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In this context tho furious string passages that 

try to push the group aside may be understo.od as 

representatives of the espansiva spirit. From 

the point of.view of tonality the expoiition and 

development·may superficially appear to have lost 

touch with traditional practices; at a deeper 

level, however, they reaffirm these practices 

by reinterpreting them. ·As Simpson bas observed; 

In the exposition the keys follow a scheme 
(rising by steps) which, once it bas been 
observed, is as direct -as the old tonic-to­
dominant trend of the classical exposition: 
this development is, like the old sonata 
Durchfuhurung much freer in its wanderings 
from key to key, and is.unified by its 12 start and finish in specially selecved keys. 

In the recapitulation the second group - now in E flat, 

' the furthest point from the symphony ' s go~l - returns 

before the first: the f irst group's attempted return 

fails, as though its capacity fof expansion h~d beeu 

temporarily defeated by the development . But when 

it does return it is extended in order to act also 

as a kind of coda, and the movement ends with a 

moment of passing triumph as A major, the goal, 

is attained. . 
-

The slo,;1 movement·, a Romantic.ally oriented 

andante pastorale, begins in the key (C major) .tbat 

i.a a close relative of the tendency that was implictt 

12. 9p.cit.; PP• 51-52 
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in the endinB of the previous movement -- a teodoncy 

to slip into A minor. The section moves over a 

series of risine and q_·~.d.ckening pedals a third 

apart: C, E, G, B flat, D, F, ... but then, 

instead of the expected A, the centre is deflected 

a semitone away to J3 flat, and from there moves to 

E flat, once again t11e very anti thesis of the final 

goal. Yet paradoxi~ally this region, like the 

E flat second-group section of the first movement's. 
"' recapitulation (and by analogy the corresponding A 

flat section in the exposition), is an area of 

calm to which is given a real ·human v1armth by 

the addition of wordless soprano and baritone 
I 

, 

soloists. The movement ends .in E flato The 
·--

' scherzo movement', with a Erahmsian allegretto • 

indication, is set in a kind of sonata form. 

The movement is in C sharp minor' the second 

subject is in G
1 

major; the tritonal polarity 

of the groups in the first movement is thus 

reasserted, in other terms . The movementis 

central key of C sharp minor is, in the tonal 

context of the symphony, a somewhat indecisive 

. area: this ·seems to be th&· point. And the 

indecisiveness 'becomes more obvious when it is 

understood that since a good deal of the first 
I'. 

' ,, 

' 



.\ 

320 

subject is in B major, and since the second is in 

G major, they assert poles that are acoustically 

an equal distance from the idyllic E flat of the 

previous movemen·b - and, moreover, an equal 

distance, thout;h· significantly a smaller one, 

from the goal key of the symphony! The 

development has to free itself o~ E flat before 

establishing 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 movemeni ends in C sharp 

significantly the only movement to end in its 

original key. But D major has been found, and 
.. 

·it is on this a~sumption that the finale .~egins. 

Just as the first movemen~ went from D minor 

to an unstable A major, so· this sonata-form moves 

from a closer poin~ , 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 scherzoe The movement's antitheses are 

basically the same symbols as those in the first 
. 

movement - . though their relationship has of course 

not remained static~ The main chorale-like theme 

• f 

' 
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of the finale, embodying ~ith new confidence 

the espansiva spirit of the first group·of tho 

first movement, has now a tendency to take its 

opposite into itself: notice its characteristic 

lingering on the dominant, a trait which belonged 

to the 'vegetative' second group of the first 

movement: 

The second subject, too, has clear motivic 

affinities with the first: 

But it still e~presses the dominant fixation, a 

demurring, declini ng gesture ·- the opposite of 

espan si va - ·with. whi_ch it makes endless play 
-

when it returns in D flat major in the 

l 

• 
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recapitulation. This reprise of the second 

subject - before the first, and again for obvious 

dramatic reasons - pccurs 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 f ·irst movement, and in 

the E flat episode of the andante - for E flat 

bears the~ same relation to the goal A of the 

symphony, ·as B flat does to_ E, the dominant of 

t he goal key. But the point has now been 

reached where reconciliation, and the achievement 

of the A major goal 1 are possible: the gbal 

tonality is indeed affirmed, and the first 

subject absorbs the second into itself: ,, 

• 1 , . The Fourth Sumphony (The Inextinguishable) 

is a still clea:i:er demonstration of - the v,ay in 

which Nielsen's thorough-going key· symbolism , 

ex·tended aud revi talizod the symphonic use · of 

,. 
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tonality. The work's four movements are 

continuous . The first ~roup opens the allegro 

with a hellish violence, destructive of tonal 

security: two tonal centres are thrown toBcther 

(C in the strings arid Din the woodwind), and.th~ 

tritoni is ominously present both vertically ~nd 

horizontally. The second group, in a calm A major, 

is an intense contras.t; and its lcey bears an 

orthodox relation to the D of tho first group. 
·, 

The clarinet ' s long, smooth cantileoa is soon 
-

interrupted as the alien tritonal relation 

E flat 

minor. 

almost succeeds in establishing A flat 

But the Will to Life - which is what 
I 

the composer said the music attempted to express -
' 'prevails and instead the orchestra suffenly gives 

out, in a fortissimo and risoluto E major, a 

clipped version of the second grc/up. It is a 

brief moment of :triumph - and the first glimpse 

of the goal tonality of the symphony. But 

victory is not so easily won, and E major is 

lost in the fifth bar. The development is full 

combat, with sudden tonal movements, and with the 

'positive ' (sec~nd-group) elements _.~~riving to 

co;trol the oth~r (first-group) elements and to 

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 l ed to believe 

that something h~s been gained. But this is 

too easy: and C, we remember, was originally 

associated with the first group. Without 

warniog,the demoniac~l 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 kei 

and into a full-blooded statement of.the second 

group. As if exhausted by the effort, the music 

sinks into a diminuendo. 

:But some res1)i te has been won: this ·takes 
I the form of a graceful allegretto movement , another · • 

•scherzo' of the Brahmsian kind, in the nearly 

related G major. The scoring ;s faatidious; 

, it is predominantly for woodwinds1, who 1vvere the 
I 

bringers of . the peace of the second group of the 

first movement . With the slow movement , non-being 

suddenly, frighteningly, annihilates ell. We are 

back with the struggle to establish E major; this 

is what the early writhing string line tries 

despite its macabre timpani• and pizzicato 

accompaniment. The free strinc; p·olyphony that , . 

to do, 

this section soon attaino is in striking contrast 
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to the previous woodwind movement with.its 

homophony and period structures. E major 

is indeed achieved after a mhile, and the new 

section breaks upon the scene with wonderful 

simplicity; but before long E major again 

disappears, and as the '~angerous' calm of C major 

is found a piercing ostinato screech introduces 

a destructive 'developmental ' section. This 

ostinato fig_ure is a derivative of the opening 

theme of tpe movement, and after a fugal discourse 

it locks in contrapuntal battle with the second 

theme. Tension builds until the second theme 

can find an ostinato equal to that of the first 

theme, whereupon E major bursts forth and imposes 
. 

a sudden stability. There is no reprise: the 
- . 

' themes are spent, and as odd motifes from them 

whirl ·about the goal tonality is once more mislaid. 

The finale opens with a th_ematic complex 
' of . beautiful simplicity and confidence, in a 

mixolydian A major: it is the first of the 

three • conflict• movements t ,o begin with the 

'Life' element in the work, and not _with its 

oppositeo The ,second group this time unl;eashes 

the chaos, and does so with vengeance. The 

startling section of the group for solo timpani 

,. 

,, 

.. .. 
·, . .. 

•. · 
I 

. 
\ 

.. 

.... . 

' ... . 

. ,. 

i 
( 

f 
I 
l 
-I ' ! 

l. 



_., .. .......,w,;..,.,...,tr ...... 111..,.rt _ ____ ..._..,., ""'""'"""'t>.,..,.,., .. _ _,......,,....,.,,...._.,__,_.,.,,.,_ 

326 

bears in the score the composer's instruction 

that both timpanists maintain a menacing 

cha;racter, even in piano sectj.ons. The tritone 

is again prominent. In the midst of this fury 

there arise ·hints of the main oubject; at these 

suggestions the music res·tores calm with a huge 

glorioso placation in A major, bringing to an 

end what may be seen as the exposition. The 

development deploys temporarily deflated motives 
'\ 

from the second subject and repeated-note figures 

from previous movements, until quiet canonic musings 

with the first subject_ introduce the recapitulation. 

" 
. •, 

;. 

, , . 

:.· 

.. 

This is in B major - the dominant of the &oal key - ,::--- -... 

' '\ 

and before long there are premonitions cf a return 

of the once triumphant 'Life' theme of the first 

movement. Yet the music darkens again: B major 
• • I 

.• drops to minor, and soon the drums are pounding 

out their destruction. Between them the drums 

create D minor - the key of the very beginning 

of the work. The first subject of the finale 

falls away under this primitive fury, but the 

first movement'· s 'Life' theme holds grimly on. 

A sudden outburst of the furious second group 

temporarily drives away all before it; but the 

firs·t •Life' theme and E major have been prepared, 
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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 acco~paniment, and the 

symphony end·s triumphantly. 
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. 
El)JLOGUE 

The continued productivity iu that . field 

of co1nposi tion called symphony - despite the 

repea~ed p~onouncements about its death or 

irrelevancy - is an interestingfact of the 
. . 

musical life of the twentieth-century. It 

is also one that raises explicit questions 

about th~ relationship of present to past in 

a traditional musical fielsl, and raises them 

at least as emphatically as composition in any 

.. 

other single comparable field. Almost invariably 

these questions are overlooked by commentators; 

this would be at least understandable if it were 

• obviousl:y ~rue ( which i .t isn I t) that all symphonies 

written in our century had been feft quite untouched 

by contemporary developments in music and were thus . 

totally anomalous, or that they h~d all so radically 

broken f'ree 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 semaciics. Doubtless there arc symphonies 
. . 

which are accur,ately characterized by one or other 

of these extreme positions; but clearly the bulk 

of oymphonic composition from Mahler onwards falls 
\' 
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loom larcc. 
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It is to tµese ~uestions that our study has 

hoped to suggest means of approach and answer. 

In pursuing.the symphonic tradition from its 

earliest meaningful beginnings to the present 

time, we have found the symphony capable of 

extraordinary survival. We have seen how it 

may be t:i;:ansmi tted in diverse ways into ·widely 

diverse idioms. Frequent~y we have .surprised 

ourselves by discovering a fuqdamentally 

symphonic essence where all surface indications 

were strongly aga~nst our ever doing so; 1 and 

in each such case we nave uncovered a method 

of profound reinterpretation of the symphonic 
~ 

idea. It is not our task here to predict 
( 

. , wheth.er or not the symphony will continue to 

survive, or indeed to argue whether this survival 

is •necessary o~ 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 terms_appropriate to highly contemporary 

idioms. And the proven resilience of the symphonic ) 

principle - a function of the human needs ·it fulfills -­

should put us on our guard against any too glib ' 

prediction, or diagnosis , of its -death. 
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• Beethoven, IIegel and 1llarx 
BY 

CHRISTOPHER BALLANTINE 

l\Ius1cOLOGY, to paraphrase 1\Ierleau-Ponty, manipulates its world and gives 
up lfring in it. Paracligmatically 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 fom1al 
operational thinking asks it to understand its own foundations or to call them 
into questi~ (a.t 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 experts, these still 

l 
' 1 • 

. , 

. . .. 

\. 

·remain on the whole purely formal, ascetic affairs. Having proclaimed the 
date, sent out the inYitations 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 
197o's birtpday festivities. \Ve were commemorating Beethoven-but wlzy? 
It is at once the most obvious and 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". Amfd 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 trunk, would hope to suggest that the value of Beethoven's 
music for us has something to do '"ith its in\"Olvement ,vith life's most profound 
and searchlng dilemmas, with its striving to win through, to forge hope from 
hopelessness. Of course'these are rough-and-ready formulations. Nonetheless 
I t11ink they refer us correctly to the very heart of Beethoven's imponance 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 logical and affective signifi­
cance. 

. , 

- Beethoven was 18,at the start of the French Revolution, that momentous 
event w]1ich was all at once the testing ground and the stimulus for one of the 
great uphea,·als in human thought. Briefly, the !?ignificance of the Revolution 
was this. Tiirough 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 things into their own hands, and to shape them for themseh-e~,: 
But central to this expe1;ence was the belief that the old social order had needeq: 
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 th~ 
obvious picture of "reality", gfren by common sense as indisputable, is not 
true at ill; rather, it is the very denial, or negation, of the truth. That is why: 
it can be contradicted by oth~r pictures of "reality". But where, then, is 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 appearances-all these pictures-must themselves be negated~ 
just as the aniim regime had been negated. The truth will then emerge as a . . 
new interpretation of reality, whose distinctive feature will be that it has taken·. 
np and re-embodied the original pictures in a more appropriate form: it will,: 
in fact, be a synthesis of the earlier untruths. No,v 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 negation·. 
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 lhing demonstration of the processes it describes. His meta- . 
physic takes the stable categories of traditional fonnal 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. Reality, in the ,-iew I have been' 

. descnoing, is dynamic: ~o Hegel's ontology is a' flux, a ceaseless becoming;.''· 
propelled by the clash of contradictory forces. But all this unrest (Unrnlze) .. •· • 
h as a goal and finishing point. Its aim is rest, at tlfe point where man, fully. • 
aware of t11ese processes and his own part in them, is truly free. And thiS-:.·;· 
"the only pole of repose amid the ceaseless chain of events and conditions"-.. 
Hegel saw as the aim of the struggles of history. • 

It would be surprising if a relationship with reality as powerful and deeply.:· 
TOoted 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 a.round 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 mo,·ement as well as over a multi-movement structure. Its·, . 
starling point is the cliff_erence between the reality and the potentiality, exactly: 
as in Hegel's dialectic. Sonata dramatizes the principle whereby something· .. • 
may bt'come something else under the driving force of contradiction: it is the. : . 
highest musical articul::i.tipn of the idea of forward. movement through conflict. ; 
One thinks immediately of' the sonatas, symphonies and so on, of Haydn,·· 
J.Iozart and Beethoven, as the 1lighest emboilimcnt of this principle; and so ,.' 
they a.re. But it is Beethoven-born in the same year as Hcgel-,vho emerges .. 
as tl1e most thoroughly "Hegelian" of the three; it is he who pursues most· 
relentlecsly the dia.lrctic of bccomiug, driving his thematic complexes through •· . 
from what thry arc not but seem to be, to wha t they arc but appear not to be. •. 
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Haydn and Mozart do not altempt such radical re\'ersals. Mozart can bcgi" 
with spiritual blessedness; Beetho,·en must begin with cliches, rude, common-:· 
sen!'-ical-thc currency of the ob,·ious that, as for Hegel, offers only a deccpti,·e . 
"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 :\[ozart and' 
Beethoven arc dialecticians obscure their difference. \\11at stands between: 
them is the critical, formative experience of the Re\'olution: the final collapse' 
of the late feudal order, and the dem!)nstration that, against overwhelming i 
odds, men can-and must-shape their own destinies. . 

The point I am trying to make will become clearer if I attempt some general. 
distinctions between the music of the revolutionary sonata principle and the·· 
music it replaced. "Formerly", said Balzac, "the caste gave e\'ery person his 
physiognomy which dominated his indi\·iduality; today the individual receives • 
his physiognomy fr:om 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-Re\·olutionary con- . 
ception of an unalterable human "nature" ,vas the Bachian principle of exten- =': 

sion by varied, motor-like repetition; but the post-Revolutionary view of man . 
as a product bis own efforts called for nothing less than the full Beethovenian •. 
dialcctict 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 bas.is of what is already there- .. 
at the beginnipg, in the later it gropes ever towards a new formulation, one· 
not given but latent within an original contradiction: it strives to become'. 
what i_t is not, on the basis of what it is. 

Reason, in the Hegelian mind, is elevated to a pop.tion 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 ·: 
-by the superficially placid and quiescent surlaccs of things, reason hunts out 
the contra.dictions, 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 arc 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-w~ich is to closely related keys, and is so handled that . 
far from undermining the home key it confirms it as still primary-nor through • 
thematic "deYclopment''-which exhibits the potentialities of the subject- •;· 
matt.er-are the fugue's Qasic 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 contradictccl hy another. It is inadequate 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 subjects.:· 
arbitrarily hitched together. Behind their e,·ident 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 i~cntity (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 o{ a common totality. The subject-areas 
are contradictory "pictures" of reality organized in and around individual 
subjectiYe centres. Hegelian "reason" goes to work on the contradiction in 
the so-called dev"'elop_ment. 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 pas~ed on to the so-called recapitulation. This is no mere reprise 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 tedeem it; it must give 
to the music the meaning to which the exposition 

1
pretended, but denied. 

Customarily it retains eno~gh of the expo~ition 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. Sometimes the development will ha Ye 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 if} thematic formulations that resolve figures that were 
formerly "spoiled" by discordant inflexions, into simple, concordant, often 
triadic, 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 sec 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 aml fin:1lly self-knowledge. Sonata. moreover, like 
the unifying of opposites in Hcscl, ends only when reason has organized tqe .. 
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whole so that "eyery part exists only in relation to the wh,-'~'' :"lnd ''every 
indh-idual entity has meaning and significance onlv :, • •• 10 the 
totality". The replacement of stable fugue subjects by t111.,l,tble 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 conilict 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 conilict 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 mu1ti-l~yered counterpoint of (say) fugue asmmcs 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 prodde 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 \\ith 
this assumption. It negates it ,\ilh 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 }Ierleau-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 fiope 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 '"'.h.ich is the principle behind the struggle" yields the realization that "my 

•• consciousness of another as an enemy comprises an rffirmation of him as an 
equal"; when struggle transforms itself into co-existence through the compre­
h ension that "the other whom I first saw as my rival is a rival only because he 
is myself". The tonal and thematic resolution of a Beethoven sonata movement 
is homologous ,.,.ith 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 limit. 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 fonits". In a process of perpetual becoming, 
being is ever knocking down and surpassing these ban·iers only to confront new 
ones. The limited natu_re of being through its relation to other beings is thus 
the very root of contradktion and the source of the dynamic of life. With 
this concept cf limit we arri\·e at one of He3el's most revolutionary ideas. 
Through it he liberated t)1ought from the religious influences to which it had 
been subject even in its secular eighteenth-century forms. Before Hegel, 
'1.imit" implied "sinfulness"; things were finite and consorted with negativity ' • 
because they had fallen from a state of grace. For Hegel, howeYer, the limitation 
of things is no longer an unfortunate aspersion on them: it is a characteristic 
so fundamentally basic to them that with~ut it they could not even exist ; it is 
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the generator of their movement, the fount of their strength, the very realm 
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 mclos that defies limits, striving 
to be continuous and in principle without end. Sonata is founded upon limit. 
\Vlicre fugue is an "open" fonn, 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 \\ith a beginning, middle and end, and the music grow~ 
through the contradiction and complementation of antecedent and consequent 
phrases, sentences, paragraphs, sections, and finally whole movements. 
Boundaries arc its essence. Jts 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 o! "j~ggling": ".l-fardly", 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" tha.u Haydn or :i\lozart. Later we shall find ourselves qualifying 
this view; but for the moment we can consider further Beethoven's dos~ 
relationship to Hegel by thinking about bis attitude to chaos. The tendency of 
BeethoYen's subjects to take chaos upon themselves for the sake ult'imately of 
defeating cbaos--especially during development-is another point of inter-

• section of his art \\ith the philosophy of Hegel; it represents symbolically, as icr 
tqe aspect of musical history Beethoven's creative enterprise did actually, the 
calling of the "world-historical indiYidual". The Hegelian hero is unlike all 
previous heroes·. He acts ,,.ithout the guarantee "or the compensations o( 
Providence and in opposition to the established moral and social order of his 

' time. ·He defies the system because, alone, he sec,( that it has outlived 
itself. Of the future he wants he can have r.10 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 her~cs draw "their goals and their vocation"; but Beethoven's themes 
drink from this spring too,-propelling themselves onward toward another present, 
wliich lies ahead of them but which they must make by a huge effort o( trans:-.•. 
forniation. Through an act of ,vill and imasination the thematic m~terial of .. 
the finale of the Kin th SYI]lphony brings itself into being by deriving itself:· 
(as Rcti has shown) from the symphony's foregoing themes; the exultant D, 
major finally realizes a ,;sion that ,...-as in part glimpsed-or rather, imagined-. 
more than once in the D minor and B flat contexts of the rest of the symphony. 
The finale incarnates a :Cuture (now a present) grasped in the midst of the 
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present (now a past) as its objecth·e possil>ility. The inner spirit has finally 
broken through the surface. The kernel has exploded the shell. Only to make 
thls process quite explicit the baritone protagonist near the beginning of the 
:finale summons forth the new order in the midst of a portrayal of chaos. 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 modem era which-however much its subsequent 
development may have betrayed his hopes-he helped to inaugurate. He is 
the first modem composer because he is the first to confront a universe whose 
order he could neither believe in nor-even if it existed-accept. He is the 
first composer, to inhabit a world ,,;thout 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 openeg 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 hlghly subjective gestures of Haydn and nlozart wanted only a minimum 
of directions before they could be properly understood, since they tvere 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 sUU so novel as to be frightening. Without the welter 

. ·of instructions strung together, the Italian and German terms, the metronome 
markings, the :finely indicated dy11amics, we could not/know ,,.,.hat it is precisely 
that he sees, or what those lines portend, or-could it be possible ?-why the 
comers o'f the eyes soften humourously, and the lie of the features betokens a 
peace in spite of it all 

I began by vmting about truth, about how in the revolutionary, clialectkal 
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 shift in attitude. 

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. Its essence, or what Hegel would have called its "notion", resides onty 
in its totality; it bcco1i1cs its essence, i~s essence is not gi,·en to it. Where 
Bach is static, then, 13cethoven is dynamic. But their relationship is a clialcctlc 
one, and to be accurn(c we must express it in a more complex way. • \Ve mtist 
say that in Beethoven's dynamic of becoming the stasis of Bach !S simultan­
eously refuted ancl pn·servcd-or mtfgehoben, to use Hegel's word. In just th"e 

-~ame way, Hegel's dialectic is a surpassing of the old formal and stable analytic. 
I want to take two very well-known pieces by Beethoven and try to give: 

som~ h.int of the marvellous way dialectic 9pcrates in them. Broadly spcakin~, 
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the fifth Symphony moves from the doom-laden first movement to the exulta­
tion of the last by making that fateful four-note motif itself )ield the theme 
of triumph: without the despair there is no rejoicing. The symphony seems to· 
support what Beetho\·cn once said in a letter: "\\'e finite ones \\ith infinite souls 
arc born only for :;orrows and joy, an.d it might almost be said 1.hat the best of 
us receh-e 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 h as returned, chilled to around freezing point. It is utterly 
expressionless, its frightening unstoppable kinetic energy· confronting us 
nakedly with a po_wer that seems the Yery negation of the human world. Soon 
the music is close to extinction, melodyless, motionless except for that four-note 
rhythm-which has been predominant throughout--on the kettledrum. But­
and thls is the vital Hegelian moment-it is this very extremity that liberates 
the impuls.e that is to transform the C minor scherzo into the glorious C major 
finale in fifty bars. At this lowest point it is the main scherzo theme itself that 
is the subject of a tremendous striving, l\\isting itself in to an upward spiral that 
cancels minor \\ith 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 ha\'e dropped the kettledrum onto the dominant, 
Beethoven keeps it prominently on the tonic; be wants us to apprehend bow 
even the very root and ground of negation is an essential constituent of the 
ground of affirmation; how the C o! the minor-mode scherzo is annihilated and 

: . , prese~ed-or aufgehobe1i-by th~ C of the triumphant m~or-mode finale. It is 
1IDposs1ble to escape the conclusion that here victory has been wrought out of 

, , ·the very stu!f 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 ,vhich makes no sense at all except in terms of 
the same processes we have seen at work in the filth 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 fuushed vessel; rather ... the negative ... Lis] still immediately present in 
the true as such". Another passage in Hegel seems to give expression to a 
principle profoundly at one w1th the transitional bars I have been talking about: 
" . .. the spirit .. _ matures slowly and quietly toward the new fo1 m, dissolving 
~ne particle of the edifice of its previous world after the other, while its tottering 
is suggested only by some symptoms here aticl there: ... the indeterminate 
apprehension of something unknown ... Jiarbingcrs of a forthcoming change. 
-This gradual crumbling which did not alter the pliysiognomy of the." hpk is 
interrupted by the break of day that, like lightning, all at once n~\·c.als 1.hc 
edifice of the new world". 

Perhaps an even clearer example of the long-ranee operation of musical 
dialectic is provided by ~he seventh s·ymphony. In this piece a complex 
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contradiction is clarified by being broken down into its components in lhe first, 
three movements bcf01e being resoh·ed in the fourth. Recall the slow introduc.: 
tion: it is here that lhe original contradiction is presented; but vaguely,· . 
problematically. The introduction is a we!ter of contradictory urges. Thema-•. 
tic motives generate strange, barning consequences, none of which achieves any· 
fulfilment; and the contradictions are tonal as much as tJley are thematic, for~ 

,, the main key of a 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. \\ihat £s this confusion of thematic and tonal tendencies? What .. 
is the relationship"between the conflicting segments? 'Why do they frustrate. 
each other_? How can the opposing interests be led to fulfilment and at tho. 
same time reconciled? How can a condition -of harmony be attained, giverr • 
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 mo\·ements, and in the:. 
process it is fulfilled, comprehended and transcended: 

The first movement suppresses· the ma tic conflict in order to concentrate on 
t on.al 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 thefr dance and song. The slow movement, in tum, releases thematic . · 
opposition and suppresses tonal opposition: the alternating sections contrast' 

' thematically but have a key-centre (A) in common, an1' in common "ith the .. 
previous movement also. Now a synthesis is made: the first two movements: 

• ' are aiifgelzobm by the scherzo, which poses the contradiction-for the fust time : 
in the symphony-in unambigious tonal and thematic terms. It only poses it,, 
statica.lly: yet the fact that it has been clarified means that it is only a step. 
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 making . 
the inherent tension the source of its o,vn dionysian vitality. • 

.My argument bas placed Beethoven beside Hegel, but it cannot leave him • 
the-re. Hegel was not the last word in dialectics. If his aim was the self- • • 
realization of man, hls 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 "\Vorld-Spirit"-but certainly not real men, who are 
merely .the agents of this Weltgcist. This must not sound like a dismissal c,£­
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. . 
~ake it truly adequate to its specific historical task was for it to be filled with :· 
real, concrete content. It needed, in its o,rn terms, to be negated and recreated. • 
Putting this differently, we might say that in Hegel the dialectic is standing on . 

. its head. l(arl ~Ianc sa.w that; and the image is his. "To rise", he said, "it is : • 
not enough to do so in tho11ght and to leave hanging over·our real sensital head .' 
the real palpable yoke that cannot be subtilized away with ideas". 
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Now I wanl lo suggest that Beethoven was standing on his feet from the 
beginning; that he was, so to speak, :i\Iarx to his own Hegel. l\Iarx accused 
Hegel of lacking "flesh and sinew". But Beetho,·cn already lzad this "flesh and 
sinew". because the idiom he forged for himself was nothing if not warm­
blooded, rc,·erberating ,, ith sensual, palpitating li(e. 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 lite 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 l\Iarx' placing of the dialectic 
firmly on its feet." Marx held that true consciousness of the world is conscious­
ness of the way we shape the world and arc shaped by il. 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, ,vhcther 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 ,vorld: the grasping is already the practice that 
changes it .. Here we have what 1larx called praxis. 

It is a comprehension that is already 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. ·1 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 listening to Beethoven that 
the struggles of his music begin and end with the concrete struggles of real life. 

" Think of the way the difficulties 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 musi~. 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 music is at the same time more than itself, because 
it strains all the time toward the world from which it erupted, going, as it came, 
as praxis. Kever before Md music been so mentally a11d physically rousing; in 
Beethoven thought and affect an:: inextricably welded to action. 

The ''materiality" of the )Iarxian and the Becthovcnian praxis gives their 
projected culmination of the dialectic a quite different character from that 
which the final AH/lzebtmg has in Hegel-or, for that matter, in Haydn and • 
Mozart. Hegel and ~101,art tend to be qu~etistic and conservative where :'Sane 
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•and Bectho,·cn arc activistic and revolutionary. For Hegel, thought can 
accomplish the project of history-and indeed has already done so; for 
l\Jarx, thought can avail nothing unless it is linked to a rebuilding of the material 
framework-the economic relations-of society from the foundations up. 
Hegel's eschatology is an ideal.istic apotheosis, accomplished silently; )larx' 
is the millcn.ium 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 ~Iarx and Beethoven gi,·c to t}:ie 
concept of "return". In sonata, "return" means recapitulation, or the sum­
mary and synthesis of finale: the simultaneous taking up and surpassing of 
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. 
This "re{um" is nothing other than "a complete and conscious return which . 
assimilates all the wealth of previous development", in the words ,vith which 
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 
gives away the tone of triumph and exultation that belongs to the Marxian 
apocalypse. The new order, says ~larx, is the abolition not only of private 
property, but also 

I 

o{ human self-alienation. and [isJ ,thus the real appropriation of human nature through 
and for man. It is, 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. [Th.is order) as fully developed naturalism is humanism, and as fully 
developed humanism is naturalism. It js the definitive resolution o( the antagonism 
between man and nature, and between man and man. It is the true solution o( the 
conllict between existence and essence, between objectification and self-affirmation, 

, between freedom and necessity, between individual and spec)es. It is the solution of 
• the riddle of history and knows itself to be this solution. / 

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" unkno\vn to the sonata principle 
before B~ethoven. 

But in his treatment of this "return" Beethoven goes beyond ;\Iarx 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. 1lusic is a purely connotative 
symbolism, not denotative like ordinary langugage; that is why it can do as 
much as Beethoven docs aod 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 
the same voke which they will use to spca~ of them when they are comforted. 
It can remember the present.from the standpoint of the promised future, and so 
bring to us tJ1e feeling of that future. 

Take the "Arietta" of the last piano sonata. Or better still, let us think of 
any of the fugal syntheses that occur so frequently in Beethoven's late music. 
These fui;al movements belong to his final statements on the sonata principle 
and on the idea of alienation it clramatizes: .. and now Beethoven at once posits 
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and abolishes both concepts. Themes· cease to be disjunct and contradictory. 
Instead, they realize a new t0tality by becoming mutually supportive. By the. 
same stroke there is no longer a thematic foreground owr a harmonic back­
ground, but these di\·isions arc nufgehobw by the indivisible totality o{ 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-:\Iarx' words. ' 

Beetho\·en's fugues differ from Bach's in that they arc dialectical syntheses. 
Bach could write counterpoint beca~se his faith rendered the present alienation 
irrelevant; but Beethoven started from alienation, then in musical terms trans­
cended it. 

This makes clc,ar that Beetho\·en's aspirations echo those of Hegel and ~[anc; 
that is to say, man's.re-appropriation of himself and the fulfilment of history .. 
But BeethoYen has been dead a hundred and.fifty years, and in the mea:ntime 
}1e has had many successors, and, in the fullest sense, virtually no inheritors. 
Contradiction and the dialectical pursuance of it \yere 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 r848 only 
confirmed and set the seal on a trend that had been gathering pace for some time: 
~e 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 t1.\tned its back on Hegel 
because the dialectic contained "the principle of revolution". l\Iusic was not ., 
exempt. But for rare exceptions, music abandoned a sonata style so rigorous­
and when it is less than rigorous jt is something else-that it owed each of its 
motions to the logical unfolding and working-out of contradiction, and con­
cluded t}:us process in a final Attfhebung that depended on everything that had 
gone before. , 

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 lhe academic watchdogs to whose ''e)l._-pertise" 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, docs Beethoven's popularity reside? Perhaps it is in the 
· hope of happinrss he offe1s to an unhappy world-howc,·er much the abstract­

ness of an interpretation such as this ethC'rializes the specificity of the music's 
content. But for those who really care, this also defines our task: to insist, in 
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opposition lo 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 dov,'11 to each succeeding generation as a still unanswered 
challenge. The measure of our fidelity to Beethoven's music w1U 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. 
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INTRODUCTION 

When Sibeliuo began his symphonic career the 
r 

symphony had been in decline for seventy-five yea~so 

Whatever else it may haye been, the period after the 

death of -:Beethoven was not the great age of symphonic 

or other sonata~type composition. These statements 
'\ 

refer to a general trend and it is easy to think·of 

possible exceptions . It "is much harder to grasp 

the trend in its full force and import; but this 

we must try to do if we want to understandp roundly 

and specificall y,'the pl ace and stature of Sibelius's 

• achievement. 

Beethoven ' s death in 1827; closed the great age 

in which, with Haydn and Mozart,/he had perfected 

the sonata principle and changed the face of musi c. 

There is nothing mysterious about this accomplishment~ 
' The central historical point around which the age 

r evol ved was the French Revolution ; and the artistic 

achievements of the time belong intimately to the 

energies that drove towards that momentous event. , 

This, then, is•where our understanding has to begin: 

with the Revolution and its significance. Thrcugh 

·I 

I • 
I ; 

the Revolution men both demonstrated and comprehended I 
for the first time that hiotory and human na tv~e were . I 
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their own; that it was in their 1>ower to tnke 

back these things into their own hands and to 

shape them for themselves. But central to this 

experience wo.s the belief that the old social order 
.. 

needed to be overthrovm because it had come to 

express a liet· and that it was the neVI order that 

had forged an access to· the truth. This view 

maintained that from time to time the obvious, 

•common-sense' picture of •reality• is not true 
'\ 

at all ; :!:"t is the very de_nial of the truth and 

can be contradicted by other ~ictures of •reality•. 

The truth now exis~s beyond, or behind, the present 

defamation of its~lf, and if it is to be' grasped, 

all these stable but c~ntradictory appearances 

must themselves be negated. The truth will then ,, 

emerge as a new interpretation . o/ 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 c~rtain stage 

this truth will also cease to be truly true; it 

will be contridicted and undetgo the same process. 

Reality is thu9 seen as essentially contr?dictory9 

but the negation inherent in it is the principle 

of all .life and movement . It was Hegel, born in 

the same year as Eeethov~n, who first elaborated 

I I 
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these ideas into a total system. Reality, in 

this view, is dynamic : a ceaseless becoming 

p~OpP.lled by the clazh of contradictory forpes. 

But all this unrest has a goal and finishing 

point. Its aim is rest, at the point ~here 

man, fully aware of these processes and bis own 

part in them, is truly free. And this Hegel 

saw as the aim of the struggles of history. 

It would be s~rprising if a relationship 

with reality as povrnrful and deeply rooted as 

the dialectic were not to find artistic 

embodiment: and indeed the sonata principle 

is precisely the dialectic in its musical 
I . 
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analogue • Sonata is a way of musical thinking 

. which gcnera.tes contradict:i.oris betVleen (say) 

.• opposing tonalities, themes , rhythmic characters, 

' within the course of a single mo7ement as 

as over a w..llti-movement structure. Its 

starting point is the difference between 

reality and the po~entiality, exac~ly as 

well 

the 

in 

Hegel's dialectic. Sonata dramatizes the 

principle whereby something given may become 

s9metbing else -under t he driving force of 

contradiction: , it is the highest musical· 

articulation of the idea of forward movement 

through conflict. The musical style appropriate 

I 
' ! 

. I . . , 
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to the pre-Revolutionary concep·tiou of an 

unalterable human 'nature ' was the Bachian 

principle of extension by varied, motor-like 

repetition; but the Revolutionary view of man 

as a product of himseif and his own efforts in 

history called for nothing less than the full 

Beethovenian . dialectic, - the principle not of 

extension but of movement, no~ of repetition 

but of contradiction, not of variation but of 

367 

thematic transformation. Jhere 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 ,1 one 

.not given but latent within an original 

contradiction : it strives to become what it ,, 

' is !L2!t on the basis of what it is. 
T 

Dialectic ceases to be dialectic when it· 

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 

the heart of the symphonic problem that appeared 

as early as Schubert. One symptom is the 

replacement of, theme by song-tune. Theme 

resists abstraction; ideally it is inseparable . . 
. ' 

from its context. Tune, as self-contained, .. 

self-enclosed melody, is.-not only abstractable; 

·- et,.. :, ' ...... 
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I . : 

it resists integration. The full meo.ning of a 

theme never coincides with any one of its 

. ~ppea runces, but only with them all; each 

appearance is a lo.ck and a clemand, and thus an 

urge toward the future. The full meaning of~ 

.. 

tune belo'ngs to its simple presentation; further 

statements can vary it but not cqange it fundamentally, 

and are thus in a strict sense redundant. In 
'\ 

principle this type of melodic thinking belies 

contradiction: other melodies, or subjects, 

will be a mere arbitrary succession and a d~version, 

not the kind of thematic transformation that entails 
' a generative contradiction. Further symptoms of 

·-
' this Romantic evasion of dialectic are the softening 

- ' 
of the dynamic harmonic syntax ' of classicism, the 

iuroads of prograramaticism, and fhe interest in.the 

exotic and the spectacular. 

Yet while this was happeoipg, while the content 

of symphonies was changing , composers clung to the 

old sonata forms as though these represented na~u.ral 

and permanent •_lavrs. The consequences were dire. 
-

Symphonic essence ( the dialectic of contradiction) .,· 

tended to beco~e re due ed to .its erstwhile ·. a-ooearanc ... £,; :. 

the essence vras lost or at least obscuredo The 

• final purpooe of syQphonic practice seemed to be 

. ' , ... 
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to fill out orthodox formal sch0mes - a notion that 

to this day riddles our textbooks. 

over content, dominating it. 

Form now stood 

If there was anywhere a man qualified by the· .. 

circumstances of his historical predicament to 

restore the rigour of dialectic to the symphony, 

it was Sibelius. He was born in Finland in 1865J, 

and when he began his symphonic oareer at the end·· 

of the century his homeland, a Grand Duchy with·t~e. 
'\ 

Tsar as its· sovereign but not a part of the Russiab 

Empire, had just begun to suffer imperialist 

oppression in the form of ruthless Russification. 

The Finnish people were liying out their
1

own type 

of dialectic, meeting each assault of the Tsar . 

with fortitude and a gro~ving self-awarene,ss. As 

. ea~ly as 1892, Sibelius had joined a group of 

. patriotic young artists who were/passionately 

interested 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 tnat were true to this concern. 

_Certa.inly his. Finnish audience did not suppose such 

a thing. But his way was not th~ way of 

programmatic ism; o·oTf· could it of course be 

the way of · Romantic flight from contradiction. 

Rather, it was tac way of Beethoven, whom he 

loved above all compos~rs. 
.I 
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But he f aced two problems in setting out 

to reconnect the sym:phon_y with dialectic e The 

.. 
,·• 
.. 
I 

first problem was. that because the nineteenth :• . 

century had reduced symphonic essence to its 

appearance he could not take the appearance \ 

the old form - uncritically, at face value: he 

would have to liberate ·the essence from the 

appearance in which it had become obscured and 

allow it "- as content·- to issue in the form 

adequate to it. The fals~ status of one 

particular form as a 'naturalt inevitable law' 

would be replaced ~Ya form expressive of the 

content. 

The second problem_Sibelius faced was how 

to make ·the symphonic existence of contradiction 
.. / 

plausible and intelligible . To depend upon the 
I 

.. . 
.,. 

usual duality of thematic subjects did not really• 

meet these criteria because it simply took 

contradiction for granted. He needed to find 

a way of bringing con·!;radiction to consc-iousness --

of e~plaining it and giving its genesis intelligibl~'.. 

sensuous form~ _ 
• 

Hovr did he solve these two problems? , 
. ., 

Basically_:· 

by two means: \ by inventing a · new technique for 

establishing contradiction in music; and ·by 

concentrating on the conJradictory· content of 

the symphonies and allowing that·content to . 
.. 

I 
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dictate ·the form, so that gradually sonata form 

io superseded. In Sibelius's finest music 

these two meaus 'un~te inseparably into a single 

method; and this is the fusion for which he 
' .. 

strove throughout his symphonic career. 
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SYI.1:PHONY No. 1 in E minor Op. 39_ 

As early as the First Symphony (1898-9) Sibelius 
. . 

begins to work out •his nevr technique for establishing· 

contradiction. In the first movement the formal 

first group contains a succession of ideas - really 

thematic fragments of irregular length - which hav~ 

been strung together, some of them to form periodic 

' wholes. Audibly, they are logically derived from 

the introduction; logically related to each other; 

and ultimately, in the process of rapid germination 

one by the other, logically contradictory. The 
\ 

first of them 

1s an · intense rhythmicization and simplification ~f 

a phrase in the introduction - on the same notes. 

A suffix suggests the rhythm for the next fragment, 

a further concentration of the same introduct"or7 

phrase, still _incorporating the very same corner 

notes (F sharp~ G - F sharp - E - ~), but now 

with an implication of contradiction of what has 

gone before: 

:. 
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This paradoxical motion - derivation and antithesis 

now produces a phrase that combines the rhythm of·: 

Ex. 2 with an exaggeration and distortion of that 
.. 

motive's melodic characteristics; the child bears 

the features of the parent but utterly changes the. 

sense: 

Here, in outline, is the first example of 

the characteristic ,Sibelia~ technique of creating 

contradiction. It is his principle of movement, 

and the essence of his symphonic thought. The 
~ 

,classical method entrusted contradiction chiefly . I . 
, • . to obj.ectively dualistic thematic and tonal who3=-es 

which we customarily describe as 'first ' and 

•second subject'; one theme manifestly contradicted· 

another, while of course being immanently, or 

latent~y, united to it: we may call this type 

manifest contradiction. _But in Sibelius's method; 

a motive manifestly extends another - is united to , 

it on the surface - whiJ.e being beneath the surface 

as · it we_re, a contradiction of it. We may call 

this new type immanent contradiction. · It was 

· I ,. 
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implicit in Beethoven, and indeed in the sonata 

idea from the beginning; what Sibelius does is 

to develop it radically, and to throw on to it 

the main burden of articulating contradiction. · · 

He intensifies the technique of motivic 

germination to such a degree that , even more 

•• th~n in Beethoven , the full weight of the 

structure is carried by the inexhaustible 

power and" fertility of the cell. Everything 

derives from the kinetic power contained in 

the smallest uni~. 

The full-blooded return of Ex. 1 at cue C 
I 

1s no: formalistic reprise, but the only answer 

-to the demand created by' the rise in tension 
-, . 

\ 

·ever since its repl.acement by the second fragment , 

, and then by the .dyn'amic embodimen;& of the 

introduction's antithetical principles of rise 

and fall, and its semitonal motion, in the 

chromatic scaJ.e passages leading up to cue C. 

It also reveals . in outline the dialectic· 

(implicit even in the introduction) whereby 

: thia Symphony is· to progress, a logic powerfully 

tra;di tional desp·i te its· novel realization. .. 
After the compelling sonata logic of tho 

SyniJ?hony· thus far, the next event io auomaJ.ous. 
' :, 

. ,. 
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Far from a clasnical symphony, where a taut 

yet hiGhly supple and a~hletic tonal syntax 

enabled a modu.J,ation to a related key to be . 

375· 

the ·very crisis and radical contradiction whose 

tension launched a new thematic group, nothing· 

in this muoic ' s own idiom predisposes us to 

expect - or =justifies - the arrival of a formal 

second subject at this point. It is not entailed 

by what ~s preceded it; it is a new beginning, 

and as i:;1.ich an interruption,_. Once the new section •• 

has begun, bowev;er, Sibelius i _mmediately reconnects 

the music to its own life-sources. The moment of 

external sectional, logic is forgotten: t'he mµsi-q_ 

moves again by a powerful immanent logic. Over 

what is in fact a vast perfect cadence in E minor. -
/ 

a good example, incidentally, of Sibelius's slow- · 
( . 

moving harmony - the first wispy, almost 

impressionistic fragment reveals remarkable 

implications. Tensions such as obtain between 

this fragment and the marvellously long-breathed 

tranquillo melody whose change of pace seems 

almost like a s~.spension of movement - tensions 

suph as these are the contradictions by w}?.ich 

this Symphony breathes. Equally remarkable is 

the breakdown of the long sinuous lines into the 

obsessive woodv,ind ostinato f:i.gurc - a contradictory 

• I 
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c;onseq_uence of which we have nevertheless had 

forewarninG, and whose bracing metrical energy 

we understand as being the revelation of the 

tensions that gave the preceding non-metrical .. 
lines their breath and flight. The astounding. •• 

changes of pace i~ th~s .short section anticipate · 

some of Sibelius's later unsurpassed rhythmic 

feats. 

' The precipitate arrival of what we recognize· 
- ; . 

to be the ·development - another formal section - . 

stresses the point again that the Sibelian symphony 

is not yet in control of its own organiz~tion. Yet ·-•. 
t . 

once begun, it is again free to pursue its own logic:' 

·which it well does, laying bare the clean, strong • 
, 

, : lines of Sibelius' s thought even v1hen - realizing •. 

~ the negating powe;s ·of the chromltic principle of· 
\ - . . • . 

the introduction - it endures the most terrifying 

dismemberment . It is the first of Sibelius's 

symphonic encounters vrith v,hat Nietzsche called 

'the ghastly night'. We must expect recapitulation -

this comes initiaTly without awkwardness, because it 

is generated from within : the discovery that the - , 
' . 

rhythm and the long-held note of Ex. 3 are in 

common with . the chromatically disintegrated 

oecond-group lines is a discovery also of the 

,. 

:,... • ~ . - · .. . 
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truth thut wholeness is born in the midst of 

disintegration. For the rest, the recapit~ation 

is skilful but the loeic 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 

uses and denies orthodox form by making it redundant 

to the true, dynamic content. The Tchaikovskian 

opening c~njures up the conventions of a static 

movement of romantic 1 reliei' , but then frustrates 

our expectations in a way that _seems calculated to 

disturb and unsettle. The woodwind fugato that 

truncates the lu.xu.riating first section ii the 

~irst episode in what is .to become a rondo 

' movement whose dynamic, developing content 
\ / 

• ,tends to make superfl~ous the fot8'1i ties of 

its structure: it seems mainly to be written 

against, rather than in, rondo form. This first 

episode co.nfronts the first sec·t;ion ( thematically 

monolithic by comparison) vii th its sheer anti thesis. 

Its momentum carries the movement along, undermining 

the certainties· 9f the main theme on its next two 

ret.urns, even enabling the Rhinegol'd-like _broad , 

central section to throw up some of the fle·etest, 

most eph~meral shapes in the movement; but its 

implications are.most truly realized in the final 

I 
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episode, in which an organic doubling of pace •• 

quite leaves behind the slo,·1 movement and :i.. ts • .i. 

conventions. As in the first movement , the 

moment of most horrifying dissolution reveals -

or rather, creates - the centre that can withstand.· ,·. 

such destruction: the shape of the fury at its 

height discloses the outline of the first theme. 

The recovery thus far is i mmanent , logical and 
. : . 

necessary; the 'form of the immediate reappearance '_. 
' .. •·· .,' 

of the theme, merely sewn on and oblivious of what; .. . •; .• 
has intervened, is not. 

The ~rinc~ple of cellular germinat ion leads .. 

the brilliant, hard-edged ~cherzo ever further 

away .from its starting point; .. , .. 
but the discoveriei 

of the previous movements are germane to this, and­

in .the out~ard journey the centre is repeatedly 

. glimpsed - each time anew as it is e.ver subsumed ., • 

into the perspective of a wider orbit. The 

difference is that this movement is a game: 

roughf elegant , ·precise, dramatic , playing at 

life's tragedies without bccomiog them, spurre·d .. 
on by its own ·inexhaustible - indeed Beethovenian '-

energy. The involvement of the other movements '. • 
, 

' 

in t his is sometimes almost literal . For instanc_e, •. 

the darting· woodwind figure beginning in the fiftq 

bar after cue· A has been transplanted from the link 

Ill .. 
. I • 
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to the first movement's development: 
lU F-,~,r Movi:f-ltt't'i 

Vl'IJ, • . i 
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-
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 
I , 

trio is out of place. But in the very act of , 
,, 

accepting the trio convention and the romantic 

tend~_~cy to regard _· that section as a retreat, 

Sibelius turns it to critical dram,tic effect·: 

in accepting it he destroys it. True symphonist 

and realist, he cannot for long accept the escape: 

the external world forces itself three times 

upon his consciousness through the haze and 

destroys the Elysium of sweet sounds and aromaso· 
-

Reality intrudes by way of prominen~ fir s t-movement 

· figures, particuXarly one from the second.group; 

the final harp ~lissando is the vanishing of a 

dream, clearing the way for the r eturn to more 

I ' 
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urgent business. For play cnn be serious too; 

and in scherzo and trio Sibelius contrasts two 

types of pleasurable activity and shows the one 

to be mere impotent flight, the other to be 

engaged, concerned with a problematic reality 

at its heart, though in the form of play. 

The recall of part of the introduction to 

380 

the first movement at the start of the finale is 

not only a step in the direction of integration~ 

to become so characteristic of Sibelius - but a 

comprehensi9n, for which we have had to wait 

three movements, of ~he seminal · and germinating 

power of the introduction. Its function as a 
I 

generative source, as the basic urge out of 

which the Symphony grovlS, is at last understood: 

explicit use . is made of the fertility of the 

introduction, as no fewer than ten/distinct 

·' germs are spawned 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 because the most derivative, the least 

authentic. The development is strong, because 

self-generative Like the opening. So too is 

_the start 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 ito It well 
. 

illustrates how inapposite form may prevent 

contradiction from fully appearing. In 

recapi tulat:i,on its attempted apoth.eosis is 

bombast. 

Significantly, the Symphony reaches its 

true goal afterwards, outside any pre-given 

structure. In the ~even bars after cue X 1 

t~e original, predominantly downward, tendency 

' of the introduction is reversed in a passage of 
' ~ 
' 

1' upward chromatic movement that neve·rtheless 
I 

' comprehends its opposite; it is one of the 
I • 

best moments in the Symphony, anticipating 

the ecstatic suffering of later Sibelius and 

marred only by a single unctuous cliche, ·making 

the point that even here Sibelius is not yet 

fully himself. : .. . ' . .. 
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.. 
SYMPHOIIT No. 2 in D OE. 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 effor t of 

this Symphony. is spent rather in pointing the Vlay 

beyona ~~~~-- This is in some measure its strength; 

its weakness is that most of the effort in this 

regard is spent closest to the beginning, so that 

-in general each succeeding movement i s less radical 

in its handling of the problem than the previous. 
. . 

I 
one - a f~ct that is inseparable from the greater 

q~ality of each movement compared to its successor. 

'· ' A further ·trait that distinguish~s this work fro~ 

' the First Symphony and which was/increasingly to 

preoccupy Sibelius as part of his search for adequate 

form - is the way each movement picks up, in mood at 

·l east, where the last left off. The wish to make 

each movement a logical emergence is of course most 

evident in the way the finale is conceived in the 

womb of the scherzo, which subsequently gives birth 

to it (this has an obvious precedent in Beethoven's , 

Fifth). There have been many attempts in histo~y 

to tighte.n and integrate the symphonic span; but 

the tendency characteristic of Sibelius, to subsume , . 

. : 
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the multi-movement symphony into a single, 

patently evolving structure, in which each 

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~ · 

,.. . . 
• I 

. . . . . . 
I 

. . 

The fine, lithe opening movement is the most 

authentic and accomplished in the first two 

symphonies. Here~ for the purpose ~f 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 c~nfusion is the tired argument about 
I 

,, 
~her~. the 'second group' begins - or even what 

it is. Some - basing their argu:rdent o~ the . 
altered key in the recapitulation - will say 

that .the •secon~ group' begins at the poco 

allegro (at cue C): but what is the meaning 

. of the concept when the new melodic idea shares 

the same pulsattng, repeated-note accompanimental 

figure that had characterized so much of the 
, 

first-group accompaniment, and had opened ·the 

Symphony; when it seems on that account to 

belong to the 'first group'; and when it is 

just ooe of the many melodic ideas that have 

\ .. ,. 
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•• proliferated, l.n typico.l Si belian fashion, since 

the bcgim1ing 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 h&.v.e to understand that forms ·are only 

historically, temporarily, valid. 

The dram~tic-ironic force of this movement 

depends to some extent on our believing that 

nothing co~ld disturb the carefree pastoral mo6d 

of the chirping woodwind theme of the opening. 

Though we know .that it is finite - it is built 

• very e·vidently upon a serj_es of' phrases that rise 

and fall, _grow out of silence and return into it, 
I 

,. 

like . respiration - its very ability to go round 
. .. 

and round repetitively seems to bflie its finitude. 
\ . ' 

But it really is ·finite; and the implications of 

fini i;ude are that it does not c·omprise the whole. 

This is the meaning of the cadence ('interrupted', 
! 

both technically and literally) and hiatus eight 

bars after cue A, and ·of what immediately follows: 

the forlorn phrase for flutes, with •its m~nor-key 

inflexion, and the upr,ard-swinging par_ase it 
-

generates, with ite dark bassoon colourine,. 

rhythmic asymmetry and t ense supporting drum-roll • 
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These are aspects of the insecurity that has 

suddenly replaced the pristine stabilitj of the 

opening: 

385 

------------· .... t .. ~ .............. -----1'-. ~. • -5-

Confronted with their own contradiction, the 

original certainties have simply been destroyed, 

posing a problem for the Symphony, the solution 
I 

of whi_ch must depend at the very lea.st on the 

. ." discovery of a .mode that ·can compreh~cd both 

these experiences. Symphony i~ the logic of 

contradictions; and the long unis.oc violin 
I I ... ~ • • • 

theme that is pot_entialized in the heart of 

the menacing, trilling culmination of these 

disturbing bars is already a brave retort: 

,. 
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Other responses to the conflict are a rich strin& 

figure, Tchaikovakian in the nature of :i.ts grief;· 

and a more optimistic - though still sombre-hued.-

wind passage. (The antiphony of the instrumental 

blocks is characteristic of Sibelius). But it is 

not until the assertive F sharp minor passage af~er 

cue C ·- for some the 'second group ', as we have 

seen - that momentum and confident thematicism 

are restored, forty-one bars after the relatively 
' 

minor first crisis. The reappearance of the 

-' ostinato accompaniment, moreover, for the first 

time since the crisis, reinforces this feeling 

· of. restoration. Partial the recovery may be: 

the initial D major has after all· been lost, 

and it wi).l be some time before it is found 

again. But where the opening pastoral theme 

ever s~bsided passively int~ stillness, this 

passage is wave upon wave of surging crescendo; 

: 

and ~he jagged, tritonal incisions by the woodwio~. 

·against the diatonic flow bear witness to at least" 

an attempt now to admit the reality of dualism. 

Though the·, arrival of what we recognise as 

development is in one sense a logical consequenc~r· 

of contradiction, in another it still declares 

subservience to a priori schema: it begins as 

a new section after an orthodox close of great 
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finality, even in the dominant. 'fhe destructive 

pole of the duali sm reigns through most of this 

development, the tritone 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 from 

the home key~ Yet the_paradox is that hope is 

.. fertilized in negation: the pedal G sharps call 

up the fount and starting point of the music (the_· •• ' . 

' . .. repeated-note string figure) and the opening theme, 

Ex., 
7 
;, '-· 

unheard since the thirtieth bar. And the strivirig 

Ex. ?(ii) that brings back the generic 'second 

subject' - a substantial recovery - is ma~e with and 

from the very fragments of nothingness, Ex. i(i), 

from the earlier part of the development: 

(i) \/w. 

\ti¥ tJ If 
I 

~ 
( i ~ 

1'1f 

{ fu1 
ft 11@ twB -e , iq I 

ts I i I l I ; t 0 

f-l 

Yet more rem~rkaple, the tritone itself ia turned 

to heroic purpose as the urgent striving phrase, , 

Ex. ?(ii), mounts ever-higher in a polyphony in . 

which th~ beginning of each phras e is a whole tone 

above the pre~ious one, thus incarnating the tritone 

in a whole-tone scale over nine steps. 
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What happens after this point is rccapitulntory 

rather than 'the recapitµlation•: eiternal schema 

has been subsumed into a pure organic re-creation 

and regeneration of _earlier material, necensary . 
only because the music is winning back wholeness 

and identity from fragmentation and non-identityo 

And 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 

tonic, some twenty-odd bars-later. Then Yte shall 

understand what this music has -wrought from its 

experience of dismemberment, as the formerly 
. I 

dispa~ate 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. H1re too the shape 

··:._.·,.·, • .• of some of the ideas has been forged precisely fro~ 

. .. . 

the disfigured form in which they appeared in the 
' development. This whole .passage up to the tempo 

change before cue O might be studied closely as the 

first in which Sibelius's greatness as a symphonic 

thinker becomes truly manifest. After this, the 

ensuing reprise can . only seem unfortunate. The 

logic by which the mus ic of the exposition is 

played again is that of an external authority 

from whose shackles Sibelius was still strugglioc 

' 
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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 

upon the exposition may be. 

In the slow movement ther~ is also an evident 

attempt to superse~e inherited form : most importantly, 

by combining it with a highly dramatic use of the 

technique of immanent contradiction. We saw similar 

combinations in the First Symphony - but none quite· 

like this,.· in which the dramatic, accomplished and 

sustained use of the technique· gives to the movem~nt 

the appearance of a:, sonata form whose development • 

' bas been woven into - or rather into and after -

.the exposition of each o~ its subjects. The firs~ 
. . 

subject-section especially moves qualitatively far. 

' enough av,ay from its origins and pver sufficient 
,·. 

length to be different from a normal sonata structure, · 

.. 

• . 

' ' 

or for that matter a binary movement . The contradictions 
' generated by each subject-section are dramatic m~ments, 

akin in that way too to son~ta development; but a 

problem here is that Sibelius cannot repeat his 
, 

• exposition without . also repeating its 'developme:o.tal • 

consequences, since he is committed t"o sectional 

repetition, however varied. Therefore what was 

once dramatic is not so twice - a problem only 

partly solved by the expansion and further development 

to which the section~ ar€ subjected during their reprise. 
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This problem of dramatic development being repeated 

wns not one that waa encountered by the classical 

symphony which...: once its dcvelo:pment had become 

the dramatic centre and .thus an ' autonomous ' 

section within a ternary form, in place of its 

being part of a binary form both of whose sections 

were repeatable - did not, play its development again: 

The movement talces up the con_cerns of the first. 

The opening sectiot:J attempts to defy finitude by 

combining"it . (in the form of the theme introduced 

by the bassoons) with the seemingly infinite 

continuousness of the undulating pizzicato line; 

besides, the finite theme itself, though it clearly 

rises out of silence and dies aVlay into it, aspires 

through its modality and .the character of its 

inflexions to a chant-like condi~ion of endlessness. 

But it soon runs dry, and encountf(rs its own eod in 

a final phrase which it repeats four times. Now 

the theme is able to go on ooly· in a perverted form; 
' . 

it strives to contioue; a new string variant --

already a little agitated - implies the subsequent 

thorough disruption; and the truth of the conflict 

that follows is that if the theme is to continue -it 
. . 

must relinquish ~ts former state. To go on it must 

accept its own dis integration, its dissolution into 

another mode - a reality which it at first resists -

...... 

· ! 
i 

I 

-I 

I 
I 



\ 

. '-.. 
391 

and enter the truth that real ·continuity means· 
. . 

death as much as it means li~e: that it is death 

which activates the principles of continuity in 

life . Against the attacks of its own decaying 

~orm, the theme struggles to hold on to an earlier 

shape(~ in Ex. 8) while the destructive process 

revitalizes the tritone, . turning its whole-tone 

scale embodiment - us~d by the first movement at 

its herioc height - to disruptive effect: 

The fact that tae second subject: 

&.~ .~s~~ 

• ifiltlc Jr=-@r@\GD u \if!~~ 
f'ff' ~· 

owes its existence to the d~caying form of the first 

(~ in Ex. 8) does not make this new theme .as 
, 

internally logical as one miBht wish. Sibelius•-s 

thematic germination is to become, and has already 

I I , 
' 
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been, better than this, because controlled by a 
.. 

more immanent necessity. Rather like the corresponding 

stage in the opening movement of the First ·Symphony, 

this is almost a new beginning. 1.rhe answer this 

section seeks to tne problem of thematic finitu~e 

is_ the spawning of · ne~v shapes ; and this only driv.es 

the music quickly into· contradictions, and a crisis 

beyond which u heavy version of a motive from the. 
. . 

subject is unable to proeress. The dramatic 

impasse -g~ves Sibelius the- opportunity he wants 

to bring round his.first-subject section again. 
' . 

• . •. • ·.·. Indeed, the movement exploits impasse:. it cannot 

. •. •. - • find• nor even adumbrate, a state which is beyond . . . ... . .. 

,\ 

· . the disintegration ?ii th· v1hich it_ wrestles , and yet 

.. can encompass it. In its wayf that was the 

: achievement of the first movemenr• 

- it is• of no avail here. 

Apparently 

With its hellish flickering li~hts and 

-Mepbistophelcan virtuosity, the scherzo is a 

symbolic embodiment of the disruptive, negating 

force -at the heart of this Symphony. · The movement 

' ·. 

offers a clear late-stage articulation, in all its , 

ti·erce fiendish• glory , of what the .previous movements 

encountered as their internalized Other, as their 

immanent Negation. Here that .diabolical force is 
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openly declared in its own terms , not m~rely 

experienced p~ssively in terms of its effects. 

And one might say that it is externalized no:-v 

because it is at last fully understoo_d; no 

longer is it only an unintelligible ' symptom' . 

If the constituents· df a contradiction are not 

man if es+.,_. -t~i(;, then, i~ 'the way Sibelius will 
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lay them bare. The movement is a· crucial stage 

in the drive towards the truth: here the ' hidden ' 

component of · an antagonism has finally , by means of 

the Symphony's sustained effort, been brought to the 

surface. This is the. first instance in the Sibelius 

symphonies of a procedure which the compo~er was to 

make persistent use of, and greatly to refine . 

Until the remarkable happening in the .second 
I ; 

appe?-l'ance of the trio, this is a formal movement; 

the static co-presence of scherzo/and trio depends 

upon a set of assumptions that .are patently not 

t hos~ 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 -peautiful trio had seemed so fragile, , 

so vulnerable, in this company - an . impression 
, 

. confirmed when the scherzo violently bursts in 

. upon it in a confrontation that dramatically sums 

. . 
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up the central in sue of the Symphon·y. We lcnow 

the trio is vulncrabl~ because of the experiences 

of the first two movements, and because thematically 

and by way of a general mood it is related to the 

pastoral open in& theme of the Sympi.1ony, and to .the 

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 

i~ must inevitably be overwhelmed here by that 

of which its ·circularity causes it to seem 

oblivious, as happened in the first movement 

and indeed in the scherzo the first time. fut 

now the simple, folk-like trio melody finds the 
I • 

resources of expansion and growth ade~uate to 
' 
its task; _ by true Sibelian cellular germination 

it gives birth to the majesty o·f the finale theme, 

\ . in whose sunlight the hell-fire_ light of the 

scherzo is powerless to prevail . 

. It is significant in terms of Sibelius's 

musico-historical enterprise that ·this finale -

symbol of the Symphony ' s achievement in the 

Eeethovenian sense - should not be merely posited 

but that it should emerge triumphantly, and without 

a break,from the very tiss~e of the previous movement. 
-

In so doing, it demonstrates persuasively that its 

logic is its own. ~t ironically - and this is 
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·symptomatic of a now familiar problem - the 

movement is also the sheerest submission to 

bad conventions . Its material is static anu 

intractable (especially the over-long second 

subject, with its folk-like individuality and 

Tchaikovskian pathos), its development an 

academic procedure, its repetitions gratuitous, 

its peroration bombastic in the way of so many 
' nineteenth~century ~ymphonic finales . Written 

to formula, it is unequal to_the task of 
"' • 

satisfactorily resolving contra~ictions of the -~ 

395 

subtlety and complexity of the rest of the Symphony, 

especially of the first movement. For in$tance, 

it ignores rather than comprehends the meaning 

-
1 of. the scherzo, banishing 1 t iostead of making , 

it part of its very own principle;/ the 

.~ · reappearance of fragmentation in the development 

is a mere formality. Except for some simple 

thematic relationships, the triumph of this 

movement is not wrought in the terms given by 

the problems of the previous movements; it is 

arguable that it ~oes not even 'belong' to the 

res~ of the Symphony. , 
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STI.r!PHONY No. 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 he could • •· 
•,• 

discover at its life-source the essence of symphony. 

ThtJ first movement is in many ways the most 

' classical of all Sibelius's symphonic movements. 

It is not tYJ?ica~ of his symphonic method to pose:: 

at the very outset a manifest opposition between 

full, objective subject-groups. 

contradicts the C major of the !irst by being in 
··, 

B 'minor; its return in the recapitulation in 

E minor - the key of the mediant minor rather ,. 
' , 

than that of the lead-ing n-ote - foilows in spirit : 
• 

the classical precedent by being less remote from·· 

the home tonic. But there are also important 

departures from classical practice. 'Ile hear 
,. 

the principal member of the second group as the 

full exposition of an idea that was already presept 
• : ' .. -

within the first: •its most characteristic cell 1~ 

audible in the o~6es, clarinet's and horns from th_e. '. 

fif·th bar after cue 2, an immanent duality whose 
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genealogy can be traced back further even than 

the foregoing chromatic tensions, to (say) the 

early F sharp-C tritone in the strings before 
. . . .. 

cue l. This fact is given telling emphasis in . . 
the way the second group is introd·uced dramaticaliy' 

by a strident F sharp_ sounding (us dominant to the • 
-: 

new tonic, :B) against the hitherto almost unbrokeil" 

tonic pedal C. 
'\ 

It is -th~s Jogic ~ which shows the second­

·subject group to exist immanently, but unambiguously, 

prior ·co its 1 formal' .pre sen ta tion - that makes its 

subsequent structural appearance inevitable rather 

than schematic. Such clear logical generation of." . 
• -

a second £roup, so that it comes as the externalization 
I 

of what was formerly internal, was not the typical· . .. 
.. 

classical method; this expositi~b is remarkable ior 

its fusion of Sibelius's technique of immanent 

con~radiction with the classical one of manifest 

contradiction. Sibelius's characteristic method·· 

is to show us the 'how• of contradiction; th~ 

characteristic ·_classical way v1as to reveal, as 

a fait accompli, the ' what' . Here Sibelius 
, 

combines: he shows 'how' the 'what ' comes into 

. . 
' ., . . 

being. Only the speed, the motivic flexibility·, .. . . 
the taut and cogen t logi~ of .the movement could . 
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have made such a fusion - and particularly such ·•. ·: 

a recovery of classical method and form - possible. 

An important aspect of these qualities is somethi~~: 

we may describe as the music's objectivity. Its· 
• 

freedom from the kind of subjectivity we associate. 

with~ romarrtic self-absorption means that it 

·cannot be indulged but must only be developed. 
. 

' . 

Indeed, t~ere is little enough in it to indulge; . ·: .. 
. . 

classically t}1e music sets _out from the simplest,·. 
I 

bare bones, which refer us ever into their futur·e· .. . , 

for the elaboration of their meaning. 

Yet it is cle,ar that this is ·not a r'epeatable: 

solution, or Sibelius's _ _f'inal solut1~n, to the .. . . 

-, • problem 0f form. , He resurrects classical form 

,\ 

I 

' , but · only at the expense of some of his own 
. I 

most 

signi~icaot content: the movement, for all its 

precision, its perfect matching of ideas to their: 

embodiment and ·development , has not the profundity, 

the peculiar and appropriate significance, of the." 

first movements of the two previous symphonies. 

Sibelius can hring to life the classical world 

bu~ only at the price of the deepest relevancy 

to his own. Lacking an idiom naturally ~uited 

. ' . 

... 

to classical formulation, a classical idiom whose:· ·; 

life is inseparable from its classical £orm, his:. 

only solution is to inhibit the expressive powers I • 
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of his own idiom. Where the classical masters 

spoke naturally in sentences that, howeyer brief , : 

were capable of bearing a profound meaning , 

Sibelius , tryinCT to be equally brief, is only 
• I 

sententious, and sometimes skittish. His is 
. . 

by nature a different idiom; his profundity does:: 

not live in classical structures. Though • 

doubtless this frontal encounter with classicism 

was neces3~r~ to his development , it tends to 

lead here "to an artificial restraint. When 

he comes tq write his slow movement , the need 

to find one that is in keeping ~ith the alle5ro 

\ . 

'• : •. 

moderate means that the powerful expressive world. 
I 

of the_ slow movement of the Second Symphony is 

closed to him: if he now produces one of his ::, 
. 

slightest movements - though nevertheless one 

-,,i th secret depths that are ea·silYf turned into 

shallows by too ~apid performance - this is a 

measure of the inhibition imposed on him by his 
' general formal and stylistic orientation. Even 

so, .the movement ·is less a classical piece than 

a romantic intermezzo-type slow movement that 
, 

has been thinned -out and scaled down to size. 

Simpler even th~n a series of vari~tions, it is 

in a somewhat free strophic form. 
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»~tin the finale Sibelius surpasses these 

limitations. He uses the classical experience 

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 relevant; 

to his ovm world, had to be radically reinterpret~.d. 
, 

This is the guiding principle he had already been .. 

seeking somewhat haphazardly in the first two 

symphonie~, and whose greatest embodiment he 

• ···found in the late music of :Beethoven. And it 

.. 

. • I 

is in the finale of the Third ~ymphony that Si beli·us 

for the first time gives life to this principle with 

total assurance . ,Here, more thoroughly than anywhere 

previously in his sympho~ies, ·the technique of immanent 

contradic~ion is the true dialectical propeller of the 

,movement. Notice the speed with which ideas 
I 

, prolif~rate and create an order in which the 
I 

numerous melodic entities are as logical~y related 

and interdependent as they are logically 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 apparent flouting of tradition, and ·t;hat it 

n~w informs the movement from within. If this fo·rm .. 

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 that tradition is still 

alive and growing. By the same principle this 

third movement is not only finale but scherzo as· 

well; it combines the tradition of the light, 

rapid, dancing motion of 'scherzo with that of 

the perorative finale. 

In order to grasp the way the past has been 
' 

captured and still lives as present in this 

movement , we must try to unravel the elements 

that have been synthesized in the new whole. 

We can perhaps rec~gnize a·'first group' in 

C major, up to cue 2, and a •second group' in 

the relative minor thereafter; a short transition 
,. 

leading to a varied counter-exposition, with .the 
I 

., second_ group now in the sub~ominant minor; and 

a subsequent development. The new (con energia) 

section that replaces recapitulation is, in this 

view, the real finale: what has gone before is 

scherzo. The fusion ·1e an intensification of 

the linking of -~he corresponding movements in 

the previous symphony. But comparison of the 

'subject-groups' shovlS that this j _s really not 

a sonata structure not eveo the •scherzo• part 

.. · 
,. 
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of it: the flute motive nine bars after cue 2 

is theoretically the firs~ melodic fragment of 

the 'second group', but it springs directly 

402 

from the previmls moti~es, and is no more 

different from any of them than most of them .• 

are from each other. 

The fusion of scherzo and finale is only 

the most obvious instance in this Symphony of 

Sibel1u~~~- rteoccupation with making . the diverse 

symphonic frame ·what it once was: a taut; 

integrated structure capable of registering 

the implications of dialectical thought over 

a la~ge span . Equally impor~aot, and of prime 

. significance for the understanding of the long­

range symphonic purpose of this vrork, is the way 

in which the 'finale' 

of the third movement 

the triu,phant culmination 

is ' the fulfilment of an 

aspiration latent even within the main subjects 

of the first movement . The climactic hymnic 

marching-song marks the arrival of a new order, 

embryonically present in the sudden and frequent 

chorale-like strivings of the 1oregoing movements. 

One such moment•is the coda to the first movement. 

This coda realizes more fully an urge expressed 

at ·the end 0£ the exposition, and it is prepared 

for by a dry, _athematic and asymmetrical pizzicato .. ,. 
k I 

I I I 
I ., 

I . . 
I • 

L 

' 



&. 
IO 

403 

' passage that in its· disruption of the preceding 

melodic flow poV1erfully suggests the dissolution 

of the old order as a condition for the appearance 

of the new. When it arrives, the new, however 

different from the old, is yet felt to issue from 

it; and analysis reveals. why. The main subjects 

of the first movement had shared a common basic 

shape, Ex. lO(i), heard at its clearest first in 

the openin~ bars . of the Symphony (ii) and later . 

in a modification ( cue 13) .• o_! the priccipai 

member of the second-subject group (iii): 

i ) 
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.The coda now emphasizes and extends the aescent . 

t~ough a fourth: 

-----; . 
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' 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: 

404 _. 
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• The fullest articulation of the 'chorale' urge 

occurs , as in the preceding movement, at its end. 

The first two movements at times suggest disintegration; 

the thj.rd movement pursues that disintegration to 

finality, in the form ·of a development which splits 

.\ 

. what are in any case only fragments to atoms, an4 

• whirls them about. . The . marching-hymn to which it ' . . . 
' ultimately gives biith could not have emerged a 

/ 

' -mome·nt ~arlier; anticipated threi times in this·. 

movement, each more fully than the last, it comes 

to establish the dispensation so long awaited: it 

1a the thematic fulfilment of the Symphony, an 
. . 

elaboration of the basic shape, which it still 

includes in its full • ' original outline· (!_): 

... ·. : 
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The Second Symphony had shown a tendency 

of each later movement to emerge dramatically 

from its predecessor, and 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, suggests that this 

immanent urge, striving for fulfilment, has 

brought each movement to the point where it 

is logically superseded : in the face of ·what 
,, 

is both an aspiration and a demand, each movement 

can O?lY end, and give way to an6ther. . .. : .... ::. t 
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SYJ:1PEONY No. 4 in A minor Op. 6) 

The Fourth (1910-11) is Sibelius's first 6reat 

symphonic 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 represents the first moment of 

resolutiob 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 in_tensi ty of concentration, 
I 

is precisely what explains this first great moment of 

µiaturation in Sibelius's symphonic style. But the 

Fourth is not to be judged only~in the context of 

Sibelius's symphonies. When all/else is said and 

,· · ' done, -it will still demand to be taken for what 1 t • 

is: one of the supreme tragic statements of 

Yleetern music. 

The central symbol in it is the tritone, the 

interval most destructive of tonal sense; its 

peculiar negating force has caused it to be known 

since the !iiiddl~ Ages as diabolus in m·usica. While 

this work was being written, Sibelius feared for 

both the countr y he loved and the art to which he 

was dedicated . . His pr ec.ise at titude at this .time 
. ! 

' 
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to contemporary music is not eaoy to define; 

but among the comments he made about it during 

his life are that the 'themes often seemed 

artificial, the elaboration mechanical' , that 

the instrumentation was frequently •too showy', 

) 
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that too much contemporary music had 'very little ·, 

connection with life'. At any rate, he let it 

be known tha·t his new symphony might be regarded 
" 

as 'a protest against the c~mposition~ of today•. 

There was nothing, he said , ' absolutely nothing· 

of the circus about it'. 0n · the political front, 

Finnish autonomy w~s again being assaulted by 

Russian imperialism, in 1910 more seriously than 

, -, . ever before. Sibelius hated 'all empty talk on 
', 

, political questions, ·all amateurish politicising•. 
I 

.·, • I hav~ 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. 

'Politics,• he wrote, 'do not interest me at 

',• • .._..f. I 

present. For I cannot help in any other. way '- •• 

than by labouritig "for king and country". • '· I ••• 

am working on my new oymphony.• 

,. 

• 
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The tritone is present as early as the first 

bar of the symphony, both horizontally and 

vertically, between the C which by its firm 

unisonal entrance initially proposes itself as 

tonic, and the F sharp that g_uiclcly undermines 

it (the true tonic soon emerges as A minor): 
E.i<. 
14-

6w. 

· ~:. "~ p ~~,. ~ ,fo-.._,/,, r r..: '°""'' ; , 

.·1 .. 

:e -r . -r :. +·1. t,- ~:. -~~, 7 

If w~ want -to-think that a residue of the old 

slow 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 
. .. • t • 

.. to be surprised when the quasi adagio tempo 
. ' •' 

' •· ··: • does not give way to any classicat allegro. 
• . . \ 

' 
The most pervasive tritonal relation in the 

I , 

first twenty-odd bars is that expressed vertically 

between these same notes, C and F sharp. An event 

of crucial importance takes place at the end of this 

. .· .. 

passage. Du.ring a steady crescendo over three bars; ··-.. 

the C-F sharp tritone is asserted ~elodically and . 
. 

than emphatically resolved in favour of G, three 

times (violins, ·cellos, horns) · and fortissimo -

the first time since the opening bar that thie 

, I 

' 

" • i 
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dynamic level has been reached. It is 
-~ 

a i. • ..• 
, . . -

magnificent surge of op~imism, owing everything 

to the possibility which is now discovered in the ,, 

tritone as an interval 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 h{I-S been redeemed: 
~ 

S-1-rs. R ~ 
,__ ' / - ,. 

' I 

I / I I I r I ... , 
' t \ I I I J I I .I 

\. ·., •J'"/1 /J l I / ·' + + 
L-----' ---- I true.. 

f"-.,. ...... ___, 
('\ 1 l l 

/'\• I I I ....... 
--- 1 I I I/ I , 

I • -- r 
"' I • /" , , I ' I \ I , . [ 

/ I , I I I , ,, --- -j - --- ' .. r - r 
-, 

\ 

f 
The passage is clearly scored; how often its point 

is obscured by unintelligent p,erformance1 The I 
• I 

I 

dialectic o:f these bars con.tinues to unfold by , 

bold convolution·s, as almost immediately a bare, 
. 

heavy C sharp tritonally contradicts the G, 

, I 
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destroying the achievement it ~tands for. A bar·· 

later the original F sharp reappears in the bass 

_to provide a resolute answer to that C sharp: 

.. 
: . 

• since F sharp makes a perfect fifth vvi th C ,sharp, .: . 

the latter is denied its negating power, and is· 

instead made to confirm the incipient modulation 

to F sharp major. the · . , To put this another way: . : 

note, C sharp, that from the standpoint of G is 

negation, b~comes atfirmation from .the standpoint:,' 

of F sharp , helping to liberate -F sharp to the 

status of tonic to which it has aspired from the 

beginn~ng. 

Second-subject hunters among commentators : 

often speak of the passage immediately after the 

.' modulation to F sharp major as the/orthodox ne~ 
. , 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 v·ariant of the opening bar, with the 

. 

. .-. \ 

fore€ of an· exclamation; at best one can say that.· 
. \ 

the old second subjec·t has been subsumed, _or . , 
sublimated, into this passage. Sibelius had 

before this Symphony written nothing more beautiful·. 

,. 
II • ' 
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than the music of deep, measured lyricism and calm 

that ensues. A warm light suddenly transfigures 

the world - not because the tritone has ceased to 

exist, but because it is redeemed by a context 

that wrings a very hum?,n expressiveness from it: 

~ V\o.s. Vl«. • • 

' The replacement of E sharp by E natural at 
-

cue Eis .the beginning of an attempt to seek 

regions closer to A. But all that the dominant 

of A is able to see is A sharp, given out at once 
I 

' by the double-basses. It.is a tritonal relation 
., 

that plunges the lower strings deep into the 

depths of their registers. The tritone, it 
' , 

now seems, is the condition of all movement . 

No step c~ be taken without encountering it; 

the negative lies at the heart of being. The 

fine stark string lines, bereft of all solidarity, 

of familiar harmonic and tonal supports, soon 

disintegrate further into an endlessly roving 

tremolo figuration founded upon two_ whole-tone 

scales a semitone apart: phraseless, arhythmic, 

amelodic, without .tonality or . functional harmonic 

movement·, the muaic becomes a void that whir1e 

,. 

, .. 

' 
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mindlessly about itself. Yet what is most 

remarkable of all is that in the end so much 
! t • 

·violent emptiness 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 for~efully into the bass, and soon 
. 

establishes it as the tonic. The strength 

that bring~ a structure and an organisation 

to this experience of despair is precisely 
-

the meaning that is wrought from it. Now 

the world is radiant again as t.he warm lyrical 

,music returns, a vision realized in the home-key 

of A: it is much more and much l'ss than '. • .. ;· · ' _. 

recapitulation. But finally the beauty is 

not ,enough. At its end the movement suddenly 

remembers its beginning. This retrospective 

glance to the first bar pinpoints once more 

• the tri tone as :_the central and still unresolved 

problem. It is a dying fall of icy foreboding . 

As in the two preceding symphonies, Sibelius 

here wants -the succession of movements to appear 
\ 

rational. Thus, remembering the achievement of 

,. 

I 
. I 



the first, the scherzo begins with a sense of 

wholeness and stability, deploying lines in 

413 

which the tritone takes its place with affability; 

and while its tonality is F major - a key quite 

new to the Symphony - it starts melodically vii th' 

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 tritone is playful: up to cue B the scherzo· 

enjoys light skirmishes with it, a kind of teasing 

, flirtation that nevertheless gives it an embodiment 

' . 1 

and a limited sense. Evidently this ·is 

unsatisfactory. 
\ 

At cue B.the abrupt displacement 

9f the graceful triple by a rigid duple rhythm, and 

the bare oc~ave lines, herald t~e appearance of the 

• ·· tri t ·one in its destructive aspect7 Soon the tritone 

·'· • is totally disembodied, floating in empty space. 

With no better solution to offer, the first section 

stea1s back up, curls itself around the interval and 

tries again. If the tranguillo flute passages do 

not charm the tritone into compliance nothing will. 

But more than charm is needed to deal with this 

Mephistophelean !orce, which at cue K begins to 

show its full implications. 

implicit: 

'• 

What was formerly 

: I - ... I 

.... 
' 



r= fi 

E.)(. 

11 

E.x. 
18 

brTin:i f:ii 1 ?ti'tilt 

ti) 

bt&q 
( i j) 

lctb ; 

( '11') \/tic. 
vt.o. 

Sf<J. 

l 
Stri", 

~i 
(' 

c: ice > @ t rt z :t e:1 tt-A:te ♦ tk t -ct 

F; ; I ~ t \ r J ~o Ir u ~~ti ; 

. . ~ . . ~+ ~1 L ~+-

kLJ I f 
,, 

I 
I LJ I I l u I 

ave ¥ tt, z c rcoc:s 

414 

~@ ; 

. 
; ; 

I I 
>-

I 
As the negative that has been ignored, the • 

new aectj.on - apparently the generic trio - comes to 
• .... 1 j 

l \, 

shame the frivolity, the undeveloping repetitiveness, 
.. . 

of the main body of the scherzo1 It hurls us back 

into · the night _of the first-movement development, 

but with this difference: that while the darkness 
' there was suffered to·some purpose, here it has all 

the force of a ·horrible surprise. In the complacency · 

of a partial solution such nothingness had not been 

reckoned with-. - •• F, the home tonic, represented until • 

~he end as an internal pedal, and B, its t~itonal 

antithesis, which makes strong claim.Jo being the 

new tonal centre - these two lock ·io a fruitless, 

annihilating strife. At .the end all that· 1s left 
. .. ,, J . . ' .. • •. 

. ' 
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of the original positives is the merest ghost .. , . 

of the first theme, which fliclcers to life within _:; 

the alien domain of jj and is promptly smothered," . 

and a vague memory of the principal tonic, struck · . . 

lifelessly ~p_on 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 
' 1~ . possible · bec.ause no pre-established order has • ·' 

meaning in the face of such internal ·contradictions. 

Perhaps more than any other piece of music, this 

movement makes it clear why recapitulation has 
I 

. today become problematic. E~ually important, 

it is the final vindication of the necessity of 
' 

Sib~lius's search for appropriate form. 

The principal tonic of the tcherzo, F, had • • • 

been maintained as a single 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 iden~ity twitched with life at the 
. 

. end, is the fortitude that enables the Symphony 

to progress beyond this point, the nearest music 

has ever come to self-extinction in mid-flight. 

The slow movement begins in the only way that, 

. rationally, it·can: with t he fragments, the ,. 

. . 
•.. . 

. \ 

J 
i 
f 

.r 

. ' 



. . . 
,.,.. 

.. ' 
' . 

. •. 

. . ·. 

✓ • • 

a+:=:s ti l e::eb, ••t et .. tt:!ft "dtdbrt 

416, · .. 

disorientation, the barrenness, bequeathed to it : '. 

by the scherzo. Yet the search for a new key -

none is established.at the beginning is a search • • 

for a new orientation towards the experieuce, 

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 
-. •. 

subdominant;· the first two bars, indeed, 

remember A minor in an imprecise allusion to 
, 

its tonic and dominan~. As might be expected, 

the music is riddled with the tritone, which 
I 

lives in it both melodically ~nd harmonically. 

Yet in i~s very disjointedness the music .reveals 

a. c_ontour to which one can ascribe a meaning an,d 

a. hope. It is only the outline/of an aspiration, 

the germ of what is to become a passionate 

imP,recation, but it is forged from the very 

stuff of despair, by way for instance of the 

initial flute phrases rising through fifths: 

....... 

.. 
I 

&.lq IL ftr-po b:,o ~ 

and the superimposed -fifths of the clarinet's comme_pt: :· 
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which are already the cells around which the 

horns are to fashion their optimism: 

d,l« ~_,_ ~-~ ~--
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The logical extrapolation of motives gives rise. not 

· to ari endless chain o~ monistically related entities, 

but to oppositions within a broadly monothematic 

context. The broken fragments are - and remain 
' 

tonally restless; it is only through the horn 

motive and. its later variants that the music • 

achieves a secure tonal footing. The movement . . . 

: . . ,· . 

follows the pattern of an extended alternation 

between the shattered relics of its own history, 

and the . hope that arises from the _ruins. , This ·: 

gives the movement its form, one not describable 

in s~raightfornard traditional ferms. The big 

theme grows passionately in opposition to (yet 

. . .. : . . 

., : · . . 

out of) the non-being ·around it; it strives to 

banish the notion of the tritone and declaim 

only a stirring diatooic melody that embraces 

pure fifths and 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 reraaina • 

. . ' .. ,. 
.,··. 

' .. . 

•• t ' I\~ 

•, 

. -. • ... :· 
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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 movement, 

the tri tone still sounds almost e_xactly as it 

did then. 
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Each movement has ' tried to solve the problem 

of the tritone and each in its own way has 

eucceede~ 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. 
I 

Here, as elsewhere, in the Symphony, there is no 

,doubt about the intimate connection between the 

•• new move~enJ and its predecessor, for the A major 

'
1 

, of fts beginning leans strongly tfwards C sharp 

' • ··minor -and deploys a theme that was anticipated 

I • 

on clarinets and bassoons in the fourteenth bar 

be£6re 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 contradictiori'. 

But it is a tragic gaiety, very different from either 

the frivolity of the scherzo or the passing rapture 
. 

of the first movement . Where the first movement 
. 

discovered nothingness and contradiction at the 

,, 

I 

' 
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heart of being, the finale has won through to a ~ 

. -, 

creative involvement with these things. Dual_ity 

is the essence of its dynamic. Vfl1at 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 

structurei The tritone is now not a threat to 

the music but the source of- its vigour: 

f . 
• I 

and the root of the principle of contradiction 

by which ·.it lives and expands. ,. A major and E flat 

l • I ' major meet over a substantial len,sth twice in .- this •• 
. . .. \ . . 

. , .. ~- • , movement; but far from. beihg a collision bet·,veeo 

. . . . . 

opposed energies, this meeting of antitheses . ·. 
provides the music with two symmetrically pla9ed 

arches cap~ble of gatherin~ antagonisms to an apex · ••. 

and tr.an seen ding them by releasing their structural . 

potential • 

The long cqda-like conclusion is the moment 

of the Symp~ony's r~turn to, and at the same time 

final victory over, chaos . It i s t his fusion 

,. 
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that gives these pages, among the most profound 

in all music, their power to move us so deep~y. 

In the fragmentation, in the pervasive grind of 

the tritone and its associated chromaticism, we 

recognize the chaos; but in the passion that 

welds the blaste·d pieces 'into a new whole of 

anguished beauty, we compr~hend the triumph. 

It is an experience of chaos unlike any other 
" 

. ·1n 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 man's 
'. ,, 

,potential discovers itself. 'I begin, like 

l3eetho:ven' , said Sibelius, ".{ri tinf about the • .·t 

Fourth Symphony the year after its comple.tion, 

•to ,believe that strength is really human ...• v· • 

morality. I mean, of course, strength in 

its highest and widest sense.' · •. . , .. . · . ... : 

I ; .,_ f I.• • • 2... • ♦- I , 

• i. 
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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 horror, of darkness; 

. the Fifth is a work of l~ght, life and a boundless, 

expansive energy. But in the difference is the 

connection: one may say the world of the Fifth 

Symphony ha~ been won for it by the suffering of 

the Fourth. A unity between the two pieces is . 

suggested also by the remarks Sibelius made around 

the time of their composition. _During our 
I 

discussion of the Fourth Symphony we found that 

• .the following remark by Sibelius bore a significant . 
-. 

\ 

relationship to the work: •••A strength is really 

, human morality ... •; and a pupilt of Sibelius's 

reported that in the autumn of 191~ - ·that is, at 
, l ~ ,• ~ 

the time of the conception of the Fifth Symphony -

the
0

composer began to think deeply about 

civilization., admiring its •moral strength and 

courage', its capacity to endure great hardship. 

The tragic ethic of heroic su.ffering was a theme 

that preoccupied Sibelius throughout the creative 

part of hi~life, but perhaps at no _time more 

profoundly than during the period which gave 

birth to the Fourth a nd Fifth SYI!lphoniea. · ,. 

I 
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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 - perhaps significantly - a tritone 

from the former. These two keys are the central 

supports of the finale of the Fourth; and while' 

that movement wrenches a tragic gaiety from its 

experience of the 'the contrariety 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 mo~ement poses a 

problem for the rest of the Symphony. It is 

so triumphantly co~clusive in what we shall 

.. 

.. 

recognize as its festive _demonstration of the 

dialectic .of change that in the next two movements~ 
/ . . 

since the composer was committed tf having them 

his on~y options were to repeat himself or to 

simplify bis vision. Here perhaps we are close 

to 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·· 

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 synthesized. Even so, it was revised 

again; the final version dates from 1919. Dut 

by realizing the essence of the Symphony so 

brilliantly in the great compound first movement, 

this recomposition perhaps 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 two postludes. 
' 

This view isolates 

both its strength and its weakness. It is a 
. 

great but flawed work, its weakness being that 

it began b_y accepting. the conventional four-

. movement plan although its content was o~ a 

kind that expressed and fulfilled itself in a · 

more concentrated and less orthodox span. 
', / 

The opening movement - a fusion of first 

movement and scherzo- is one of Sibelius's great 

syntheses. It moves rather like a series of waves, 

growing in magnitude and speed . . Each upward 

movement of the wave traces the ascent of an idea 

to the point of intensification at which it begins 

to break up, decay; change itself; and each 

breaking and subsidence of the wave explores 

- the idea in its disfigurement, the contradiction 
! 

of what 1 t once. v,as. But each antithetical -

,. 

' .. . . 

te::v:zasi+fi.-4::; 

I 

' 



.. . 

. ,• .'\ 

. . 

• t ,. • • 

"·· 424-

breaking motion creates the possibility for 

the reactivated appearance of the old idea newly ·. 

formed, for the growth of another wave. And in 

general each of these motions has more force than 

the last. The process begins early. The figure 

~hat achieves some prominence just before cue C 

certainly shows traces- of the concept of 'second ­

subject•; but it would be a misunderstanding of 

the dualistic processes 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•,· 1 t · is really the '-first subject' (see 
. . 

Ex. 26, i) in the, process of contradictipg itself. •• 

~he internal dissolution of the 'first subject• 
.. ~ .. . .: 

had begun earlier,_ when its mounting energy had .: : 
... .. .. . : ; 

abruptly yielded a minor-mode consequence three 
. ~ -.; . . . 

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 

.. ... ...... 

. ·. 

moment. The apparently new idea is the 'first• 

~bject in perverted form: little remains intact 

except the embodied perfect fourth, and even this 

now tends to move downwards rather than upwards: 

1J)@J~ff f :J 1-,t f=f\il 
-~ .' . . . . · -· =-

• • .. ,• ' .,, ....... ,,j .,. • • 
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Moreover, the 'first subject's' mellifluous horn 

instrumentation g~ves way to the strident woodwind 

colours of the •second'; and the syncopation of 

the 'first' - smooth and easy - reappears in the 

•second' in exaggerated distortion. The 

J>erversion also affec_ts _the underlying accompaIJiment: 

the progession of diatonically descending parallel 

thirds in the 'first subject• becomes the 

chromatic~+Y rising, trembling string accompaniment 
' to the •second', a sequence containing many diminished 

triads: 
E,c.24 

-I 

I , 

\ 

7 ~ 7 ( ---

---
fut the movementr thrives on its contradictions. .At 

the beginning o~ this 'string tremolo we hardly know 

whether the new bearing of the music betokens 

aJ)prehension or awakening excitement, yet from 

I• '• . . •' 

' 
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I. 
I 
( . 



...,....._.. .. 

\ 

E.'1( . 

2.5 

this rentlessoess will shortly come a new fine 

certainty, when an emphatic G major appendix 

terminates the 'second subject•. With this 

the f'irst wave is complete. 

In the midst of development the tonic key 

erupts, and a splendid largamente version of the 

• second subject ' is declaimed oo strings in octaves .• 

Soon after this point .the first movement originally 

came to a qu~et end and the scherzo began at the 

second cue A1 . • As it is, the transitional passag~; 

that begins with a change of' key-signature to five .. 

sharps brings a truly. enhanced reformulation of the 

opening of the Symphony. The gathering speed and 

excitement are the pressures that presently make 

possible the . transformation of the principal idea 

' into -~ dancing (•scherzo•) theme, ~he rebirth of 

an old ·theme on a new plane: 

J.. According to Robert Layton's statement in 
Music Timea , August 1968, p.729. 
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If we are responding to the piece 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 l ater with a leisurely ostentatio~sness 

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 fresh idea have been 

elided here, and Lt may sound at first like an 

unrelated theme. But listening closely we can 
. 

recognize beneath the guise the familiar shape: 

·., 

~(fi}~E=+t~c.m.~p~a==""=el~h~~-~c-J..==~===~~========t:=~~==~~===~=~================'~ 'f ra;i\J~\ =s=
1t +~ -:1:::.i ~z'---t-4t\~· j:==--=t-~-:.=--=rr--=tt-t -.::::..1 ta ~ri ·-+--f~' -=t-l-+-c:~ts:-=--=--=--=---=----==l • , 

~cf ~ f' ' 
, . . 

, ---- ·~' ------ ~ 

(i ;) ~ ~ .... . . 
-

I ' : Ii> ~ 7 p I~ I ~ r~L~ ~ ~ ~ ~ I I j t i r, : , J t 
' - ' . ' 
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tt-H\ij,P~t -t-J -J.J--+--\ )+---1---+l ,-.--, -t---..J! b1r.---t}::t~c8--+--; ------t't 
tffr.X....-t--+-+-+. -.--., -;+-~+!t-i-" ---'-'-<:-+-:-'-':::::-----:::::?"""'--------- ! 
Soon, at cue I,~e =re about this theme. Its ' 

i his.tory includes· not only the original 'first subject' 

(!,) but also the original •second subject' Cr) as well • 

• • •I 
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The experience of the Symphony is written into 

the contours of its exfoliations: 

2 

-
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~his •scherzo~ - · in so far as one can regard 

it separately at all - is referable to sonata form: 

the new (~trio') theme (Ex. 27) is also second 

subject, and is soon 1iquid~ted in the most 

radical development yet. By ~he logic of this 

piece, from the most thorough dissolution will come 

the most climactic , reformu.lation of the original 

thematic essence. The }'inal triumphant dash . is 

shot through melodically ana harmonically by a . :. 
~ . . .... 

, , tonic apotheosis of the compound movement's . I . 
, __ . thema~ic source. It is at. once coda and . 

quintessential recapitulation, functioning 

w1 th respect of 'first movement.' , 'scherzo• , and 

their union as a single entity. 

The epding is presto; the first part of the 

compound movement had been set in a slowish tempo. 
-

Ov~rsimplifying a little, one may say that between , 

these poles the movement is a vast accelerando· and 

crescendo. The interesting dichotomy in the 

) ·· ... , 
,. 
-· -
• - ; 

. , . 

• I 
• . . •. ! 
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movement between the thematic and tonal constituents . 
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is a cause - and a consequence - of th~s. At 

significant 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 

a .few momepts before its key. These disjunctions 

are part of the sense of acceleration in the 

movement, of a quickening urgency, as theme 

leaps _repeatedly ahead of its tonal supports, 

draggiag these after i:t;· . Tonality seems to 
. 

have caught up with theme nine bars a:fter the 

' second cue N, where trumpets annolplce the 
' • recapi·tulation in the tonic. But both theme 

and key are now ahead of the structure, because 
' ahead of the full thematic and tonal restoration 

of the recapitulation: instead of waiting for 

the cessation of development, theme and key 

impatiently begin to recapitulate in its midst. 

Always in this movement there is oo waiting. 

The music calls forth its own future at the 

very moment that it becomes realizable. 
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After this, what can the composer do? The 

first movement seems self-sufficient; it has 

carried an argument to a satisfying and _triumphant 

conclusion: this is the problem. Though 

struc_turally a free variation movement, the 

~ndante guasi allegretto -has an emotional 

morphology similar to the first. Through 

a series of wave-like motions Sibelius attempts 

to transform it from the sober origins of its 

opening bars into a dancing, Dionysian whirl. 

Three times the steady founda~ion theme issues 

in buoyant string figures which chase eac~ other 
~ 

along; initially the tempo remains firm, but 
• ..... 

it soon succumbs to the dynamic propulsion and 

is worked up in a stretto. And three times, ... 

at each ecstatic height, the enth~siasm is 

abruptly quelled as a dark shape momentarily 

appe,ara, 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 . 1 ts own thematic substance_. A 

logical and forceful immanent contradiction in 
, . 

its contexts, it is recognizably the same in each 

of its fleeting appearances: 



'* ifl ae,- rr • ,::.r: it 

431 

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 very 

' 

.\ 

basis of its growth. Tbat does not happen here. 

The dark consequence of the music temporarily 

unsettles its flow, prompts it to poignant comment · 

in passing, provokes it (just before cue H) to 

anguished recollections of the initial thematic 

-urge of the Symphony, pushes it toward tritonally 

remote reg~ons, and once (near the end) even 

frustrates it to near extinction of melody. But 

in every case the effects of the shadow are shaken 

off as soon as possible so that /the music can get 

back to its simple tunefulness. /Finally the 

·mu.sic quite abondons its search for the Dionysian . 

state . Instead, it slows down, grows a little 
. 

whimsical, and ends resignedly. 

In a sense the final allegro molto has even 

less. to do with the first movement. True, the 

two pieces have surface similarities. the secqnd 

theme of the finale, like the slow peal of a giant 

carillon, owes its weightr momentum to the 

accumulated speed of the first theme. Between 

,. 

. . 
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' 
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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 first movement. :But in that 

movement energy develops because of opposites; 

i n this there -is no opposition between these 

t hemes - not even tonal opposition: The only 

suggestion of conflict is in the noble coda 
' 

n' 
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alas, too late - where the harmonic clashes are 

not histrionic but redolent of the pain that 

has made such triumph possible . Another surface 

s imilarity with the ,first movement is the fact 
. . . 
t hat at times here theme and key are disjunct. 

t flt ----

•: But when theme is ahead of key it now has nothing 
' , t o do .. with a , propulsive, quickening energy; instea,d 

· i t is rhetorical, a static factor £n the movement's · -.. \ 

l arge architectural design. With reservations the 

piece; might be described as a simplified and tonall y 

deviant sonata form in which the second appearance 

of the first theme is the development. ·on the 

other hand it might :be truer to the spirit of .. · . 
the movement totb.ink of it as basically a simple 

: • . . 

but unusual ternary structu.:re that describes \ 

• thematically and tonally a near-perfect symmetry: . . • : 
\ . - . 
. . 
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! l3 - :A ! ]3 - : ~ 

E :flat C : C minor · G flat E flat : 
minor 

E flo.t 
major 

The modulati•on dovrnwards through a minor third durin:g 

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's huge tonal swing a minor 

third eith~r side of the tonic. 

However one listens to-the movement, one cannot-

escape the feeling that it has replaced the fluid, 

expansive structure of the first movement with a 
I 

form whose simple contours, repetitiveness and bol.d 

. .. 

symmetry communicate only a sturdy, primitive solidity. 

' The ric~, generative complexity ,has gone • .. : . 
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SYMPHONY No. 6 Op. 104 

The Sixth Symphony is in its own, different· w~y, 

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 striking_ 

and suggestive as it is surprising in a symphony 

written b~tween 1917 and 1923: it is surely a 

powerful and precise symbol _of a particular 

•• historical period of Western spirituality. Almost·:. 

as surprising as t~e o·ccurrence of these bars here . 
I 

is the fact that, Qnce heard, they never return 

at least not in their original. form; and this 

is the second key to an understapding of the work. ' 
I 

For ·if we listen closely to what bffalls this 

spirit~al symbol we shall hear that it gives way·_ 

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 • I 

Symphony as an ex_amination of the opposition 

between the spiritual and the corporeal - or , 

analogously, between the sacred and the secular - .. 
• we know that he was deeply concerned about the • 
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probl~m of spirituality in his own profoundly 

secular time. He wrote of this for instance 

in a letter during a Eu.ro.pean tour in the autumn .. 1 : • • 

of 1911: 'Yes~erday I heard Bruckner's B flat 

Symphony and it moved me to tears. For a long . .. 

time afterwards I was completely enraptured. 

What a strangely profound- spirit, formed by 

religiousness. And this profound.~eligiousness 

. .. 

we have abolished in our own country as something· 

' no longer in -harmony with our time.' 

Among -the characteristics most specific to 

the 'Palestrinian' opening, we notice its 

homogeneous texture and its sense of not belonging 
I 

to v,orldly time, which it derives mainly from the·. 
. . 

aJ)parent endlessness and ·the free rhythms .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 

is the thematic germinating motive of the entire 

symphony, and it 'can easily be traced throughout .. . 

The modal polyp~ony soon begins to break down: 

first through . the way thematic lines spontaneously . 

eeparat~ themse~ves from the polyphonic texture, .. • 
. . 

slowly condensing into recognizable figures around . • . ... . .. . . . . 
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a common metrical 'basis, and then tonally, just 

before letter B. These thirty-odd opening bars, 

vanish for ever; but the Symphony will in~ 

sense be an effort to recover, or reappropriate, .. 

them in another form - in terms that acknowledge,. 

and transcend, all subsequent contradictory 

developments. Implica~ions 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 strings against the C (natural) 

major chord of the brass, a minor explosion that 

f inally frees the new system of thematic and 

harmonic organization. Now the music is 

outspoken~y homophonic: the old melos is replaced 

by s~mething close to 'tune•, with accompaniment; 

,now also there is a re~ar • metri6al beat; and 

t onality, Vlhich soon settles in C major. Gone 

i s the quality of wholeness; instead there are 

merely fragments, which here seem able only to fly 

about without cohesion. The rich spirituality 

has also gone, ~nd in its place is what we may 

call an exuberant, secular banality. This is 
, 

and must be delightful. But we shall not truly 

understand what this reversal means - what its 

true force and content are - until the fou..~th 

.. 

I • I . . 
!' 

' 

. \ 

I 
' I 

I 
I I .. 

• 

I 
' • r 
I ., 

~

: 
• I 

. • ' 

t 
' ~ 

I 
l 



. ..,\. 

• 

437 

movement. We can know nothing yat of ~he special 

kind of violence to which it may lead. We must 

enjoy the distinct and positive qualities of this 

healthy secularity: its gaiety and freshness, its 

radiant open-air simplicity. 

In its tonal phase the music inevitably 
. 

generates tonal contradiction. Abruptly we 
-are in G flat, as far as we could be from C. We ' 

mu.at be careful how we speak of music whose sections 

are as se1f~evidently its own, as rational, as here. 

What we h~ve now is not the- 'development' so much 

as a section in which the music is developing. The 

previous section - expository, if you like - did 
I 

not have a 'second' subject' so much as a cluster 

• .of motives that were explicitly the exfoliation of 
-

possibilities inherent in the polyphonic beginning. 

The new section dissolves the disfinction (made in 

the •exposition') between ~olyphocy 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 tµe polyphonid 
. 

element is tightened vertic~ly into rigid, 

patterned symmetries. 

l3ecause of this texture, and because the music 

fixes itself almost pointillistically around unrelated 

I ' 

I . ·. . 
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triads, this section cumulatively achieves a 

curious sensation of stillness, despite its 

restless activity. It comes to seem not like 

438 · 

a busy motion through time, but the prolongation 

of a single moment of time, ·expanded and exanrl:ned. 

in its texture. Time :freezes. fut these 

qualities, textual homogeneity a~d timelessness, 

are among those which belong to the 'spiritual' 
'\ 

opening of .the Symphony; and their reappearance 

here is the first partial ~ecreation of that 

opening in terms which equally derive from its 

secular - or corpo_real - anti thesis. But it 

cannot last. Tune stirs again, from the region 

of B minor - logically~-- because B minor, vii th two 

basic sharps, is a late tonal ~mplication 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 

up its thematic origins at the very point where 

they began t~ appear_ as finite melody, quite 

simply recomposes its subsequent evolution. But 

in place of the earlier fragmentation, all now 

moves with single-minded purpose and assurance, 

impelled by the firm internal pulse of a body· 
' 

whose ·parts function in tune with each other. 

,. 
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And unthought-of thematic possibilities ·are also··· 

discovered - particularly the ecstatic dance-like· 

passage after cue I, incarnated in iridescent 

textures. 

is clear. 

The reason for so much regeneration 

Just as this whole section's momentuni • 

and much of its moto perpetuo activity derive from 

the 'develop~ent', so its· new felicitousness is 

made possible by that section's spiritual experi~~ce. 

After this the eerie and disruptive conclusion is 

alarming. We had not ·thought so destructive a 

potential c·ould be entailed by this music; only 

later shall we fully understand its source and 

consequence. Now it undermines the climactic 

C major and brings the movement to an end, dropping 

it at the final moment of decline into the· ~orian D 

of t~e opening. 

The slow movement seems to be/concerned with 

. . 

!, . 

-~ 

the secular in its lyrical aspect. The three themati_c 

constituents of its subject matter - wind chords, a 

• halting string melody, and sequential scale passa·ges 

derive in various ways from the fractured conclusion 

of the first movement. And they contradict one 

another - not only thematically, but ton~ly as 
, 

well - in their restless pulling towards and 

. against each other. The movement has three 
I• 

•. 
settings of this thematic complex, each more ·full -

·•· . 
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and rounded, more coherent, than the last. But· ., . . 
the essential experience never changes: there 

is an upward~sweeping approach to the theme, a 

fleeting moment of exquisite poise, and then a 

falling away and disintegration. Each time 

· the music rises towards the theme through D, 

and falls back on to it afterwards. So D, . 

which in the first movement was an· area of 

modal ~ra~ility and finally of defeat, 

participates. here but only as a subordinate 

region - as a dominant, and as the extremeties 

of a trajectory. 'These are the consequences 

of the first movement, for D. Tonality, , 

.. 

throughout this Symphony, is wonderfully symbolic:. 
~~ . 

The .three settings are three attempts to fit?_°d 
'· " . ' poise and stability - to find stillness - all of· 

• I . 

which fail. Now, four bars beyobd cue .F, Sibelius· 

asks us to make an important discovery with him:: . 

nam~ly that failure itself has the potential to .-'._ 

release a new idea. The idea is a tiny thematic~ 

and a gener a ting point so i nspired tha t when it •• 

abruptly uncover s i t s poos i bi lities we are 

astonished. ·Once more the music suddenly 
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freezes. The former striving has given place to 

a poised fixity, a passage incorporatingthe tiny 

particle and centred on slowly alternating extended 

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 transfixe~, 

achieving' i~obility at the expense of all harmony 

and most ~elody, and seeking textural homogeneity 

all rather like th~ developmental section of the 

first movement. In the 'failure• of secular 
. . \ 

song the music has' found a spiritual inwardness. 

,The passage attains rare qualities near its end, 

toing beyond the parallel with ~he first movement, 

~ opening out into a final rapturo'r9, 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 together. They appear to be involved 

with the secular world, in two archetypal musical 

manifestations .. We have had secular song, and 

now the scherzo presents the secular to us in 

its most corporeal aspect ~ as dance. • Like the ,. 

. . . ' 

•. ·c 
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slow movement, like even the first- movement, i~ 

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 tr~o. There is, however, a 

different section after about cue B, where the 
. 

. . 

dash, the pu1se, is kept but the energy curiously 

redirected. - It is a transformation of which we 

become aware only after some bars, and it is.this: . 

the music , is transfixed upon an immovable centre 

point (made up of an implacable rhythmic figure 

, .and a protracted - ' suspended' ,- dominant harmony) 

about which it begins ·slowly to revolve. The 
I 

complementary dance-groups of woodwind and strings 

swing alternately into and out of view, their , 

-, • . -partnershi.p reflected in the co'[ltinuous, circular,. 

' ' tetratonic canon on violins and c7llos. As the 
., 

' . 

stamp of the dance ~ounts, a simple, affecting 

pentatonic chant is sounded, alone at first, 

• then' in canon between flute and harp, completing 

a radiant and sonorous cacophony. What happens 
. 

here i~ that precisely through the cumulative 

corporeal asser'tion a strac·ge trance-like state .. 

of ~uspended mom~otum 
. . 

a point of rest outside : 

I• - 0 , "! l 
O 

,• f, . ; \ ... 
I 

I . 
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of time ·- has been forced into being. And the 

high degree of textural homogeneity, and the 

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 ~ack to its f,ormer condi~ioc. 

But later the trance-like condition is reattaineq; 

and it is remarkable that where this state broke: 

·down the first time under the violent blow of an 

F sharp mi~or chord it is now destroyed by a 

C sharp minor chord, F sharp and C sharp being 

t he two accidentals associated with the decay 

of moqal polyphony 'at the very beginning of 

t he Symphony. 
~ . 

\ 

The first movement began wi-th spirituality 
.-

and allowed corporeal traits to e~oliate ·in 

opposition to it; then showed the secular realm 

r ediscovering something of its antithesis and 
' · growing relatively more whole as a result . But 

t he sensibility of 

middle -movement- 1 

I • . ,pe6ing was lost; and the·· 

•.-□g the corporeal world , 

r eached spiritual insight both by default of 

.. . . 

. . 

s ecularity (in the slow movement) and the extreme ·, 

assertion of it (in the scherzo) . The finale 

begins (in C major) with what the Symphonr has 

·... :·: : ; : : f ... , 
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learnt: that somehow, sometimes, 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 

acconnnodates some secularity. We know the 

chorale-like character by (say) the square 

phrases separated by fermatae and the quasi­

chorale cadences; the simple, bold, singable 

lines making use· of 'popular' elements, grounded 

in a harmonic setting in. w1';lich all voices basically 

aspire to a melodic interest: 

I 
I 

~ - -
r tT 

, 
,. 

T f T f -r u I I ~ :. '· 
.. 1 .. ,\4.a_:-. 1 . 

.. .. 

' 

The antiphonal technique only emphasizes the • i\ _:- • r . ·. 

sp~itual origins of the passage: as happened 

.with the quasi-Palestrinian music at the start 

o~ the Symphony, this symbolic representation 

soon leads beY9nd itself, in typical Sibelian 

~ashion extrapolating motives charged with new 
. , 

implications. ' Bu.t between the motives and the 

' I . ; 
" . 

-; t .. • • • ~. j ':. •• •• ' .. .. ··:. 
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actual realization of what they imply, most links 

are elided: we move suddenly to an energetic 

dance, of quasi-folk cp~racter. The cont.rast 

plays off sacre·d against secular in a way that 

dramatically poses the central issue of· the 

Symphony. With an unfailing sense of his whole 

purpose, Sibelius has put this dance section in D -

the region of the 'Palestrinian' beginning. Across 

• three movements this fact binds these two deeply 

contrasted secti~ns ·together, forces us · to see 

them as having the same source. And the next 

revelation is horrific. The dance has a tendency 

to work itself up, in each o~ its three sections, 

into a state of spme excitement; but the .third 

section at last 'reveals~ the true violence bequeathe·d 

to the secular realm through the fragmentatio~ of 

, • sensibility into the spiritual and the corporeal. 
I - . 

Totally disfigured, the dance becomes all whirling, 

frenzied violence that destroys tonality and issues 

in' an incoherent scream. 

It is one of the profound ironies of the 

Symphony that what once seemed pure delight should 

now reveal the countenance of terror. .And it is 

no accident that the climax falls heavily.'upon .. 

l3 minor. That key was the turning-point of the 

'development~ in the first movement, just as it 

I • 
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is of the developmental extension of the dance 

subject in this. Since that key has hardly 

been present sine~ then~ and certainly not as 

a rooted tonic, its occurrence here is a strong 

allusion to that spot in the tranquil first 

movement: it enables us still more clearly 

to UI1derstand the present violence as pre9isely 

that which was concealed by the first movement. 

This violence was implicit in the original split 

' in sensibility; and the full, final admission 

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 greatest genius. No mere statement 
-' of the antithesis to this barbaric outcry will now 

suffice: we have reached the end point in a long · 

• demonstration that the opposites /are linkedt that 
... \: .. 

they con~ain and generat·e each other. Think of 

trying to answer this outrage even with its 

extreme antithesis, the 'Palestrinian• beginning. 

It would be absurd~ if only because we know that 

the one has led to the other; and we saw that 

this fact was stressed by their bo_th being in D. 

So here the Symphony does something new.· The 

return of the 'chorale•· theme is agitated, anxious. 

" 
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Soon we know why. Something is happening to it; 

it is changing itself in its very essence, and 

after only a f ·ew bars it · offers its elf in a 

full reformulation. It is still recogni~ably 

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 preceding section, redeeming 

them by a synthesis which is greater than either 
"\ 

of the components. Out of the destruction has 

· •.·• come a _new· whole, a unity of the spiritual and 

, 

• · .• : :~'· 
.; ~ ..• 

. I 

, , . 

. . .. . 
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the corporeal: :·. • .. :-· 
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Ever a rationalist, Sibelius lets us - makes us -

hear this process taking place: it ia an 

astonishing experience, · evidence of the way. the 

sonata procedures of late :Beethoven had penetrated 

Sibelius's thinking·. Once again key is significant. 

The oew 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 · 
'\ 

that the music has surpassed its contradictions, • 

it inhabits a place where tonal and modal tendencies · 

mix freely. Here it is in F - but an F replete 

with fruitful, innervating tensions f~omt for 
, 

example, major and minor, Lydian and Mixolydian. 
' 

:Bllt a question that has loomed since the 

be~inning of the Symphony persists. Has the 

original spirituality been fully/ recreated? As 

if to· sh9w us that it has, Sibelius slows down 

the .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's 

basic four-note germ motive. It is a wonderfu1 . 

utterance, and'one which in ita resonant string 

·' • 

,. ' 

: 
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.. 
character, its marked polyphonic interest, its 

expressive linear continuity and flow, unmistakably 

recalls the very opening of tho Symphony. It 

does so also by reverting to that section's 

modal D - but with tonal and chromatic differences 

that speak for all that the music has experienced · 

since then. A-modal-tonal-chromatic complex, the 
-

music takes in as much of modulation as the equa.J.-

tempered scale will allow, stretching itself from. .. 

F major all the way tor flat, but wrapping itself 
. 

round wi~h modality and closing the Symphony in a 

modal D. This fully regenerated spirituality is 
. . 

DO simplistic return to 'Palestrina•, though: in a 
I 

sens~ it certainly 'comprehends' the original 

polyphony as part of its experience. But we 

must hear also that the music pf this regenerated, 

' unified sensibility is finer an~ riche~ than that 

of th~ opening of the first movement. The 

'Palestrina' has gone, like its· secular opposite, 

· but we have arrived at this instead. And 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 . stage beyond the dualities endured 

by this Symphopy. 
I • • 

. . . . 

,. 
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:3YMPHONY No. 7 in C Op. 105 

Sibelius bega~ 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 Qf 

old structures. The Symphony finally abolishes 

the old multi-movement scheme, and with it the 
'\ 

. organized sequence of separate forms~ It abandons ' 

the orthodox succession of- tempi, the conventional 

techniques of obtaining contradiction, of thematic 

forming, contrast, and development. All this and 

much besides - a great part of it, as we have seen, 

• already accomplished in . the first six symphonies. 

Unlike probably any one-movement symphony before 

it, this work is not just a comp~ex modification 

of traditional techniques, ' not (say) a mere linking 

or even intertwining of several movements into what 

i .• 

• looks like one. Rather, negating these ·techniques, • . 

it is a single, indivisible movement; and yet 

everywhere th~re are traces of those ' techniques 

and of the old pattern of movements. That is 

a · paradox which can be understood only by seeing 

this Symphony as a unity wrought out of all that 

,. 'j 
I 

.. 
\ 
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it has abolished. Which provokes another 

thought: that the Seventh Symphony, by' the 

very fact of its bei~arevolutionary work, is 

also a . deeply traditional one; its concern is 

to attend to the essence of the symphonic 

tradition rather than to its appearances. 

451 

. . . . 

Perhaps these were subtleties which the composer 

did not expect others easily to understand; for · 

possibly fearing wholesale misunderstanding, he 

offered \he piece at its first performance under 

the loose name of 'Fantasia Sinfonice•. 

lnlt the technical accomplishment of the work 

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 moul.d. · Form, if it is alive, is 

,. speeific: 

itself . 

it is the waY, a particular work realizes 

And form here is , impor{aot because it is 

this marvellously apt way of bringing the Seventh 
.. 

Symphony i'nto being; because by expressing itself 

this way - and no other - the Seventh Symphony 

expresses 1 tself with perfect precision.. Sibelius 

always wanted ·-t? be clear, And he is clear here 

. ·. 

.. 
' . 

. - .• 

.. . . "'· 
. : ·:· ,. . 

. . . . 
. . · .. • 

' ' • ... , .. 
. ·. :. . • 

as perhaps nowhere else: this is ·what we ·mean -· •. • • • 

or ought to mean - by goo~ 'form•. . ' 
• I 
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The first three bars of the Symphony present 

the work's basic urge and its fundamental 

contradiction. The ascending scale moves with: 

increasing power and sureness: it appears quite . 
.. 

unchallenged. Then, without seeming to intend : 

to come to an end, suddenly it· is drasti~ally cu~ 

off; . and the aftermath is played out chromatic~ly. 

The long and deeply beautiful polyphonic passage_ 

that fol1ows 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 the beginning of 

- the Sixth Symphony, it is atemporal in the sense· 

in which that opening was atemporal. Besides, 

·so continuous and open-ended is its melos that 

it seems to hold a guarantee that it can extend 

itself endlessly. And yet it ddes finally 
' 

disititegrate, around 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 first .the music registers the existence 

of its own negating principle only_ symptomaticall:r: ... · 
. . . 

> ,I .. 

• .. 

.... 

it. reacts,with pain. But this principle has its :: • ·.: • .·-. 
•. · .. 

fingerprints, and we sooo ··1earo to recognize them~ 

The continuous scale that. opens the Symphony is 

. ,... 

• I' 

.. 
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·I 
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broken off through the un·expected treatment of 

the note Das a leading note to E flat; supported 

by A flat and C flat; Dis thus tritonally 

t 
... 

t 
t 
I 

• I i .. 

contradicted by an A flat minor triad: •1 

~ ·· AM3i, =· l c /-= :i\~· ! 
::;::tt-T'I®~--::: r;r=:t::--~~=f=+=~f-t-_=! _-:--',=I 2:=r'---~=t=-+-\~+-+-=t f+_r_r_+ t_l ~--+1⇒-,-t~-===--===--===--===--===--===--=r' J 

" 
A couple of quick reappearances of this semitonal 

·1ntercep~ion develop and enhance its cadent~al 

nature, its power to defy ·endlessness, and deflect 

the music onto a new course: 

1 J • ~) D· 
""f 

"} 
' 

,• I 

} 

·, · ' It even- swerves the music into A flat around 

.. \ 

\ / 

bar 18, thus extending a tonal characteristic 

. firs.t shown in Ex. 32. In the/ polypho.nic 

passage a different emphasis of phrasing throws 

into relief a new aspect (z) of Ex. 33: 

The flow of the music is sufficiently str6ng 

around cue C to withstand such attempts to 

,, . ' 
• I 

' . 
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deflect it, but only until its culmination in 

the noble trombone theme. 

•endlessness' is terminated. 

Then its polyphonic 

The process is 

inaugurated by a line with familiar characteristics, 

including the clear presence of an A flat chord· 

(indicated in the example by an asterisk) as the 

superstructure of a minor subdominant seventh 

chord, P-E flat-C-A flat, which functions as a 

species of interrupted cadence: 
' 

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 

- the decay: 

~--------
The mu.sic be.gins a long struggle in the 

developmental explorations which start before 

cue F. Here ·~t suffers to the full the pain 

o! its own basic contradiction. 
' ' 

• And devefopment 

. . ·, 
, ... 

is now a1most continuous - but for three 
I • • \ . • • . : : t 

't •• 

• inter~ption s until the final pages of the 

I • 
I 
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Symphony. It is important to notice that it is 

associated with motion, . that is to say, with a 

heightened sense of the passing of time: the 

tempo quickens as the struggle begins. But 

the adagio had been able to s~em so monumentally·: 

s1ow as to be motionless; after all, this 

apparent condition of not being subject to 

time had been one pole of the duality. So 

it is wonderfully apt that with the music's 

ful.1 immersing of itself' in contradiction, 

end its ful.1 experiencing of finitu.de, a sense 

of time - of a quickening of pulse - should enter 

.the music • 
I . 

The developmen·t tries to clarify the 

. ·<:ontradiction, perhaps, one may even say, to 

understand it. In recollection of the opening ·,_. :' 

' bars, a scale is played upwards;/ though it is in· 

C minor, the fact that. it reaches A natural th~ 
, I 

-
ascending melodic-minor form - indicates that it 

would continue in the same direction. :But instead 

. . 

.. •· . 

it is suddenly dragged down, rhythmically distort_ed 

into a triplet, 1 aod replaced by the now familiar 

negating idea: . 

t,; -
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In reaching A natural the scale had at least 

avoided A flat, the tonal symbol of the negating 

principle; but the failure of its next upward 

run brings down a shower of A flat minor (notated 

as G sharp) upon it. Later on, the power of the 

Degative to intercept. semitonally, deflect, and 

~adence - all of which operations we have already 

seen - is more fully explored. The rising scale 

is now not only prevented from completing its 

cours~, but also deflected~nto another key 

through the treatment of the ascending-sixth 

degree as a leaJing note: 
. ' .· 

' . ·. 

. . . . . . . . :· . 
! , . 

These phrases alternate with such deve1opments 

of ~he negating idea as 

I = -
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In this passage, and in : t~e vivacissimo (with 

its residual scherzo function) that follows, 

· the semitoqe so characteristic of ·the negative 

is ·experienced in two important harmonic roles. 

Much use is made of it to clinch the abrupt 

movements of the tonal root in rapid sequences 

(already suggested by Ex. 39); and it creates • -
constellations of harmonic and tonal structures 

separated by a semitone (such as that between · 
' the dominant of c, G, and its Neapolitan 

A flat again). 

The first return of the trombone theme 

. . . 

. -

. . . .. 
.. ·. 

' • . . ': .. . 
' •• ... .. . . 

.. ··. .. .. : .. 
•: \ ., . 

. .. . ·,.' - .. : .. ·•. 
-:~;/ _ _. . .-.: . . 

·. 
. .. 

. -. 
is premature; it'fails'because the dev~lopment . , 

still has much to clarify. The music has 

merely _pacified the negative into the he~ving -•-·- _: . 

string lines, not comprehended it: perhaps .. -
, 

.. • 

that is why the disintegration bf the theme .... , . . \ . -, .. . , • . l 

.'. is so vj.olent. The precipitous arrival of 

t~e ~ymbolic A flat minor (again notated as· 

G sharp) is foretold by th~ moaning horn · 
1 lines, a fusion of phrases y_ and y_ from 

Ex. 36, cent~ed on that very same A flat. 

Abruptly we . are plunged back into development; . 

the tonal foothold js slipping semitonally 

downwards and will not stop unt11· it reaches 

" 

•,• .. . . 
. . .. , . 

... ., ... 
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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.•.· . , . 

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 contradiction~ can now be formulated 

objectively, as a ~nifest contradiction. Here 

its expression takes the form of a sonata 
'\ . 

structure . . The negative principle, grasped 

·. · •.. and i~entified for what .i i is, is objectified 

as second subject; its shape owes much to the 

: .. 

.. • . , 

'\• 

main experience of the •scherzo•: 
. . I . . .. 

E Ol,s y~ 
"· - B,,;_ I 40 

IP! t ' d 11 ] j j \'I . j- , I, , , , I -,., 

?.' 

to 
E.x, 

which it gives a still more ~recise definition: 

.·; _. 41 

'j4-

' • .. The C major first subject identifies itseli, 

• ·· chief1y by a:l:lusion, with the polyphonic p~ssage 

and trombone theme~ but it is not until the 

sonata development ·: tbat we understand why those . 
. :·. . . ·, - . 

early symbols have so transformed themselves. 

I• 

• I . 
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Then all is made clear. By this re-formu.1~tion 

the music's positives make themselves much more 
I 

accessible to the negative principle, and thereby 

open themselves to . an acceptance of it. This 

1s 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 

to coa1e.sce: 

b .42 

" 
f"'-6 <:::::::: 

__ Rs.Ok~-

, It 7~ J J J J I J 1 ~ - z 
. - - +J 

- . After this there is no reason ·why the pos·i tives . 
• ~how.<3: any longer inhabit o·nly_ C, and th_e negative 

. " 
principle other areas; as if 'to prove it, the· 
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subjects recapitulat e in reversed tonal situations. 

The fir s t acknowledges the alien area of E flat 

(~he note to which Din the rising scale passage 

was deflected in the third bar of the Symphony) 

and the second C minor. It is only one of the 

features of the greatne~s of this Symphony that 

the music's acceptance in the son~ta-allegro of 

a relatively rapid and stable pulse - a symbol 

of time~ coincides exactly with the music's , . . 

clarification. and acceptance of its own 

inescapable finitude. The two are of course 

'intimately related; but only genius could so 

thoroughly have written them into the music. 

Sonata recapitulation leads to a co~a-like 

passage _(vivace) which seems to gather to a point 

all the negative energies that h1ve been at work ; 

in the Symphony . This coda embodies harmonically 

the semitonal character of the negating principle_ . 
in a long _sequence of Neapolitan relationships; . 

it is an extension of the sonata's second subject; 

and in appear~nce and oy virtue of the suddenly . 

quicker tempo it outspokenly recalls the scherzo, 

of which it ~a a sharper, more streamline~ 

formulation. The passage confirms that the 
' • 

' 

negative has been precisely located, and summari~esits 

. ' 
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force; and it does more than that. By closely. 

-associating itself wit~ the scherzo it also 

allows us to compare what happened then - when the 

negative was·suppr~ssed by a premature return of 
. 

the trombone theme - with what happens now - when 

the trombone theme returns in a new relationship 

to the negative. 

A way to explain this difference is to say 

tha~ the, negative symbols, instead of opposirig 

.the trombone theme and all_associated with it, 

DOW enter constitu.tiv~ly into it. As a resul~, 

neither exists as ·it did before; both have been 

superseded by a new whole v{hich 'knows• but 

-transcends the original conflic-t. The 

negative belongs to the very d!Damic of the 

fina1 affirmation, from the mome1t of the long 

-dominant approach to the trocbone theme: 

VLo..r, 
vtc..s. 

'25 ;[~ d•c, 

J-~++ t ~ I t ~ 

LI I I ) ! 11 l t i \ l l ; [ [ i 111 ( i ~ i \l 
lhlt it is what happens after this moment 

that is most w~nderful of all. The music from 

the beginning of the trombone theme until beyond , 

cue Z is a recomposition of the first statement 

of. that theme and its subsequent fragmentation; 

. •. 

.. . .. 

• ' 

. . •. 

. . l_ . r 
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as such it is another comparison which makes 

possible our participation in the wisdom the 

music has acquired. This time one cannot 

speak of a breakdown, though certainly the 

original negative traits (for instance, Exs.35 

and 36) are present. • The music arrives once· 

more at the same point .where formerly the 

trombone theme began to disintegrate; but 

now it takes this point as the very source of 

the energy by which it moves. -The moment is 

nevertheless an anticlimax, coming at the very 

height of the music's aspiration; 

in music are as tragic as this. 

few moments 
I 

Yet the 

.. 

Symphony seems to welcome the anguish, allowing 

it to enrich the current of th~· music and deepen 

the bed upon which it .flows. Cf rtainly this • 

• moment is one that taxes most fu1ly its power 
I 

to uoite opposites _into a sustained flow; and 

yet from it the music draws the capacity to 

carry itself to a climax which comprehends 

and depends upon everything that has ~receded 

it. In so doing t~e music demonstrates that 

1:ts own • limi t ,ation' ~- the fini tude, the 

changeability 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 quintessenGe: 

two slovr and passionate gestures, one a movement: 

from D to c, the other from B to C. The first 

is the opening of the trombone theme, the second 

the kernel of the negative symbol; aodthey unit~ 

in a harmonious fusion that affirms the conclusion 

of the Symphony. 

-1 

: · . 

' . . . 

.. · . 

- . . 

,. 
• I; 

. , • 

.. 

,, . 

1· . 

. . , . 

: ,· . ' . . . ~, . · .. ·. }•• 

.. . : ! 

• .. ~.:· : .. • . : • . ... • • • • ,# .! . ~,.?~~·'"· i: ' · •'> , .~ . . 

I I • a • 1, 

. . 

; 

. . 

.! ~ 

. · .. 

'. 

L 
' . .. 1 

t . t 

i I 

l 
J; 

, ' 

. . : 

. t 
' • I 

• . I . 
, 

'I 

' ., 



I • 

I 

'\ 

.. ,, n uiiU 

464. • 
'··· 

' SYM:PHONY 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 any importance, and ha!dly any music 

at all, for thirty years. How might this -be 
'\ 

explained? 

Above all Sibelius was a symphonist. He 

wrote symphonies because this •was the musical. 

s~yle that, innately as well as historically, 
I 

had the deepest affinity with the kind of 

.. .. . 

,. 

..i 

. ; 

_ _'• liberation struggle in which Finland was involved . . 
' il1 his published symphonies were conceived with~D 

. . 

earshot of the struggle, even th~ugh th~ last two 

~ere ·~ctually work~d out in the years immediately 

after independence. Now the gaining of 

-constitutional freedom did not solve all Finl~nd!s 

problems. The experience of unity in the face of 

the aggressor was replaced by domestic disunity 
\ 

founded upon explosive class tensions. We can 
.~ 

see how this 'situation posed for Sibelius; in an. · 

extremely .acute form, a conflict between two 

radically different ways of thinking: as a 
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private citizen there ~as the logic of his 

sectarian interests, which asked that he defend. 

his way of life against further change; and. 

there was the logic of the symphonic think~r 

which demanded that he admit the contradictions · 

.. 

and strive for a restructuring of the whole. We 

know how he chose. By- ·1930 Sibelius was ready 

to write a choral march for the Lapua movement, 

which (according to the historian J. Hampden 

Jackson) was a conspiracy of capitalist interests 

.to bring about a form of Fascist dictatorship in 

Finland.1 • • • 

But the testimony of his long silence is • 

.that Sibelius's espousal. of partisan interests 

did not satisfy the demands of )lis artistic 
. -

conscience, which had always expressed and .been 
. I 

excited by the conditions for change in a given 

totality. . These were the inspirational sources· 
. I 

. of 
0

Sibelius's art , which, when he spoke of them, 

he plainly identified with Finland. He maintained 

.... .. 

that to lose touch with these sources· - with Finlan·ci' 

· as an idealized.. totality:·-:- . would cut him off directly , 
.. ... . . .- ·, 

... from the roots .of his art. Such .knowledge evidently 

did ·not prevent him from taking the stance .that he 

did. -The choice was his own, and it committed 

him to sterilit~. 
,, 

' ,' 

l. ¥,inl a nd ~ London , 1940, p.156 
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