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 The song was wordless; 

 The singing will never be done. 

Siegfried Sassoon
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 FOREWORD

Robert S. Hatten

THE AUTHOR OF THESE ESSAYS, Professor of Music at the University of Edinburgh, is well known to music semioticians internationally as a keynote speaker or invited lecturer throughout Europe and North America. He is also a recognized scholar of eighteenth-century music. But those music theorists and musicologists who have not encountered his insightful survey,  Linguistics and Semiotics in Music (1992), may not appreciate his role as one of the leading music semiotic theorists of our time. If that volume signaled Raymond Monelle’s authorial presence with an absorbing exploratory essay on deconstruction in music, the present book of essays, devoted entirely to his own theoretical work and speculation, marks the emergence of a unique voice and indeed a new direction for music semiotics. If Nattiez (1975) introduced the first stage of formal-ist music semiotics, and Tarasti (1994), Hatten (1994), and Lidov (1999) contributed toward a second stage that reconciled the structuralist with the hermeneutic in interpreting musical meaning, then Monelle’s essays could be said to mark the third stage, or  staging,  in which semiotic theory confronts postmodernism and emerges as viable, even after relinquishing the hitherto unacknowledged hegemony of its structuralist core.*

Monelle moves from traditional semiotic concerns with topics and tropes to postmodern concerns with the work as text, modes of temporality as they affect musical form and genre, the construction of subjectivity, and the deconstruction of ideology. The strain of these competing strategies is often foregrounded with cunning self-consciousness, as Monelle thematizes the theoretical conflicts he finds, and one can only admire the reflexive moves by which he draws out the best from each encounter. Indeed, the courage to embrace the multiple perspectives of postmodern thought in a series of mutually supportive essays can be seen as more heroic than the erection of a single, overarching scheme. Although Monelle decries the totalizing ten-

* Jean-Jacques Nattiez,  Fondements d’une sémiologie de la musique (Paris: Union générale d’éditions, 1975); Eero Tarasti,  A Theory of Musical Semiotics (Bloomington: Indiana University Press, 1994); Robert S. Hatten,  Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation (Bloomington: Indiana University Press, 1994); David Lidov,  Elements of Semiotics (New York: St. Martin’s Press, 1999). For an earlier work that attempts the bridge from formal semiotics to postmodernism, see Robert Samuels,  Mahler’s Sixth Symphony: A Study in Musical Semiotics (Cambridge: Cambridge University Press, 1995). 
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dencies of any theoretical approach, semiotic or otherwise, his essays nevertheless contribute a series of interpretations of music from Bach to Ives that are grounded in the plausibilities of careful semiotic speculation and supported by an impressive array of historical evidence. They also add up to more than the sum of their parts, by addressing many of the central problems that any presumably comprehensive theory of music would need to confront. 

After an introductory chapter that sets the tone for a more postmodern approach, the first two essays offer a welcome critique of topic theory, carefully delineating errors in Leonard Ratner’s primary source attributions, and providing culturally, historically, and theoretically rich case studies of particular topics. Striking among these is the attention devoted to teasing out the specific motivations for assigning expressive meaning to galloping motives, with special attention to their association with the “noble horse”. 

As a model for the kind of careful cultural work every topic deserves, these two essays will repay close study by any “new musicologists”. Semiotically, Monelle offers a fresh way to conceive the significance of topical types, through the “indexicality of the object”—that is, through the associations that accrue to the object of signification. In this way he ties interpretation to the semiotically recoverable cultural practices of a given stylistic period. 

Modes of temporality are the central concern of the next two chapters, which provide a fresh account of style change as it relates to genre, synthe-sizing insights from cultural and literary sources with those from analysis and the history of theory. By relating A. B. Marx’s opposition of  Satz  and Gang  to the temporal modes of lyrical evocation and narrative progression, Monelle is able to suggest the crosscurrents affecting change of genre and form in the early nineteenth century. Of special interest is the case of the finale of Schumann’s Second Symphony, in which Monelle goes further than Anthony Newcomb’s archetypal plots to uncover a self-conscious deconstruction of the problematic oppositions underlying competing approaches to form. That Schumann could have featured this conflict as thematic to the work, and recognized the danger of lyric evocation as it tends to subvert ongoing formal structure, suggests one of the more subtle ways in which nineteenth-century composers constructed subjectivity in their works. Indeed, the symphony is a genre that Monelle insightfully links to the literary genre of the nineteenth-century novel, where struggles with modes of temporal expressiveness are often thematic. The achievements of Brahms and Dvorˇák in coping with this issue are contrasted with Monelle’s view of Tchaikovsky’s failure to reconcile structure (narrative progression) and genre (evocation). The swamping of structure by sentimentality finds a new explanation in Monelle’s semiotic framing. 

It is this textual kind of subjectivity that leads to the insights of the next two chapters, in which the composer’s voice plays an increasingly impor-
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tant role. Here, the heroes are Mahler, whose protean subjectivity ranges from the voice of Nature, to that of an idealized  Volk,  to that of an apologist for Nietzschean philosophy, and Mahler’s American counterpart, Ives, whose problematic subjectivities are treated to a deconstructive critique that may surprise the reader in its shifting affiliations. Ives’s own ideological commitments, as expressed in his “Essays before a Sonata” but also more tellingly in his approach to composition, provide ample evidence for a variety of postmodern interpretations, and Monelle draws out the philosophical implications of each. The inspiration of Michel Foucault is apparent in Monelle’s search for an alternative  episteme,  or regulatory signifying practice, to justify the seemingly incomprehensible actions of a composer such as Ives—for whom scores are not adequate representations of performances, and performances are not restricted to sounds. 

But despite the search for new forms of theory adequate to the demands of modern music, and the postmodern quest for a truly speculative theory for music of all eras, semiotics is not displaced to the margins; rather, the margins are opened to a more flexible semiotic inquiry that integrates historical and cultural evidence with music theoretical and semiotic analysis, while interrogating the presuppositions and underlying ideologies of both music and method. In his virtuoso performance, Raymond Monelle has modeled a new kind of semiotic discursive practice, driven by theoretical problems but not constrained by the blind spots of a single theoretical position. Thus, the only way for scholars to follow Monelle’s lead is to accept their own responsibility for leadership. If as a result the lineaments of a more global approach are glimpsed, it will be one that has absorbed the intellectual energies of postmodernism without falling into the abyss of its relativisms and indeterminacies. Semiotics, in this sense, can be viewed as an endlessly emerging discipline, one whose pursuit of signification in all its forms can accommodate the philosophical urgencies of a critical postmodernism. 

 Bloomington, Indiana

 November 1999
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 PREFACE

THIS BOOK IS CALLED  The Sense of Music,  and let us hope that it makes sense. For it has had a complex genesis. Its first title was The Wordless Song;  afterwards it was called  Theorizing Music.  The present title (which it shares with a fine monograph by Victor Zuckerkandl) was kindly suggested by Mario Stern of the National School of Music, México. In its various stages of development, the book was used by eminent col-leagues in different international universities, some of whom will know it by its earlier titles. 

Its respective parts, as well as the finished whole, have been read by various friends, who gave generous help in revising and improving the text. I must particularly mention David Lidov, who not only read the manuscript but reviewed it for the journal  Integral  long before it was published; Robert Hatten, whose attentive study of the whole text and detailed suggestions have improved the work infinitely; Michael Spitzer, who read part of the manuscript and offered invaluable comments; Susana González Aktories, who had sufficient confidence in the unpublished manuscript to devote a term to its study with her graduate semiotics seminar in México D.F.; Con-rad Wilson, who first gave me the idea that the work might appeal to a larger educated audience, rather than just musicologists; Edith Zack, who read the whole work and indeed cited it liberally, demonstrating how these ideas and methods could be applied to other repertoires. 

I must resist mentioning by name all those distinguished persons whose help, stimulation, and friendship have been so important. I have received copies of articles that were hard to obtain, been advised on points of theory and historical scholarship by those most qualified in the world to give such advice, been listened to with much indulgence by countless conference audiences, been generously invited to lecture and participate in many universities. I could never have formulated my ideas without the sympathetic interest of all these people; perhaps it’s a pity I didn’t listen more attentively to their wise advice. 

In particular, the successive International Congresses on Musical Signification (ICMS) have been an ideal forum, not only for my own ideas but for many theorists with much better ideas than mine; Eero Tarasti has to be thanked for being the inspirer of this movement. He has also organized meetings of the Doctoral and Postdoctoral Seminar in Helsinki, which I have several times had the pleasure of co-directing. 

As the work on this book progressed, I became more aware that it might interest scholars—and indeed readers—in other fields: in literary criticism, philosophy, and cultural history. It is addressed, therefore, to an audience
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wider than that of specialist musicologists. Also, I wish finally to subscribe in advance to Jean Molino’s famous principle that semiotics “threatens no one”. It is sometimes imagined that I dislike or condemn certain things, and that I damn certain music that does not please me. Therefore, I must establish that I particularly love and admire the music of Schumann, Tchaikovsky, and Strauss. My comments on them in this volume are interpretive, not evaluative. Also, my hard judgments on Schenkerism and pitch-class set theory are sometimes attributed to my ignorance of them. Undoubtedly I am as ignorant of these fields as I am of every other field, but this has not stopped me from teaching them to university students for many years. In any case, I do not dismiss them; both of them appeal to my lust for reductive rationalisms. 

Two parts of the present work have appeared, in earlier versions, in other collections. I am indebted to the editors and publishers of these collections for permission to use this material again. 

The section “What Is a Musical Text?” at the beginning of Chapter 6 is based on an article in E. Tarasti, ed.,  Musical Semiotics in Growth (Bloomington: Indiana University Press, 1996), pp. 243–60. 

The section “BWV 886 as Allegory of Listening,” in Chapter 8, is based on an article in R. Monelle, ed.,  Musica significans, Proceedings of the 3rd International Congress on Musical Signification, Edinburgh, 1992, Contemporary Music Review (1997) 16, part 4, pp. 79–88. 

And one final acknowledgment: I was happy to adopt the wonderfully comical figure of Dr. Strabismus (whom God preserve) of Utrecht, from the writings of that great humorist “Beachcomber” ( J. B. Morton). Let’s hope he would have accepted the new guise I have offered to his character. 

He would certainly have had something funny to say about it. 

 Edinburgh, 1999

THE SENSE OF MUSIC
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THE WORDLESS SONG

I should like this work to be read as an open site. Many questions are laid out on it that have not yet found answers; and many of the gaps refer either to earlier works or to others that have not yet been completed, or even begun. 

 (Michel Foucault,  The Order of Things ) Dr. Strabismus’s Failure

IT WAS TO BE THE CLIMAX of his career. Dr. Strabismus of Utrecht (whom God preserve) had spent a lifetime writing about music theory—not only about musical syntax and analysis, but also about meaning, sense, interpretation, heuristics. Now, he intended to write a comprehensive theory of music, to replace those great enterprises of the past, the treatises of Zarlino, Rameau, Marx. But unlike his great predecessors, he would embrace semantics as well as syntactics. He would describe how music comes to signify things to its listeners; how it participates in the whole signifying life of a culture, echoing the meanings of literature and the fine arts, and reflecting the preoccupations of society. Above all, he wanted to show that descriptions of music must respect much more than what can be observed in the score; his theory would bring about the death of scorism. 

It was a grand project, but he could not make it work. The many energies of contemporary thought, of postmodernism and deconstruction, of anthropology, of social history, of literary theory, pulled him in different directions. He found himself unable to write more than a chapter or two without falling into discursiveness and inconsistency. Try as he would, his grand theory always fell apart into a bundle of essays. Apparently, consistency was the enemy of insight. 

But as he read, he realized that this predicament was shared by some of the much greater writers of his century. It was recognized as early as 1931

by Theodor Adorno that the essay was superseding the philosophical treatise (see Bubner 1981, p. 180, n. 51). The best contemporary minds have expressed themselves either in short essays (like those collected in Ricoeur’s Hermeneutics and the Human Sciences) or in longer works that are comparatively unstructured and lead to no conclusions, like Foucault’s  Les mots et les choses.  The most tangential of all these thinkers, Jacques Derrida, makes a positive policy of writing enigmatic fragments; the title  De la grammatolo-
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 gie  is typically ironic, the book an assembly of half-related insights. Nowadays, philosophers are apt to write “outline sketches . . . it would certainly be impossible to produce a work of minute analysis, encyclopaedic comprehensiveness and definitive validity” (p. xi). 

Finally, Strabismus was forced to declare his work a collection of sketches. No comprehensive theory was possible for him. Only an overmastering stress on the  sense  of music, rather than its form or its syntax, united his random thoughts. He found himself in what has been called the postmodern condition. 

Modern, Postmodern

Postmodernism is, specifically, a rejection of unification, of manifestos, of centralizing and totalizing forces. It is both a return to pluralism after the modernist experiment and—its true novelty—an embracing of pluralism as a fundamental tenet. 

Modernism was the last of the “total discourses” generated by Enlightenment rationalism. In the later twentieth century it became clear that the effect of totalizing reason was to alienate, to create a multitude of Others by pretending to an exclusive authority. It “puffed up” human subjectivity “into a false absolute” (Habermas 1987, p. 56), and thus excluded all that was opposed to the subject, whether idea, style, practice, or person. In the effort to exclude falsehood, it also excluded Jews, blacks, women. This was the “secretly terroristic function of Modernism” (Terry Eagleton, in Harvey 1989, p. 9). 

Instead of liberation and enlightenment, Modernism led to exclusiveness, contempt, and persecution. Its theoretical voices, which included natural science and structuralism, made claims to be independent of any subject, to be the voices of truth itself. Yet. like all voices, they proceeded from a speaker; indeed, they carried a distinct whiff of the cocksure, bragging white male. 

In music studies, the pretensions of natural science and structuralism came together in Jean-Jacques Nattiez’s famous book of 1975,  Fondements d’une sémiologie de la musique.  This carried an epigraph by Hjelmslev: “Pour le chercheur, rien n’est si beau que de voir devant lui une science à faire” 

(for the researcher, nothing is so fine as to see before him a science in the making). Yet Nattiez defines science, not in terms of hypothesis, experiment, observation, and law, but as positivistic rationalism, in the sense of Auguste Comte. What characterizes a discourse as scientific is not its faithfulness to “reality” but “the making explicit of the criteria whereby one passes from object to metalanguge” (Nattiez 1975, p. 48). In other words, the scientist is one who can describe the processes by which she has arrived at her universal judgments, in such a way that we can check them for ourselves. Science equals verification. 
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However, the human sciences—semiotics, for instance—rely, not only on methods of verification, or even on hypothesis and experiment, but on the input of an informant. Structural linguistics depends on the concept of pertinence,  the native speaker’s distinction between what is significant, and what is not, in the phonetic continuum of the language. The pattern of equivalences that results is called a  phonemics;  without the input of pertinence, linguistics is nothing more than  phonetics. 

Yet in Nattiez’s “description of the neutral level”, his program for music analysis, it is clear that he is not concerned to interrogate informants. On the contrary, the neutral level is specifically defined as a level governed only by rational criteria. Aspects of behavior enter only at the poietic and aesthesic ends; neutral analysis is founded on the analytical procedure of Ruwet, which recognizes only repetition and equivalence. The music—

which is to say the score—is examined according to rational criteria only. 

Nattiez’s linguistics of music is, therefore, not a phonemics but a phonetics. It is instructive that the diagram of analytical levels (Nattiez 1975, p. 60) divides the neutral level into “acoustic description” and “taxonomic analysis of the score”. The first of these is, indeed, an exercise in physical science. The second has nothing to do with the music itself, but only with the score; yet it is this one, the rigorously rational score-analysis, which is the pivot of Nattiez’s theory. 

Music is not a natural object, though the sound that conveys it, and the score that defines it, are natural objects. But music is an  intentional  object (Ingarden 1986, p. 120). It is the product of an encounter between sound and mind, between structure and subject. Lyotard, speaking of the various language-games, observes that science is confined to one language-game only, that of  denotation.  It is, thus, asocial, “set apart from the language games that combine to form the social bond”, and characterizes a class of persons (the scientists) distinguished only by their knowledge, and therefore by “mutual exteriority” (Lyotard 1984/1979, p. 25). But music is fundamentally social; positivist knowledge, denotative language, “knowing-that” are of secondary importance. “What is meant by knowledge is not only a set of denotative statements, far from it. It includes notions of “know-how”, “knowing how to live”, “how to listen” [ savoir-faire, savoir-vivre, savoir-écouter], etc” (p. 18). Science, knowing-that, has no cognizance of music, but only of sounds and scores. We must seek, not a science of music, but a theory of music. 

Study of Music, Theory of Music

Although the Utrecht doctor failed in his attempt to develop a new comprehensive theory, the attempt to reveal a true  theory  of music—rather than

6 C H A P T E R   1

a psychology of music, or a sociology of music—was nevertheless a worthy one. Many other theoretical writers had drowned in the seductive morass of related studies. “The study of music, with its multifarious, essentially transcendent aims, has many cultivators; the theory of music, with its purely immanent aim, few”. Of course, Hjelmslev was writing about language, not music, when he said this in his  Prolegomena (1961, p. 6). The transcendent aims of music studies, in Hjelmslev’s sense, link music to other realms and other theories, acoustic, psychological, sociological, politial. The Danish linguist sought an  immanent  theory, a theory that investigated the structures and dynamics of language (or in our case, music) within themselves. Without such a theory, paradoxically, it is not possible to relate music to other fields, for music theory will simply turn into psychoogical or sociological theory. It is wrong, therefore, to condemn theory for its “autonomy”, as though an immanent theory were based on the pretence that music were unconnected to the rest of life. 

Several of the articles in the collection  Music and Society (Leppert and McClary 1987) argue vehemently against the vicious notion of autonomy. 

Rose Rosengard Subotnik, for example, tells us that “society lies at the heart of music—at the heart not only of its significance but also of its very identity” (in Leppert & McClary 1987, p. 105). She means to attack musical formalism, and her words cannot be denied. But formalism is not the only kind of immanent theory. A theory of the sense of music is not autonomous, but it is immanent, self-related, and logically prior to music sociology. 

Theory and Cultural History

The vaguely scientific cachet of psychology and sociology makes them tempting distractions for the music theorist. But there is another preoccupation, another “transcendence”, that often distracts the theorist from her task. Historical musicology has a long and respected pedigree. It is a branch of cultural history, and thus a  Geisteswissenschaft,  in the terminology of Wilhelm Dilthey (as opposed to a  Naturwissenschaft).  The  Geisteswissenschaften, or sciences of the mind, are not subject to objective observation, hypothesis, measurement, induction, like the natural sciences. But they are nevertheless objective fields where “facts” may apparently be sought. The music theorist, therefore, finds it comforting to interpret her theory as cultural history, linking intuitive judgements to historical information. 

Consequently, many of the most percipient writings on music theory appear in books which present themselves as cultural history. The perception of a modern theorist gains weight, it is imagined, if it is supported by a historical analysis of the society of the period in question and the views of con-
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temporaries. This prejudice can be seen at work in Leonard Ratner’s masterpiece,  Classic Music (1980); his appeal to contemporary writers is largely disingenuous, however, as I show below (in Chapter 2). His notions arise from his own sensitive analysis and response to the music, rather than from historical learning. Like many other great musicologists of today, he has a sound theoretical instinct, even if his judgments tend to be clothed in historical language. 

Just as modern theoretical insights are often referred to historical fact. so our modern theorists often tend to defer to the theories of the historical era which they study. The history of theory acquires an authority even more potent that the history of music itself. But theory, as theory, is not historical (not  diachronic); all theorists, including those contemporary with the music, mean their theory to be synchronic—not referable to a particular period, but true for all periods. The theory contemporaneous with a musical repertoire is theory still. We do not, therefore, have to prefer contemporaneous theory to modern theory, imagining that contemporaries necessarily have the best theoretical view of their own music. Contemporary theory is often designed specifically to conceal certain guilty features of society. Miriam Glucksmann shows that the true structues of art may, in fact, not be the same as the “models” which a culture preseents to itself in order to justify its styles (see Glucksmann 1974, p. 152; also Monelle 1992, p. 23). 

Theory is dependent on listening, not on history. 

An example may be given of the tendency of contemporary theory to deceive. Nineteenth- and early-twentieth-century theorists stressed the idea of organic unity in musical composition; music was “an organism, a plural-ity of organic details, which in their reciprocal relations, in their interde-pendency make up a whole” (Adler 1911, p. 13). At the same time, composers were making manifest efforts to preserve the unity of their works, because they sensed forces that were threatening this unity. Where a composer of the early eighteenth century worked with materials that furnished a basis for single-minded extension, the Romantic composer found that her materials attracted too much attention to themselves, and thus interrupted the continuity; the Classical fashion for variety had allowed the generation of strongly local evocations which weakened the overall structure. Above all, local detail came to institute a different contract between composer and listener, proceeding in a different temporality. Thus, the composer turned to laborious development passages, to fugato, cyclic form, motto themes, and thematic metamorphosis in order to overcome the centrifugal forces of the themes themselves. As composers struggled, theorists rallied to support them. But nothing much was said about the very centrifugal impulses which lay at the bottom of all of this. It is the task of modern theory to uncover these. This argument is set forth in Chapter 5, below. 

8 C H A P T E R   1

The Wordless Song

The preoccupation of music theorists with psychology, sociology, and cultural history was prompted by a feeling that these studies yield verifiable knowledge. They are in touch with the “real” or “natural” world, a prereq-uisite for the positivist. Music theory, like literary theory, does not readily furnish material for experiments, and at its best is not dependent on historical information. 

But it must, above all, engage with signification. Unfortunately, commentators have persistently found musical signification a difficult area. Musical meaning is said to be “vague” or “foggy”. This is apparently because musical semiosis is different in kind from linguistic semiosis, and music therefore cannot be translated into words. Music is “at once intelligible and untranslatable” (Lévi-Strauss 1970/1964, p. 18). Students of meaning have been historically prejudiced towards linguistic meaning; failing to find it in music, they have called music “vague”. 

One strategy for solving this problem is to watch how music performs in the setting of words. It is often the case, however, that text and music are not in harmony. Thus the direct identification of musical meaning with the meaning of the text is not possible, even in songs where there seems to be no disharmony of this kind. The music always adds something to the text, or, in some cases, takes something away. There may be a failure of coincidence of the prosodic codes of the text and the setting, as when Schubert falsifies the prosodic character of Goethe’s  Erlkönig  in order to achieve a particular (and parallel) musical effect (see Monelle 1982); or there may be a dialogue between verse and music, in which the words of the text are contradicted by the setting, as in Schumann’s song “Ich hab’ in Traum geweinet” from  Dichterliebe (see Ruwet 1972, pp. 61–69). The setting may not so much conflict with the verse, as provide it with a background that is different in character, as when Gluck sets the tragic text “Che farò senza Euridice” to a serene melody, classic in its poise, as though Orpheus were a figure painted on a vase. 

Dahlhaus discusses at considerable length the idea of “absolute music” 

(Dahlhaus 1989/1978). It is a much more complicated idea than it seems at first, and it is itself part of the history of 19th-century music. It embodies, not only music which expresses itself without the aid of words, but also the implication of the philosophical “absolute”, and thus the idealist notion that music goes to the heart of something transmaterial, a common notion at the time. The present volume shall be dissociated from these questions; our concern is only with the semantic level of instrumental music, and of vocal music in confrontation with its text. 

In this sense of the term, the music of song is no less absolute than that of an instrumental piece. To put it better: music is already song, before any
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text is added. The semantics of music is not verbal and cannot be fully elucidated in words. There are two semantic levels in song, one verbal, the other wordless. The wordless level is present in all music, of course. Music is wordless song. 

Paradoxically, the worded nature of vocal music may affect the musical surface, but in an unworded way. Song—especially traditional song—is commonly simpler than instrumental music: more symmetrical, more square, more sectioned. Much more interesting than a straightforward observation of the reflection of text in music is a discovery of the  replacement of text with a denser plane of musical meaning, where a vocal style is taken over by instruments. A modern topic theorist, Peter Rummenhöller, gives an apt example. Brahms’s song “Immer leiser wird mein Schlummer”, Op. 

105, no. 2, is foreshadowed in the cello solo which begins the third movement of his Second Piano Concerto. “If you compare song with song-like instrumental music, the instrumental seems oddly more eloquent than the song, although the latter really does ‘speak’, through its text” (Rummenhöller 1992, p. 43). The song is in simple balanced phrases; the cello melody roams forward, repeating itself only fragmentarily, straying into ever-new fields of invention. The wordless song, in fact, has more to say than the wordless part of the actual song. 

Music and Semantics

The setting of words in a song can prove a useful clue to musical semantics. 

But musical meaning is independent of words, and is of a different kind from linguistic meaning. In the modern age, instead of reacting to this difficulty by referring to song, theorists have tried to write semantics out of their discussion. They have imagined that the exclusion of semantics guaranteed precision and verifiability; since musical semantics was traditionally governed by expression theory, which was notoriously vague, it had to be extirpated. Music was considered to be abstract and nonrepresentational, without signification of any kind. 

Thus, a conformism established itself, licensing only the most abstract and positivist accounts of music: “Musicology fastidiously declares issues of musical signification to be off-limits to those engaged in legitimate scholarship. It has seized disciplinary control over the study of music and has prohibited the asking of even the most fundamental questions concerning meaning” (McClary 1991, p. 4). 

Even music semiotics—in the Molino-Nattiez version—began as an attempt to dismiss semantics. But it is possible that Molino himself, in his famous article, meant on the contrary to propose a theory of signification. At no point did he envisage a positivistic “science” or an idea of music as “au-
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tonomous”. Comparing music with language, he averred that “language and music are two examples of a symbolic form, and it is as symbolic forms that they possess a certain number of common properties” (Molino 1975, p. 53). “The musical,” he continued, “is sonority constructed and recognized by a culture.” Since the semantic level of language clearly constitutes part of its immanence, it presumably enters music also at the neutral level, since music is not a “thing” existing independently but an object in relation to a subject (p. 56). “We would prefer to speak, not of a linguistic system opposed to speech [ une langue opposée à la parole], but of a  level of the message, a  neutral level of analysis” (p. 58). The reference is evidently to Jakobson’s classification of linguistic functions; the “level of the message” is the level predominant in  poetic  utterances, which are thus understood in relation to their inner structure, syntactic and semantic, rather than their relation to sender, receiver, context, medium or code. Actually, Molino was chiefly concerned to show the priority of symbolism in human activities and thus of semiology among the other sciences. Clearly sociology, psychology, and the rest enter at the poietic and aesthesic ends; therefore the semiologist should be concerned with the neutral, the message in its syntactic and semantic identities. Disputes over political and intellectual partis pris need not occur; “Semiology . . . threatens no one and incarnates neither the so-called unidimensional rationalism of the structuralists, nor the obscurantist pathos of pseudo-linguists tainted with psychoanalysis and/or Marxism” 

(p. 61). Molino’s ideas do not support metarational analysis—Nattiez’s “description of the neutral level”. 

The Score

However, the idea that music analysis is nothing more than an analysis of the score is not limited to neutral-level analysts. Much of what is written in the field of analysis seems to describe only the score; like some conductors, many analysts are unable to get their heads out of the score. Andreas Moraitis, in his profound book on music analysis, refers to the “latencies” 

which the score fails to show (Moraitis 1994, p. 123). No one would regard linguistic or literary signification as merely “latent” in the text of a novel. 

It forms, segments, and motivates the text in every detail; however, it is clearly not to be found on the printed page. 

The same may be true for music. A limitation of music description to the contents of the score is not “objective”; “the appeal to the score as an instance of ‘objectivity’, as is sometimes practiced, rests on a fundamental error” (p. 123). The notorious difficulty of  segmentation  in music analysis is only to be expected, for segmentation in language (the division of the utterance into words, morphemes, phonemes) is based on pertinence, that is, 
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on  meaning.  Without a theory of signification, music becomes merely an infinitely ramified continuum, impossible to divide into smaller units. A grasp of signification enables us to find meaningful items in this continuum and thus to begin the process of analysis. Analysis engages with signifier and signified together, and thus reveals the musical  text,  which is a great deal more than merely the score. This more complex idea is discussed below, in Chapter 6. 

However, the insight of Molino—that music studies should be “neutral”—acquires a new force when the signified is added to the signifier. 

Neutral analysis will be nonnormative, nonevaluative, and not dependent on marginal accounts drawn from psychology, sociology, political ideology, or elsewhere. It will not, as some Marxists might assume, be for this reason politically disingenuous; on the contrary, the introduction of political conclusions and commitments intro neutral hermeneutics is improper. Hence, this book (or at least, most of it) is not hostile to anyone or anything; the transcendent studies must take their proper place. “La sémiologie ne menace personne.” 

We may mention, in passing, the idea that musical meaning is “expressive” or related to the “emotions”, a view common among aesthetic philosophers (Langer 1951, pp. 204–45; Kivy 1980; Goodman 1968; Scruton 1997). I am not disposed to unravel the difficulties of this kind of discussion. The emotional response to music is, apparently, a psychological feature, and for this reason it varies from person to person. This book is concerned with inherent signification, which, though it implies a listening subject, is not dependent on individual listeners. This signification—the music’s  purport,  in Hjelmslev’s terms—may even include emotional items, as when the topic of the  pianto  signifies distress, sorrow, lament (see below, Chapter 3). None of the expressionist writers has been a serious analyst; the correlation of syntactic structure and semantic structure within the text has not attracted their attention, since they did not find semantics within the text, but on the contrary in the reactions of the listener. 

Musical Meaning, Linguistic Meaning

It is sometimes felt that language is the paradigm of semantic precision, while music signifies only in a generalized way. This view is based on a naive idea of the relation between language and the world, of which even Saussure was guilty. 

The great linguist said, famously, that language was composed of “differences, without positive terms” (Saussure 1974/1914, p. 120). Yet he also described the relation of signifier to signified as “arbitrary”. Benveniste later pointed out that, since the meaning of a word is a  concept  rather than

12 C H A P T E R   1

a thing, this meaning can only be defined by the word to which it corresponds; the connection of word to meaning “is not arbitrary; on the contrary, it is  necessary” (Benveniste 1971/1939, p. 45). The distinction of semantic items is a purely linguistic process; the division between  tree  and  bush is linguistic, not natural or “real”. Saussure himself said, “There are no preexisting ideas, and nothing is distinct before the appearance of language” 

(quoted by Benveniste 1971/1939, p. 45). The signifier cannot mean a preexistent natural thing. Music, then, is not opposed to language in being unable to represent the real world; on the contrary, it  shares this feature with language. 

This view is radically nominalist. Among linguists, there has recently been a reconciliation with realism; discourse theory and pragmatics inform us that language use always implies a relation to a real outside world. While the formal signification of words and syntagms may be purely conceptual, and therefore intralinguistic, discourse always gestures to something outside. 

What is intended by discourse  [l’intenté], the correlate of the entire sentence, is irreducible to what semiotics calls the signified, which is nothing but the counterpart of the signifier of a sign within the language code . . . what is intended by discourse . . . points to an extra-linguistic reality which is its referent. Whereas the sign points back only to other signs immanent within a system, discourse is about things. Sign differs from sign, discourse refers to the world. Difference is semiotic, reference is semantic . . . 

Semiotics is an abstraction from semantics, which relates the internal constitution of the sign to the transcendent aims of reference. (Ricoeur 1978, pp. 

216 –17)

Thus linguistic  reference  returns to legitimacy. This tempts music theorists to a false move. If language can embrace realism through discourse and pragmatics, could not music do the same? To ask this question is to overlook the status of music as an item of  repertoire,  in linguistic terms a “literary text”. We return to Ricoeur. 

The postulate of reference requires a separate discussion when it touches on those particular entities of discourse called texts . . . The question henceforth arises in the context of hermeneutics rather than of semantics . . . certain texts, called literary, seem to constitute an exception to the reference requirement expressed by the preceding postulate (p. 219)

Literary texts are fictional; that is, they construct an alternative world of sense to which their semantics refers, the “world of the work”. 

The structure of the work is in fact its sense, and the world of the work its reference . . . Hermeneutics then is simply the theory that regulates the transition from structure of the work to world of the work. (p. 220)
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Fictional texts are explained by hermeneutics, not by semantics or pragmatics. And again, this is just as true for literature as for music. If musical signification fails to evoke a real world, then it fails just as language fails. If it signifies only intratextually, referring to a world which is brought into being by the text itself, then it shares this feature with literature. It is never a social discourse, and it has no pragmatics. 

A Dialogic View

The present work, then, though its original motivation was a desire to bring together many aspects of criticism and theory in a unified vision, has emerged as a series of essays. They come from different intellectual horizons, in musicology, philosophy, and other fields, and they are not necessarily consistent with each other or complementary. Since they are the fruit of several different speculative endeavors, there is no hint of comprehensiveness—more holes than weave. 

Some are manifestly interpretive; the theory of musical topics, formulated in terms of Peircean semiotics, invokes a simple process of reference based on symbolism through a learned nexus. This apparently naive view is modified by a realization that the signified of a musical topic is a textual feature or cultural unit, not a feature of the real world (or even of the world physically contemporary with the signifier, since topics often refer to older cultural traditions). 

Within the view of temporality, genre and subjectivity, a thread of narrative emerges, tracing an encounter between music and meaning that changes fundamentally between the sixteenth and twentieth centuries. This might have been coaxed into yielding a coherent and convincing interpretation of western music history, which would have delighted Dr. Strabismus. But mysteries and inconsistencies remain; and in any case, history is here invoked to instantiate theory, not the reverse. 

Indeed, music, like signification itself, finally implodes allegorically. As it signifies, it develops a critique of signification, an allegory of listening. 

More vitally than language, music reflects the mobility of meaning, denying those points of rest which give language its semblance of referentiality. 

Music moves through its references, whether these are the simple social units of topics or the more fundamental indexicalities of time and authorial voice. Music cannot be translated into language; on the contrary, it chas-tens language by drawing out its limitlessness. 

 2

THE SEARCH FOR TOPICS

[Les sons] n’ont point de murmure si furtif, qu’ils ne provoquent un jugement de notre raison et à mesure qu’ils persistent et s’organisent, ils captivent l’intelligence aussi bien que les sens. 

 (André Pirro,  L’esthétique de Jean-Sebastien Bach ) Icon and Topic

THE THEORY OF THE MUSICAL  TOPOS,  developed in Leonard Ratner’s masterpiece  Classic Music (1980), is a refinement of previous semantic theories which have appeared from time to time. It is undoubtedly an important key to musical signification, and it has been taken up by a number of writers (for example, Kofi Agawu 1991, and Elaine Sisman 1993). Of course, the idea that music should be appropriate to its subject, either in the setting of words or in the instrumental portrayal of scenes, is universal. Ratner’s mission was to show that certain portrayals are conventional, and that musical figures can therefore suggest objects that are not merely contingent, but are part of a semantic universe within which the music is composed. Thus, no text or title is necessary for musical topics to carry signification. 

In other words, the American master showed that signification, at its most effective, was symbolic as well as iconic, in Peirce’s sense of these terms. Iconic signs  resemble  their object, as a silhouette of a man with a spade may mean “road up”, or a portrait may look like its sitter. Symbolic signs depend on learned cultural codes; thus, the word “tree” has nothing in common with a tree, but is understood by a speaker of English to carry this signification. 

Previously, music had often been considered uniquely iconic; writers on musica reservata  or the  Affektenlehre  often seemed to suggest this view. It is for this reason, perhaps, that C. S. Peirce himself, as well as Charles Morris, imagined that musical signification was chiefly iconic; and the temptation to ascribe iconism to music has haunted the science of music semantics since its inception. 

In fact, it is comparatively hard to find examples of pure iconism. Peirce believed that most signification depends on habit (Greenlee 1973, pp. 91–

92); and Eco surmised that most icons have to be interpreted with reference
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to symbolic features (1979, pp. 191–217). This is a fortiori true in music. 

The point is well made by Karbusicky; he introduces the third Peircean concept of  index,  a sign that signifies by virtue of contiguity or causality, as when a hole in a pane of glass brings to mind the bullet that passed through it and caused it. 

The qualities separated by category never appear “pure”, but in numerous interchangeable expressions. Let us choose . . . the simple example of the the cuckoo’s cry: it is an acoustic picture of the bird, and thus an  icon.  However, it can also be understood as an  index: ‘Spring is here!’ In another context it can  symbolize  the whole of nature; in . . . the first movement of Gustav Mahler’s Symphony no. 1

the iconic quality is exceeded in this manner. (Karbusicky 1986, pp. 60–61) Apparently, the musical imitation of a cuckoo is the most literal icon of all. 

Yet the symbolic ramifications of this sign are apparent, not only in the Mahler symphony, but even in Delius’s orchestral piece  On Hearing the First Cuckoo in Spring,  with its literary-sounding title and its nostalgic use of a Nor-wegian folk tune, and in the  Coucou au fond des bois  in Saint-Saens’s  Carnival of the Animals,  where the double meaning of “cuckoo” is exploited to make ridicule of alternating passages of over-solemn Beethovenian harmony. 

The distinction of symbolism and indexicality is a weighty issue which will be addressed later. For the moment, the characterization of topics as culturally enshrined icons or indices is the vital point. In its most typical form, expression is interpreted with reference to a convention, which is either a rule effective for the whole contemporary culture or a trait of the composer’s idiolect. When no conventional signs are present the music becomes “abstract”, and its expression then proceeds along indexical lines. 

This helps to elucidate the rather surprising comment made by Willi Apel:

“To regard an organum by Perotinus, a conductus of the 13th century, a motet by Machaut, an echo-fantasia by Sweelinck, or even Stravinsky’s octet for wind instruments as expressive would simply render the term meaningless” (Apel 1970, p. 301). Apel presumably meant that such musical items do not signify or stimulate “feelings”; he was not looking for indexicalities (the ecclesiastical implications of Sweelinck’s abstruse techniques, the sophisticated detachment of Stravinsky’s neoclassicism). 

Musical topics are general types, capable of being represented by particular tokens. There is a common resistance among musicians to ideas of generalized meaning. According to the popular view, each musical piece, each melody and figure, is essentially unique. This is to envisage a kind of signification in which everything—the sign, the code, the signified—is irreplic-able, and every detail of the signifier is mapped on to the signified. Umberto Eco called this process  ratio difficilis (he did, in fact, find it exemplified in music; Eco 1976, p. 239). 
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There is a case of  ratio difficilis  when an expression-token is directly accorded to its content, whether because the corresponding expression-type does not exist as yet or because the expression type is identical with the content-type. In other words, there is a  ratio difficilis  when the  expression-type coincides with the sememe conveyed by the expression-token . . . One could say that in cases of ratio difficilis the nature of the expression is motivated by the nature of the content (p. 183; his emphasis). 

 Ratio difficilis  is opposed to  ratio facilis,  in which signification is governed by conventional codes and items of expression are referred to items of content according to learned rules. Undoubtedly, much music is illustrative of signification by ratio difficilis. But the musical topic, as described by Ratner, clearly signifies by ratio facilis, since it is governed by learned codes; the system and code of Classical music make it possible for Mozart to write a horn call or a sarabande which is immediately interpreted as indicative of a whole class of expressions corresponding to a complex world of content. 

The traditional view of musical meaning seems to betoken a rearguard action against ratio facilis, a desire to defend music’s standing as “invention” 

rather than “stylization”, using Eco’s terms. A musical semantic unit is conceived to be the sememe which uniquely explicates a given syntagma; it cannot be a token of a type since no such type exists. Thus, the content of a musical expression can only be known from the expression itself, which it perfectly motivates; and for this reason, it is senseless to speak of musical content, since at every point it coincides with musical expression. 

Eco sees, however, that there is an irresistible interpretive landslip from ratio difficilis toward ratio facilis. Through habit, complex signs become

“stylized”. For example, when we perceive “the King of Spades or an image of the Virgin Mary”, though such a sign may contain many unique features, 

“we immediately recognize this large-scale configuration as if it were an el-ementary feature . . . the expression is recognized as being conventionally linked to a certain content” (pp. 238–39). Through stylization, “ratio difficilis  may, by force of continuous exposure to communication and successive conventions, become a  ratio facilis”. Since music theorists are usually concerned with repertoire music (“classical” music), the defence of ratio difficilis may seem like a battle against the Philistines, against a threat to lower all music to the level of a radio call sign or signature tune. Such a defence easily turns into fundamentalism, an anxious blindness to obvious aspects of musical expression. 

If there were such a thing as a “pure” icon, then it would be governed simply by ratio difficilis. Its every detail would be motivated by aspects of the content, not by relation to an expression type. We imagine that such a situation obtains in the case of portrait painting, for example (though it is clear that certain conventions must be understood for a portrait to be in-
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terpreted; for example, its two-dimensionality must be overcome). The commonest musical icons—portrayals of waves, clouds, storms, horses—

are not at all “pure”, but are dependent on well-known conventions. In a few cases, like Arthur Honegger’s representations of a steam locomotive and a sporting contest (in  Pacific 231  and  Rugby),  the composer sets out to portray phenomena for which no expressive convention exists. There are evidently musical icons which are not yet topics, and it is necessary to fix the distinguishing feature of these two kinds of sign. 

The topic is essentially a symbol, its iconic or indexical features governed by convention and thus by rule. However, topics may be glimpsed through a feature that seems universal to them: a focus on  the indexicality of the content,  rather than the content itself. This important feature must be approached with some caution, for the indexicality of musical contents is sometimes mistaken for musical indexicality itself, the kind of simple indexicality which gives meaning to “abstract” syntagmas like Apel’s Pérotin and Sweelinck. Thus, it is possible for a musical syntagma to signify iconically an object which itself functions indexically in a given case; the example given above of the cuckoo’s call (cited by Karbusicky) is such an item, for the heralding of spring is an indexical function of the cuckoo itself, not of its musical representation. However, if it is culturally prescribed that the imitation of a cuckoo by an orchestral instrument  inevitably signifies the heralding of spring,  then this icon has been transformed into a topic. It is not at all clear that this is the case; the cuckoo must be considered a prototopic. 

As an example of an iconic topic, we may consider the  pianto,  which is described more fully in the next chapter. This, the motive of a falling minor second, has represented a lament since the sixteenth century. At first it always accompanied the textual idea of weeping—words like “pianto” or “lagrime”—but it soon began to signify merely grief, pain, regret, loss—in other words, the indexicality of its immediate object. During the eighteenth century the related idea of the  sigh  replaced that of weeping. For this reason Riemann, finding this figure in early Classical music, called it the

“Mannheim sigh”. It was present equally in vocal and instrumental music. 

The  pianto,  then, is iconic with regard to its object, because it originally imitated the moan of someone in tears; it is indexical with regard to its ultimate signification (the “indexicality of the object”), because it came to mean the emotions associated with one kind of weeping. This brings us to a delicate distinction. Many topics are in the first place not iconic, but indexical; the dance measures listed by Ratner and Allanbrook, the “fanfare” 

motive, the topics of “French overture” and “Turkish music” do not signify by virtue of resemblance, but because they reproduce styles and repertoires from elsewhere. Insofar as the slow movement of the “Jupiter” Symphony is in sarabande meter, it presents the dance measure itself rather than an imitation of it, and thus signifies indexically. Indeed, Chabanon considered
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that this was the only true basis for signification: “Imitation in music,” he wrote, “is not truly sensed unless its object is music. In songs one can successfully imitate warlike fanfares, hunting airs, rustic melodies, etc.” (from De la musique considérée dans elle-même et dans ses rapports avec la parole,  2nd ed., 1785, quoted by Powers 1995, p. 26). 

But this is not the level of indexicality which marks a topic; as Ratner comments, the dance had “a deliberate, serious character which represented the high style” (Ratner 1980, p. 12). We might add, with H. C. Koch, that it was thought to have had a Spanish origin (Koch 1802, column 1289); perhaps it made people think of the Spanish court, and thus of lofty decorum. 

Mozart’s signification in the “Jupiter” is  seriousness  and  decorum,  not merely

“sarabande”. 

In the case of the  pianto,  the object of the sign is signified iconically; the lament is the signification of the object-as-sign, and is signified indexically. 

In the case of the sarabande measure, both object and signification are signified indexically (Figure 2.1). 

A musical icon, like Honegger’s picture of a Rugby game, in which the indexicality of the topic is not at issue, conforms to a simpler pattern (Figure 2.2). However, the nexus of icon and object is dependent solely on the composer’s title, and is thus apparently weaker. 

Even in the latter case, expressions become so strongly attached to their content that other composers tend to take them up; presumably this is the icon
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means whereby idiolectic expressions are converted into topics. In all these cases, topics, being by their nature symbols, “come into being by development out of other signs, particularly from icons, or from mixed signs par-taking of the nature of icons and symbols” (Peirce 1940, p. 115). 

Musical Codes, Social Codes, Literary Codes

Music does not signify society. It does not signify literature. And most of all, it does not signify “reality”. Musical codes are proper to music, as the other codes are proper to their respective spheres. Codes signify each other, however; between literature and society, reading and life, there are the sorts of semiotic relations that permit each medium to make sense. Thus, in relating musical topics to literary topics, for example, we are not “translating” 

them; this would imply the priority of one medium over the other, as though the literary or social topic were the “true meaning” and the musical topic were merely a rather inefficient pointer. This kind of error has led to the idea that music is a poor and imprecise signifier. But music is perfectly transparent; it is admirably efficient in signifying its own semantic level. 

However, the codes of music and poetry are brought together in song. 

We are quite accustomed to hearing the complex semiosis of words and music. The relations of codes are themselves culturally established; semiosis jumps the wires from code to code, and the “meaning” of a given musical syntagm always casts shadows in literature, society, and the world. A kind of general signification is generated, which is why Greimas was able to describe signification as “simply human” (Greimas 1983/1966, p. 10). In the musical setting of words, appropriateness is attained by matching musical and poetic topics in a more or less valid way, either to place music and text in unison, to allow the music to reflect ironically on the text, to contradict the text, or merely to enclose the text in an aura of rhetoric, eloquence, or persuasion. Topics in different media are never wholly synonymous, so there is always a residue of discrepancy between music and text; the relation is metonymic. Nevertheless, the compound semantics of poetry set as music forms a new level of signification, a sort of universal rhetoric. 

In the case of instrumental music, the relation to social and literary codes is complex. When music reflects a social code, the society evoked is not always contemporary with the music. For example, the topic of the military fanfare, ubiquitous in eighteenth-century music, appears to combine traditional heroism, the medieval association of warfare, with a slightly theatrical and unreal flavor proper to the age; this is explained below. When the spirit of warfare changed during the French Revolution, the music topic nevertheless preserved its unreality. In Boieldieu’s opera  La dame blanche (1825) we still encounter a “toy” aria about military life, with fanfares (no. 

20 C H A P T E R   2

2 in the score, “Ah, quel plaisir d’être soldat”), although the wars of the nineteenth century were earnest and horrifying. By the time of Holst’s Mars, the Bringer of War (1914) and Britten’s  War Requiem (1962) the change in the social code has brought about a new kind of musical representation and a new fanfare. 

Literary codes, similarly, may be noncontemporaneous with the musical topics which reflect them. The topics of the  noble horse,  and the  dance of death,  both aspects of nineteenth-century music, reflect medieval literary topics. The first of these also, perhaps, evokes a contemporary social topic, that of the headlong cavalry charge; so there is a more complicated relation of music topic, literature, and social life. The noble horse is analyzed below; the dance of death is discussed by Robert Samuels (1995 pp. 119–31) and Esti Sheinberg (forthcoming). 

Early Topic Theorists

Several writers present theories of musical topics. Johann David Heinichen (1728, pp. 1–94) offers a schema for the imbrication of musical and poetic topics in the composition of Italian arias. For example, he identifies a literary topic, the fire of passion, in the following text: Non lo dirò col labro, 

Che tanto ardir non hà. 

Forse con le faville dell’avide pupille

Per dirche gia tutt’ardo, 

Lo sguardo

Parlerà. 

[I say it not with my lips, that I burn so. 

Perhaps my looks will speak for me, with the sparks of eager eyes that say I am all afire.]

He notices in the middle section of this aria (the last four lines; the main section occupies two lines only) that the “fire” in question is that of loving eyes. “The words ‘faville, pupille, l’ardore, lo sguardo’ give our fantasy an opportunity for pleasant and playful inventions. You can, for example, base it on the burning fire of love” (p. 51). 

In the setting, the musical signs of fire are apparent; rushing violin figures, a fanfare-like bass part, a rapid triple time. Figures of this kind had represented fire since the sixteenth century; they are found, for example, in Weelkes’s madrigal “Thule, the Period of Cosmography” (in  The English Madrigal School,  vol. 12, pp. 44–59) and in the little monody “Occhietti amati” by Falconieri (the latter quoted by Ivey 1970, p. 127). However, 
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the orchestra is marked “piano,” and the flutes play with the violins. This fire is nothing more than the sparkling eyes of the lover; but the topos of fire is present both in text and in music, as a conventional literary symbol of passionate emotion and a madrigalian portrayal of flickering flames (Figure 2.3). 

Figure 2.3
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More recently, Albert Schweitzer has proposed a theory of topics for the music of Bach. His famous book (Schweitzer 1923/1905) provoked much controversy and opposition, largely because the idea of musical representation conflicted with the received aesthetics of the day. 

In spite of this, Schweitzer’s book presents a genuinely original semantic theory of music, not founded on baroque theorists (who were often preoccupied with unfruitful rhetorical theories) but on careful attention to the music itself, linked to a close knowledge of the texts set by Bach and their context in Lutheran piety. His work is distinguished by its refusal to abide by the expressionist theories of his own time, especially in the form articulated by Wagner. Schweitzer is aware that there is an intermediate stage in the representation of emotions, the stage of the object and its indexicality. 

As composers, Bach and Wagner are distinguished from each other in that the older composer is a “painter”, the later a “poet” in music. “Poetic music deals more with ideas, pictorial music with pictures; the one appeals more to the feeling, the other to our faculty of representation” (p. 21). Language, from which poetry is constructed, is able to deal in concepts and in-visible ideas. In painting, on the other hand, emotional expression must proceed via the representation of natural objects. Nevertheless, a painting signifies more than the objects it presents. “In this way there comes into painting, in the place of the naive ‘This is’, the noteworthy ‘This signifies’

of artistic speech. It will be learned and assimilated by familiarity” (p. 16). 

This seems an admirable summary of topical signification through the indexicality of the object. Schweitzer attributes to Wagner a capacity to appeal directly to feeling; Bach, on the other hand, has to evoke some physical object, the wind, footsteps, clouds, which in their turn possess a conventional signification that leads to an emotional interpretation. 

This seems to limit Wagner to old-fashioned expressionism, the crude indexicality of emotion. But as I shall suggest in the next chapter, Wagner, like Bach, commonly expressed emotion through conventional topics, many of them based on natural sounds. He was thus more similar to Bach
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than Schweitzer realized. In fact, what Schweitzer was noticing was not a pictorial tendency in the older composer, but the process of expression through the indexicality of a conventionally represented object—in other words, the operation of musical topics. He might have noticed this in the music of Wagner, or almost anyone else. 

But Schweitzer was neither clear nor consistent in working out this theory. It is well known that he proposed motives of “grief” and “joy”, without explaining whether these were symbolic (in the Peircean sense)—that is, remnants of icons or indices which had become conventionalized—or directly indexical in the crude expressionist sense. In some cases, however, he is well aware of the passage to the indexicality of the object. 

The “step” motive (see especially pp. 60–63 and 86–90) is an example of an iconic motive carrying an indexicality that is sometimes operative, sometimes not. Thus, in its complete form this motive iconically pictures physical footsteps, which indexically suggest “strength and confidence”. But sometimes it may merely picture steps, without any emotional implication—

indeed, with contrary emotional meanings; and elsewhere it may appear in the absence of any mention of footsteps in the text, portraying strength and confidence through the indexicality of its implied representation. 

It appears, for example, in the solo of the Daughter of Zion in the second part of the St. Matthew Passion,”Ach! nun ist mein Jesu hin”; her theme resembles a bass motive in Cantata no. 25, “Es ist nichts Gesundes an meinem Leibe”, where the evocation is the same (Figure 2.4; p. 224). But here it is a simple icon, picturing “some one rushing about distractedly” 

without any suggestion of “strength and confidence”. 

Figure 2.4



There is a very distinct step figure, without its indexicality, in Cantata no. 

125, “Mit Fried’ und Freud’ fahr’ ich dahin” (p. 361). The bass of the first chorus suggests “the weary uncertain steps of the pilgrim of heaven” (Figure 2.5), while the meter, which generates florid triplets, conveys the idea of a pastoral paradise. 

Figure 2.5
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When step motives appear without mention of walking in the text, the indexicality of the figure operates. The organ prelude on “Wir glauben all’

T H E   S E A R C H   F O R   T O P I C S

23

an einen Gott” expresses faith as “absolute confidence”, with a typical bass step motive (p. 60). When such a motive is played on the organ, a different kind of indexicality obtrudes, for of course the notes are played alternately by the left and right foot (Figure 2.6). In the cantata “Allein zu dir, Herr Jesu Christ”, no. 33, the meaning is “steadfast faith” (p. 371). 

Figure 2.6
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The most triumphant of the step motives occurs in the  Sanctus  of the B

minor Mass. Isaiah’s vision of angels suggests the idea of paradise, and again the choral polyphony is full of triplets, but this time there is no hesitancy; the believer responds, “Here am I; send me” (Isaiah 6: 8). The bass descends in terrific octave steps (Figure 2.7, p. 322). 

Figure 2.7









































Schweitzer is even able to discern an instance in which the motive functions both as a simple icon, and as a topic that passes through iconicity to indexicality—in which there is both simple walking, and the indexicality of confident faith. In Cantata no. 159, “Sehet, wir gehen hinauf nach Jerusalem”, we hear Jesus walking towards Jerusalem, and pausing to remind his disciples of his approaching death; but the topical supplement is irresistible—Jesus walks with a “step” motive, that is, with firmness and confidence (Figure 2.8; p. 234). 

Figure 2.8





Since Schweitzer has very little theoretical basis for his analysis, he does not see the distinction between simple iconism and topicality. Some of the other iconic topics—those of “waves”, “bells”, “wings”, for example—have uncertain associations; the author seems to think it enough that they are suggested by musical figures, without associative content. Such naive representationalism would group Bach with the naively pictorial Kuhnau, whom Schweitzer despises, just as the notion of “joy” and “grief” motives would group him with Wagner (in Schweitzer’s terms). It is precisely at the level of the topic—the expressivity of a musical figure through the conven-
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tional indexicality of a represented object—that Schweitzer’s analysis is revolutionary. 

Ratner: History and Theory

There should be no doubt in anyone’s mind that topic theory, as it is discussed today, was brought to our attention by Leonard Ratner. However, as I have suggested above, Ratner’s mistake was to announce a basis in the writings of contemporaries, that is, a  historical  basis for his ideas. If theoretical ideas have any real interpretive force, it is unlikely that they will have been proclaimed by contemporaries, for contemporaries are engaged in the justification  of their music and thus in concealing vital features. 

Ratner’s argument, which is surely impeccable, is put as follows: From its contacts with worship, poetry, drama, entertainment, dance, ceremony, the military, the hunt, and the life of the lower classes, music in the early 18th century developed a thesaurus of  characteristic figures,  which formed a rich legacy for classic composers. Some of these figures were associated with various feelings and affections; others had a picturesque flavor. They are designated here as  topics—subjects for musical discourse. (Ratner 1980, p. 9) His isolation of music topics in the scores of Haydn and Mozart seems entirely convincing. However, if the description of topics is compared with the sources, several things become apparent. The exposition of this vital—

indeed revolutionary—idea takes almost no space at all, a mere twenty-one pages in a book 437 pages in length. In many cases the extraordinarily rich accounts of contemporary writers have been abridged almost to nothing. In other cases, the translations presented are heavily tendencious or even wrong; passages are omitted, either because they fail to support the argument or for no apparent reason. Some of the most important topics find no support at all, though sources are given which lead nowhere. Even odder, texts which strongly support certain aspects of the theory are ignored. Yet there is at least one topic that is fully what it seems, though it was first researched by another scholar. 

When Ratner summarizes accurately and offers clear translations, he is usually discussing uncontroversial matters which have little to do with topics. Most writers of the late eighteenth century propound some variety of expression theory; when H. C. Koch says that music’s object is to “stir the feelings” (Ratner, p. 3; Koch 1802, column 533), he is just echoing a contemporary platitude. Similarly, authors of the period liked to speak of the

“high, middle and low styles” (Ratner, p. 7; Scheibe 1745, pp. 125–29). The church style, chamber style, and theater style are listed by many authorities, but Meinrad Spiess’s (Ratner, p. 7; Spiess 1745, pp. 161–62) does as
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well as any other (see also Koch 1802, column 1453). The idea is already in Christoph Bernhard (see Müller-Blattau 1963, pp. 19, 71, 82–83). 

When it comes to the exposition of the theory itself, oddnesses begin to creep into the translations. Johann Kirnberger, for example, does not find that the descending augmented fifth is “frightening only when it appears in the bass” (Ratner, p. 5); he says, in fact, that this interval  only  occurs in the bass ( kommt nur im Bass vor, Kirnberger 1771, p. 103). C.F.D. Schubart does not consider pantomime to be “actually the interpreter of the music” (Ratner, p. 17), but on the contrary he thinks that the “pantomimic style” of music is the interpreter of the mime: “[Der pantomimische Styl] ist eigentlich der Dollmetscher, oder wenn der Tonsetzer sehr stark ist, der Ausleger der Mimik” (Schubart 1806, p. 350). Ratner is apparently keen to associate dance music with movement and gesture, which he stresses more strongly than do his sources. It can hardly be said that Kirnberger “relates the note values in dances to various kinds of movement, step, and gesture” 

(p. 17); he actually writes:

Every dance piece has its special movement [ Taktbewegung], which is expressed

[ bestimmt] though the meter [ Taktart] and note values . . . Actually, every passion and every feeling, in its inner working just as in the speech which expresses it, has its own quick or slow, vigorous or tranquil movement. (Kirnberger 1771, p. 106) Ratner makes very little attempt to improve on contemporary accounts of the various dance measures. These seldom go further than “bien cadencé, brillan et gai” (Rousseau on the contredanse, 1768, p. 121) or “von langsamer Bewegung und von ernsthaftem Charakter” (Koch on the sarabande, 1802, column 1289). Several authors describe the rhythmic character of these dances with considerable perspicuity, but the social and symbolic content, brilliantly analyzed by Allanbrook, is not discussed much by eighteenth-century writers. 

However, the sources occasionally provide pearls of information which Ratner ignores. For example, the musette, siciliano, and pastorale were related as pastoral types. Koch defines the pastorale thus: A dance piece of a rustic simplicity and tenderness, in which the songs of an ideal shepherd-world are expressed. It is generally in a moderately slow 6/8 time, . . . 

[it] has many similarities to the musette and the siciliano, except that it is played slower than the former, and has fewer dotted eighth-notes than the latter. (Koch 1802, column 1142)

Of course, the musette has bagpipe drones,  die man einen Orgelpunkt nen-net.  It seems a shame, however, to overlook the essential 6/8 rhythm of pastoral music (it was commonly double-barred in 12/8) and this rather delicate distinction between the pastoral types (fully treated by Jung 1980). 

The march is mentioned in an appendix to the section on dance measures. 
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“Many first movements,” Ratner comments, “have march rhythms” (p. 16). 

This is clearly correct. He might also have recorded an essential feature of the march: its tendency to articulate in dotted figures and triplets, which continued well into the nineteenth and twentieth centuries, and is mentioned by a theorist (Marx 1841, part 3, p. 56). Different categories of march were recognized; rustic, civic ( Bürgerlich),  church, military, funeral (p. 57). 

There is a significant omission in the short paragraph on the “singing style” (p. 19). Koch and Daube are both cited; the term “indicates music in a lyric vein, with a moderate tempo and a melodic line featuring relatively slow note values and a rather narrow range”. The sources agree with this, but Koch distinguishes the singing from the “flowing” (  fliessend) style; for him, there is a second kind of “singing” music. 

The singing style has much in common with the flowing style, but the two seem to be distinguished by the fact that the flowing style consists largely of narrow intervals, which are played smoothly rather than accented [ die bey dem Vortrage mehr zusammengezogen, als abgestossen werden]. The singing style must, on the other hand, be affirmed in those melodies that contain many leaping intervals and many stressed notes, and in which the notes as it were stream out. (Koch 1802, column 1390)

Ratner ignores this other kind; apparently, Koch merely meant to say that the voice could portray dysphoric feelings as well as lyrical, and thus instrumental music might be “singing” even if it was extremely dramatic. The American master’s example of this style is an odd aberration, since it is not an instrumental piece at all, but on the contrary Gluck’s “Che farò senz’ Euridice” from  Orfeo,  of which he quotes the words in German and English, both languages foreign to the aria (it was, of course, also sung in French). 

However, his chief purpose is to isolate the “singing allegro”, a modern term for the sort of instrumental melody first found in the concertos of J. C. Bach and familiar from those of Mozart. Koch’s descriptions do not seem to support this; he illustrates the “flowing” style, for instance, from the works of Carl Heinrich Graun (column 582). Nevertheless, the “singing allegro” is a topic of real theoretical interest, although it is not recognized by contemporaries. 

After the singing style comes the “brilliant” style, which is another modern perception, weakly supported by contemporary writers. Ratner refers to Daube, Türk, and Koch (p. 19). These passages are all definitions of the Italian direction  brillante: “schimmernd oder hervorstechend”, brilliant or striking, is the whole extent of Koch’s comment (column 272). Actually, the strongest support for taking the “singing” and “brilliant” styles as topics is to be found in Johann Friedrich Daube (1789, pp. 9–10), a passage quoted elsewhere in Ratner’s book; here the use of contrasting styles is illustrated as a way of constructing a  Gang.  A figure is “lengthened by means of repe-
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tition and shifting, and leads into the next-related key”. It can be prolonged more easily if there is a selection of styles, using “the singing style, the rushing ( rauschend) or brilliant and the mixed styles”. Daube’s music example is photocopied by Ratner on pages 96–97, long after his discussion of topics. 

Daube mentions this matter again on his page 14, where he presents a short passage of slow values and sixteenth notes and comments, “You must alternate the singing and rushing styles”. 

This Daube passage demonstrates that the purpose of brilliant passages in eighteenth-century music is hardly ever the expression of “intense feeling”, as Ratner says on page 19. Their purpose is generally to indicate a shift of temporality or a  Gang,  as Daube maintains, and as I suggest in Chapter 4; this is undoubtedly the case in the section of Mozart’s Clarinet Quintet quoted by Ratner (p. 20). Since shifts of temporality are a vital part of the indexicality of Classical music, the identification of the “brilliant style” is a matter of importance. 

The topics which are vital to Ratner’s argument—sensibility ( Empfindsamkeit) and storm and stress ( Sturm und Drang)—receive no support whatever from contemporaries. The first of these is typified by the keyboard fantasias of C.P.E. Bach, which have “rapid changes in mood, broken figures, interrupted continuity, elaborate ornamentation, pregnant pauses, shifting, uncertain, often dissonant harmony” (p. 22). This description is based on an observation of the music, not on a reading of the books, which is surely the right way to do music theory. One authority, H. C. Koch, is quoted; 

“Classic musical criticism,” comments Ratner, “constantly refers to  Empfindungen,  feelings and sentiments.” This is correct, of course, but has nothing to do with  Empfindsamkeit.  Here is Koch: The theory of sentiments is of great importance for every musician, and even more important for the composer, since the expression of sentiments and passions is the aim of music. Sentiment and passion seem to contain each other like tree and branch, for as soon as the consciousness of the pleasant and unpleasant, or the desire for the former and a horror of the latter, gains sway, this we call passion. But above all, while a knowledge of the nature of the various types of sentiment, and of the way in which each one can be changed and modified, is necessary to the composer, it is hardly a matter for the present work to go into this many-sided subject, which really belongs to aesthetics, through which such a knowledge may be sought. (Koch 1802, column 534) This passage contains some interesting points; the distinction of euphoric and dysphoric is fundamental for Koch, and there is another distinction adumbrated, that between passion and sentiment. But it clearly says nothing about the style of “sensibility”; indeed, it seems to imply that no purely musical account can be given of the subject, which is the preserve of aesthetic philosophy. 
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The idea of  Sturm und Drang  as a musical topic may have been sparked by Théodore de Wyzewa, who wrote in 1909 of a “crise romantique chez Haydn” during the 1760s (on this issue see Kolk 1981). It has become a modern myth to associate the Haydn symphonies of this period with the literary movement thus named, though the play by Klinger called  Sturm und Drang  was not seen until 1776. The reference to Koch which Ratner furnishes is to a single comment in the article on “singing style”; this style

“must not avoid the unpleasant, or necessary harshness, in the expression of stormy passions ( stürmender Leidenschaften)” (column 1390). This has little to do with Haydn or Klinger, and makes no claim that “storminess” is a distinct musical style. 

Finally, the theoretical idea itself—the notion that certain musical styles and figures were understood to signify particular cultural units, wherever they occurred—is almost specifically denied by the authors. Koch, for example, in discussing the use by Classical composers of dance measures, occasionally asserts that certain measures are “ausser Gebrauch gekommen” (the courante, column 398), and on one occasion he makes it clear that a particular dance, the sarabande, is not used in ordinary instrumental pieces. It is “now only used occasionally in ballets” (column 1289). He means, of course, that composers do not nowadays  entitle  works “sarabande”, except in ballets. Presumably he would not have been aware of hearing a sarabande in the slow movements of Mozart’s “Jupiter” Symphony and Haydn’s Sonata in D, Hob. XVI/37, Ratner’s examples (p. 12), or indeed in the slow movement of Beethoven’s Sonata in E flat, Op. 7. 

On the other hand, Ratner’s assumption that instrumental movements were often composed in dance measures, even when not so declared by the composers, is endorsed by Kirnberger. 

Each of these dance styles has its own rhythm, its passages of the same length, its accents on particular positions in each measure; one thus easily recognizes them, and becomes accustomed, through playing them often, to attribute to each its particular rhythm, and to mark its patterns of measures and accents, so that one recognizes easily, in a long piece of music, the rhythms, sections and accents, so different from each other and so mixed up together. One learns, furthermore, to give each piece its special expression, for each type of dance melody has its own characteristic movement and value. If, on the other hand, you neglect to use

[ üben] characteristic dances, you will hardly, or not at all, attain to a good melody. 

(Kirnberger c. 1783, p. 2)

This passage is referred to by Ratner on page 9. It is, however, almost unique in supporting the idea that instrumental works—sonatas and quartets—were heard by contemporaries as being in conventional dance measures. 

One of Ratner’s topics has been fully researched in a model survey that
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follows its theme, in its literary, cultural, and musical embodiments, from ancient times until the eighteenth century. This is the topic of the pastoral, admirably described by Hermann Jung (1980). It is a vast and many-sided issue. The few words written by Ratner, or for that matter Heinichen, Mattheson, Koch, Rousseau, and the rest, do not begin to elaborate the complexities of this topic, which embraces the musette and the siciliana among eighteenth-century dance measures, and is reflected throughout the libretti of  opera seria.  Its roots lie deep in the literary traditions of Italy and France as well as the ancients. 

In what form can Ratner’s theory be retained? The identity of dance measures, both those still danced and those which were obselete in the late eighteenth century, is easily established, and was perfectly understood at the time. The two inferences necessary for this fact to contribute to a theory of topics are, first, that these rhythmic characters were transferred into “abstract” instrumental works, retaining their semantic character; second, that each dance carried a level of content, social, historical, and associative. Allanbrook’s definitive account of eighteenth-century dance measures (1983, pp. 31–70) is based on contemporary writings, though the social content of these is slight; the aristocratic provenance of the minuet and sarabande, the popular or bourgeois nature of the contredanse, are agreed by everyone, but these connections do not take us very far. More interesting are the associative contents of some measures; the pastorale and siciliana are not really dances at all, though they may have been danced at some remote period, but rather meters evocative of the pastoral tradition. The “rustic” 

character of the siciliana, therefore (so named by Koch), was a different kind of rusticity from that of the gigue, which, if Allanbrook is right, reminded people of a quite recent “vulgar origin”. Like Ratner, Allanbrook interprets her sources rather generously. 

The different “styles”—strict and free, church, chamber, and theatrical —

were fully acknowledged by contemporaries, but they refer usually to social purpose rather than signification. Thus, the church style, and indeed the

“strict” style, were simply the styles most appropriate to church music. 

Koch, dealing with the strict style ( strenger Styl,  columns 1451–53), says that it “is also called the fugal style, and for this reason is dealt with under  counterpoint . . .  the strict style has a specially serious character, so that it is particularly appropriate to church music”. His painstaking description of the style makes it clear that  stile antico  polyphony, in  alla breve  measure, is in question. The identification of strict style in string quartets (Ratner gives Beethoven’s Quartet in A, Op. 18, no. 5) is a modern inference; an important one, it must be said. The finale of this quartet presents a rapid dance measure as its first subject, with a “strict style” second subject, in long notes, in the dominant key. However, Ratner also finds a “pictorial flavor” in this movement, perhaps evoking “the merrymaking of an improvised rustic com-
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edy, interrupted by a procession of priests” (Ratner, p. 24). This goes much further than is licenced by Koch, though, paradoxically, it is a perfectly plausible contemporary interpretation, as we see from Momigny’s childish

“analyse pittoresque” of Haydn’s Symphony no. 103, first movement (Momigny 1806, pp. 600–606). But Momigny is a million miles from a systematic topic theory, which must eschew the supplanting of musical syntax with literary narratives in the manner of program music. 

The topics which seem most characteristic of Ratner’s theory—march, military and hunt music, French overture, singing allegro, storm and stress, Empfindsamkeit—have variable foundations in contemporary writings; what is most important is that all of them break the bounds of the eighteenth century and affect much recent, not to speak of older, music. The solemnity of a slow dotted rhythm (the “French overture”) is exploited by Schubert in the First Symphony; by Beethoven, in the opening of the Choral Symphony; by Britten, in the opening Kyrie of the  War Requiem;  by Shostakovich, in the Fifth Symphony (Figure 2.9). Military fanfares, which are found throughout the eighteenth century, also survive into the nineteenth and twentieth. The dashing fanfares of Rachmaninov’s First Symphony, or the spectral calls of Mahler’s Third, show the topic still full of life. 

Figure 2.9a
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Hunt music may be found in the hunting  sonneries  quoted by Bach, as well as in Haydn, Beethoven, Schubert, Schumann, Mendelssohn, Brahms, Franz, and Wagner. The 6/8 meter of hunting calls may have contributed to the next century’s standard evocation of the horse, which might, among other things, be a hunter. Both of these matters are discussed at length later in this chapter and in Chapter 3. 

The style of  Empfindsamkeit  is founded largely on the affective  appoggiatura,  as Mozart makes clear in the extract from the Fantasia in D minor, K. 397, quoted by Ratner (p. 22). The signification of the appoggiatura, a component of the  pianto  topic, is discussed below. Undoubtedly the keyboard fantasias of C.P.E. Bach exerted much influence in their day, but it is, perhaps, better to see this style in the context of a long history of emotional styles, beginning two centuries before. The topic of the  pianto  is clearly related to that of Sensibility, in spite of its great antiquity; and it is hard to hear C.P.E. Bach in the  Adagietto  from Mahler’s Fifth Symphony, for example, yet this is a typical example of affective melody built on  pianti. 

There is a characteristic of “singing allegro” themes which could scarcely have been noticed by such as Daube or Koch. If one examines the opening melodies of Mozart piano concertos—of K. 453, K. 488, K. 595, and many others—it is clear that they are not obviously vocal themes at all. If they were, they would more closely resemble the style of comic opera; the juxtaposition of a singing allegro with a  buffo  tune, in the second group of the

“Jupiter” Symphony, demonstrates the difference (Figures 2.10a and b). 

The second of these themes was, in fact, a preexistent aria called “Un bacio di mano” (K. 541). It typifies the short, symmetrical phrases of buffo style, with few pauses on long notes. 

Figure 2.10a



















Figure 2.10b









This style is well illustrated by the duet of Monostatos and Pamina in  Die Zauberflöte, “Du feines Täubchen” (Figure 2.11a). Even in a dramatic aria, with some longer values, the phrases remain short and symmetrical, two
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measures each, though repetition of a phrase of text may give a three-phrase sentence; the first aria of the Queen of Night (Figure 2.11b) seems halfway between the vocal and instrumental “singing” styles, and also possesses the pulsating accompaniment which is characteristic of instrumental singing allegros. This aria apparently displays a first phrase of four measures, though there is a clear division in measure 2; its following two phrases are each of three measures, exhibiting a structure, both at measure and at phrase level, that is influenced by seria style. In spite of its melodic similarity, this contrasts with the opening of the contemporary Piano Concerto in B flat, K. 

595 (Figure 2.11c), with its enormous first phrase: five measures, if one counts the short answering fanfare, with no subdivision in measure 2. The succeeding phrases of four and three measures are not symmetrical. This is singing style, but not in the sense of an imitation of vocal music; it is an instrumental song, indexical of the salon rather than the theater. 

Figure 2.11a
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Figure 2.11c
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It may be that the style of  Sturm und Drang  was particular to the Classical period—paradoxically, for contemporary authors do not notice it. 

There seems good reason to hear the currently fashionable style of grim sincerity in Haydn’s Symphony no. 49 (“La Passione”), with its four movements in F minor, perhaps also in a work like Mozart’s Piano Concerto in D minor, K. 466, and even in the Overture to  Don Giovanni.  Whether this could be extended to the first movement of Brahms’s First Symphony or Strauss’s  Also sprach Zarathustra  is open to doubt; it seems that a greater topic is in play in these later works, linking minor tonality, chromatic progressions, and stormy rhythms with ominous presentiments, tokens of somber reality,  stürmende Leidenschaften. 

Ratner should not be blamed for offering a fruitful idea without doing his homework properly. His musical instincts are true, and he must be thanked for bringing this idea to our notice. But contemporary writers are no good as buttresses of topic theory. Each topic needs a full cultural study. 

There is much work here for future doctoral programs. But let us attempt the merest sketch of such an enterprise. 

Hunting and Soldiering

Ratner has a paragraph on “Military and hunt music” (p. 18). He gives no evidence to show that triadic figures in instrumental music, even where there was no text or program, evoked military fanfares for the contemporary listener. However, there  is  a shred of evidence, which he ignores: Kirnberger, in the same collection of specimen dances from which the preface has just been quoted (c. 1783), composes a piece in  rondeau  form entitled

“Fanfare”. Its rhythm evokes a rustic dance; only its triadic contour might suggest any military connection (Figure 2.12). 
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Figure 2.12
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Figure 2.13



Sometimes it is difficult to distinguish the hunt from the parade ground, as Koch implies (1802, column 554). But clearly, the fanfares which open Mozart’s youthful Symphony no. 1 in E flat, K. 16, or the Sonata in D, K. 

576, reflect a different repertoire from the horn bicinia of the Quintet in E

flat, K. 614, quoted by Ratner. Strictly speaking, the military trumpet signal should not be called “fanfare”, though eighteenth-century writers are as guilty in this matter as modern. The real fanfare “originally signified in France a small musical piece of brilliant character for trumpets and drums, meant for military use, which can also be imitated on other instruments used by the military” (1802, column 554). For Koch’s account of the trumpet signal, we must look in his dictionary under “Feldstück”, where we find a long article, mostly derived from S. Altenburg’s  Heroische Trompeter und Pauk-erkunst (1795). This work analyzes the calls in great detail but unfortunately gives very few music examples, apparently because Altenburg wished to retain a copyright on these and expected trumpeters to write to him with payment. Some idea of contemporary trumpet calls may be gained, however, from other sources (see Schünemann 1935 and 1936; Titcomb 1956; Tarr 1970). 

The various figures, none of which go above two-line C, were used by the cavalry as command signals. They were divided into four separate figures called “posts”: the high and low post, the break-off ( Abbruch), and the call ( Ruf ) .  The low post used only two notes, low C and G; the call or  Ruf  was triadic (Figure 2.13). These figures were combined into five types of signal: (1) the  Portés selles,  which preceded the striking of camp; (2)  A cheval,  comprising five posts, sounded in front of the camp, or outside the accommoda-tion of the commander; (3)  Le marche (sic), four posts and an  Abbruch,  to stow side arms; (4)  La retraite,  three calls and three high and low posts, sounded at nightfall; and finally (5)  A l’Etendart,  three calls and three high and low posts, for the fall-in. Altenburg (and Koch) add a few extra calls, used both in the field and socially: the  alarme, appel, ban, charge, touche, guet,  the  Tafel-blasen (sounded to call to table), and the  Fanfare  itself, described as:
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The usual parade call, with three or four trumpets and a couple of drums; its prelude, called  Intrade,  is improvized by the trumpeters. (Koch, column 560) Again we learn that the fanfare was an ensemble piece, not simply a signal. 

But contemporary writers used the term loosely, and we shall follow them in this. 

The names of these various calls demonstrate that the systematization of military music was a French achievement. But apparently, what is significant about the military topic in Classical times was not the faithful quotation of contemporary trumpet calls, but the adaptation of the field trumpet signal to expressive chamber music. In many respects—the military ethos was aristocratic, repertoire music bourgeois; literary warfare was dominated by idealistic heroism, chamber music by sensitivity and the comic spirit—it might seem unsatisfactory or impossible to bring the trumpet call into the salon. 

If we observe manifestations of this topic, however, we perceive that

“real” soldiering or warfare is not at issue. The musical topic relates poorly to bellicose themes or to the realities of battle, because it presents an image of the military that is neither heroic nor violent. The opening of Mozart’s late Piano Concerto in B flat, K. 595, for example, seems at first to be framed on the topic of the “singing allegro”. The texture is unequivocally intimate and domestic; there is a rippling accompaniment figure, with a cantabile melody above it that begins in long notes and flowers exquisitely into an elegant arabesque. Everything is soft and flowing, lightly orchestrated, the tune played by unison violins (Figure 2.11c ). 

The charm of this concerto opening does not, however, lie only in its ur-bane theme. The easy sequence on which it is built is curtailed into the cadence, and the resulting rhythmic hiatus is filled with a tiny wind figure, still soft and very slightly ironic, which is evidently a military fanfare. But the moment this wry little soldierly gesture offers itself, a new slant is given to the opening motive. It, too, was built on a fanfare, a rising triad that was disguised by its gentle intimacy. In case the point is missed, the music continues with the same triad, a little quicker; when the winds interrupt again, the strings respond with an unmistakable whole triad, falling away at last in an access of triads that leave the point in no doubt. Just as Robert Hatten finds a “pastorally inflected victory” in Beethoven’s Op. 101 Sonata (1995, p. 383), so we may envisage a  militarily inflected salon  in this concerto. 

The inflexion is maintained. The finale is a military gigue (Figure 2.14a); and the slow movement is articulated in dotted patterns which are signs of the march rhythm, according to A. B. Marx (1841, part 2, p. 56). The march is the other main component of the military topic (Figure 2.14b). The whole work is a  concerto guerriero,  a chamber piece touched with warlike sentiments that are lighthearted and ironic. 
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Figure 2.14a

Allegro
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Figure 2.14b

Larghetto 





One is led to think of “Non più andrai” from  Figaro,  also a lighthearted piece built on fanfare motives, some of them actually played on trumpets, though always discreet and diminutive. This aria is, of course, specifically military, though nothing is in earnest: Cherubino would make a poor soldier, and in any case he will not go off to war at all. 

The military topic has the longest history, perhaps, of any topic in our musical literature. It is already to be found, in the form of fanfare figures, in Jannequin’s chanson “La guerre”, which represents the battle of Mari-gnano of 1515, and “Non più guerra” from Monteverdi’s  Fourth Book of Madrigals  of 1603 (see Cotterill 1989), and it is still to be heard, though in dysphoric form, in Mahler’s Third Symphony. 

During this whole period, literary writing about war was dominated by the classical epics and by medieval narrative poems. For example, the two greatest war poems of the sixteenth century, Ariosto’s  Orlando furioso  and Tasso’s  Gerusalemme liberata,  are respectively a retelling of the story of the French hero Roland and an emulation of the  Aeneid (Brand 1989, p. 94). 

The keynote of writings about war was the element of heroic virtue, the quality of “pius  Aeneas, Chaucer’s ‘verray parfit gentle knight’ [and] Spenser’s exemplary protagonists” (Rutherford 1978, p. 3). This theme was taken up again by the Romantics, with Wordsworth’s view of manly heroism (in The Character of the Happy Warrior), Tennyson’s hero-king, and Scott’s medieval novels. And indeed, the admiration for Roland as chief emblem of French military courage surfaces again and again in the nineteenth century (see Redman 1991). 

Mozart’s concerto dates, however, from a period like our own, in which traditional heroism was not much written about. The soldiery reflected in Mozart’s themes is merely a picturesque fable of the salon, but also reflects a development in the social and technological history of warfare, not very much chronicled in literature. 

Actually, the myth of the chivalric knight had been out of date for several centuries. The introduction of firearms rendered the cavalry partly redundant, or at least marginal. Until Frederick the Great’s cavalry began to
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charge at the full gallop—a revolutionary innovation—eighteenth-century battles were won by squadrons of foot, bearing muskets and firing in volleys. Because the weapon was complicated to manage—the oldest muskets required ninety-six separate actions in firing—and because the profuse gunsmoke made it hard to see across the battlefield, armies developed precise systems of drill to avoid firing against their own side. This included marching forward in step, preserving a dressed line. The military march commemorates this. 

The introduction of strict order was linked to the rise of the regiment, a body of men raised and commanded by their local nobleman and responsible to the king. Uniform was introduced on the model of civilian livery, to indicate the allegiance of each soldier within a regiment. The command of a body of troops was a symbol of noble rank, and the military instruments, trumpets and drums, also took on this secondary signification. Baroque soldiering was, one might say, musical and lyric, based on unison cyclic rhythms learnt by continual practice (most of this information from Ropp 1959, and Keegan 1993). 

At the same time, warfare in the eighteenth century lost some of its brutality; armies in the field were comparatively small, battles often marked by avoidance tactics, defeated enemies were allowed to escape, and fortresses were not defended beyond the limits of reasonable decency. Lazare Carnot, a general of the Revolution, commented that the old military schools had not taught “the art of defending strong places, but that of surrendering them honourably, after certain conventional formalities” (quoted by Nef 1950, p. 157). 

The eighteenth-century army was a suitable repository for tiresome young men like Cherubino. Its relatively refined life—the military acade-mies taught literacy and manners as well as military science—and its splen-did uniforms made it seem picturesque to the cultivated middle-class on-looker. Its officers were not great heroes, Bayards and Rolands; at their best they were dashing young men, like Lieutenant George Brown in Boieldieu’s opera  La dame blanche. In this world a  concerto guerriero,  a military piece for the bourgeois concert-room, with its fanfares adapted to chamber-music sentiment, is not a contradiction in terms, as it might have seemed. 

Young men entering the army had no intention of getting into unreasonable danger or of inflicting terrible slaughter. Beautiful uniforms were designed and worn even while on campaign. War was “profaned”. “In place of sacred chivalry, ascetic, bloody, and barded with iron, there arose . . . an army commanded by courtiers in lace cuffs, who, since they were libertines, did not intend to jeopardize the refinements of life” (Rougemont 1956/1940, p. 257). 

This was the sort of military service to which Cherubino was sent, indicated by the ironic fanfares of “Non più andrai”; this was the world in which a squadron of cavalry—real soldiers—could appear on stage to lend real-
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ism to Davide Perez’s opera  Alessandro nell’Indie (1749; see Chegai 1998, p. 

31). The good-mannered, small-time bonhomie of the eighteenth-century army reflected a kind of compromised masculinity somewhere between heroism and playacting. This helps to explain the diminutiveness, the toy-like quality, of many manifestations of fanfarism. 

It must also be recorded that trumpets and drums, since they were warlike instruments, became the special prerogative of the nobility in medieval times. With the founding of the Imperial Guild of Court and Field Trumpeters and Court and Army Kettledrummers ( Reichszunft der Hof- und Feldtrompeter und Hof- und Heerpauker) by the Emperor Ferdinand II in 1623, trumpeters were restricted to “the households of emperors, kings, electors, dukes, princes, counts, lords and others of noble and knightly rank”. 

The use of trumpets and kettledrums was forbidden to those who were not members of the Guild, such as the city-pipers, tower-blowers, tavern minstrels . . . 

[Guild members] were specifically forbidden to provide music at such affairs as middle-class and peasant weddings, annual fairs, festival, public dances and the-atre performances, and the like. (Titcomb 1956, pp. 57–58) Members were described as “honorable” ( ehrlich), and their profession was an “edle Kunst”,  a noble art. They were given the rank of officers and wore magnificent uniforms. 

Thus, the identification of military service with noble rank was enshrined in the dual significance of the trumpet fanfare. This was clearly sensed by Ernst Toch when he discerned the “masculine type” and “feminine type” of melody; the masculine melody, based on the notes of the triad, is particularly shown in “motifs of knights and heroes . . . , in songs of masculine spirit such as marching, drinking, hunting, fighting, patriotic songs” (Toch 1977/1948, pp. 106–7). He cites William Boyce’s “Hearts of Oak”, Fischer’s “Im kühlen Keller,” and John Stafford Smith’s “Star-Spangled Banner” among his examples. Of course, the masculine character of the military topic has nothing to do with political correctness or its opposite; within the tradition, this topic, like that of the noble horse, discussed below, was specifically male, since warriors were always men. 

The hunt topic, when it can be distinguished from the military, has firm foundations in eighteenth-century history and musical writing. It is analyzed by Alexander Ringer (1953), in a short article that demonstrates, in sketch form, how topical analysis should be conducted; topics cannot be simply transcribed from contemporary theorists, but must be researched in cultural history, one by one. Ringer shows that “hunting” figures are often quotations, or near quotations, from actual hunting calls, of which many collections have survived. 

The noble lineage of the hunt begins in the twelfth century, when St. 

Louis made it a royal institution. Early horns could play no more than a sin-
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gle note, but as the instrument developed, composers began to echo it; the caccia “Tosto che l’alba” by Ghirardello da Firenze shows that the fifteenth-century horn could perform elaborate figures. Horn calls appear in many pieces, vocal and instrumental, of the sixteenth century, by composers like Alessandro Striggio, Senfl, Othmayr, Farnaby, Bull, and Byrd; these imitations continue in the next century in the works of Ravenscroft, Cavalli, Lully, and Purcell. With the beginning of the eighteenth century, collections of hunting calls begin to appear in print. One of these, assembled and partly composed by André-Danican Philidor the elder (father of the composer), contains a call named the  Sourcillade,  which was sounded “when the animal is first spotted” (Ringer 1953, p. 150). This was used, with several others from this collection, by Morin in his  La chasse du cerf (1708), from which Figure 2.15 is taken. This figure appears in a slightly different form in Haydn’s Symphony no. 73, “La chasse”, of which the finale was originally the prelude to Act 3 of the opera  La fedeltà premiata (1780). It was also partly because of Morin’s influence that 6/8 became established as the characteristic hunting meter. 

Figure 2.15
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The French hunting horn in D was developed in the final decades of the seventeenth century; a little later, the Marquis de Dampierre composed what became the standard collection of  sonneries,  which was plundered by many composers including Leopold Mozart, in the  Sinfonia di caccia (sic) of 1756. “Our topic,” comments Ringer, “faithfully accompanied every general trend in eighteenth-century music”. It was commonly in 6/8 time and in D. In the “Peasant Cantata” J. S. Bach used the same call that later attracted Leopold Mozart; and Hiller quoted Dampierre’s most celebrated figure, the “Halali” (sounded when the beast is cornered; see Figure 2.16), in his singspiel  Die Jagd.  The 6/8 meter became so thoroughly established as the hunting measure that Gossec’s  Sinfonia da caccia  of 1774 was entirely in this time, except for the menuet. 
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It would be wearisome to list the many works which contain horn calls, real or imaginary. Haydn may be mentioned again; his  Jahreszeiten   uses Dampierre’s “Halali”, “Vol ce l’est”, and other calls in the section entitled “Au-tumn”, confirming an association with the time of the fall that had been recognized long before, though Haydn’s calls are predominantly in E flat, which had become the normal key for German hunting horns. It is possible that a much earlier work, the Symphony no. 6 in D (“Le matin”), may reflect the fact that the hunt usually took place during the morning in the courts of Europe, for its first theme, after the introduction, is a horn call, played on the flute, later reprised on the horn just before the start of the recapitulation, a procedure copied in the famous witticism of Beethoven at the same point of the  Eroica. 

A key work is the sinfonia,  La chasse du jeune Henri,  from Méhul’s opera  Le jeune Henri (1797). It begins with a slow introduction, atmospherically evoking the forest, then continues with a sonata-form allegro in which the first theme is “suggestive of galloping horses and impatient dogs”, while the second subject is an established  sonnerie.  This work was praised by E.T.A. Hoffmann in the  Allgemeine musikalische Zeitung (14/46, November 1812, p. 743):

“Certain horn melodies place one instantly in forest and grove,” he wrote, because “the horn is the instrument of the hunters who live in the forest”. 

Clearly, Hoffmann was beginning to realize the force of musical topics, which signify indexically through their objects. The horn call evoked the woodland, and thus mystery, romance, the unknown, as well as merely the hunt. 

Ringer’s article is a thoroughly laudable piece of cultural research, though it concentrates largely on the expression plane of hunting music. It would be illuminating to have a full cultural study of the hunt; its many associations—

with royalty, nobility, adventure, danger, the forest, the season of the fall—

are evidently reflected in much of the music that echoes horn calls. 

The eighteenth-century topic seems to have contributed two important themes to the Romantic period; first, the mysterious symbolism of the forest turned the horn into an agent of magic and romance, leading it to evoke “the horns of elfland faintly blowing” (from Tennyson’s  The Princess); second, the established meter of the  sonnerie,  compound duple, came to stand for the galloping horse. And horses galloped, not only the sooner to catch the quarry, but also for semiotic reasons. This point is elaborated in the next chapter. 

A large field of cultural studies is foreshadowed by Ratner’s seminal insight. There are also, however, types of musical topic to which he does not refer, either because they were not present in Classical music, or because they were not mentioned by contemporary theorists. Western music has signified through topical reference throughout its history. To illustrate this, it will be necessary to turn to a coherent body of topical figures from the nineteenth century, some of which appear to be firmly within the system described by Ratner, others beyond it, either because he chooses to ignore them or because they had not yet come into being in the Classical period. 

 3

TOPIC AND  LEITMOTIV

Whoever can pick up the flourish of a coach-horn, the note of a bird, the rhythm of the postman’s knock or of a horse’s gallop, will be at no loss in picking up the themes of  The Ring. 

 (G. B. Shaw,  The Perfect Wagnerite ) Topic and Motive

THE LEITMOTIVE IN WAGNER’S  RING operas constitute an extraordinary inventory of musical topics of every kind. Yet some leitmotivs are not topics, because they are not conventional; and in any case, our theory needs to advance considerably beyond the limits of Ratner’s exposition before the Wagnerian canon can be considered. 

It is strange to find leitmotivs listed as though they were purely musical ideas or given numbers instead of names, conveying the impression that the operas are abstract symphonic works. This is the policy of William Mann in his translations of the libretti; he avoids naming the leitmotivs because

“no single interpretation should be considered indispensible [sic] to understanding” (Mann 1964, p. 8). Carl Dahlhaus, in spite of being insensitive to the topical contents of the leitmotivs, takes the view that they must be understood semantically. 

The practice of giving Wagnerian leitmotive names which fix an identity to them once and for all is as questionable as it is unavoidable: questionable, because the translation of musical expression into precise verbal terms is never satisfactory; unavoidable, because the idea of wordless, instinctive understanding of musical motives, without the need for mediation through language, is an illusion. (Dahlhaus 1979/1971, p. 61)

This passage betrays the usual prejudice that language is somehow “precise” and thus cannot capture the ambiguity of music, but it does, at least, establish that there must be semantic discussion of the leitmotivs. Unfortunately, our contemporary deafness to topical figures is illustrated when Dahlhaus discusses the Sword motive: “The Sword motive [suggests] the action of drawing a sword,” he says (p. 116). It is quite clear that the sword motive is a military trumpet call, a member of a huge topical family. Shaw, as usual, hears it truly; it is “a melody like a simple flourish on a trumpet or post horn” (Shaw 1967/1899, p. 105). 
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It is puzzling, also, that Roger Scruton fails to notice the level of representation, the inherent signifyingness, in many leitmotivs; like Mann and many other predecessors, he considers that the signifying nature of music depends on its “expressiveness” in the emotional sense, and that it is heard

“as music”, not as representation. Thus, he considers that the meaning of leitmotivs depends solely on their function in the drama. “The leitmotif is not attached by a convention to its subject, as is a code . . . The true leitmotif  earns  its meaning, from the dramatic contexts in which it appears” 

(Scruton 1997, p. 137). But manifestly, the leitmotiv of the sword sounds like a military call, and military calls signify manly heroism by an associative code. To ignore this, and treat (for example) the “Notung” song in Siegfried  as an expressive and symphonic tissue in which we only  come to  associate the Sword motive with its meaning, is to misunderstand the music. 

The nomenclature of leitmotivs is not, of course, endorsed by the composer, though he acknowledged the term “leitmotiv” as an invention of a

“young friend”, presumably Hans von Wolzogen (Wagner,  Über die An-wendung der Musik auf das Drama,  quoted by Lüdecke 1995, p. 1). Nevertheless, the original source of leitmotiv titles (and of the term itself), Wolzogen’s series of handbooks, may record ideas that the composer knew about, since Wolzogen was a member of Wagner’s circle and editor of the Bayreuther Blätter.  Johannes Lüdecke has written a useful comparison of the nomenclatures of various Wagnerian authorities (Wolzogen, Chop, Carl Waack, Shaw, Lavignac, Ernest Newman, Aylmer Buesst, Donington) demonstrating broad agreement over most of the motives. We may therefore proceed with cautious confidence, usually following Wolzogen’s nomenclature without further ceremony. 

Initially, we may consider topics which feature in the Ratner inventory. 

The military topic is ubiquitous in this music, bringing its medieval associations with war, youth, nobility, heroism; the comic soldiers of the eighteenth century have disappeared completely. The motives of the sword (Figure 3.1a) and the Rhinegold (Figure 3.1b) are fanfares of different types, as Wolzogen observes, the warlike reference commanding a quicker tempo, the reflection of nobility being more sedate. The motive of  Hunding (Figure 3.1c) is also a kind of fanfare, “likewise heroic, but rather repulsive and coarse . . . in the giants’, or rather the Nibelungs’ rhythm . . . [it is] very characteristic of the dark, questionable heroism of its owner” (Wolzogen 1882, p. 32). The two rhythms invoked by Wolzogen are, in fact, different topics, the giants being represented by a military march and the Nibelungs by a smith’s hammer. 

The stress is on regal splendor in another fanfare, that of  Valhalla (Figure 3.1d). Lüdecke associates this with the playing of brass chorales by  Turm-musikanten  in the towns of medieval Germany; the association would be ceremonial and pompous (and even “bourgeois”, according to this writer:
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Lüdecke 1995, p. 21). It is significant that Wagner, for whom self-sacrific-ing heroism has become important again, generally refrains from playing military motives on other instruments; they are confined to trumpets, trombones, horns, and Bayreuth tubas. The motive of the sword Notung restores the masculine heroism of which the topic was deprived in classical salon music; this is not a dissolute contemporary officer in a pretty uniform, but an elemental warrior. 

Dysphoric fanfares, in fact, are the only ones played on other instruments. The motive identified by Wolzogen as  Drohung (menace; Figure 3.1e) is a dysphoric fanfare, played at first on woodwind and horns. These sorts of motives—the curse motive is the most ubiquitous (Figure 3.1f )—

are built on triads that have been chromatically altered; they are “out of tune”. This is the technique that survives in Mahler’s Third Symphony. 

The other component of the military topic, the march rhythm, is adopted for the heavy step of the giants (Figure 3.1g), which is still remotely to be traced when this motive is altered for the dragon Fafner. 

An interesting survival is the effect of the  Schleifer (the swirl of notes which was idiomatic in Classical music and which begins the “Jupiter” symphony, for example). This seems to have been an instrumental imitation of a roll on the drum. For the Romantic composer it usually means a threatening alarum; the call to battle becomes a metonym for the grimness of war. 

It appears in the motive of annihilation or danger ( Vernichtungsarbeit  for Wolzogen; Figure 3.1h), where its origin in a drum roll can scarcely be guessed, a fine example of signification by association (the “indexicality of the object”). It is also a component of the giants’ march and the motive of the dragon, confirming its military reference. 

The hunting horn—again, it is typically a horn, rather than a hunting figure played on some other instrument—is very obviously present in Siegfried’s horn call (Figure 3.1i) and consequently in his Rhine journey. However, the associations of the horn, its evocation of woodland and thus of wild nature, cause this topic to appear in the motives of nature and the Rhine (Figure 3.1j). Many writers explain these motives by their connection with the overtone series; they represent nature because they comprise the notes naturally playable on a valveless instrument. Thus, Wolzogen refers to the Motiv des Urelementes,  the motive of the primal element (1876, p. 18). The lawless freedom of the  forestis,  the area beyond the walls, easily translates into the “landscape without figures” of primeval nature. 

When a figure like a horn call is played on other instruments, the evocation is sometimes a little puzzling. The Rhinemaidens’ cry is hornlike, perhaps because they are part of nature; but the hornlike character of Freia’s golden apples seems hard to account for (Figure 3.1k). It seems a poor evocation of youth, which is what the goddess and her apples are all about. Wolzogen explains this as a composite motive. 
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This golden symbol [the apples] in undisturbed possession of the gods has the same meaning for them in their world as for the Rhine-daughters to the water-world: this motive shows therefore considerable relationship to the latter. In close examination will be discovered in its first part the motive of renunciation, but here in a clear, pure and happy major. (1882, p. 18) Figure 3.1a
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Figure 3.1h
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Figure 3.1k

























The first four notes of the motive of the apples resemble four notes from the theme of renunciation, transposed to the major. This kind of relation is more apparent to somebody looking at the score than to a listener in the theater. 

Perhaps the association of warfare with the idea of youth is the basis for this motive. However, the military topic is resolutely male. Freia’s only other motive is the one notoriously linked to “flight” by Wolzogen; her gentle maidenliness, touchingly portrayed in Arthur Rackham’s illustration (Armour, 1976/1910, facing p. 12), is represented when the first part of “flight” 

is transformed to become “Freia as young love” (Donington’s title). The apples, we must assume, are a more earnest matter than the goddess herself. 

There are dysphoric horn calls, just as there are dysphoric fanfares. Indeed, the two topics are hard to tell apart, as has already been admitted. The motives of Erda, and of the Twilight of the Gods, are related to the forest motive of the opening, as all commentators observe. The first of these is transposed to the minor and thus not “natural”; the other descends, instead of rising. 

Noble Horses and Dysphoric Women

Though many of Wagner’s topics are to be found in Ratner, there are also topics which were not yet present in Classical music, though perfectly typ-
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ical in suggesting objects or styles and their associations. For example, the motive of the Valkyries, in a dotted rhythm in 9/8 time (Figure 3.2), is instantly evocative of the hooves of a galloping horse, and somehow also of nobility and heroism, together with something wild and ungovernable. 

Whence come these varied associations? 

Figure 3.2
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Many commentators hear the equestrian rhythm in this motive; though Wolzogen merely calls it the  Walkürenmotiv (1876, p. 52), he names a related motive the  Motiv des Rittes.  G. B. Shaw associates it quite simply with the horse; it reminds him of Haydn. “Indeed some of [the leitmotivs] are as frankly childish as any of the funny little orchestral interludes which, in Haydn’s  Creation,  introduce the horse, the deer, or the worm. We have both the horse and the worm in  The Ring,  treated exactly in Haydn’s manner” 

(Shaw 1967/1899, p. 104). 

It seems baffling when writers fail to notice the reference to the horse in this theme. Donington sees it as “the masculine element in women” (as we shall see, the musical horse is almost always male), but never quite admits that the topic signified is, quite simply, an equestrian one, though he refers to the orchestral number at the start of Act 3 of  Die Walküre  as “The Ride of the Valkyries.” “These redoubtable war-maidens,” he says, “stand for the sheer irresistible energy of life . . . they are libido symbols . . . they touch on everything that is most potent and inexorable about the force of life” (Donington 1963, p. 163). This is all no doubt true, but even more true is the embodiment of these things in the conventional symbolism of the horse, which is immemorial. This is endorsed when the motive is used, not for the Valkyries themselves but for their horses. In  Siegfried,  for example, Brünnhilde catches sight of her horse Grane, which she afterwards presents to Siegfried: Dort seh’ich Grane, 

mein selig Ross:

wie weidet er munter, 

der mit mir schlief! 

[Over there I see Grane, my beloved horse: how happily he grazes, who was asleep with me!]

The horse is portrayed by the horn in the passage shown at Figure 3.3, although it is not galloping but “grazing”, according to Brünnhilde. Shaw found this kind of fragmentary reference hard to swallow; for him it is “a
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little rum-ti-tum triplet which by itself is in no way suggestive of a horse, although a continuous rush of such triplets makes a very exciting musical gallop” (Shaw 1967/1899, p. 104). 

Figure 3.3
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This topic is, apparently, largely confined to music of the period after about 1800. Earlier references are rare; the  motto del cavallo  in Monteverdi’s Combattimento di Tancredi et Clorinda  is an isolated example. It is not mentioned by any eighteenth- or nineteenth-century theorists, except insofar as its meter is related to that of the hunting  sonnerie.  To trace the cultural origins of the topic we must examine earlier cases. 

For example, the horse in Schubert’s song  Erlkönig  gallops in a very rapid 12/8 time. Goethe’s text is an imitation of a folk ballad. Yet it captures more than the spirit of the old ballads. With his gently anapaestic meter, Goethe imitates the sound of the horse’s hooves in the syllables of the verse:

Wer reitet so spät durch Nacht und Wind? 

Es ist der Vater mit seinem Kind; 

Er hat den Knaben wohl in dem Arm, 

Er fasst ihn sicher, er hält ihn warm. 

[Who’s riding so late through night and wind? It is a father with his child; he has the boy in his arms, he holds him safe, he keeps him warm.]

Probably he expected composers to preserve this galloping rhythm in their settings, and this is indeed what J. F. Reichardt achieves (Figure 3.4a). The effect is somewhat modest; when Haydn, in the  Schöpfung,  comes to portray God’s creation of the horse (the word is  Ross, “steed”), he packs more notes into the leisurely 6/8 meter (Figure 3.4b). 
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Figure 3.4a
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Of course, Reichardt’s setting of “Erlkönig” is not the one we know best; this poem is now indissolubly related with Franz Schubert. But Schubert, in fact, annihilates Goethe’s fine effect and puts the horse in the accompaniment (Figure 3.4c). 

The headlong dash of the horse is vividly caught in the preceding piano play-over, yet Goethe’s prosodic imitation of the horse disappears when the voice enters in long values, riding above the tattoo of the horse’s feet. This was one of the songs sent by Joseph von Spaun to Goethe (Einstein 1951, 
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pp. 118–19). There was no reply. The great man’s favorite musician was Carl Friedrich Zelter. 

There are two things to notice about this wondrous evocation of Schubert’s. First, it was ancestor to many musical horsemen, most of them galloping in compound time, 6/8, 9/8, or 12/8, some in a very fast 3/4 with one beat to a measure. Why does the musical horse always gallop, never amble or trot? Naturally, there are trotting horses too, like the “cavallo scal-pita” of Alfio in the first section of  Cavalleria rusticana  and Richard Rodgers’s “Surrey with the Fringe on Top” from  Oklahoma!  But here the iconic relation seems fully alive; these horses do not constitute a  topos.  The earlier horses have clearly a great deal of symbolic signification; the noble horse is not merely an icon, but a true musical topic. 

The second thing to notice is the reference to the past, to medieval, legendary, or fictional times. Referring again to past time, the same exciting anapaestic meter is found in Browning:

I sprang to the stirrup, and Joris, and he; 

I galloped, Dirck galloped, we galloped all three; 

“Good speed!” cried the watch, as the gatebolts undrew; 

“Speed!” echoed the wall to us galloping through; Behind shut the postern, the lights sank to rest, And into the midnight we galloped abreast. 

 (“How They Brought the Good News from Ghent to Aix” [16—.]) In music, too, there was often a reference to times past. A very notable horse and rider may be found in Brahms’s  Magelone  songs. Ludwig Tieck’s poems appeared in the  Wunderschöne Liebesgeschichte der Schönen Magelone und des Grafen Peter aus der Provence,  an imitation of a medieval romance, written partly in prose and partly in verse and published in Tieck’s second volume of  Volksmärchen  in 1797. The first poem, sung by a minstrel before Count Peter begins his travels, extols the chivalric life. 

Keinen hat es noch gereut, 

Der das Ross bestiegen, 

Um in frischer Jugendzeit

Durch die Welt zu fliegen. 

[No one ever regretted mounting his horse, to fly through the world in the fresh time of youth.]

There is apparently no trace of the anapaestic equestrian meter, but the knight’s steed sets the scene; many of the associations of chivalry are there, travel and the outdoors (“durch die Welt . . . Berge und Auen, einsamer Wald”), youth, heroism, love (“dann wählt er bescheiden das Fräulein, das
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ihm nur vor allen gefällt”), war (“und zeigt seine Wunden, der Tapferkeit Lohn”). In the following prose text, we are told that “Peter was in high spirits and spurred on his worthy steed so that it leaped forward eagerly” (Friedlaender 1928, p. 42). Brahms therefore sets most of the poem with a very characteristic “galloping” rhythm, in this case written in 3/4 time (Figure 3.5). 

Figure 3.5
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Tieck’s horse comes from the world of the medieval romance. For the medieval sensibility, the horse was not merely a means of locomotion. It could be said that horses, in their various forms, constituted one of the leading  topoi  of medieval society. And, at once, we discover why the noble horse never trots. 

The horse was not a single animal in the middle ages. There were many words for different types of horses. 

Chargers, trotting horses, palfreys, sumpters, cart-horses, baggage-horses, “great horses” occur in the Black Prince’s Register. The Calendars of the Patent Rolls and Close Rolls refer to warhorses, coursers, hobbies, plough-horses, hackneys and destriers. Froissart mentions ponies and good bay horses used in Anglo-Scottish border warfare. Chaucer adds to the list rouncey, ambler, capul and stot. (Hewitt 1989, p. 1)

However, three stand out among the many types of medieval horse. The warhorse or charger ( dextrarius, destrier) is the mount of the chivalric
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knight; it is the sign of high social status. “Possessing arms and horse is the very mark of nobility” (Prévot and Ribémont 1994, p. 10). It is always a stallion (the Bayeux tapestry presents graphically the sexual physiognomy of the animal) and is ridden only by men. Its great size is often mentioned; it may have stood sixteen or seventeen hands high (Hewitt 1989, p. 9). 

The knight regards his horse as his closest companion; at the same time, the beauty and strength of the horse become metonymic of the virtues of the rider. “The hero mounts a warhorse, which is powerful, brave, aggressive, perceived as a beast of quality” (Prévot and Ribémont 1994, p. 208). 

The warhorse is a positive sign, dynamic, a sign of action. The search for adventure—the knightly quest—is a similarly active occupation. “Action is first of all linked to combat, to riding abroad . . . whether it is a matter of fighting against the Saracens or enemies of the kingdom, or indeed depart-ing in quest of more or less marvellous adventures” (Prévot and Ribémont 1994, p. 211). Thus travel, seeking, exploration are added to the semantic profile of the warhorse. 

The middle ages recognized, beside the destrier, the palfrey, “the traditional mount for women . . . and churchmen on their travels” (Hewitt 1989, p. 2), and the hack or rouncey, the all-purpose horse that carried burdens, worked in the fields, and was the mount of the peasant. These horses lacked the noble and manly associations of the warhorse. 

The illuminating study of the medieval horse by Prévot and Ribémont is based partly on poetic romances and  chansons de geste  by authors such as Chrétien de Troyes, Adam le Bossu, and Guillaume de Machaut, partly on those works which resemble encyclopaedias but are in fact repositories of traditional and ancient wisdom with very little reference to objective fact: the  De animalibus  of Albertus Magnus, the  De naturis rerum  of Alexander Neckam, the  Speculum naturale  of Vincent de Beauvais, and others. Some early Latin treatises distinguish between the  equus currens  and the  equus am-bulans (according to Bautier 1978, p. 215, cited by Prévot and Ribémont 1994, p. 175); the former is the  destrier  or warhorse, the latter the palfrey and other kinds of horse. Thus, the “walking horse” (to “go at the amble” 

means to lift together both legs on one side alternately with those on the other side, an impossible movement in the gallop) is also the woman’s horse, the merchant’s horse, the parson’s horse. The “running horse”, however, is the mount of the social élite, the sign of valor, nobility, high economic value. 

Albertus Magnus (in  De equo)  describes the gallop (which he calls  cursus):

“The gallop occurs when the horse throws itself forward, lifting simultaneously the forelegs at the same time as the back” (p. 455). 

The warhorse was sometimes called a “courser” ( coursier), emphasizing its speed, and perhaps its use in jousting. “The term ‘courser’ [meant] a rapid horse, the indispensable complement of the knight’s equipment . . . 

The speed of a horse is in fact a highly important quality” (p. 182). Thus, 
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the knightly horse gallops, not because it is in a hurry but because its pace is a sign of its status. The noble horse must gallop, and the sound made by its hooves provided it with one of its names; the earliest encyclopaedist, Isidore of Seville (c. 560–636), mentions the  sonipes,  a type found in Catul-lus. The name derives, he thinks, from the sound made by the animal in movement (“quod pedibus sonat”). 

It is, perhaps, worth adding that the sound of the modern gallop does not resemble 6/8 meter, but is closer to a quick 4/4 time. The canter (named originally after the Canterbury pilgrims) sounds closer to compound meter. 

(I am indebted to the artist Penny Wheatley, who is also horsewoman and musician, for this information.)

The knightly horse might be ridden also to the joust, and to the hunt. 

But there is another name for the hunter, when indeed it is distinguished from the warhorse: the  chaceor, “a good horse, not too fragile, fast and with good endurance” (Prévot and Ribémont 1994, p. 193). It was not necessarily ridden by a nobleman; or if it was, the rider might be a very young man or a squire, a little irresponsible. It was never ridden by women. 

Just as the medieval world was full of horses, so is medieval literature permeated with references to the horse. “The horse seemed the center of a network of fundamental values, economic as well as military”; this is “a society for which the horse is, amongst other things, a socio-economic emblem” 

(p. 13). Furthermore the textual horse, the  cheval écrit,  is something more than the ordinary beast of transportation. It is a  topos,  a cultural unit, with a rich semic content (Figure 3.6). This is “a fundamental element of the literary text . . . sign, symbol and actant, it operates according to a textually polymorphic functionalism” (p. 172). 

Ludwig Tieck, who knew his Chrétien de Troyes, was evoking this kind of horse in his Magelone romance, and Brahms selected the musical topic which he thought matched it. 

The musical topic of the noble horse, then, was closely identified with a literary topic that was medieval and legendary in origin. The ancient topic was reappearing in literature too, of course; we may recall the black charger of the hero of Scott’s  Ivanhoe. 

Among the many noble horses are those of the Valkyries. Like so many of these animals, they are mythical and immemorial. Their mistresses’ gender is an interesting feature to which I shall return, for the noble horse is a male symbol, as I have stressed. Even some of the Valkyries’  mounts  are female, as we learn in Act 3 of  Die Walküre:  Ortlinde’s horse is a  Stute,  a mare. 

Nevertheless, some of the noble horses in music were not immemorial or legendary, but contemporary. The hussars of Franz von Suppé’s Overture to  Light Cavalry  move with a heavier, more hearty swing. In poetry, too, the horses could be contemporary, often cavalry chargers, like those of the Light Brigade of James Brudenell, Earl of Cardigan, whose disastrous
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charge at Balaclava in 1854 was celebrated by Tennyson in another of those anapaestic verses that resemble the musical topos in their prosody. 

Cannons to left of them, cannons to right of them, Cannons in front of them, volleyed and thunder’d; . . . 

Into the valley of death, rode the six hundred. 

( The Charge of the Light Brigade)

And, in fact, this brings us to a complication of the topos. The galloping horse was a sign of military success, not only because it recalled the medieval destrier, but also because modern wars were being won by cavalry charges. 

Seventeenth-century France had seen the founding of military riding schools and the development of a tradition of fine equitation, based on the

“collected” horse, firmly under the control of his rider, capable of dressage and balletic feats. This made the French cavalry look impressive, but it was no good in warfare: “Horses trained in the  haute école  were performing bravura exercises in the midst of battle” (Gianoli 1969, p. 118). 

These school-trained cavalry horses charged at the trot, using the cara-cole (a prancing half-turn). Clearly, a determined general who permitted his horses to charge at a full gallop would have the advantage, and this was how Frederick the Great achieved his spectacular successes (p. 118). 
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In the nineteenth century, schools of military equitation taught two distinct styles, one in the  carrousel  and the other in the field. However, the most influential cavalry trainer of the century, Federico Caprilli, wrote that “the two types of equitation, for show and for the field, are, in my view, contrary to one another, and mutually exclusive and destructive” (p. 161). 

Thus, the cavalry of the nineteenth century charged  au galop en sauvages, at the full gallop. Musicians turned to the evocation of the galloping horse for two reasons: first, because it was a primary feature of medieval culture, which was now being revived; second, because warhorses were now galloping after two centuries of choreographic dressage. 

Musical illustrations may be found for each of the several semic elements of the topos, even when there is no actual horse in evidence. From the purely musical point of view, however, there are really just two horses: the first (type  a) is in equal quavers, sometimes very rapid, like Schumann’s Wilde Reiter (from the  Album for the Young) (Figure 3.7a). In Schubert’s  Erlkönig  the tempo is very rapid indeed. The other musical horse (type  b) has a dotted figure within the pattern of quavers and therefore cannot be played as fast; Mendelssohn’s  Song without Words,  Op. 19, no. 3, is a good example. 

It acquired its title “Hunting Song” at the hands of nineteenth-century publishers (Figure 3.7b) and is thus one of the many equestrian hunting pieces; these will be discussed in a moment. 

The first type, with its flow of equal notes, may often refer to the aspect of war and battles; a rather subtle case is a chorus of “warriors” in the cantata  Thorgrim  by F. H. Cowen (1890), where the essentially 9/8 rhythm (written in 3/4 meter) moves in and out of an equestrian spirit, according to whether the words describe “riders of steeds” or constitute a cry of homage (Figure 3.7c). This mercurial shifting in and out of equestrianism is also illustrated from a purely instrumental work, Tchaikovsky’s Fifth Symphony, in which the swing of the horseman gives way at once to that of a waltzing ballroom (Figure 3.7d). The heroic and warlike connections of destrier were enshrined in many an equestrian statue, and one of these is appropriately evoked in the Overture to Auber’s opera  Le cheval de bronze (Figure 3.7e). 

Figure 3.7a
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Figure 3.7b

Molto allegro e vivace
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Figure 3.7e
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Heroism and noble caste are often at issue. The Brahms song “Keinen hat es noch gereut”, clearly type  b,  has already been mentioned. Even in purely instrumental pieces it is striking that commentators notice the semantics of the horse in cases of equestrian rhythm. It is a rhythm that Brahms likes; both Symphonies no. 1 and no. 3 have opening movements in this heroic style, though their paces are so different (Figures 3.8a and b). 

The latter is remarked on for its “powerful swing” (Riemann, in Beyer et al. c. 1898, p. 100); it reminded Max Kalbeck of a  journey  from youth to maturity (“die Fahrt aus dem Jugendland bis ins Reich des Mannes”). A re-
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viewer in the  Neue Musikzeitung  saw in it the “life of a hero” (Schmidt 1983, p. 161). 

The military aspect of the horse of war is found again in the fifth of Elgar’s  Pomp and Circumstance  marches, evidently a celebration of the cavalry, in a fast version of type  a (Figure 3.8c). There may be also a medieval reference; although this march is late, dating from 1930, it seems that Elgar thought of the set as embodying immemorial heroism. The motto of the marches has a medieval ring: “Like a proud music that draws men to die / Madly upon the spears in martial ecstasy”. The first two marches were written in 1901 when the composer was revising his medieval overture  Froissart,  and he commented, “I like to look on the composer’s vocation as the old troubadours or bards did. In those days it was no disgrace to a man to be turned on to step in front of an army and inspire the people with a song” (in the  Strand Magazine,  quoted by Moore 1984, p. 339). 

As for type  b,  this is apparently combined with warlike fanfares in Vincent d’Indy’s  Le camp de Wallenstein,  a tone poem with a seventeenth-century Figure 3.8a
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Figure 3.8d
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subject (Figure 3.8d). The common-time rhythm of the march is easily adapted to compound times, 12/8 and 6/8, as in the case just mentioned. 

Thus, there are equestrian marches in 6/8 time. One of the earliest publications of regimental marches was that of the Prussian army in 1817; it was in three sections, the first two made up of marches in 4/4 time for the use of the infantry, the third in “rollicking 6/8” for the cavalry (Murray 1994, p. 85). The galloping equestrian march may be heard in John Philip Sousa’s The Washington Post,  which presumably reminds us that “posts” were stages on the road between which horses rode at the gallop, carrying mail and news. Another is to be found in Smetana’s symphonic poem  Sarka  from Ma Vlast,  where the distinctly equestrian patterns of the four-in-a-measure meter, marked  a la marcia,  portray the mounted Amazon maidens led by Sarka herself (Figure 3.8e). Of course, the warhorse is normally a male marker, but virginal Amazons seem to be themselves male-marked, as are Wagner’s Valkyries. 

Since the destrier is a horse of war, the rhythm may signify warlike sentiments, in the absence of any specific mention of the horse. When Siegmund tells of his fight to save a girl forced into marriage, in Act 1 of  Die Walküre,  his portrayal of the avenging enemies is accompanied by an exciting figure, derived originally from Hunding’s motive (which, being a horn
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call, already had equestrian undertones) but now developed into a distinctly equestrian rhythm (Figure 3.8f). 

The  chaceor  or hunter appears again and again. At this point, we may envisage an amalgamation of the topic with the older topic of the hunting call; as I have hinted, the 6/8 meter may be as much a memory of this, as it is an icon of the  equus currens.  Simple hunting songs like Schubert’s “Der Jäger” 

from  Die schöne Müllerin (Figure 3.9) display the 6/8 meter, type  a,  while type  b  is clearly demonstrated in Mendelssohn’s “Hunting Song,” already mentioned. The familiar rhythm often goes with huntsmen who are not named; we may suspect a venatic reference in the Scherzo of Beethoven’s

“Eroica” Symphony, with its hunting trio, and even in the heavy step of the Scherzo of Brahms’s Second Piano Concerto, since this, too, has a hunting trio. But many scherzi are in this meter, and at this point the topic begins to shade into a dance topic, since the scherzo has its origin in a dance form. 

Context, as well as convention, has to be observed in interpreting a topic; critical judgment is necessary. 

Figure 3.9
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Rather than pursuing this limitless collection, it is worth recording the association of hunting with the forest; both the English word  forest  and the German  Wald,  now irrevocably connected with the idea of woodland, historically signify simply open country (Latin  foris,  out of doors, gave Low Latin  forestis,  the area beyond the walls of the town or castle). The medieval English royal forests were by no means covered entirely by thick woodland; the status of royal forest was given to areas where the hunting was reserved “for the indulgence of the Royal sport” (Poole 1955, p. 29). 

Hunting was associated with the open air and freedom from the worries of business. 

Consequently, equestrian rhythms may appear in the absence of huntsmen. It is not clear whether the horses ridden by elves in Robert Franz’s song “Im Wald”, Op. 8, no. 3, are hunters; the type  b  rhythm evokes them aptly, however (Figure 3.10a). In another Franz song, “Willkommen, mein Wald” (Op. 21, no. 1), there is no mention of horses or of the hunt. Nevertheless, the ideas of freedom and open country yield this characteristic rhythm (Figure 3.10b). Similarly, August von Platen’s resolve to throw off the shackles of care and stride forth “auf und hinaus in die Luft” suggests
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to Brahms type  a,  in a dramatically inflected 9/8 meter (in the song “Wehe, so willst du mich wieder”, Op. 32, no. 5; Figure 3.10c). 

Figure 3.10a
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Figure 3.10c
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At this point one envisages the branching of a subordinate topic, the horn of nocturnal mystery, manifested in Weber’s  Oberon,  Mendelssohn’s music to  A Midsummer Night’s Dream,  and Sibelius’s Fifth Symphony. The horse has quite disappeared from these examples, and a separate topical study is needed to explain them. 

It will be recalled that the medieval destrier was also the conveyance of the knightly quest, associated with travel to distant places; and in any case, the horse had been the indispensable motive power of most land travel until the second quarter of the nineteenth century. Apparently, musical horses might be justified by a reference to travel alone, as in Robert Franz’s “Wanderlied” (Op. 4, no. 11; Figure 3.11a), where it is clear that the singer is a walker rather than a rider (as in all  Wanderlieder:  see Wiora 1971, p. 20). 

The metonymic connection of the horse with the road along which he travels is evident in the episode “Par les rues et les chemins” in Debussy’s  Iberia (Figure 3.11b), though this figure, resembling Morin’s  Sourcillade (see Figure 2.15), seems to suggest a hunting horse. 
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Figure 3.11a
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In some cases the equestrian rhythms are connected with a somber and ominous coloring (the Brahms song from Op. 32, mentioned above, is perhaps an example). There seems to be nothing in the topos of the medieval destrier, or in the social history of the nineteenth century, to explain this; and it must therefore lead us into another semantic universe. A useful starting point is “Field Marshal Death,” the last of the  Songs and Dances of Death of Mussorgsky (Figure 3.12). The scene is a battlefield; the most powerful general of all, the mounted figure of Death, rides abroad and chooses his victims at random. His mission is somewhat similar to that of the Valkyries. 

The music is chromatic, low in pitch, deliberately paced and dark in color; its rhythm, however, is typical. 

Figure 3.12
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This association of the horse with death has its roots in a medieval image, that of Death as warrior, mowing down the fallen soldiers beneath his horse’s feet. It would be easy to assume that he is the dysphoric counterpart of the noble rider, that the aura of nobility, pride, and success is here replaced by one of downfall and annihilation. This would be a hasty judgment; the dysphoric reflection of the heroic destrier must be reserved for another subtopic, also to be found in music. In fact, the figure of Death ha-bitually has a certain majesty; this is clearly reflected in Mussorgsky’s magnificent song. 

The dysphoric form of the equestrian topic is, in fact, typically associated with the witches’ sabbath. This is famously to be found in the last movement of Berlioz’s  Symphonie fantastique,  where the  idée fixe  of the symphony turns into a grotesque version of type  b,  shrieked by the E flat clarinet. 

Witches were believed to ride through the sky on goats or broomsticks. 

In some versions, the witch would actually change into a goat or other animal. Arriving at the place of sabbath, which was commonly a mountain-top (the Brocken, for example, in Goethe’s  Faust), she confronted the Devil and engaged in a diabolical feast and wild dance (Givry 1971/1931, pp. 55 – 89). 

The ability to ride magically through the sky was a standard attribute of the witch. Occasionally the mount was a horse, but more commonly it was a baser animal or some household object. J. B. Russell, the modern chronicler of witchcraft, summarizes: “They rode out as spirits, for example, as Valkyries or lamias; as beasts like werewolves, vampires, or strigae; and on beasts or objects like fences, sticks, or brooms” (Russell 1972, p. 53). The witches of the Dauphiné rode upon “black horses, red mares, or sticks they had anointed in order to cause them to levitate” (p. 218). 

Thus some of the horses, like their riders, were females (we may recall Ortlinde’s  Stute). Russell devotes some space to the female gender of the witch; she is “the natural counterpart of the Virgin” (p. 284). Just as the female gender was dysphoric, so the witch, being female, was not normally permitted to ride on a stallion, which was male, euphoric, positive, heroic; she was therefore condemned to ride a mare, a goat, or a broomstick. Nevertheless, her music, at least in nineteenth-century works, recalls the rhythm of the horse’s hooves. In Figure 3.13 the heroic destrier, and the witches’ ride, are structurally opposed. 

Russell includes the Valkyries in his roster of witches; their task was to ride through the air and hover over the battlefield, ready to transport the dead warriors to Valhalla and occasionally to hasten their demise by help-ing one side. Donington comments that the Valkyries and Norns are

“members of the same family” and are “active as witches”, equated with the Greek furies and “other carriers of vengeance, conflict and madness”. He cites Jacob Grimm and others in support of this view. It is striking that Wag-
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ner, evoking their terrible ride, reproduces the rhythm written by Berlioz for a coven of witches. 

There are other witches’ rides in music, such as Liszt’s concert study Wilde Jagd,  which is in C minor, 6/8 meter,  presto furioso,  a manifestly equestrian piece. Another piece in C minor and equestrian rhythm is the Quartettsatz  of Schubert (1820); its uncanny evocation has often been commented on. John Reed notices that it resembles a number from the melodrama  Die Zauberharfe (also 1820), a confused play about fairies, fire-devils, and a magic forest (Reed 1987, p. 84). Perhaps the grisly subject of the melodrama made Schubert think of the musical topic of  Hexerei,  which he then echoed in the  Quartettsatz. 

One of the most powerful of the witches’ rides is in Mendelssohn’s cantata  Die erste Walpurgisnacht (the chorus “Kommt mit Zacken und mit Gabeln”). The ballad by Goethe on which this work is based is quite specifically a comment on the tradition of the witches’ ride, since Goethe believed that the Brocken, the mountain in the Harz whither the most celebrated ride was said to lead, was originally a center of worship for the Druidic religion, and that stories of the witches’ ride were corrupt reminiscences of druidic worship. Mendelssohn, however, was chiefly interested in the spooky atmosphere of the ride (which he called a  Hexenspuk;  see Konold 1984, p. 97). He sets it in A minor, 6/8, in a sinister equestrian meter. 

The  GALOP VOLANT

Apart from the Monteverdi example, the earliest noble horse mentioned in the previous section is that of Haydn (1798). Since the topic has become rare in the twentieth century, its whole career is roughly contemporaneous
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Figure 3.14



with that of a topic of visual art with which it may or may not have some connections. The portrayal in painting of the horse in motion had traditionally taken several forms, of which the most common, before 1800, were the  cabré fléchi  and the  cabré allongé.  In the first of these, the animal rears up with both hind feet on the ground and the forefeet in the air; in the second, there is a lunge forward, taking the forefeet well forward of the nose, but the hind feet remain on the ground, though the horse sometimes rises on its toes (Figures 3.14a and b). Both of these motifs look somewhat heavy and stilted today, but they dominated western art throughout the Roman period, middle ages, Renaissance, and baroque eras. Neither resembles a horse at the gallop. 

Then suddenly, artists discovered a way to represent the gallop effectively. The new attitude was called the  galop volant;  all four feet leave the ground, and the hind feet stretch out backwards so that the base of the hooves is almost vertical (Figure 3.14c; diagram and information from Reinach 1900–1901). 

The flying gallop dominated equestrian art, both sporting and warlike, for about sixty years, from 1825 to 1885. The Earl of Cardigan, whose charge at Balaclava was commemorated by Tennyson in a poem in “noble horse” meter (as I comment above), was portrayed by a contemporary artist, mounted on a horse in  galop volant  position (see frontispiece). But the end came for this motif—and, incidentally, for all the others, since none of the traditional modes represented an attitude taken up in real life—with the photographs taken by an American, Eadweard J. Muybridge, in Palo Alto, California, and published in the book  Animal Locomotion  in 1887. These show that the  cabré allongé  bears a faint resemblance to one of the attitudes of the horse, but the  galop volant  is entirely false. There is, indeed, a moment in the gallop when all four feet leave the ground, but at this point they are tucked underneath the animal. Artists quickly abandoned the traditional motifs and went for realism. 

It is not suggested that there was some kind of direct connection between the noble horse of music, with its clear associations with medieval litera-
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ture, and the galloping horse of the paintings and engravings. But clearly, the horse at the gallop was an important euphoric sign of the Romantic period, and painters were finding an effective way of representing it just as composers established it as a topic in music. 

Like the  galop volant  in visual art, the noble horse is in music largely limited to the Romantic period, and to music of the twentieth century before the onset of modernism. Most earlier equine texts do not yield it. There are several arias in  opera seria  which refer to horses; for example, Metastasio’s

“Quel destrier, che all’albergo e vicino” from  L’Olimpiade,  is set by countless composers. The version by Pergolesi (1735; in the Caffarelli edition, vol. 24, pp. 20–26) is an  aria di bravura  in common time; that of Hasse (1756) is similar. “The horse and his rider”, an air from Handel’s oratorio Israel in Egypt (1739), echoes this style. 

A further proviso must be added: compound rhythms do not always signify the equestrian topos. The style of nineteenth-century Italian opera is a relevant field, for compound meter is common in Italian traditional music and therefore also in opera. There are countless arias, choruses, and sections of finales in 6/8 and 12/8 time, with no reference whatever to the horse or any of its semantic associations. Occasionally, almost by accident, the topos intrudes, though one wonders whether an Italian audience would have noticed it. Paolino, in Cimarosa’s  Il matrimonio segreto (1792), decides to elope with Carolina, to whom he is secretly married. The coach is waiting outside; they have only to escape from the house and depart posthaste, drawn by “i cavalli di galoppo” (Figure 3.15). The movement is in 6/8 time, type  a.  This is, admittedly, an isolated example. 

Figure 3.15
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Hence, the perception of the musical topos depends on critical judgment, not on mechanical connections. If the music is vocal, reference in the text to a horse or to some other part of the cultural unit may make this easier. 

Without a text or evocative title, the topos may be eminently present, but naming it requires a more exuberant critical spirit. 
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Symbol and Topic: The  PIANTO

Some of the great families of motives in the  Ring  do not match Ratner’s topics, nor do they seem to reflect a straightforward iconism. Yet their evocation is clear; they are conventional expressions, cut free from their initial significations. Even a straightforward topic like the military fanfare may function associatively for a modern audience, who are sensitive of the slightly strutting pomp of the figure’s character without realizing that this is conveyed by its origin as a military trumpet call. In this case, the topic is functioning, in the first place, through the indexicality of its original signification; the latter has been forgotten, and the signification has become  arbitrary,  to use Saussure’s term. 

There are, however, some topics whose primary signification has apparently been forgotten by everyone. The motive of servitude ( Knechtung or  Frohn) in the  Ring  is heard as a sharply dysphoric and ominous figure, expressing, first, the slavery of the Nibelungs, and subsequently the lost liberty and ultimate doom of both Alberich and Wotan. It is merely the two-note figure of a descending semitone, according to Wolzogen, but it is most characteristic with the grinding harmonies that accompany it in Götterdämmerung (Figure 3.16). There is a large family of motives, both in the  Ring  and elsewhere, which are based on a descending semitone. These are mentioned by Karbusicky; he gives a page of examples, taken from  Don Giovanni, Fidelio,  Beethoven’s String Quartet, Op. 18, no. 1, the  Ring, Mahler’s  Lieder eines fahrenden Gesellen,  Hindemith’s  Mathis der Maler,  Mu-sorgsky’s   Boris Godunov,  and Miaskovsky’s Sixth Symphony (Karbusicky 1986, p. 66). 

Figure 3.16















Karbusicky hears this as the representation of a sigh, which was its evocation from the eighteenth century onward, as I said in the last chapter. 

Originally, he suggests, it was a true emotional index: through an “invol-untary muscular stress” we may give voice to a psychic impulse, evincing what Herbert Spencer called “the relation between mental and muscular excitements” (from  The Origin and Function of Music (1857) quoted by Karbusicky, p. 65). Karbusicky proposes that the indexicality of the sigh has been converted into a symbol. 
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One of the commonest interjections is the sigh: “Ah!” It is mostly an expression of pain, sorrow, a component of weeping and lament . . . The usual interval resembles the descending minor second, and with this interval it was taken over for the musical semanteme . . . As a stylistic device this element was brought to the fore after 1740 by the Mannheim masters (Stamitz, Richter, Holzbauer, Filtz), so that Hugo Riemann called it the “Mannheim sigh”. 

The purely musical sense (even without text) is accomplished through the indexical quality of the sorrowful sigh; this element is, however, converted to a system-bound expression. It no longer appears  in natura.  Moreover, through its constant application it becomes an expressive symbol ( Ausdruckssymbol). (pp. 65–67) As we have seen before, this writer’s interpretation of the topical process is Peircean; for him, an index (the physical sigh, a sign of grief ) passes over into a symbol. To pursue the Peircean theme, the sigh in question has really become an  icon,  since the musician is presumably not really sighing. For our purposes, Karbusicky’s main point is that the sighing appoggiatura no longer means “sigh” for the listener to Classical music; it has become a

“system-bound expression”, a lexical unit, its signification limited to the indexicality or  associations  of the sigh. 

Actually, this topic is of much greater antiquity than Riemann realized. 

It is already present in the madrigals of humanistically inclined composers of the later sixteenth century, Giaches de Wert, Luca Marenzio, and Monteverdi. However, it did not there represent a sigh; the  sospiro  was usually portrayed with a short rest for the voice, causing the singer to breathe as though she were sighing. Indeed, the rest itself is sometimes called  sospiro. 

Composers heard in the descending semitone the moan of a person weeping; it commonly illustrated words like  pianto, lagrime.  In this music the figure was generally consonant, so it is not strictly an  appoggiatura. 

Figure 3.17a
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Figure 3.17b
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Thus, in the six-part madrigal “Di lagrime indi” by Marenzio (from the Terzo libro de madrigali a sei voci  of 1585; Marenzio 1983/1585, p. 86) all six voices eventually enter with the descending semitone on “lagrime” (Figure 3.17a). A similar effect is to be found in Wert’s five-part madrigal “Crudele acerba inesorabil morte” for the word “pianto” (Einstein 1949, vol. 3, p. 

209; Figure 3.17b). The effect passed into early monody, where composers tended to decorate it with a short melisma. The aria “Queste lagrim’amare” 

in Caccini’s  Le nuove musiche (in  Recent Researches in the Music of the Baroque Era,  vol. 9, ed. H Wiley Hitchcock, p. 62) presents this effect for the words

“Quest’angoscioso pianto”, and this is copied by Dowland in the song “In Darkness Let Me Dwell” (from  A Musicall Banquet,  in  The English Lute-Songs,  ed. E. H. Fellowes, vol. 14, p. 118), where the descending figure on

“weep” is embellished with a tiny emotional flourish. 

The association of this motive with the  pianto,  the idea of weeping, seems sufficiently established in this early repertoire for us to assume that it was heard originally as a literal icon. This association was lost quite soon and is not always to be found in the music of the late seventeenth century. The lament of Dido in Purcell’s  Dido and Aeneas  makes no mention of tears or weeping, but the general sentiment of grief is enough to yield the  pianto  motive within the very first gesture; this air is a significant piece, for the chromatic fourth, called  passus duriusculus,  perhaps a derivative of the  pianto,  appears in the ground bass (Figure 3.18a; the  passus duriusculus  is discussed in the next section below). 

Figure 3.18a
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Figure 3.18b
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Beginning with Riemann, all subsequent writers have heard this motive as a sigh. Even Schweitzer, noticing it in the cantata  Meine Seufzer, meine Tränen (My sighs, my tears; no. 13), selects sighs, rather than tears, for the reference of the topic; the music “suggests veritable sobbing”, he says (Schweitzer 1923/1905, p. 106). In fact, it is a setting of the words “ächzen und erbärmlich weinen” (to groan and pitiably to weep). When he notices it in the ritornello to the aria “Buss und Reu” in the  St. Matthew Passion,  he finds this piece “dominated by the ‘sighing’ motive that is so characteristic of Bach” (p. 217), although the text mentions tears and laments (Figure 3.18b). 

The descending minor second is the basis of Schweitzer’s group of “motives of grief”. It may, however, be inverted and thus may be a rising figure; Schweitzer finds it in the accompaniment to the chorus “O Mensch, be-wein’ dein’ Sünde gross” (O mankind, bewail your great sin) in the  St. 

 Matthew Passion,  although almost all figures are rising. The German listener would hear the verb  weinen  in the text: “weep  for your sin”. 

Bach’s habit of freely inverting a figure, even if this contradicts the topical reference, is illustrated when the words “Seufzer, Tränen, Kummer, Not” (Sighs, tears, sorrow, distress) in the cantata  Ich hatte viel Bekümmer-nis,  no. 21, are portrayed with a sentimental figure that alternately rises and falls (p. 107). In this example, the text gives the choice of sighs or tears. 

Like Purcell, Bach seems to associate the  pianto  with the  passus duriusculus.  Schweitzer is surely right in hearing a “motive of grief ” in the first chorus of Cantata no. 78,  Jesu, der du meine Seele hast durch deinen bittern Tod, which is built on a descending chromatic fourth in triple time. The reference to tears is not specific, nor is it clear in the “Crucifixus” of the B minor Mass, also built on an ostinato of this kind. The connection of the two figures is apparent in the ostinato bass of the first chorus of Cantata no. 138, Warum betrübst du dich, mein Herz,  where the longer figure is broken up into short  pianti. 

During the eighteenth century, the cliché of the appoggiatura became the basis for a more general topic, that of  Empfindsamkeit,  which was discussed in the previous chapter. Like the chain of minor seconds in the  passus duriusculus,  discussed in the next section, the emotional cries of this style probably constitute a separate but related topic. One can find the pianto  itself in the Classical period; it is present in the first Kyrie of Mozart’s C minor Mass (Figure 3.19a), though this piece is admittedly ar-chaizing: the mournful  pianto  topic was already to be found in the first

70 C H A P T E R   3

Kyrie of Bach’s Mass in B minor. It is proclaimed by the orchestra in  Don Giovanni,  when Donna Anna discovers her father’s body (Karbusicky 1986, p. 66). All of these examples are minor (not major) seconds, though some of the intervals in the second example are consonant. There is no mention of tears or weeping. 

Figure 3.19a





Andante moderato 







































Figure 3.19b









































Figure 3.19c
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 Empfindsamkeit,  however, seems to have its home in instrumental music, in particular the keyboard fantasias of C.P.E. Bach. Here, the formula always resolves a dissonance and is always stressed; that is, it is an  appoggiatura.  It seems to recall an unwritten recitative procedure, the insertion of an appoggiatura in emotional phrases; an example is given from a fantasia in the  Musikalisches Vielerley  of 1770 (Figure 3.19b). It shows a series of pianti,  each dissonant, ending with the recitative formula of a falling fourth. 

In this very chromatic passage, all figures are minor seconds. Elsewhere, major seconds alternate freely with minor, often keeping the figure within the mode. This is the true style of  Empfindsamkeit;  it may be seen in Mozart’s Quintet in C minor, K. 406 (Figure 3.19c). It is found also in the answering phrase of the first movement of the “Jupiter” Symphony (measures 2–
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4). And, indeed, the figure may rise as well as fall, as may be seen from measures 5–6 of the slow movement of the G minor Symphony. 

In Wagner’s work the picture is, perhaps, nearer to the baroque. The topic of the  pianto  is everywhere in the  Ring;  it is always a minor second, always descending, and can easily be distinguished from chromatic scales and other formulas. Not only is it the basis of the  Frohnmotiv,  the motive of servitude (see Figure 3.16), but it forms Alberich’s  Klageruf,  his cry of lament when rejected by the Rhinemaidens (Figure 3.20a); it is the croak of Wotan’s ravens, which causes Siegfried to turn away and receive Hagen’s spear in his back (Figure 3.20b); it turns into a strident minor-second harmony when Hagen and the Gibichungs blow their cowhorns (Figure 3.20c). 

Most important of all, it is the basis of the motive of fate (Figure 3.20d). 

None of these motives has anything specific to do with weeping, though the theme of the lament is near to all of them (Hagen, it will be remembered, calls the Gibichungs with cries of “Wehe”, recalling Alberich’s distress in Das Rheingold).  But this short summary gives no idea of the ubiquity of this topic. It lies at the very roots of these operas. 

Figure 3.20a
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Figure 3.20b
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Figure 3.20c

Figure 3.20d
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The free alternation with major seconds, and with rising figures, which can be found in Classical instrumental music is not apparent in Wagner. 

This is not because the works lack figures of this kind; indeed, there are many. But the topical evocation is always different. Some caution must be observed, therefore, in connecting the  pianto  with other motives in which the interval is a major second, or in which the initial minor second is part of a diatonic figure. Many commentators point out that the cry of the Rhinemaidens (Figure 3.21a) resembles that of Alberich’s lament, although the first of these is firmly major-diatonic; and the descending semitone may be found at the start of Siegmund’s love motive (Figure 3.21b) and in the motive of renunciation (Figure 3.21c). From the point of view of symphonic coherence, these relations are no doubt important. It is unlikely, however, that a descending major second would be associated with the  pianto  topic, or that a dignified minor scale, like that of renunciation, would automatically invoke this topic. 

Figure 3.21a
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Figure 3.21b
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Figure 3.21c



Clearly the  pianto  permeates the  Ring  operas, taking many forms. As Karbusicky observes, it is to be found throughout Classical and Romantic music. Its seeming so thoroughly appropriate to its evocation—somehow, the moan of the dissonant falling second expresses perfectly the idea of lament—should not blind us to its arbitrary quality. Emic features always seem the most “natural” parts of a language; the belief of eighteenth-cen-
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tury French philologists that French was the most natural language, or the English speaker’s intolerance of a native Korean’s difficulty in distinguishing R and L, show that nothing in the world is so close to us as the distinc-tions made by our culture. It is very doubtful that modern listeners recall the association of the  pianto  with actual weeping; indeed, the later assumption that this figure signified sighing, not weeping, suggests that its origin was forgotten. It is now heard with all the force of an arbitrary symbol, which in culture is the greatest force of all. 

An Infinity of Laments: The  PASSUS DURIUSCULUS

Dido’s Lament raises another issue of much importance, for its ground bass is built on the chromatic fourth or  passus duriusculus.  This much-discussed term, derived from Christoph Bernhard’s  Tractatus compositionis augmenta-tus (1648 – 49), is by no means clear in its meaning. Bernhard appears to consider the chromatic fourth a continuation of the semitone by duplication, giving a chromatic passage. 

The  passus duriusculus,  with one voice against itself, is when a voice rises or falls a  semitonium minus. [Figure 3.22]

Figure 3.22





Some of these passages must be considered of the chromatic type, provided that they are carried through as such. (from the  Tractatus,  in Müller-Blattau 1963, pp. 77–78)

By “one voice against itself” he means “consecutive notes in a melody, not intervals between two voices” (Williams 1997, p. 62). His music example makes it clear that the duplication of semitones may fill in the interval of a fourth, and his Latin term has been conveniently adopted for this ubiquitous figure. In fact, he seems to consider the minor semitone itself (the “diatonic” semitone, the interval within the mode, equal to 90 cents in the Pythagorean system) enough to receive this title, though he admits that continued movement in semitones is bound to include chromatic semitones (the chromatic semitone, 114 cents in the Pythagorean system, is outwith the mode; in Bernhard’s second example, the first interval, e–f, is minor, the second, f–f sharp, major and thus “chromatic”). 

There is, in fact, some suggestion that the chromatic fourth was semantically connected to the pianto. In one of its earliest manifestations, in Gioseppe Caimo’s madrigal “Piangete valli abbandonate” (1564; quoted by
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Williams 1997, pp. 14–15), the chromatic fourth is answered by a longer chromatic line, clearly to illustrate the idea of weeping. 

It would be as well to examine Bernhard’s ideas more carefully. The term duriusculus—“somewhat hard”—is used also for leaps and cadences; for example, a leap of an augmented second, and a passage, via the intermediate note, to a diminished third, are both  passi duriusculi (Müller-Blattau 1963, p. 78). It is a little surprising to observe the Latin text chosen for the second of these:  In hac lacrymarum valle, “in this valley of tears” (Figure 3.23). 

Since the filled-in diminished third is, in effect, a brief chromatic scale, the association of the  pianto  appears to haunt the mind of this lawgiver of chromaticism. 

Figure 3.23
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Peter Williams has written a whole book on this figure (1997). The modern musicologist questions the inherent signification of the motive; he points out that it was so common in “abstract” music—fugues and fantasias—that its dolorous evocation in vocal music was clearly not universal. 

Also, it sometimes signified strangeness, sweetness, or simply “music”. 

None of these restrictions really alter the picture; the fact that it became

“traditional” (p. 103) did not affect its semantics, and its appearance with a different meaning, according to Asafiev, would simply constitute a different semantic unit (what linguists call a  homophone).  However, in practice its meaning is almost always dysphoric. 

Bernhard links this effect to the diminished seventh, the stock-in-trade of later chromatic harmonists. As a melodic interval this is a type of  saltus duriusculus,  permitted in the  stylus luxurians communis,  the expressive vocal and instrumental style. This time the German text of the example does not mention tears but emphasizes the falseness of the interval, called a “saltus septimae irregularis  made up of a  hexachordum minor  and a  semitonium major” 

(Figure 3.24). 

Figure 3.24
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It seems that Bernhard wishes to discuss the whole world of chromatic effects, scales made of assorted kinds of semitones and leaps of diminished and augmented intervals including the diminished seventh, under the head-
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ings of  passus duriusculus  and  saltus duriusculus.  It is a little improper, therefore, to use the first of these terms uniquely for the six-note figure. For this reason, Williams prefers to call it the “chromatic fourth”, though he writes passus duriusculus  on a number of occasions (for example, pp. 83, 94). Nevertheless, this remains one of the most important chromatic figures during the baroque period and afterwards. It is found so often in Bach’s music that Pirro devotes seven pages to it; these are discussed below in connection with Bach’s A flat Fugue, BWV 886, which contains this figure as its countersubject (see Pirro 1907, pp. 74–79). 

Since chromaticism becomes such a major part of later music, it would be useful to derive from Bernhard a clue to its semantics. There is, in-escapably, an element of dysphoria in the chromatic scale and in intervals like the diminished seventh; but this is derived, not only from its association with the  pianto,  but also from its “unnatural” quality, which prompted Bernhard to underlay the word  falsch  to his example of the latter interval. 

Thus, there is an irrational or uncanny component in this topic, and this clearly colors its subsequent history. 

It is appropriate, therefore, that in Wagner’s most celebrated chromatic leitmotiv, “desire” from  Tristan und Isolde, all accompanying instruments play the  pianto  while the oboe melody is a rising chromatic scale of four notes; the “old tune, so full of sadness” is edged with mystery and threat, since the force that will destroy the protagonists is one of irresistible magic. 

The  saltus duriusculus  in this opera yields the motive of death, a rising minor second followed by a descending diminished seventh; here the humane aspects of the topic having given way to pure dysphoria. In such motives, Bernhard’s intuition of the “false”—that is, the dysphoric—is beginning to replace the straightforward evocation of weeping. There is an atmosphere of the uncanny, the grisly, the threatening, the magical. 

Most  Ring  leitmotivs are fundamentally diatonic, but those with significant chromatic traits conform to the above picture. The  Zauberbann  or magic spell motive (Figure 3.25a) and the motives of magic fire (Figure 3.25b) are radically chromatic; both retain uncanny associations with little of the pathos of the  pianto.  The motive of  Rachewahn,  revenge (like that of death in  Tristan), presents the chromatic scale and the harmony of the diminished seventh in an evocation that is purely dysphoric (Figure 3.25c). 

Figure 3.25a
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Figure 3.25b

























Figure 3.25c







Figure 3.25d





Figure 3.25e





















Wotan’s motives—there are three—demonstrate the opposition of diatonic and chromatic (Tarasti 1979, p. 181) and the use of this opposition to illustrate a fundamental character change. The god has a diatonic major motive (the Valhalla motive, Figure 3.1d) and a motive in the diatonic minor (the Spear, 3.25d); the Wanderer, Wotan’s fallen self, has a motive that is harmonically chromatic (Figure 3.25e). Tarasti explains this chromaticism by Wotan’s move into the “fabulous” or “fairy tale” isotopy in the third opera of the  Ring. 

It must be confessed, however, that there are a few chromatic motives which occupy an area of sensuality and dreamy sentiment: “melting” 

rather than dysphoric chromaticism. Siegfried’s mother-love stands out (Figure 3.26a), reflecting, in its turn, the love his parents felt for each other (Figure 3.26b); and a similar warm sensuality is to be found in part of the Rhinemaidens’ song in  Götterdämmerung. Melting chromaticism, associated with warm sentiments in Schubert, Weber, Spohr, and Schumann, is apparently a different topical reference, extraneous to the  pianto and the  passus duriusculus. 
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Figure 3.26a

68     



Figure 3.26b
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Motive and Icon

Some of the leitmotivs are simple icons rather than musical topics. The motive of the Nibelungs is an extension of the sound of their anvils in  Das Rheingold (Figure 3.27); this is a clever reproduction of the sound of the blacksmith’s hammer, the dotted interpolation caused by his tapping of the hammer on the side of the anvil before striking the hot iron (the author was once neighbor to a smithy). Blacksmiths are seldom heard nowadays, but Wagner’s audiences would have been familiar with the rhythm. The  Wald-weben  or forest murmurs do not relate to a cultural unit, though they somewhat resemble the many “wave” motives which evoke water in music, described by Schweitzer in Bach (Schweitzer 1923/1905, pp. 75–76), and found in works as historically separate as  Così fan tutte  and  Pelléas et Mélisande.  The flickering of Loge’s flames (Figure 3.25b), if we ignore the

“unnatural” chromaticism, seems like a straight icon, though topics of fire are to be found in earlier periods. 

Figure 3.27
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Myth as Topic

It is a little surprising to find in Wagner’s operas something like the topic of the  Liedhaft,  demonstrated by Rummenhöller (1992) in Brahms. It is, however, this topic which explains the euphoric character of the Forging Song in  Siegfried;  in Wagner’s style the minor mode is otherwise dysphoric. 

Eero Tarasti finds a “balladic flavor” in this song, “with its austere monot-ony which is expressed by the downward moving contrapuntal sequence of the orchestra [and] the vocal exclamations with fifths and fourths” (Tarasti 1979, p. 104). This writer finds that the balladic seme conveys “the rugged and somber atmosphere of some prehistoric event”; the Forging Song is in D minor, but this seme is often expressed in the key of G minor (for exam-
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ple, in Brahms’s Ballade in G minor, Op. 118, Senta’s Ballad in  Der fliegende Holländer,  and the “story of the Head” in Glinka’s  Ruslan and Ludmila).  The song is also formally related to the ancient Lied: its main section (beginning “Notung, neidliches Schwert!”) recurs, interrupted each time by a refrain (“Hoho, hohei! Blase, Balg, blase die Glut!”); after its second appearance there is a new strain (“Hoho, hahei! Schmiede, mein Hammer”), giving the whole song a  Barform  layout. 

Figure 3.28







































At any rate, the atmosphere of the old songs confers a primeval dignity on music which echoes them. This may help to explain certain motives which have no apparent connection with musical topics. The  Entsagungs-Motiv  or motive of the “renunciation of love” (Figure 3.21c) has a spacious dignity which seems unjustified by its ominous content. It is “not harsh and forbidding, as might on the face of it be expected, but of a singularly sad, moving and resigned nobility” (Donington 1963, p. 63). Donington, who is always ready to connect motives with each other—and who sees a connection of this motive with Siegfried’s heroic motive and with the  pianto  group—does not notice the relation to a central motive in the  Ring,  that of Death, which begins with the same four notes, differently arranged (Figure 3.28). 
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The dysphoria of the minor mode is entirely appropriate to the motives of  Entsagung  and Death. However, the second of these resembles another theme; it is identical to the opening notes of Mendelssohn’s “Scotch” Symphony (Figure 3.29a), which according to the composer were inspired on a visit to the ruined chapel of Holyrood in Edinburgh. 
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The chapel is now roofless; grass and ivy grow there, and at that broken altar Mary was crowned Queen of Scotland. Everything around is broken and moul-dering, and the bright sky shines in. I believe I found there today the beginning of my Scotch Symphony. 

Roger Fiske, who quotes this passage (in his introduction to the Eulenburg score), thinks it unlikely that the composer would have consciously lifted a tune from Scottish tradition because he hated “national melodies”. However, he may have sought a  liedhaft  or balladic flavor for the evocation of ancient Scotland. Volumes of Scottish ballads had been published during the previous decades (see Monelle 1997, p. 88), and one collection,  Johnson’s Museum,  published in six volumes from 1787 to 1803, contained a number of tunes with new words by Burns, including the song “John Anderson, my jo”, written by Burns to an old tune of a distinctly modal character, found first in the Skene Manuscript (about 1635; Figure 3.29b shows a version of the song in a nineteenth-century collection). Burns’s wry and affectionate verses about an elderly couple who remember their youth are not related to the Symphony or the Wagnerian motives, but in any case they are not authentic. Deryck Cooke lists many other examples of this figure, which for him signifies “pure tragedy”, though his examples do not bear this out (Cooke 1959, pp. 124–26). But it may be that Wagner, wishing to give his most dramatically germane motives the mystery and dignity of myth, copied an evocation of primeval mystery by another composer who had himself echoed a very ancient tune. 

Topic as Interpretive Strategy

In describing a musical topic, it is not enough to identify a motive, give it a label, and then move on to the next. Each topic may signify a large semantic world, connected to aspects of contemporary society, literary themes, and older traditions. 

In literature, topical references may even bypass the local or contemporary, sending the reader back to antiquity; for example, Shakespeare’s Forest of Arden in  As You Like It  contains palms, olives, and lions, which come from the ancient pastoral tradition (the real Forest of Arden is near Bir-mingham, England; see Curtius 1990/1948, p. 185). Similarly, the topic of the noble horse in music refers to a cultural horse, a  cheval écrit,  which acquired its characteristics in the middle ages. Yet this musical topic also reflects an aspect of the horse which was comparatively new in the nineteenth century: namely, the battlefield practice of charging at the full gallop. Similarly, the military topic in Classical music suggests a tradition of heroism which may have been associated with the medieval romances; but its dimin-
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utive character, its representation by quiet string figures and ironic fanfares, reflects the vitiated heroism of the time, the exchanging of epic warfare for evasive tactics and pretty uniforms. 

Each topic, then, requires an elaborate case study. Hermann Jung’s book on the pastoral topic (1980) is exemplary, though unfortunately it goes no further than 1750. Other studies are less complete; Alexander Ringer’s 1953

article on the  chasse  is only a “preliminary survey”, although it is based on a doctoral thesis which presents an extensive bibliography of this topic. Kurt Taut’s little book on the hunt (1927) is not really a study of the topic, but merely a sketch of the very early history of hunting music. The studies of the Dance of Death by Robert Samuels (1995) and Esti Sheinberg (forthcoming) reveal a clear case of noncontemporaneity of signifier and signified; musical dances of death date mainly from the nineteenth century, but their signification is medieval. Rummenhöller’s excellent piece on the  Liedhaft  topic in Brahms (1992) goes about its analysis in a penetrating and professional manner, but it is no more than a fragment. 

In this age of interdisciplinary and comparative studies, comprehensive descriptions of musical topics might seem an attractive occupation for musicologists tired of positivism and formalism. Such descriptions require considerable learning in social history, literature, and organology, as well as the history of functional musics: hunting calls, military trumpet signals, traditional ballads, and dance tunes. 

Perhaps one day an inventory of topics might be envisaged, offering an indispensable guide to musical interpretation. There are already brief lists of topics in Ratner (1980) and Agawu (1991, p. 30), though these authors give little more than labels. However, musical topic theory may be at its weakest in the area of inventorization. The analysis of music is like the most thrilling archaeological fieldwork; it constantly unearths new topics. The analyst needs to be just as concerned to discover the new, as to confirm the already known. 

Yet not all signifying items are topics. The central questions of the topic theorist are: Has this musical sign passed from literal imitation (iconism) or stylistic reference (indexicality) into signification by association (the indexicality of the object)? And, second, is there a level of conventionality in the sign? If the answers are positive, then a new topic has been revealed, whatever the period of the music studied. 

 4

THE TEMPORAL IMAGE

The past . . . is not past, nor the future future. It exists only when a subjectivity is there to disrupt the plenitude of being in itself, to adumbrate a perspective, and introduce non-being into it. 

 (Maurice Merleau-Ponty,  Phenomenology of Perception ) The Study of Temporality

ONE COULD HARDLY EXAGGERATE the importance of temporality—cultural time—in musical decisions, because music is predominantly an art of time. Although we live in the “monochronic” west, where time is imagined to be uniform and linear, we nevertheless possess a musical culture that reflects several forms of temporality. 

It is important to distinguish  time  from  temporality.  These two aspects, the first natural and the second cultural, have quite different functions in music as well as in perception. Natural or “objective” time is a condition of life, a “transcendent form” in the expression of Kant. It is continuous and irreversible, the present always poised between a past and a future. It is an object of cognition; it is “known” rather than lived. Apparently, natural time flows at a uniform pace in one direction and penetrates all that occupies it. 

It is thus not dependent on events or change; all events take place  in  time, without modifying it in any way. We think of it as “clock time”, Susanne Langer’s term, but it is not necessarily the time of the clock. It is the time in which events can be placed, the tabula rasa on which the temporal forms of life are written. 

It is argued nowadays that natural time is itself a cultural convention. Even the physicists conceive that there are several different times; Einstein showed that “there are as many times as there are frames of reference and . . . the speed of movement is relative to the point of view of the observer who chooses one of these frames of reference” (Gurvitch 1958, p. 24). A musical writer confesses that natural time is “little more than a social convention agreed to for practical reasons” (Kramer 1988, p. 5). The musical phenomenologist Thomas Clifton goes so far as to call it “a contradiction in terms”. 

It presupposes the existence of a time which exists independently of us, and of a

“time sense” whereby the person perceives this time . . . it is useless to measure
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the sense ot time against a clock which is alleged to keep real time. A clock may be very useful in arranging appointments, but it can tell us nothing about time itself. A recording studio may wish to know the time a certain composition takes, but its timing, in terms of minutes and seconds, will tell us nothing about time as meant  by the composition. (Clifton 1983, p. 51) Nevertheless, for ordinary purposes we base our serialities on a conception of linear and uniform time. But it is impossible to  live  in natural time; in order to perform any of the ordinary functions of daily life, we must somehow grasp time imaginatively, either in the present or in the longer scope. If we take an elegant golf swing or play a beautiful phrase on the violin, we cannot be thinking of the individual details that make up each of these gestures, one coming after the other. It is, of course, always possible to analyze a synchronous gesture into its successive parts; indeed, technical books make a habit of this. But it cannot be lived in this way. In lived time, the present is as long as it needs to be for the activity we are pursuing (often much longer than the five seconds psychologists tell us is our limit of conceiving things as a unity; see Fraisse 1963, p. 92). The past takes the form of memory; between the present and remembered events there is a clear division. The bits of the present—in natural time terms—which are not actually contained in the actual instant are retained (“retended”, in phenomenological language); the past is  invoked.  Thus time is also conceived as a seriality, a series of presents; but this is not the same as the uniform linearity of “clock time”. 

The unifying imagination which enables us to grasp time is furnished by culture. As was realized by Henri Bergson, our freedom and our power to act are founded in imagined or experienced time, not in natural time. But different cultures furnish different times, and culture normally offers several simultaneous times. Every anthropologist stresses this, but nevertheless one sometimes hears of “monochronicity”. Modern western culture is apparently governed by one time alone, the time of the clock (see, for example, Hall 1983). As I have said, this is not a cultural time at all; it cannot release us to act responsibly and effectively in the world. Hall’s distinction between monochronic and polychronic cultures is a way of reminding people—especially the business people for whom his book is largely written—

that clock time may be used and interpreted differently by different groups, societies, and nations. However, clock time is, in ordinary terms, an abstraction. It cannot be experienced directly. 

If we adopt “temporality” as the term for cultural time, then we are obliged to make a further distinction. Sign systems may proceed in time; however, it is not necessarily the case that the levels of content and expression acknowledge the same temporality, or that pertinent juncture occurs correspondingly on the two levels. In other words, the levels of content and
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expression may be temporally nonconformal (nonconformality is Hjelmslev’s universal requirement). Language and music are temporal signs, of course, but the time within which they are structured is not necessarily connected to the time they may  mean. 

For example, most linguistic and musical syntagms in traditional styles end with closure, the grammatical completion of the phrase. Sometimes this may indicate semantic closure also; final sentences of novels are apt to indicate closure of thought or even physical closure. On the other hand, Proust may evoke a scene of nonclosure (here, the dreamy state of half-sleep) with a sentence that is at last grammatically closed in the usual way. 

The long and lingering tempo of this passage, its complex tissue of relative clauses and anaphora, helps with the signification; unusually, language is here signifying indexically as well as symbolically. But the final grammatical closure does not signify indexically. The reverie, presumably, continues. 

I would fall asleep, and often I would be awake again for short snatches only, just long enough to hear the regular creaking of the wainscot, or to open my eyes to settle the shifting kaleidoscope of the darkness, to savour, in an instantaneous flash of perception, the sleep which lay heavy upon the furniture, the room, the whole surroundings of which I formed but an insignificant part and whose unconsciousness I should very soon return to share. (Proust 1966, p. 2) Of course, closure is not the only temporal feature permeating linguistic syntax and semantics. Yet the condition of music is even more complicated. 

As in language, there is a temporality of syntactic structure. But theorists have studied this sort of time, in its typical forms of meter, rhythm, and phrasing, with such profound attention that we forget that music can also signify  time. There is a temporality of the signified, as well as a temporality of the signifier. 

Unlike language, music usually signifies indexically, and every temporal feature of its syntax is available to signify some temporal meaning. We are apt to find often in music, as we found in Proust, that syntactic features acquire semantic load, by indexicality. But musical syntax does not  necessarily carry semantic weight; the failure to distinguish syntactic and semantic temporality has led to much confusion in the temporal theory of music. 

Sometimes features of starting, progressing, closing, articulating in successive phrases are not significative of any such details on the semantic level, although they are manifested within the perceived temporality of syntax. 

Closure, again, is an apt example. In the style of western music until recently, closure was universal. It occurred without regard for the expressed temporality; lyrics, recitatives, plainsong, dreamy reveries, and military marches all had closure. But closure took on a new role in about 1800. For Beethoven, the tonic was not merely “the formal resolution of dissonances” 

or “a state of rest”, but became also “the sphere of affirmation, of firm con-
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viction” (Asafiev 1976/1942, pp. 765–66). Tonic closure, then, could sometimes acquire indexical force as well as being a syntactic habit, although most closures still remained merely syntactic. The new use of closure to carry semantic weight is illustrated by the end of the Fifth Symphony. 

A similar use of closure to signify time on the semantic level, as well as to segment time on the syntactic level, is described by Robert Hatten. The plagal cadence was a familiar device for cueing closural intent—that is, for indicating the move to close within classical syntax. But Mendelssohn in the Midsummer Night’s Dream  Overture writes four closural chords at the beginning, extending a plagal cadence, then reprises them later in the piece. 

Even at the outset they are “a retrospective progression” which is “past-oriented”. The play to which this music is incidental is thus characterized as backward-looking, a dream (Hatten 1997, p. 628). 

An excellent little article by Kurt von Fischer (1964) traces a history of western music in terms of musical time. Modern accounts of musical time either adhere firmly to the syntactic level, as do Cooper and Meyer (1960) and Lerdahl and Jackendoff (1983), or they speak indiscriminately of syntax and semantics, like Jonathan Kramer (1988) and David Epstein (1995). 

Kramer is particularly concerned with contemporary music, as he declares (on p. 397), and modern composers often speak of matters of temporality. 

Kramer’s formal concerns, however, are with tempo, meter, rhythm, implication and realization, phrasing and closure, the ordinary components of musical time. His failure to identify these as chiefly syntactic features, not necessarily linked to any semantic level, hampers him in analyzing older music. He is much better at tracing temporalities in recent music than in the more syntactically governed music before 1900. 

Meter and rhythm may contribute to an expression of temporality, but there is no direct connection. Classical music, for example, which was based on a dialogue of two distinct temporalities, is mostly written in simple metrical rhythms delineating traditional tonal structures. Naturally, musical temporality will tend to articulate the dominant temporality of the society that gives it birth; the temporality of traditional Javanese culture, for example, which is based on synchrony rather than successivity, is found both in the Javanese language and in gamelan music (Becker and Becker 1981). 

While music is structured in time, musical temporality is also the time music  means. 

The Two Times: Between Anthropology and Music

As a basis for the observation of temporalities, it would be as well first of all to consult the anthropologists. Very commonly, they divide the cultural times of preliterate societies into two. Binary temporality or  bichrony  is a
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useful starting point for our survey of temporality in the west, though we shall find that western temporalities differ somewhat from those of nonliterate peoples. 

The classic exposition is that of Evans-Pritchard. Working with the Nuer, a Nilotic people of the Sudan, he found that their conceptions of time were bichronic. 

In describing Nuer concepts of time we may distinguish between those that are mainly reflections of their relations to environment, which we call oecological time, and those that are reflections of their relations to one another in the social structure, which we call structural time . . . The larger periods of time are almost entirely structural, because the events they relate are changes in the relationship of social groups . . . Oecological time appears to be, and is, cyclical. (Evans-Pritchard 1969/1940, p. 94)

Within the year, times are specified in relation to the movements and activities of the tribe; during the dry season the people move out into camps, but they inhabit permanent villages during the wet months. In referring to a time of the year they commonly mention “social activities rather than . . . 

the climatic changes which determine them” (ibid.). Similarly, times of day are usually distinguished according to whatever work may occupy them. 

The daily timepiece is the cattle clock, the round of pastoral tasks, and the time of day and the passage of time through a day are to a Nuer primarily the succession of these tasks and their relations to one another. The better demarcated points are taking of the cattle from byre to kraal, milking, driving of the adult herd to pasture, milking of the goats and sheep. (pp. 101–2) Naturally, ecological time is cyclic; it fails to distinguish one day or one year from another. Structural time, on the other hand, refers to “weddings and other ceremonies, fights, and raids” (p. 104); since these are of particular importance to one family or locality, “each group has its own points of reference and time is consequently relative to structural space, locally considered” (p. 105). In addition, past time is described in terms of the “age-set” system, whereby individuals are grouped roughly by age, each group taking in about ten years of births, there being six groups. The relations of grandfather, father, son, and grandson also define eras of past time, and beyond this the order of lineage; thus, relative closeness or distance of family relationship may also be seen in terms of length of past time, because “the farther we extend the range of the group . . . the farther back in lineage structure is the common ancestor” (p. 106). Structural time, then, is a kind of historical time, a time of unique and unrepeatable events which occur in a certain order, even if the Nuer tend to forget the order as events become more remote. But it is far from being an “abstract” temporality; “it is less a means of co-ordinating events than of co-ordinating relationships” (p. 108). 
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Anthropologists have, on the whole, followed Evans-Pritchard in finding bichronic temporalities among nonliterate peoples. Lévi-Strauss, for example, distinguishes the two times as reversible and nonreversible. 

Anthropology uses a “mechanical” time, reversible and non-cumulative. For instance, the model of, let us say, a patrilineal kinship system does not in itself show whether or not the system has always remained patrilineal, or has been preceded by a matrilineal form, or by any number of shifts from patrilineal to matrilineal and vice versa. On the contrary, historical time is “statistical”; it always appears as an oriented and non-reversible process. (Lévi-Strauss 1972/1958, p. 286) For this writer, the important feature of cyclic time is that it is reversible; the past and future are interchangeable. He considers, referring to Gurvitch, that this distinction may be applied to the modern world, also. 

There are, then, two times, according to ethnologists; one is cyclical, reversible, recurrent, connected to the cycles of nature and the activities they control. The other is continuous, successive, nonreversible, historical. 

The Two Times in the West

Our examination of western music will be no more than fragmentary, but a theory of two temporalities will furnish a basis. Kramer, too, develops a bichronic theory (he writes of “linearity” and “non-linearity”) (Kramer 1988, p. 20), but it is never fully clear whether he is speaking of signifier or signified. 

Like the times of preliterate societies, the two temporalities of the musical signified are respectively holistic and progressive. Music invites us to step out of time into its own timeless state; or it gives us an experience of movement, passage, orientation. 

At once we experience a philosophical problem, since philosophers have generally evinced an ontological and metaphysical emphasis. They have wished to unify the conception of time and to present a description of time itself, or of the principle of temporal perception. Thus, for Aristotle time is “a measure of movement” (in the  Physics); for Kant, it is an a priori form of perception; for Heidegger (in  Being and Time) a condition of being. Nevertheless, we shall find some useful insights in the writing of philosophers, especially those with a phenomenological bias. 

The first landmark of a modern orientation to the question of time was Henri Bergson’s much-maligned work,  Essai sur les données immédiates de conscience (1982/1889), translated as  Time and Free Will.  Bergson argues that modern thought understands time by translating it into space. When we imagine that time is composed of a succession of fragmentary events which can be compared and numbered, we are interpreting time in terms of space. 
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Time, on the other hand, has a kind of continuity and unity which space lacks; it is always apprehended qualitatively rather than quantitatively. This intuitive time-sense delivers to us true time, which Bergson famously calls durée,  a word derived from the verb  durer,  which means “endure” in the sense of “persist” rather than “suffer”. Thus,  durée  is temporal continuity, continuous time. 

Bergson’s exposition of this idea invokes music as the favored model. It deserves to be quoted at length (the translation is mine). 

Pure  durée  is the form taken by the succession of our states of consciousness when our self lets itself live, when it refrains from setting up a separation between the present state and past states. There is no need, if this is to happen, for it to be entirely absorbed in the passing sensation or idea, for thus, on the contrary, it would stop enduring. Nor is there a need to forget past states: it is enough that in recalling these states it does not juxtapose them with the present state, as one point might be set against another, but adapts them to itself, as happens when we remember the notes of a melody seeming to melt into one another. Could one not say that, even if these notes really follow each other, we perceive them nevertheless contained inside each other, and that their ensemble can be compared to a living being whose parts, though distinct, penetrate each other by the very fact of their solidarity? The proof is that if we break up the meter by waiting unreasonably long on one note of the melody, it is not the exaggerated length, as length, which tells us of our error, but the qualitative change wrought on the ensemble of the musical phrase. (Bergson 1982/1889, pp. 74–75) However, once the observer becomes familiar with the idea of space, this is imperceptibly folded into her apprehension of time. 

We juxtapose our states of consciousness in such a way that we perceive them, not one within the other, but one beside the other; in short, we project time into space, we express  durée  with extension, and succession takes the form of a continuous line or a chain, whose parts touch without penetrating. (p. 75) Music, on the other hand, is essentially perceived as qualitative; there are no spatial or “side-by-side” events in music. Musical continuity always

“melts” into an intuitive unity, or it is not perceived as music. Indeed, music can continue forward into time without setting up a sense of discontinuity; Bergson compares the ticking of a clock, lulling us to sleep, with “a musical phrase constantly about to end, ceaselessly modifying itself in its totality with the addition of each new note” (p. 79). 

Bergson’s comparing of time and space has been much criticized; his blackguarding of space was premature, and modern writers have shown that

“spatial” concepts of space, as described by Bergson, are equally superficial and that space also is qualitative (see, for example, Francastel 1965). This need not concern us, since his real importance lies in the separation of per-
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ceived time from measured time. The term  durée  has become established in modern French philosophical language, and the intuition that music is heard simultaneously as a gestalt, rather than successively as points on a line, has been widely accepted. 

For us, the insight that music naturally expresses a present temporal ensemble, made up of parts that are simultaneous yet distinct, is of overwhelming importance. Music, then, can subsist in time without taking time; the temporal signified may be a seamless present, even though the musical expression is full of events. 

The malaise which Bergson detected was not so much a confusion of time and space, as the mistaken view that  durée  was to be sought in quantitative time. The clock can affect how we live our lives, but it cannot provide us with a temporal continuity in which to live. Quantitative time was a product of early industrialism, as Le Goff (1977) and Attali (1985) explain. It is to the fourteenth century that we must look to observe the beginnings of the temporal crisis in the west, as I shall discuss shortly. 

The idea that music subsists in time without taking time—that somehow music is heard all at once—has been taken up by several writers, but almost always in a global sense, as a principle governing all musical perception. 

Thus, Victor Zuckerkandl rephrases Bergson in phenomenological terms. 

Melody is temporal  Gestalt;  temporal  Gestalt  presupposes that a temporal whole

—a whole whose parts, with the exception of the one part present at the moment, either are no longer there or are not yet there—is given to us in an immediate experience. This is precisely what happens in hearing a melody. The existence of the individual tone in a melody is a being directed toward what no longer exists and what does not yet exist; thus past and future are given with and in the present and are experienced with and in the present; hearing a melody is hearing, having heard, and being about to hear, all at once. But the past is not a part of the future because it is remembered, nor is the future a part of the present because it is foreknown or forefelt . . . Every melody declares to us that the past can be there without being remembered, the future without being foreknown—that the past is not stored in memory but in time. (Zuckerkandl 1956, pp. 234 – 35)

Naturally, the pastness and futureness of those components of the music that are not “present” are real only in terms of natural time, and therefore, in a certain sense, not real at all. However, Zuckerkandl thinks that whole works, as opposed to mere melodies, are heard in this way; he comments that the whole of a Bruckner symphony is present in its opening notes. To most musicians, this seems like an overstatement. 

Clifton, too, feels that he “could not experience a melody if it did not . . . 

push back the borders of the present to include itself, as a singular event, in a single present” (1983, p. 58). His book is presented as an exposition of
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phenomenological theory, and he explains the ideas of retention and protention, derived from Husserl. Retention is “a form of memory which is articulated with the present, the two interacting with and influencing the content of each”. It “makes the past meaningful because of the way the past colors and enlivens the present . . . But it is a past which has been ( ist gewe-sen), but has not gone by ( ist vergangen)” (p. 60). We are not so much conscious of a momentary present as of a temporal “horizon”. “The horizon may be regarded as a field of presence . . . [It defines] the limits of what we mean by ‘now’” (p. 57). This notion is similar to Heidegger’s idea of “span”, the phenomenal length of the experienced present. 

Not only does the “during” have a span; but every “now”, “then”, and “on that former occasion” has . . . its own spanned character, with the width of the span varying. (Heidegger,  Being and Time,  quoted by Clifton 1983, p. 58) Another phenomenologist, Maurice Merleau-Ponty, sees the present as overlapping the past and the future. 

My present outruns itself in the direction of an immediate future and an immediate past and impinges upon them where they actually are, namely in the past and in the future themselves. If the past were available to us only in the form of express recollections, we should be continually tempted to recall it in order to verify its existence . . . whereas in fact we feel it behind us as an incontestable acquisition . . . 

There is, then, not a multiplicity of linked phenomena, but one single phenomenon of lapse. Time is the one single movement appropriate to itself in all its parts, as a gesture includes all the muscular contractions necessary for its execution. (Merleau-Ponty 1962, pp. 418–19)

Again, this conception of time is considered universal. “Retention,” 

Clifton continues, “is responsible for the relationships we make within a composition which confer upon it its identity” (1983, p. 60). Like Zuckerkandl, Clifton would see the last gesture of Bartók’s Fourth String Quartet, the final reprise of the “germ motive” from the opening of the first movement, as integral with all its other statements, in a certain sense heard simultaneously with them. This seems an exaggerated view, connected with an old-fashioned view of “inevitability” in large-scale structures. 

Few listeners can hear music in a present as extended as this, as Hegel perceives in an important section of the  Aesthetik,  where he finds a musical theme “complete in itself” but its temporal extension potentially irrelevant, in no way “required nor communicated by the theme itself” (Le Huray and Day 1981, p. 341). The unity and coherence of a musical work is a contrivance, produced by authorial choice; in the representative arts, on the other hand, unity may be the unity of the representation—of a human face, if it is a portrait painting. In music it is merely a unity “that constitutes
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more of an expansion, a broadening, an extension, a digression and eventual return”. 

The thematic content may well be the unvarying point of departure, but it does not bind the whole together as it can do in the representational arts, especially those aspects of it that confine themselves to the portrayal of the human organism. (p. 341)

It would seem that “musical form”, the normal context for discussing temporality, is precisely that which takes over when this kind of temporal present can no longer be sustained. It is unusual to read a formal analysis of a piece sixteen measures in length, but motivic relations between first and second subjects, development sections, successive movements are the stuff of formal discussion. The kind of musical event which is heard in the manner described by Bergson and Zuckerkandl is the lyric, the “melody” in the ordinary sense. Naturally, each lyric form contains succession, repetition, meter and rhythm, implication and resolution, closure, and in some cases modulation, but these are, of course, syntactic features. A lyric form, before it is complete, does not signify suspense or unfulfilment, any more than an incomplete sentence does. Its incompleteness is merely syntactic; the completion does not “fulfill” or “satisfy” anything. 

If we reflect on a simple lyric period, we can easily sense that the notes follow each other in time. “In a melody,” Clifton continues, “we say that we hear one tone following another, even though we are listening to the whole melody” (Clifton 1983, p. 60). But reflecting on a melody is not the same as hearing it as a melody. In reflection we step out of the temporality of the music into natural time, the convenience of rationality. 

It is quite striking that Jonathan Kramer, though he reserves nonlinear and “moment” time for modern music, cannot help noticing that a simple lyric unit like the  Stückchen  from Schumann’s  Album for the Young  is nonlinear, because it does not present a narrative of its opening subject. “In such music the context is not a consequence of the way the piece begins, but rather it is determined by the surface of the composition, which is in certain respects unchanging” (Kramer 1988, p. 40). He sees that, in terms of his normal definition of “linear” time, this piece is just as much based on implication, goal-orientation, and cadence as any other tonal work; “it might be argued that a constant context invites a linear hearing”, he admits. 

However, you do not feel that such a simple lyric piece “takes time” or that it moves, develops, or accomplishes anything; it just  is,  like a single gesture of the hand. In this revealing passage, Kramer’s intuition is better than his theory. 

Since most of the music in our repertoire is rooted in dance measures, lyric time is characteristically articulated in regular meters, the movements of walking and dancing, with recurrent stresses that depend on weight and

T H E   T E M P O R A L   I M A G E

91

momentum; indeed, all cultures possess a variety of  metrical  time associated with the dance. Metrical time is cyclic in a trivial sense, since it involves a cyclic patterning of accents. Its cyclicity permits it to serve as the foundation of nonprogressive semantic time. Dancing and marching are, in spite of obvious appearances, nonprogressive. Armies march in step because such a temporal state eliminates directionality, and so woos the soldier away from consciousness of his goal, which is the battlefield. And even a progressive dance progresses nowhere; music for dance occupies a single moment that is infinitely extensible. 

The apparent consequence of Bergson’s insight is that music cannot express any kind of moving or progressive time, but this was not Bergson’s intention, of course. The intuition of some kind of movement or progression in music is very common. 

The feeling that music is progressing or moving forward in time is doubtless one of the most fundamental characteristics of musical experience; yet it manifests such a remarkable range of variation in its prominence and its quality that at times it seems to be absent altogether . . . 

A distinction can doubtless be made between the sheer forward propulsion of music and the presence of a logic of continuation: the first is composed of continuity plus some degree of inertia or insistence; the second is more a matter of consecution, of the degree of conviction or necessity with which phrases or parts of phrases follow one another. And we can perceive music as moving forward, whether languidly and passively or with determination, without the feeling of a logicality or necessity in the sequence of musical events or phrases. (Lippman 1984, p. 121)

This extremely perceptive passage by the aesthetic writer Edward A. Lippman reveals that forward progression, when imagined to take place in the ordinary course of phrasal regularity, is merely syntactic (“logical”); but there is another kind of forward movement which constitutes a different temporality. As we shall see, “movement” ( Bewegung) is the name given by a great German theorist to this feature. In addition, forward-moving time is sometimes syntactically weak (“without a feeling of a logicality or necessity”); this was another insight of contemporary writers. 

Lippman enumerates three kinds of progressive time in music. The third (which “manifests the property of logic, a kind of necessity that is structural in nature”) is merely syntactic and need not concern us. The first is “sheer continuity”, illustrated by rather motionless examples like the Prelude to Das Rheingold  and Debussy’s  Nuages.  The second, however, evinces “the phenomenon of motivation or impulsion”; it may be associated with “any repeated pattern that is short and rapid enough to become a perceptual unit”. It may show some kind of “regularity”, including “the resolving force of harmonic progression by descending fifths”. The feeling of propul-
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sion may be suggested by “a simple increase in loudness imposed on any continuous sonority”; an example is “the crescendo leading into the last movement of Beethoven’s Fifth Symphony”. An increase in speed, as well as loudness, may be present; there may be “brief and rapid upward scales or arpeggiated patterns leading irresistibly towards a climactic chord” 

(pp. 123–27). 

Some of Lippman’s features may readily be observed in music. The combination of short repeated patterns, occurring regularly across the circle of fifths, of rapid scales and arpeggios, is very familiar in the music of the eighteenth and nineteenth centuries. I offer a simple example, taken from Beethoven’s Sonata in E flat, Op. 31, no. 3 (Figure 4.1). The status of this kind of passage will be discussed in greater detail below. 

Figure 4.1
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Before leaving Lippman we should comment on the “increase in loudness” and accelerando, which he feels represent temporal movement. Such increases are not observed in Figure 4.1, but they can be heard in the well-known clamor of violins that precedes the final  presto  in the Overture Leonora no. 3  and in the  Meistersinger Vorspiel,  just before the start of the

“Banner of King David” march theme. This kind of passage performs a somewhat different temporal function. It may also occur in reverse; slowing and getting quieter may represent temporal transition. These “framing” gestures are discussed in the next chapter. 
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A European Anthropology

In attempting to write the anthropology of western time, a difficulty must be overcome. When Edward Hall spoke of western temporality as “monochronic”, he was not merely confusing cognitive time with cultural time. 

The west is, in all truth, convinced that its cognition of clock time is all there is to know about time. We would be monochronic if we could; but monochrony, instead of releasing us to act positively in time, turns out to be “a room with a closed door” (Hall 1983, p. 45), a moral prison cell in which freedom is poisoned. It is the rational surrogate of a lost cultural continuity; within it, people find themselves isolated and frustrated. Modern man is, “outside the stock exchange and wars, bored to death” (Kristeva 1986/

1979, p. 193). Paul de Man, interpreting Oskar Becker, speaks of the “fallen temporality of everyday existence . . . that always falls back into estrangement and falsification” (de Man 1983, pp. 44–45). 

Clock time came to birth when the naturally encompassable cyclic times were overridden for purposes of profit. Medieval time was “sacred”; it was measured by the bells of the church offices, the  horae canonicae,  and thus depended on the rising and setting of the sun, on the phases of the moon and the seasons of the year. It could not be bought or sold; for example, you could not claim discount for early payment, as this would be “selling time”, and time belonged to God alone. This was “the time of the clerks, its rhythm that of religious offices, of the bells that announced them, of a rigour no greater than that of the sundials, imprecise and changing, sometimes checked by crude water clocks” (Le Goff 1977, p. 56). 

As long as most work was agrarian, this flexible and essential time was satisfactory as a measure of life. But industrial work did not depend on the daylight or the season; during the fourteenth century, cloth workers in the Netherlands were paid piecework, and found that they could earn more (and their employers could make greater profits) if they worked after nightfall, using artificial light. In place of sacred time, a homogeneous secular time was needed; the mechanical clock developed during the years 1380 –

1450. The cloth centers installed great clocks in their town halls, beginning with the belfry of Aise-sur-le-Lys in 1355. “In place of church time, merchants and artisans substituted a time more exactly measured, suitable for profane and lay requirements, the time of the clocks” (Le Goff 1977, pp. 

56–57). The new time was “no longer an essence but a conceptual form, in the service of a spirit that used it according to its needs” (p. 76). Alongside lived time and sacred time there was an abstractly conceived time that was not lived, but only measured by clocks. 

Most of the music studied by our theory comes from a time after the rupture of western consciousness from its polychronic roots. Thus, the presentation of one or more temporalities in western music is a much more
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problematic affair than the temporal encoding of African or Javanese music (on temporality in African music, see Gray 1998; in Javanese, Becker and Becker 1981). Beginning in a condition of complex wholeness, the west changed at the time of the Renaissance to a place where temporal wholeness had to be struggled for, a place where culture divorced people from time, and semiosis had to participate in the effort to regain a sense of duration. Thus, the “dominant temporality” of the “monochronic” west is not something we can look for in western music. Far from reflecting clock time, music, through its complicity in cultural semiosis, is devoted to recovering western man from the abyss of clock time. Musical meter, it need hardly be said, has nothing to do with the clock, but more to do with the body. 

We can now turn to an important French authority, Georges Poulet (1949), described by his translator as a “philosophical literary critic”. He analyzes the temporality of the middle ages, painting a picture not dissimilar to those of Evans-Pritchard or Lévi-Strauss. Time was polychronic, but the different times, times of creation, succession, action, history, were folded into one another and sustained each other. Because the medieval experience was chiefly a feeling of permanence, people did not feel any discontinuity between their existence within the changes of history and their being in the present moment. 

For the Christian of the middle ages the sense of his existence did not precede a sense of his continuance. He did not have first to discover himself existing in a present moment in order next to conceive himself as existing in time. For him, on the contrary, to feel that he existed was to feel himself to be . . . There was no real distinction for him betweeen existence and duration [ durée]. And there was no essential difference between individual moments of duration . . . All being abided as it was. The world was a world of abiding things. (Poulet 1956, p. 3) Since all of time was subject to creation, every moment was newly created and partook of the eternity of its creator. Divine action did not need any time, for omnipotence makes the will into the action; “to change was to pass from potentiality to actuality. But this transition had nothing about it necessarily temporal” (p. 4). 

Thus the divine operation founded time not only upon the permanence which made it possible but also upon the actuality which made it necessary and real . . . 

[For medieval man] there was not one duration only. There were durations, ranked one above another, and not only in the universality of the exterior world but within himself, in his own nature, in his own human existence. (pp. 5–7) This seems an apt description of a polychronic culture. However, temporal harmony collapsed at the time of the Renaissance. Instead of perma-
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nence underlying the changes of life and history, people saw nothing but change and vicissitude; God was no longer the external force who preserved his creatures in their own continuing temporalities, but an inner force which helped them combat the unpredictable shifts of life. 

So the world was no longer anything more than an immense organism, a gigan-tic network of interchanges and reciprocal influences which was animated . . . by a force everywhere the same and perpetually diversified, that could be called indiscriminately God, or Nature, or the Soul of the World, or Love. (p. 9) Secular art confronted this predicament by becoming a forum of action; one’s own continuity had to be captured by struggle and heroism, by conflict and triumph. On the theological side, continuity could only be grasped through the divine action in redemption (rather than creation); the divine power was no longer the eternal foundation for man’s actions, but “a power from without which superadds itself to the being and its depraved activities in order to transform them and set them to rights” (p. 12). In both the secular and the religious spheres, the individual  durée  had become precarious. 

It was now in danger of being cut off from the continuity of history and eternity. 

“The seventeenth century is the epoch in which the individual discovers his isolation.” 

Human thought no longer feels itself a part of things. It distinguishes itself from them in order to reflect upon them, and thus is no longer upheld by their own power of enduring. From the motion of bodies which inexplicably and in-cessantly modifies it, human thought feels itself to be disengaged by the very act of thinking, for in this act it places itself outside the motion which is its object. (p. 13)

But tragically, this isolation in thought about the world, rather than in the world itself, is not an alternative temporal continuity; it is not “the duration of the thinking being; it is solely the duration of the successive ensemble of man’s thoughts . . . the human consciousness finds itself reduced to existence without duration. . . . Such is the essential experience of modern man” (p. 13). 

Where the Renaissance and the seventeenth century tried to regain a sense of temporal reality by action and thought, the eighteenth century sustained its feeling of continuity through feelings and sensations. “No relationship links momentary existence to eternal existence . . . if I feel, I am

. . . To escape nothingness means to be aware of one’s own sensations . . . 

Intensity of sensation ensures the instant; multiplicity of sensation ensures duration” (pp. 20–21). Philosophical writing becomes “versatile, pica-resque, supple to the suggestions of ideas . . . All the literature of the cen-
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tury gives itself up to the variety of successive impressions”. Helvétius wrote that “we should like in every instant by continually new impressions to be warned of our existence, for each of these warnings is a pleasure”, and Le Roy added that “he who has the greatest number of sensations and ideas has lived the most”. However, each sensation created a “nebula” which was its own memory, and individual time-sense contained, not only the present moment, but also the memory of past moments. “The great discovery of the 18th century is the phenomenon of memory . . . To exist, then, is to be one’s present, and also to be one’s past and one’s recollections” (pp. 22–24). 

Ideas are made fresher by being brought back into the present; the eighteenth-century time sense was “a duration based on affective memory”. 

Poulet refers in this connection to the philosopher Condillac. 

The Condillacian being is not only a succession of instants of consciousness; it is a consciousness whose interior progress constitutes a life and a history. Each new moment of awareness reveals two distinct features: not only the new sensation which is the kernel of the moment, but also the ensemble of sensations already lived, whose resonances prolong themselves within it and surround it with their nebula. (p. 23)

The eighteenth century, then, enhanced the moment by filling it with sensations; but it also joined the present to the past in the form of memory, by placing these sensations in a frame in which time passes. Here, then, in the duality of intensified present and past memory, we find the temporal bichrony of the eighteenth century. 

Forma Formans

We move now from literature to music. The history of western instrumental music begins effectively with the  seconda prattica  of the seventeenth century. Instrumental works continue to be written in  prima prattica  or  stile antico,  but the temporality which typifies the new era is that of the toccata, the dance arrangement, and the variation set. The dances of Peuerl and Scheidt, the lute arrangements of the Gaultiers, the liturgical preludes of Frescobaldi, the concertos of Schütz, and the keyboard variations of Farnaby and Sweelinck herald a new experience of time; and for the first time, progressive time begins to assert itself. The earliest theorist to notice this was Frits Noske. He suggested that the traditional view of musical form invoked a spatial structure, finished, sculpted, and symmetrical, like architec-ture: a  forma formata.  Music, however, continues in time. 

[Music is] always generative. Music is by definition a present participle. 

What we hear, what we sing, or what we play is not the formed form, or the
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 forma formata,  but the form forming itself, or the  forma formans. (Noske 1976, p. 45)

Noske is playing on Spinoza’s ideas of  natura naturata  and  natura naturans. 

His aim is to show that the keyboard works of J. P. Sweelinck are not “incoherent”, as some musicologists have thought, but must be heard as progressive systems rather than spatial patterns. 

In common with the present theory, he considers his views semantic rather than syntactic; forma formans is a matter of content, rather than expression. 

Nineteenth-century and early twentieth-century writings on music show something approaching an obsession with form as a measurable entity . . . One does not know how to apply the traditional complementary concept of “content” to music, since the contents of a musical piece are rationally elusive; hence the use of the term “form”, which in addition to its own meaning adopts the function of

“content”. (p. 44)

Noske does not consider that the traditional categories of analysis are directly relevant to a consideration of content. 

Melody, rhythm and harmony are not organic components of form, but scientif-ically determined categories, which  as such  do not play a part in the process of composing. (p. 45)

The temporal aspect of music is thus not available to a traditional type of analysis, nor is it visible in the score; the score is, in fact, “the most dangerous thing for the person who wishes to analyse the forma formans”. 

Noske codifies the principle of his analysis: “In music structural factors come through as movement. They are time factors, affecting our experience of time” (p. 47). 

Noske analyzes a number of keyboard works of Sweelinck, demonstrating that processes of canon and diminution engender a feeling of steady quickening, a series of “micro-strettos” which contribute to a

“macro-stretto” that characterizes the whole piece. This kind of stretto does not necessarily involve contrapuntal overlapping, the normal meaning of the term, but simply the shortening and quickening of thematic figures. 

This is particularly clear in sets of variations on popular songs, where the theme is a simple lyric structure but the variations employ progressive diminution and stretti to project a steady temporal quickening. 

For example, the beginning of the second variation on  Unter der Linden grüne ( Onder een linde groen;  Seiffert, no. 28, p. 103) contains canons at progressively shorter distances within the space of eight measures (Figure 4.2). 
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Figure 4.2
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In the first canon the lower voice answers after one whole note, in the second after a half note, in the third after a quarter note, and finally both voices run simultaneously, that is, as a  canon sine pausis. (pp. 51–52) The Dutch scholar surmises that Sweelinck’s methods were conveyed into German organ music, and thus into Classical instrumental style. 

Alongside the German tradition there appear the concertos of Corelli and Vivaldi in a style that “seems rather simple”. However, the two styles are

“fused in the music of Johann Sebastian Bach; it is in his works that we must seek an important link in the tradition” (pp. 56–57). We shall see how Bach reconciles lyric and progressive time, and how the Classical composers adapt this technique. 

Bach’s Temporalities

It would, perhaps, be wrong to look in music for the cultural and social temporalities described by Poulet or any other writer. Attempts to transfer anthropological and philosophical accounts to music have generally led to confusion and special pleading. But the failure of the modern “monochronic temporality” to turn up in music is aptly explained by Poulet; it was, in truth, never a temporality at all, nothing more than a practical convenience, which, however, tended to destroy a sense of temporal continuity so that modern man became alienated, existing without enduring. This unhappy plight is not reflected in music, where the dialogue of polychronies continues in the eighteenth century, even though this was the age of Har-rison’s marine chronometer. 

Apparently, the detachment of the mind from its thoughts, the alienation of experience from cerebration, led to a progressivizing of lyric time as musicians felt a need to place lyric unities in a context of discourse. Yet the
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baroque discourse remained concentric; it progressed by extending itself, and its goal was to return to itself. It had become “a consciousness whose interior progress constitutes a life and a history”. But the argument was still concentrated on a single thought; as techniques of progressivizing were developed, the idea of a temporal journey, passing from one lyric universe to another, would become possible. 

If we begin early in the century, we find at first a distinctly polychronic scene. In Bach’s music time can be manipulated to move variably and to diversify in the moment. There are lyric times, retardation and acceler-ation, times of variable lapse, temporal simultaneities, and stabilized time. Directioned, goal-oriented time is embryonic. I have described elsewhere the great temporal variety of Bach’s keyboard suites (Monelle 1998). 

For our purposes, the most important temporal feature was the development of progressive time out of lyric time. This is observed especially in the Galanterien  of the keyboard suites. A piece like the Gavotte of the Fifth French Suite shows simple lyric time; the first two phrases, each four measures in length, lead respectively to full and half closes in the tonic key, the second inflected in the dominant. This pattern produces no feeling of progression; it is logical, regular, purely lyric, in spite of the syntactic move to the dominant (Figure 4.3). 

Figure 4.3





















































































It is possible, however, to make the passage to the dominant sound like a movement or progression, by the insertion of redundant phrases. The very next movement in the same suite, the Bourrée, may illustrate this. After the melody has begun again at measure 5, a rhythmic sequence is set up so that the eventual close, instead of merely a syntactic feature, feels like a point of arrival. In place of a half close there is a “modulation”; the temporality from measure 6 is directioned, goal-oriented. The music has moved out of lyric
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time into a new kind of temporality, which will eventually furnish the progressive time of Beethoven (Figure 4.4). 

Figure 4.4
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This music, generally governed by unity of motive, does not apparently illustrate the need for constant variety which characterized eighteenth-century duration, according to Poulet. However, it demonstrates in embryo the progressive, goal-oriented time which would soon make it possible to move from motive to motive, creating a remembered past and the possibilities of reprise, narrative structure, climax, and dénouement. 

The  GANG  as Temporal Transition

The structure suggested by Condillac’s view of time, passing from one intense sensation to another by means of a progression that engaged the faculty of memory, is not yet present in these Bach movements. At most, they show progressive time as embryonic; the passage through time to new moments of sensation had become possible, but was not exploited. The lengthening of modulatory phrases, the highlighting of points of tonal arrival, the constructing of chains of sequences—all these devices were installing progressive time in the midst of lyric time. Contemporaries noticed these changes, though their views were sometimes conservative; the kind of phrasal asymmetry and semantic fluctuation caused by transitions from one
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temporality to another felt unnatural and clumsy to people of the period. 

Joseph Riepel’s  Anfangsgründe  is an amusing and practical account of phrase structure, published in 1754. The author feels strongly that four-measure phrases (“Vierer”), and even-numbered multiples of these, are the most natural ingredients of good musical order. He is perfectly aware, however, that composers sometimes write odd numbers of measures, and that they combine four-measure phrases in threes or fives. Thus, three four-measure phrases produce a characteristic type of twelve-measure sentence. 

Master [ Praeceptor]: A 4-measure phrase is by itself, and for itself, very generous in satisfaction for the ear. And in the following manner one sees 12 measures . . . 

Figure 4.5
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Pupil [ Discantista]: Don’t be cross; it seems to me that the first two 4-measure phrases are a rosalia [ Schusterfleck]. 

Master: I told you yesterday that . . . you can meet two thus rising 4-measure phrases sometimes even in the compositions of celebrated masters. (Riepel 1754, p. 26) The pupil feels, in spite of himself, that the music example pleases him, and cannot understand why. 

Master: Because here, the central or penultimate 4-measure phrase is at the same time none other than a repetition. I will show you this aspect more clearly: Figure 4.6
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. . .the arrival of the repetition does not interfere in any way with good order, but indeed promotes it. 
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Riepel ignores the modulation in his first example, which is sequential (“a repetition”, he says; for him, sequence and repetition are the same thing). 

This expansion of a symmetrical pattern by sequential modulation is plainer, however, in a later example. 

The final Allegro, 3/8, of this symphony begins with regular 4-measure phrases, but then one hears a rushing passage [ einen rauschenden Gang] of 3-measure phrases: (p. 33)

Figure 4.7
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The word  Gang  is translated in a footnote as  passaggio,  the normal word for a melismatic passage of song, that is, a passage sung to a single vowel, and thus lacking words. The illustration shows that it is what we would call

“passagework”, athematic, semantically weak, and syntactically loose. It is clearly a section of sequential modulation. 

A little later on, Riepel is discussing the handling of irregular-length phrases. He finds that the repetition of such phrases can neutralize their irregularity and make them acceptable. He gives a seven-measure example (Figure 4.8). 

Figure 4.8
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Now look what can be achieved by repetition! It can provide a little journey into the unmeasurable land of musical delights, not only for 3- and 5-measure phrases, 
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but even for 7- and 9-measure; for otherwise such things must be excluded and banished to eternal misery. (p. 38)

This “unmeasurable land”,  das unermessliche Land der musicalischen Ergez-lichkeiten,  will become the passage into another temporality. However, the essential ingredient of temporal change seems to be athematic passagework. 

Some composers, avers the Master, move quickly into sixteenth notes and thus confuse the ear of the listener. 

I cannot indeed overlook the fact . . . that some composers, in order to confuse the ear a little, . . . lead off into running notes before the singing notes have reached their conclusion:

Figure 4.9
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Sections of sequential modulation often lead to asymmetric construction, culminating in “running” passages ( Laufer) which, as already stated, tend to confuse the ear. This confusion arises from syntactic weakness, as Riepel sees it; the symmetrical chime of paired four-measure phrases is lost. In Figure 4.10 the modulation occupies six measures in an otherwise symmetrical texture. 

Figure 4.10
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Because of the unexpected and lively running figures, the listener forgets all the previous beats and notes, together with their slight disorder. (p. 40) Indeed, the asymmetric sequential modulation may itself take place in running figures; when melodic passages return, the listener pays attention to these “and lets go of the rushing or running passages” (Figure 4.11). 
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Figure 4.11
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At this very early date, Riepel could scarcely be expected to realize what he was observing; later, of course, asymmetry would set in on a much greater scale. The modest changes imposed on lyric structure in mid-century seemed to be merely small exceptions to a general rule of even-numbered symmetrical groups. However, this observant writer saw the links between sequential modulation and semantically and syntactically weak passagework. When a composer wishes to progress, to cancel the sense of atemporal instantaneous lyricality, she often turns to material which is semantically empty and conventional, merely scales and repeated notes. At the same time, the chime of four-measure phrases in pairs is interrupted and the ear is “confused”. 

From time to time Riepel uses the word  Gang,  which he translates with the Italian  passaggio,  as already mentioned. It is a common term in German analysis and appears in  Durchgang (passage),  Vorgang (process),  Übergang (transition); its root is in  gehen. Gang  means “walk, movement, course, progress, development”; its technical meaning, tempo, is not what Riepel means, of course. Most commonly, he means a section of sequential modulation, consisting of, or followed by, athematic passagework. 

The same word has an important function in that most learned treatise on structure, A. B. Marx’s  Lehre,  which appeared almost a century later. 

This great work went through several editions. However, the most important revision occurred between the two-volume first edition and the four-volume enlarged edition of 1841. Most of our basic notions of classic form are grounded in this second edition, notably “sonata form”, which is comprehensively described, and receives its definitive title, in this work. 

Indeed, the description of sonata form is one of the most notable enlargements in the second edition. But some passages were left almost unaltered, unfortunately. Thus, Marx uses the term  Gang  throughout the work; but the early passage in which he defines his terms was very little enlarged. It may be quoted from the earlier edition; the later is identical. The Gang  is characterized as the counterpart of another Marxian byword, the Satz. 

The  Satz.  A simple tone pattern, complete in itself, decisively closed, which however is not a Period and does not consist of antecedent and consequent, we call a
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“Satz” . . . The Satz, just as much as the Period, contains a definite close, even if the former is less satisfying than the latter. 

The  Gang.  A tone pattern, that is deprived of such a close . . . we call a “Gang”. 

(Marx 1837, p. 24)

Marx illustrates the Gang with three short extracts from a simple scalic melody, but these tell us very little. In order to guess his true meaning, we have to read further in the work; and it is now necessary to switch to the later edition. 

There is much material on the general principles of structure in the long chapter on Rondo form (1841, part 3, pp. 91–193), which for Marx embraces ABA ternary form as well as simple and sonata rondo forms. After commenting that the “first rondo form”, at its simplest, is merely a sequence Satz-Gang-Satz, he makes a highly pregnant comment about the general function of the Gang. 

Insofar as the Satz is closed on itself and at rest, while the Gang is in movement, finding its close and goal not in itself but in some other feature, we find here the fundamental contrast and basic form of all musical structure: rest,–movement,–rest, 

which we have found firstly in the contrast of tonic note and tonic scale, then in tonic and dominant harmonies, later in the three-part  Lied. (1841, part 3, p. 99)

The “three-part  Lied”, incidentally, is Marx’s term for “rounded binary form”. He is referring to the kind of short dance movement in which the material after the double bar consists of mere sequential replications of the theme. Apparently, such material is semantically cool, for in one case Marx speaks of it somewhat dismissively:

Especially in many Polonaises, the second part (before the repeat of the first to form the third part) consists often of mere Gang-like passagework [ besteht oft nur aus gangartigem Passagenwerk]. (p. 99) The word  Passage, passaggio,  reappears, with its suggestion of wordless vo-calizing. However, we must not conclude that the Gang is always made up of virtuosic running figures; even a fugato, in this position, counts as a Gang (p. 100). Indeed, in longer forms the mobile function of the Gang—

its goal-oriented tonal movement—may be accomplished by a chain of Sätze,  a “Satzkette”, which may utilize material from the beginning of the movement. 

[Such a section] which is laid out in clear links [ Glieder], but avoids, by means of modulation, falling into distinct sections [ eigentliche Abschnitte], may thus count as a Gang. (p. 127)
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But, in fact, when Marx gives music examples, the Gang seems to take the form of modulating passagework (the example on his page 128 demonstrates this). 

The definitive feature is, however, the aspect of  Bewegung,  movement. 

Marx’s characterization of the Satz as  Ruhe,  rest, and the Gang as movement seems a little confusing. Robert Hatten notices the same distinction, but instead of defining the two kinds of material in terms of rest and movement he refers them to temporality: the Satz is “present-directed”, while “transitional or developmental sections would be future-oriented” (Hatten 1997, p. 627). This is much better, for thematic passages— Sätze—are often not at all restful. 

The Gang may, indeed, be developmental, as is so often the case with Beethoven (Marx gives several examples from this composer). 

We must . . . further add, that even the freest and most fluent Gang will observe the relation to the whole, which means that a sufficient amount of development adds to the content of the Gang, and that it does not depart too far from the sense

[ Sinne] of the main theme. Furthermore, the Gang provides and bears a further expansion, even though its content [ Inhalt] is less emphatic; but it easily becomes wearisome when its content is not sufficiently attractive and varied, awakening and maintaining a definite rhythm in relation to the Satz and the Period. (Marx 1841, part 3, p. 128)

When Marx comes to illustrate the Gang in music examples, he falls into a very telling blunder. The modern orthodoxy, in which tonal music is essentially structured by changes of key, seems aptly supported by the view of the Gang as a sequential modulation. But Marx, apparently trying to argue this very point, goes astray and finds that a different point is insinuating itself. 

Most of his examples are freshly composed; on page 195 of part 3 he embarks on a description of “Sonatina form”. There is a main subject, followed immediately by a second figure. Then, says the author, “there begins . . . a Gang, which in the last five measures . . . ends the first part of the movement with a full close” (p. 199). The composed example, while it shows a thematic relation to the main subject (the rising third motive), fails to modulate and comes twice to a full close in D. I reproduce only the first eight measures of this twenty-one-measure passage (Figure 4.12). 
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Figure 4.12
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Marx immediately realizes that this passage is not a goal-oriented modulation and hurriedly backtracks. 

Is this passage, which we have . . . added to the subsidiary theme before the closing theme, really a Gang?—We have simply named it so, since this addition appears in the position of (or instead of ) a Gang; more precisely, we should have indicated this section as one of those ambiguous or in-between forms . . . you could deem this kind of passage a closing sentence, since it has so little signification [ Bedeutung] of its own . . . but the Gang-like character of this passage stands out . . . If we had proceeded thus, in links or sentences . . . : Figure 4.13
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the nature of the Gang would have appeared more clearly. (p. 200) Marx remembers that the Gang, in his terminology, represents “Bewegung”, while his original example was tonally stationary. He therefore recomposes it with modulating sequences. It is significant that he revises this passage in the third edition of 1857, getting rid of the unmodulating Gang. 

In fact, his error is more significant than the correction. What interests him most about the Gang is its semantic coolness; it is either dependent on former material, and thus developmental, or merely conventional, and thus most commonly made up of running passagework. The passage shown in Figure 4.12 is initially developmental, but mostly conventional, a simple extension of a full close. It is striking that Marx continually uses semantically weighted words— Sinn, Inhalt, Bedeutung—to characterize the Gang, or rather to say what the Gang lacks. Thus, Marx composed a themeless, con-
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ventional closing passage for the exposition of his sonatina, entitled it

“Gang”, and then noticed that it lacked the essential feature of the Gang, according to him. 

The Gang, we may conclude, is a conventional or developmental continuation of a thematically rich section, which may be tonally unstable or may merely occupy a semantically inactive space. When Marx presents a summary of full-length sonata form, it is clear that  Gänge  do not have to modulate; in fact, the most typical position for the Gang is after the subsidiary subject and before the closing section (and not, we should observe, in the “transition” between the two subjects), a position where modulation is not necessary. The sonata exposition is tabulated on page 213 of this volume. 

Hauptsatz–Seitensatz–Gang–Schlusssatz

Again and again his music examples show that a Gang is most typically a chain of sequences or passagework. The development section may begin with a Gang based on the close of the exposition. 

Figure 4.14
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In spite of the pattern shown above, the transition passage (between the subjects) of real sonatas may take the form of a Gang. For example, in Beethoven’s E flat Sonata, Op. 31, no. 3, the beginning of the transition (in modern terminology) is classed by Marx as a Gang; it consists of conventional running figures (Figure 4.14). The largely athematic character of the passage is enough to classify it as a Gang. The conclusion of the main subject in Op. 31, no. 1 in G, illustrated on his page 262, is both developmental and consists of running figures (Figure 4.15). 

Figure 4.15
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A similar passage, this time without relation to the main theme, appears in the same position in Op. 2, no. 3 in C. “Beethoven . . . tears himself abruptly away from his main theme and attaches to the cadence note a totally new Gang-like passage, which . . . will lead to G major” (p. 262). 

Nowadays we would not acknowledge a modulation; this passage ends with a half close in C (Figure 4.16). 

Figure 4.16
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It is not uncharitable to sense that Marx was himself a little confused about the nature of the Gang. It represented “movement”, it had a lively rhythm, it avoided presenting strong new thematic material. It might consist of modulating sequences, which might even develop earlier themes, or it might consist of running passagework. But above all, it represented an essential contrast to the thematic sections; it was semantically cool. 

What kind of movement did the Gang represent? It might encompass tonal movement, for the contrast of tonic and dominant harmonies was parallel to the contrast Satz/Gang, according to Marx. But tonal movement was not always present. The semantically weak character of the Gang suggests that it was meant to throw attention away from itself and on to the themes; you do not come away from a Classical sonata whistling the  Gänge. 

This is no place to discuss the varied nature of the  Sätze,  which might consist of short motivic fragments, especially in Beethoven’s opening move-
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ments, or fully developed lyric ideas, in his slow movements or in many of the sonata-form structures of Mozart. 

The fact is that Classical themes subsisted in lyric time, while Classical form accomplished progressive time. The agent of movement from lyric to progressive temporality was the Gang; this was the device, inherited from baroque instrumental music and from the operatic aria, which permitted the extension of lyric forms, particularly binary dance movements, into large progressive trajectories in which a number of lyric periods were embedded. 

Thus, past events in the sonata could be located in memory, Condillac’s other generator of temporal continuity. A phrase which forms an earlier part of the lyric unit still in performance is not in the past: it is part of the present, and cannot be remembered. Only the complete lyric utterance can be placed in memory, and this requires that it be relegated to past time by means of a progressive shift in temporality which  must not be identified as a lyric unit.  Thus, the technique of the Gang was developed in order to separate the successive nows of each lyric evocation. 

The Classical sonata represented a temporal duality. Within the dance was still to be found the metrical time of the body’s movements, active, pur-poseless and undirectioned, united into lyric periods; the sonata enclosed these within a goal-directed, irreversible chain of cause and effect which created a past, a memory of past lyric evocations which could be drawn on for reprise and development. Condillac’s two temporal energies were evident; music was endowed with variety and with memory. 

A Dialectic of Temporalities

Several theorists have identified two structural principles in Classical music. 

For example, Arnold Salop refers to the “narrative” and “picturesque” principles, corresponding, perhaps, to progressive and lyric temporalities. 

These principles yield, however, two whole different styles in which either the one or the other principle is dominant. 

In some styles, the appeal may come primarily from the inherently attractive or meaningful qualities of certain effects; while in others, appeal and meaning may be the result of the logical sequence into which the individual effects are arranged. (Salop 1971, p. 21)

This seems perceptive, but it obscures the hard-won balance between the two temporalities in Classical music, and its dissolution amid the powerful emotional evocations of the next century. Other writers comment on the mixing of temporal principles, the tendency for material of one temporality to appear in locations normally reserved for other temporalities, what
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Hatten calls the “strategic mixing of material types” (Hatten 1994, p. 120). 

It is true that the balance of temporalities, clearly evident in a work like Mozart’s Sonata in D, K. 311, began to break up almost a soon as it was achieved. Mixed temporalities are almost the rule for Beethoven. Still, passages of pure lyric time are also common, even in the late works, and it is easy to show the extension of a lyric unit into a brief progression, such as we observed in the Bach Bourrée. The first piano sonata (Op. 2, no. 1 in F

minor) begins in this way; there is a regular eight-measure period which restarts, but the counterstatement runs into motivic sequences and repeti-tions which accomplish a progressive change of key (Figure 4.17). 

Figure 4.17
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Beethoven’s openings are often dramatic and kinetic. In many cases the fragmentary rhythmic character, the irregular phrasing, the sense of being poised on the start of a progressive journey belie the closed nature of the first theme. The first sixteen measures of Op. 10, no. 1 in C minor demonstrate a pattern of repetition and cadence that is little different from a dance period, although their evocation is active and dynamic. 
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Pure lyric periods tend to intrude later in the movement. The first movement of Op. 53 in C, the “Waldstein”, is a striking example. At measure 35

there commences a passage, homophonic and symmetrical, eight measures in length, which is played twice, the second time varied (Figure 4.18a). Although it is exaggeratedly still and idyllic, it does not detach itself from the rest by suggesting a different subjectivity, nor does it overwhelm the movement thereafter with its commanding emotion (as such a passage might do in later music). It is simply an “episode”, contrasting semantically with the material around it. It is then varied, and leads to a Gang. The contrast of-Figure 4.18a
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Figure 4.18b

Allegro con brio
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fered by this section is heightened by its irregular key, E major in a movement that is uncertainly in C major and minor. What projects it forward with especial force is the nature of the opening of the movement; instead of beginning with a lyric period, this text presents, with astonishing ef-frontery, a throbbing accompaniment figure without any melody, except for the brief sixteenth-note tag which would follow the first phrase, if there were one (Figure 4.18b). Both of these ingredients—the throbbing eighth
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notes and the brief scale—would typically furnish material for the continuation, leading to brief sequences and eventually to rushing passagework. 

Thus, the Satz would embody foreshadowings of the Gang which is to follow it. But this Satz is no Satz at all; it consists only of a preparation for the following Gang. At measure 18 the sequences begin, and the little scale turns into passagework at measure 23. Thus, although the opening passage, to measure 13, may be heard as essentially lyric in structure, it is so overwhelmed with progressive gestures that the sonata seems to start in mid-flight, as though a nonexistent first period has first been played. This is an effect that had appeared earlier in Op. 13 in C minor, though in that piece softened by an initial slow introduction. 

This technique of “progressivizing” the opening period, so that the tonal journey starts from nowhere, is common enough. The reverse of this is the Satzkette,  composed of a set of lyric units leading one into another. Here, the task is to achieve progressive movement while neutralizing, to some extent, its emotional dynamic. In Op. 14, no. 2, units begin at the opening and at measures 26, 33, and 47. Nevertheless, tonal transition is achieved between measures 8 and 25 with a section that fragments into short sequences and divides notes into rapid ornaments (Figure 4.19), although its rippling accompaniment figure and songlike melody disguise it as a lyric passage. 

Figure 4.19
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 Figure 4.19 (continued)
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Possessing the Heart’s Desire

Poulet continues the story of western temporality in the Romantic period. 

The isolated present, which the previous age was able to fill with sensations and set within the amber of memory, became a void. Poisoned by the commonplaces of modern life, the present instant repelled the Romantic sensitivity, driving it into desire and regret. Instead of a feverish need to pack a variety of impressions into the present, nineteenth-century people longed for an absent life; the sorcery of lyric time, arresting time in a single moment, was now empowered to transport the listener to another age and plane and to promise union with the distant, the longed-for, the dreamed-of. In the next chapter, several writers on literary temporality help to explain the strains that threaten to dismantle Romantic music. 

 5

GENRE AND STRUCTURE

The only reason that the phrase “fictional truth” is not an oxymoron, as “fictitious truth” would be, is that fiction is a genre whereas lies are not. Being a genre, it rests on conventions. 

 (Michael Riffaterre,  Fictional Truth ) Novelness

AWORLD IN WHICH THE MOMENTS of present time are transposed into the past or the future; in which all love and romance seem beyond the subject’s grasp, lost in the personal or historical past, where passages of terrible sweetness are always touched with nostalgia and regret—this was the temporal dynamic of the nineteenth century, and it was reflected in music. A temporal dialectic now joins hands with a dialectic that is ontological and sentimental. Time-in-a-moment and progressive time respectively evoke lostness and struggle; the extended present of lyric time becomes a space where the remembered and imagined past is reflected, while the mobility of progressive time is a forum for individual choice and action that is ultimately doomed. 

Lyric time is the present, a present that is always in the present. And for the Romantic, the present is a void. “To feel that one’s existence is an abyss is to feel the infinite deficiency of the present moment” (Poulet 1956/1949, p. 26); in the present people felt a sense of lack tinged with “desire and regret”. All that could be felt in present time was a longing for the absent life that lay outside it. “I became aware that the present did not exist for me,” 

comments George Sand, “and that the occupation of my life was to turn ceaselessly toward lost joys or toward joys still possible” (p. 26). Poetry reaches out to grasp the heart’s desire which always eludes it, but which it can nevertheless possess for a moment. 

As for memory, this is no longer merely the faculty of uniting present with past, for they are now made of different stuff. “Between [present and past] there reappears a sort of dead duration, a kind of negative time composed of destruction and absence, an existence finished.” Remembering is now no longer  uniting  present with past, but realizing “all the distance that has to be crossed in order to discern . . . the dark, remote, and mysterious being of memory” (p. 28). Nor is it merely the individual life that is re-
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membered; there is now “a general memory which . . . takes in the life of all humanity” (p. 30). It is the poet’s task to get in touch with “the imprints of all that has existed . . . spread out through the diverse zones of infinite space”, according to Renan. 

The future, too, is separated, marked by doubt and clouding. Jouffroy speaks of “the torments of the human mind as it confronts the question of its destiny”, and Quinet describes “the pain of the future, sleepless, piercing pain . . . What kills us . . . is having to support the weight of the future in the void of the present” (p. 28). Poulet adds: “It is as if duration had been broken in the middle and man felt his life torn from him, ahead and behind.” 

In short, the gulf between duration and progression has become ontological. The past and future, infinitely desired and feared, occupy an area of being quite different from the empty and meaningless present. To pass through time is to move from the vague and aimless present back to the longed-for, alluring, and perfumed past, the world of an imagination that has no interest in “fixities” (Coleridge in the  Biographia literaria); what is sought is usually a distant past, personal, ancient, mythic or ethnic, sufficiently sundered from the present to be unavailable for a very close inspec-tion. The two temporalities, lyric and progressive, have become two states of being, and art enters on a period of schizophrenia. And this state is shown with particular clarity in the nineteenth-century novel. 

The age of modern music, and of modern dialectics, is the age of the novel. The first great European novelist, Jane Austen (1775–1817), is a contemporary of Beethoven, the discoverer of ontological estrangement in music (1770–1827). Indeed, the term “novelness”,  romannost,  is Bakhtin’s word for the nineteenth-century consciousness; it means a world divided against itself, struggling between two principles. Most music analysts have traditionally looked for unities in the music of this period, but if this repertoire is governed by “novelness,” it will show an inner contradiction and duality. And indeed, the analyst most worthy to be heard—Adorno, in his study of Mahler—realizes the novelness of modern music. 

In historical and philosophical terms, Mahler’s form approaches that of the novel. . . . Mahler’s impassioned relation to Dostoevsky is known. . . . The curve

[Mahler’s music] describes is novelistic, rising to great situations, collapsing into itself . . . he believes in no form of eternity except the transient one. (Adorno 1992/1971, pp. 61, 69–70)

Novelness implies a conflict of two principles, and modern literary theorists, though they do not always speak in terms of temporality, are unanimous in tracing this division of spirits, which Poulet identifies as a renewed encounter of lyric and progressive time. Each writer puts the case differently, but broadly speaking, literary narrative is built on two foundations. 
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The first of these is conceptual and motivated; while it may also be an ideology that determines the world, it is not an evocation of that world’s life. 

The other foundation is realistic, vivid, immediate, grounded in truth. The novel is a text in which narrative and evocation diverge. 

The reader perceives narrative as the author’s principle of action; while it may, in fact, reflect worldviews and literary traditions, it does not bring the book alive—it is not a feature of  verisimilitude.  It is the most obviously contrived  part; while the characters may attract sympathy, the plot of the novel lies upon them like grim necessity. This necessity not only is that of the novel’s progressivity, its need to pass from one event to another, but may also embody some extraneous social or ideological view, which may be

“true” in a conceptual or didactic sense. But this is a different kind of truth. 

It has no power to charm; it is not an  evocation.  It is common sense, ordinary circumstantial or scientific truth, cold logic. It has no responsibility to the reader, since its responsibility is to the form of the novel, to causality and motivation, perhaps also to social and political facts, but certainly not to any observed sequence of lived events. It descends on the characters like fate, dealing out misadventures deserved and undeserved. 

The other is the element that evokes real life; characters, scenes, events are typical and recognizable, causing the reader to declare: “It is true!” 

Characters are recognized as types; scenes and situations appeal to the reader’s memory. Time may pass, but it passes carelessly, not under the necessity of any overmastering or baleful destiny or with the control of some positivistic scheme. Without this feature, a novel would resemble those plot synopses that one finds in opera programs, clear, matter-of-fact, uncompelling and unreadable. Without the first feature, the element of structure, one has a belle lettre or set of vignettes. The two elements are prosaic and poetic, cognitive and imaginative, normative and literary. 

This duality is noticed by several critical theorists. Tzvetan Todorov calls the two principles “description” (the element of verisimilitude) and “narrative” (the author’s contrivance) and observes that description occupies continuous time—it is not governed by a series of events—while narrative

“slices time up into discontinuous units” (Todorov 1990, p. 28). 

Gillian Beer also, in her study of Thomas Hardy, discerns passages of

“writing”, the focus of joy and free play, untroubled by inevitabilities, and

“plot”, the intervention of passing time, which in Hardy is always malign (Beer 1983, pp. 236–58). Like Todorov, Beer relates this division to temporality.  Plot  is governed by Darwinian evolution, the mastering of human individuality by the heartless and mechanical workings of natural selection. 

The passsages of  writing, on the other hand, are marked by a cessation of time in which one is “conscious of neither time nor space”. This state, which is fundamental to the vitality of Hardy’s writing, is sometimes associated with the auditory (the noise of toads or ducks, the droning of bees, 
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the silence of night) and even with music, as when Angel Clare in  Tess of the d’Urbervilles  plays the guitar while Tess roams through the garden. 

It was a typical summer evening in June, the atmosphere being in such delicate equilibrium and so transmissive that inanimate objects seemed endowed with two or three senses, if not five. There was no distinction between the near and the far, and an auditor felt close to everything within the horizon. The soundlessness impressed her as a positive entity rather than as the mere negation of noise. It was broken by the strumming of strings. ( Tess of the d’Urbervilles,  New Wessex Edition, p. 150)

Hardy’s small lyric evocation, the picture of Tess in the garden, is also transtemporal, a timeless and spaceless moment charmed by music. It is an excellent example of the element of evocation or verisimilitude, what in this chapter will be called “genre”. 

If we are to find verisimilitude in music, it is of the highest importance to stress that the “real world” of literary theory, the world that is reflected in moments of verisimilitude, is not an objective world. Verisimilitude is an aspect of literary genre, and genre is a textual matter. Michael Riffaterre’s terms for the two elements of the novel are, like Todorov’s, “narrative” and

“descriptive”. For him the descriptive aspects are recognized according to certain textual signs, not through their resemblance to an outward reality. 

Our belief—and the belief of generations of critics—that literary description refers to an exterior world is “but an illusion, for signs or sign systems refer to other sign systems: verbal representations in the text refer to verbal givens borrowed from the sociolect” (Riffaterre 1990, p. 3). These “verbal givens” apparently resemble Umberto Eco’s “cultural units”. 

The contradiction is only apparent. Riffaterre’s “sociolect” is precisely that textual “world” which arises from the willing complicity of writer and reader. For the literary text to refer to the world, the world must itself be some kind of a text; “Il n’y a pas de hors-texte,” says Derrida—there is nothing outside the text (1974/1967, p. 158)—preparing the way for his doc-trine of the “general text”. The common objection to textual semantics is that it rejects truth reference; verification and falsification are the core of positivism’s manifesto. However, the reality of the cultural world is not a matter of verification and falsification, but of complicity. This is a country that skeptics cannot enter. 

Our belief in the truth and naturalness of literary evocation arises from our complicity in a genre. For literary theorists, genre means much more than merely formal category (its common meaning for musicians); a genre

“has clear superficial features or marks of identification and . . . is sufficiently conventional or rule-governed to enable us to say, for example, that a given work is a pastoral elegy or a Petrarchan love poem or a verse satire or a Plau-tine comedy or an encomium, and not another thing” (Alpers 1992, p. 60). 
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Genre is governed by its own codes and rules and possesses its own lexicon. 

It has “characteristics, themes, or motifs belonging to it and it alone”; it sets

“stylistic or lexical restrictions” and has “particular sequences of events or narrative functions” (Riffaterre 1983, p. 168). Literary writers use the word often in the sense of a stylistic constellation which may appear from time to time in works of various kinds; the pastoral genre, for example, is present in many works that are not specifically called “pastoral”. Typically, genre is something that is in the work, rather than something that the work is in. A genre is full of signs of itself, which reassure the reader that she is within the understood world of the genre, which is gratefully and lovingly accepted. 

And paradoxically—although genre is the most conventional feature of literature—it is at this point that literature seems to make the world intelligible, because genre is understood as the elucidation of culture. There is a world which guarantees the truth of literary genre; the reader of a novel, willingly accepting that narrative is figment, expects to find true and compelling observation of the world in the sections of description, conventional though they be— because  they are conventional, indeed. It would be hard to think of anything further removed from positivist verificationism. 

The genre of the novel embraces works of many different types. An epis-tolary novel like  Pamela,  a grand historical work like  War and Peace, a satire like  Barchester Towers,  are all firmly within the genre. They are not united by any formal similarity. In music we have been so preoccupied with formal categories that we have found no name for the genre of nineteenth-century instrumental music, the musical novel indeed. 

Nineteenth-century narrative, I repeat, suffered a textual schizophrenia. 

This anxiety is observed most typically in the early successes of Charles Dickens ( David Copperfield  was finished in 1850) and in Schumann’s Second Symphony (1845). In both works the reader is bewitched by passages of evocation, only to be cast into fateful futures. A novel must narrate, a symphony must develop. Yet both artists were peculiarly gifted with a power to give life to undirectioned lyric moments, a quality of aptness, movingness, poetic truth. 

Graham Daldry’s study of Dickens’s novels recapitulates some of the ideas of Beer and others. He chooses the terms “fiction” and “narrative” for the aspects “commonly described as . . . genre and structure” (Daldry 1987, p. 1). For the sake of clarity, I have grouped the characteristics of the two aspects under the headings of  structure  and  genre  in Figure 5.1, showing the terms used by Todorov, Beer, and Daldry. 

According to Daldry, narrative generates formal coherence. But genre (“fiction”) speaks in unitary evocations and is not at home in longer structures. These realistic evocations are extremely familiar in Dickens’s writing; the London fog in  Bleak House,  the scenes of childhood in  David Copperfield  are jewels of genre embedded in a narrative cloak. 
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“Narrative” is that part of the novel which is ordered, structured, and arranged by the individual writer. I will use the term to refer to that part of the novel which is formed within the writer’s consciousness, and is constructed between beginning and ending. In constructing experience within this space, narrative is concerned with its “literal” reflection of reality, which is its translation of experience into its own, internal terms of words, sentences, and so on. It disregards the

“spirit”, the concern of genre, and seeks unity with it only through the primary medium of its own literal vision. Its approach is the positivist one, for the belief of narrative and narrator is in the order which its own writing, the writing it has itself constructed, can generate to make coherent, first itself, and, through itself, the world beyond it. (p. 5)

Further: narrative is not merely logical, but is also socially responsible. 

For the former lawyer’s clerk, narrative grew out of the world of law, class, poverty, and power. “Romance can make no head against the Riot Act, and pastoral simplicity is not understood by the police”, Dickens says in  Sketches by Boz.  The writing becomes “responsible . . . the social environment no longer appears to be a source of benevolence” (p. 13). Narrative conforms to a different kind of realism, that of the inevitability of political, social and economic forces. These are “factual”. They do not have to be evoked through the sorcery of genre. 

But every sign of fiction “is characterised by . . . its own immediate potency, not to construct but to observe the world, implying . . . a greater, outer genre . . . The faith by which fiction occurs in the novel is the faith that is placed in what is not exclusively itself, in what is ‘received’ as genre” 

(p. 5). 
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In Dickens there was ever an uneasy relation between narrative and fiction. And, in general, it is in the nature of novels to embody a collision and a conflict between structure and genre. For Bakhtin this is a sign of the dissolution of unitary subjectivity and thus a specifically  modern  feature. 

Daldry, too, finds this conflict to be a sign of modernity. “[Dickens’s] novels are of formative importance in the expression of what is essentially a

‘modern’ . . . position . . . the . . . discordance and indeterminacy of the fictive and the narrative within it” (p. 6). 

Like nineteenth-century novelists, composers often wrote volumes of short sketches which presented genre in the absence of structure. Thus the Lyric pieces  of Grieg seem to some people more successful than his sonatas or Piano Concerto. The intermezzi of Brahms are free from the strain of his symphonies. Of course, these little pieces contain structure in the normal sense: phrasing, harmonic progression, and cadence, which are somewhat like grammatical structure. But structure in the sense of seriality, of successive events related by transformation, antithesis, development—

structure as temporality—is not generally present. 

The longer works of such composers appear occasionally as though they were built from lyric fragments which have been manhandled into compound structures. We may again refer to Arnold Salop: “The romantic composers do not consistently organize the ebb and flow of intensity in the kinds of large architectural patterns characteristic of the classic arts,” he says, “presumably because they could rely more heavily upon the attractive qualities of individual effects or small groups of effects” (Salop 1971, p. 

251). Salop traces this first in Schubert’s “Unfinished” Symphony. 

At its most extreme this tendency produces the symphonies of Tchaikovsky, in which the most exquisite evocations are listened to with loving attention, but generally decline into impotence, leading to the onset of another dream; the composer stirs himself to the responsibility of structure, only to flail repetitiously in undirectioned development sections which surrender at last to reverie. 

Modern music is not merely that in which structure and genre wage war, dealing destruction to the form and shedding discredit on the sentiment. 

The novel achieved a kind of unity at last; but it was not the unity of perfect integration of genre and structure, rather that of detachment from the fight, the removal of the narrator from control. Daldry finds this in a text like  Our Mutual Friend (Daldry 1987, pp. 191–92). 

We may trace the failure and qualified success of musicians who sought a similar “kind of unity”. In music, as in the novel, “the subjective moments of expression liberate themselves from the continuum of time” (Adorno 1994/1948, p. 56), causing, on one side, structural collapse; on the other, a controlled alternation of genre and structure. 
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Schumann’s Narrative Collapse

A work like the Sixth Symphony of Tchaikovsky shows a riot of genre, a touching show of authorial good intention amid a too great abundance of invention. Its antithesis is the Piano Sonata in G minor of Schumann, Op. 

22, in which the narrative good intention of the composer trivializes the invention, producing an obedient exercise; composing, the bringing about of an evocative complicity, is never allowed to start. Schumann’s C major Phantasie, Op. 17, testifies to the danger of letting evocation destroy structure from within. 

The manifold relations of genre and structure, of text and listener, of real and ideal, are uneasily in play in Schumann’s Second Symphony, a work which has been singled out as a  Bildungsroman (by Anthony Newcomb 1984). Many musical people would hear the theme of the  Adagio espressivo as a prototypical token of Romantic emotion (Figure 5.2), since it declares its unique, unrepeatable individuality, the rhetoric of the “masterpiece”. 

This rhetoric is mendacious, for the panting, pulsating accompaniment, the yearning intervals (both rising and falling), in fact prefigure much in Brahms, Strauss, Mahler, and Elgar, and the theme itself, based on a diminished fourth, had already appeared in Mendelssohn’s Violin Concerto (immediately after the first subject). It reappears in Brahms’s String Quartet in G minor, Op. 25, in the scherzo of Elgar’s Second Symphony and, somewhat modified, in Bruckner’s Ninth. Its pulsating rhythm descended even lower in the order of the Romantic salon; it accompanies drawing-room  morceaux  like Elgar’s  Chanson de matin  and  Demande et réponse  by Samuel Coleridge Taylor. 

Figure 5.2

Adagio espressivo cantabile
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This beautiful evocation, like many slow-movement themes, is entirely self-sufficient and requires no development or extension in progressive time. It closes in E flat at measure 19. So far, the theme is a lyric unit, the first section of an ordinary binary pattern. Yet this movement is in a kind of makeshift sonata form. There is need for a pseudo-Gang and a pseudo-subsidiary passage, later a pseudo-development section. 

At measure 19 the winds intone something like a second strain, with a
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characteristic touch of military sentiment. Later there begins a series of overlapping statements of the first theme, apparently shifting from key to key, and twice gesturing back towards C minor (strikingly, at measure 48, and also at measure 56) as though to give impetus to the “modulation”. 

When the close of the exposition finally comes at measure 62, there has been a kind of spurious sense of progressive time. 

But now the movement suffers a calamity. Nothing serves more powerfully, in the nineteenth century, as a sign of authorial will than the writing of counterpoint. The Symphony embarks at this point on a double fugue,  pi-anissimo,  on two lifeless subjects, unrelated to the theme or to any known evocative genre, except the general idea of Bachian technique; Schumann had been studying Bach during his depressive illness of early 1845 (Figure 5.3). 

Figure 5.3
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The ideality of the opening is lost, the dream gives way to painful need. 

This, in fact, is the “development section”. It is weak, structurally unavailing, grim, a little neurasthenic, and quickly abandoned. In fact, when it settles on a dominant pedal in C minor at measure 74, the theme enters above it; afterwards, we find that this is the recapitulation, for the whole of the first section is now heard again, without change of key, except for a shift to the tonic major. 

This movement is a very extreme example of the intrusion into linear forms of the element of genre, the disharmony between continuity and verisimilitude. It recounts an intelligible structural pattern—it “makes sense”—but barely so. It is chiefly memorable for its poignant, bewitching and persuasive theme, the focus and source of much Romantic gesturing both before and since. However, the calamity suffered by this theme is decreed externally; it is not prepared in the theme itself, but imposed on it by authorial intrusion, by an act of terrible judgment that springs, not from desire, but from responsibility, not from corporeality or wholeness, but from the social and the sacrificial. 

It is well known that this theme returns in the Finale. Here, it is alienated and perverted. But this Finale is also a paradigm of Schumann’s apparently disorderly approach to structure, for it collapses in the middle and loses its way. What is this all about? Newcomb’s reference to a “plot arche-type”, the triumph over adversity typified by Beethoven’s Fifth Symphony, will not do because other tokens of this type show perfectly orderly structural patterns. The plot of this movement is, in fact, incoherent. 

Schumann invents a motivic subject, dotted in character and somewhat

124 C H A P T E R   5

reminiscent of the allegro subject from the first movement of Schubert’s

“Great C major” Symphony, which Schumann admired (after four bars of Eingang;  Figure 5.4a). When this closes on the tonic, at measure 46, a triplet figure intrudes, strongly recalling the Schubert work. (Incidentally, Donald Tovey, whose personal score I am using for this analysis, writes in pencil:

“Does not this rhythm point to the influence of the Schubert C major Symphony?”) It initiates a kind of asemantic  Gang,  the purpose of which is to take the texture into a progressive temporality without topical reference, the normal manner of shifting temporality, based chiefly on violin scales (Figure 5.4b). The idea is to get to the dominant; this is a major-key movement. 

Figure 5.4a

Allegro molto vivace
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For some reason, the  Adagio espressivo  theme appears in the violas and cellos at measure 63. Even on its home ground, this theme proved unsuitable for progression or development; it is the purest genre. But it persists, and after a recurrence of the opening theme (the movement, if it were taken to its conclusion, would be a sonata-rondo) the “development episode” is again visited by spectral apparitions of the  Adagio  theme, its first phrase inverted. At no point is this theme allowed to return to its native temporality; the music hurries forward in teleological anxiety. 

It would be possible to analyze the  Adagio  theme as a second subject; it comes in the first episode and is extended in the development. Thus, the Symphony would so far be in a regular form. Unfortunately, this would wink at the unsatisfactoriness of the movement as pure structure, and the ugliness of the latest passages; a verdict of poor craftsmanship results. Alternatively, some kind of programmatic intention might be evoked. It seems, in fact, that the composer intended his symphony’s ontological collapse to be a thematic fulfilment, if his sketches are to be believed (see Finson 1986; I am grateful to Jon Finson for bringing this to my attention). 

The movement is approaching a famous point of aporia. The effect of the intrusion of the  Adagio  theme is to deconstruct the precarious balance
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of temporalities in the Classical sonata movement. If the slow movement itself simply demonstrated that progressive forms make bad music when applied to utterances of pure genre, the Finale opens the wound beyond all healing. Schubert, like Beethoven, was able to enjoy moments of idyll and song in the midst of a headlong teleological progress. The realist Schumann (“Romanticism is realism”, according to Jacques Barzun 1975/1943) drives a wedge between these irreconcilables. Instead of Schubert’s lyric theme, which casually falls apart into motives without a thought for its gossamer evocation, Schumann chooses a “second subject” which obdurately refuses to turn into any kind of developmental network or sequential  Gang:  precisely, the exquisite evocation from his own slow movement, which has already decisively failed in this respect. There is no future for a movement which thus subverts its own structural life. 

Figure 5.5a
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The busy chase of motivic trivialities is now simply halted on a unison C, which is then interpreted as a C minor triad and alternates with general pauses (Figure 5.5a). Then, at measure 280, there begins a strophic figure (Figure 5.5b), one of those double-phrase chants which cannot be dis-membered but can only be repeated, like the short formulas of the  chanson de geste.  Since the total of bars will be 589, there are many more events of one kind or another, but essentially the movement repeats this simple strophe again and again until the Symphony ends. 

“Of course,” remarks Tovey in pencil, “the last two thirds of [the movement] have nothing whatever to do with the beginning: but then there’s no
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reason why they should.” It is an astonishing insight from the great analyst, for there is every reason for the sonata-rondo form to continue; without it, the movement is entirely incoherent. Yet this incoherent symphony is one of Romanticism’s most characteristic utterances. Instead of a reconciliation of structure and genre, it deconstructs the factitious unity of Classical form, throwing lyric time and progressive time into collision and turning at last to strophic time, like a street singer who is continually moved on by the police. 

Amid its apparent life-images it makes an utterance about symbolism, to conclude that signifier and signified are ultimately estranged. “A deconstruction,” remarks Paul de Man, “always has for its target to reveal the existence of hidden articulations and fragmentations within assumedly monadic totalities” (1979, p. 249). Yet the Symphony is itself a signifier, its signified an allegory, radically provisional and postrational. In promising the Classical myth of completeness, it achieves only a negative statement. 

“As pure temporality,” concludes Alan Street, “the musical ‘object’ is entirely devoid of intrinsic stability, a fact which renders all ideas of symbolic closure incoherent on the basis of matter as well as manner” (1989, p. 109). 

Christopher Norris even proclaims that “music could be said to take its place as the allegorical art  par excellence” (quoted in Street 1989, p. 103). In-stability, then, is allegorized in this symphony. In this sense it fulfils the destiny of music more effectively than the neatest structure by Clementi or Mendelssohn, deconstructing the very technical means of music to reveal the temporal fissures of the age. 

Brahms’s Triumphal Hymn

Another witness to nineteenth-century tension is the First Symphony of Brahms. This work, called the “Tenth” by Hans von Bülow, is often cited as a paradigm of classic form. It is very decidedly not incoherent. Yet the position of structure in this extraordinary piece is paradoxical. As the author of Great Expectations  is at pains to build strong foundations for narrative against the call of genre which had persisted in  David Copperfield,  so the C minor Symphony betrays the busy hand of authorial control. The piece is directional and unified, but not because all its energies require this. Indeed, it is full of forces that threaten to dismantle its structure. The composer, however, is aware of his responsibility to the world of cultural standards. A certain structural unity is wrung from the material. The effort is heroic; this is a victory for bourgeois society like the universal franchise or the abolition of slavery. But it is not the heroism of genre, an evoked heroism. The predominant atmosphere of the Symphony is not heroic, in fact, but grave and elegiac. 

Brahms did not like to hear the piece called the “Tenth”, and he had good reason. It is really a synthetic reconstruction of Beethoven’s early middle
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period, a nostalgic  Eroica.  The Ninth, after all, was a symphony on the brink; its inner energies are on the point of blasting it into a million pieces, and it had to wait for Gustav Mahler to furnish it with successors. There is never any risk of Brahms’s First falling apart. It did not grow naturally like a tree; it was built, like the Forth Bridge, step by step, by a master artificer. 

It is a product of the age of railways. 

The famous  Allegro non troppo  tune in the last movement is often compared with Beethoven’s “Ode to Joy” theme. This comparison reveals a fundamental difference, however. Beethoven’s theme is in a full rounded-binary form (a a⬘ b a), the melody of the first part returning in the last four bars and concluding the pattern. It is thus a closed form and threatens to interrupt the continuity of the Symphony. Brahms chooses  Barform,  the two initial phrases answered by a different strain. This form (a a⬘ b) was one of the commonest in the German Volkslied, according to Morik (1953). As it closes, the wind overlaps with a repeat. 

If the tune were in rounded-binary form, closing with a brief reprise, and the wind then entered with the repeat, the close, followed by a palpable return to the beginning, would stress the closedness of the theme and thus the redundancy of the continuation. The theme would become strophic, like a hymn or a military march (or the “Ode to Joy”). Instead of this, there is an illusion of progressivity; the repeat seems to overlap like a very long-range stretto. 

However, this theme must, of course, threaten another close; the device of overlapping the repeat cannot be used without limit. When the overlap appears and the melody begins a third time, the system must somehow be broken out of. Suddenly, the composer deploys all his powers of manipula-tion. After the first phrase, the first four notes are played four times, diminished and in sequence, while the bass instruments fit a rising scale—athematic scales are a device of continuity—against this pattern (Figure 5.6). 

Figure 5.6
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But even this powerful intervention is not enough to launch the music into modulation, which is needed by the structure. When the phrase recurs, much varied, it begins again in C, like those student compositions which linger forever on the brink of key-change but never quite tip over. This time it is the harmony which is taken in hand. A very extreme dissonance (a diminished seventh over a pedal, measure 99) is needed to shift the key. The sequential passage can then be played in inversion in E minor. 

This proves to satisfy the ears of composer and listener. At measure 102

begins a true section of continuity, a transition or Gang, transparently busy in its arpeggio figures and racing scales (Figure 5.7; this kind of self-consciously structural passage is satirized by Mahler in his Fourth Symphony, where the themes are absurdly intrusive and the continuity embarrassingly blind). When true development is attempted (after measure 204, for example) the air of contrivance is quite palpable; there is “an undeniable tendency towards cerebration”, writes John Horton (1968, p. 34). 

Figure 5.7

































































































(















The  Allegro non troppo  theme threatens the Symphony’s integrity. But it is, in fact, a very telling evocation, a sign of genre. This was clearly realized by a contemporary listener. 

We find ourselves . . . in the midst of real life, the specters from another world have disappeared, since their promises seem to have been fulfilled. In the bright major key, swelling ever more powerfully like the triumphal hymn of a national
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multitude [ Volksmenge], streams forth the noble-popular tune. (Iwan Knorr, in Beyer et al. c. 1898, p. 80)

Unfortunately, most commentaries on this melody have concentrated, as I have said, on its slight similarity to the “Ode to Joy” tune. Its status as a Volksweise  is of much greater importance, not “folk music” in the pure sense but part of the tradition of domestic music with its roots in the Berlin song schools. This genre had risen to central importance in the mid–nineteenth century with the publication of several large collections. Some of these presented the songs with considerable fidelity, but the one favored by Brahms—that of Zuccalmaglio and Kretzschmer (1840)—was one of the least authentic (Schmidt 1983, pp. 133–36). In collections like this one, tunes were altered freely, and it was perfectly well known that some tunes had been  composed  in the previous and current centuries. 

Editors divided their songs into categories, generally on the basis of the words rather than the tunes. There were songs of the woodland and the hunt,  Wanderlieder,  pilgrim songs,  Heimathslieder (Wiora 1971, p. 129); songs of farewell, drinking songs, funeral songs, robbers’ songs, student songs (Morik 1953). Brahms was, of course, well aware of these collections and published many arrangements, as well as contributing to the corpus with songs of his own. Instead of examining the similarity of the  Allegro non troppo  tune to Beethoven, it might be more helpful to look for its relatives in the  Volksweise  family. 

Knorr heard it as a “triumphal hymn”, and it is easy to hear in it a tune like the “Siegeslied der Teutschen nach der Schlacht bei Leipzig”, composed by B. A. Weber, no. 357 in Fink’s collection (Figure 5.8a). It has closer affinities with a tune quoted elsewhere by Brahms, “Wir hatten gebauet ein stattliches Haus” (in the  Akademische Festouvertüre) with words written by August Binzer in 1819; the “stately house” may have referred to Breslau’s freedom after the wars against Napoleon. The melody is an old Thuringian folk tune. A. Morin (in Beyer et al. c. 1898, p. xxx) stresses that there was another text, extolling the “German fatherland”, written in 1820 by Hans Ferdinand Massmann. 

Ich hab mich ergeben

Mit Herz und mit Hand

Dir, Land voll Lieb und Leben

Mein deutsches Vaterland. 

[I devote myself with heart and hand to thee, O land full of love and life, my German fatherland.]

This is the text that appears in the collection of Gottfried Wilhelm Fink (1843), where the song is classified as a  Heimathslied (no. 433; Figure 5.8b). 

Much of the above information comes from Peter Rummenhöller; this
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modern writer suspects that Brahms may have felt some of the nationalistic force of the tune when he quoted it in his overture of 1880. 

It is not for us to distinguish which text went to Brahms’s tune: whether he pre-ferred the defiant democratic text, opposed to ideas of restoration ( Wir hatten gebauet . . . ) ,  since he so often rebelled against societal norms; or whether, with his tendencies to conservatism and nationalism, a Viennese by choice and a glowing admirer of Wilhelm I and the events of the years 1870/71, he was thinking of the nationalistic text of Massmann ( Ich hab mich ergeben . . . ) . (Rummenhöller 1992, p. 41)

Rummenhöller points out that the tune is echoed in the fourth movement of the Cello Sonata, Op. 99, of 1886, but he does not record its similarity to the melody in the Symphony. It is significant, however, that his topical analysis of Brahms’s music is based uniquely on the  Volkslied,  of which other units are all subtopics; he quotes the composer’s words to Clara Schumann:

“The song is at present sailing on a course so false, that one cannot fix firmly enough in one’s mind its true ideal. And that, for me, is folksong” (p. 39). 

Before we conclude, triumphantly, that the Symphony tune is a song of national triumph, we ought to record also its similarity to the popular chil-Figure 5.8a
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dren’s song “Sandmännchen” from the  Volks-Kinderlieder,  no. 4, noticed by Musgrave (1994, p. 133) and to several other simple folksongs. Morik inadvertently shows that its rhythm is typical of the Volkslied in common time: he compares the rhythm of the folk song “Es wohnet ein Fiedler”, originally in Zuccalmaglio and Kretschmer, arranged by Brahms in the  49

 deutsche Volkslieder,  with an art song for mixed chorus by Brahms, Op. 93a, no. 1 (Morik 1953, p. 285), with the intention of proving the Volkslied influence on the art songs. In fact, the Symphony theme has much the same rhythm (Figure 5.8c). 

The association of the Volkslied with Herder’s  Geist des Volkes  and with German nationalism is a subject that has been much expanded on (I discuss it at greater length in Chapter 7). The Symphony dates from 1876, the greatest period of Bismarck’s Germany, between the acceptance by Wilhelm I of the imperial crown (1871) and the Congress of Berlin (1878), in which the Triple Alliance was formed of Germany, Austria, and Italy. 

Brahms was an ardent nationalist and an admirer of Bismarck (Schmidt 1983, p. 47). There is no need to write a historical and ideological interpretation of the Symphony, however, in order to make it clear that the Volksweise  was a cultural  topos;  that the  Allegro non troppo  tune is a piece of descriptive fiction, pledged by verisimilitude. As Knorr so percipiently remarked, it is a piece of “real life”. 

“Die Erscheinungen aus einer anderen Welt sind verschwunden”, added Knorr; the specters have departed, for their promises have been fulfilled. The extraordinary effectiveness of this tune is due to its being an analepsis (a rhetorical figure in which a previously prepared enigma, the prolepsis,  is elucidated). The “specters” at the start of the introduction have, in fact, reappeared from the world of the first movement, or rather from the world of Brahms’s afterthought to the first movement, namely, its slow introduction. But the “other world” is not only that of another movement. Chromatic scales are topically related to grimness and mystery, as I showed above in Chapter 2. Both introductions are built on chromatic effects of this kind; their similarity may be explained in terms of topical reference (which has nothing to do with Wagnerian “desire”, in spite of Robert Fink’s perverse and scandalous Freudian interpretation of this piece: Fink 1998). Of course, the strings in the last movement are also playing a variant of the  Allegro non troppo  tune, but this proleptic detail is meaningless for the moment. It remains unexplained, while the orchestra embarks on a strange dramatic scena, with ominous pizzicati (also from the first movement), stormy scales and syncopations, and further indexical  topoi:  a hieratic chorale on trombones (a “priestly warning”, says Knorr) which is itself a prolepsis, since its glorified reprise will be the Symphony’s epilogue; and an alphorn call which had been a birthday greeting to Clara Schumann (with the words “Hoch auf ’m Berg, tief im
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Tal, grüss ich dich viel tausendmal”). This Symphony had a secret program, which Brahms never revealed; in this mysterious introduction the presence of narrative seems palpable. 

Morik finds the alphorn tune peculiarly important. It closely resembles the calls of real alphorns and can, in fact, be effectively played on the alphorn (I am assured of this by Professor Murray Campbell, of the Department of Physics, University of Edinburgh, who owns and plays an alphorn). It is, in fact, an almost unaltered piece of folk material. 

When this original folk melody is followed by a song-like plastic theme, such as the main theme in C major, it seems as though Brahms wants to suggest expressively that such a thematic structure must have been nourished from the springs of folk melody . . . Brahms . . . broadened the symbolic significance of the folk melody to the measure of his world-view. A noble folk music, pure in feeling, can only thus ring out freely and express the “inner essence of music”, because it is nature itself. (Morik 1953, p. 294)

This is to go much further than a simple semantic account can attempt. 

Whatever the profound content of this passage—the slow introduction to the finale—it is certainly richer in symbols and indices than any previous section of the work. 

The introduction to the first movement is structurally parallel to this passage. But apart from the heartbeats of the timpani (repeated pedal notes had imitated heartbeats since the eighteenth century) this movement is remarkably free of indexical topoi. Its main idea (“Somewhat severe, but I have got used to it”, judged Clara) has the inner chromatic thirds which we have observed in the last movement; only the encoded equestrianism of its fast 6/8 meter (see Chapter 2 above) betrays any indexicality. Symbolic topoi—things like chromatic harmony, agitated rhythms, radical dissonance, which seem suggestive but do not bring to mind anything “extramusical”, because their indexicality or iconicity have been forgotten—are often taken as “abstract” features in nineteenth-century music; extended lyric themes usually evoke some cultural theme, pastoral,  Volksweise,  stately dance. This explains the extraordinarily austere character of the first movement of this Symphony, which is in a sense themeless, its main subject a series of rigid arpeggios, its second subject a fragment of chromatic scale plucked from what had originally been its opening notes. It is, indeed, somewhat severe until you get used to it; its inner strain arises from the composer’s unwillingness to let genre push apart the strands of structure. This artist is not the Dickens of  David Copperfield,  branching indulgently into lyric evocations on all sides, or the Schumann of the Second Symphony, surrendering to passages of sublime poetry, but a responsible craftsman determined to subject the material to his will. 
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However, if the beginning of the finale is heard as a return of the grave and tragic echoes of the first movement (after the middle movements, which are more like a serenade than a symphony, according to Hermann Levi, quoted by Musgrave 1994, p. 136), then its function in the structure of the whole work is fundamental, for at first it is a return to symbolic topoi, to “abstraction”. The hearer cannot know that this is a prolepsis; indeed, the anthology of indexical syntagmata—priestly chorales and alphorn calls—that follows tells us nothing. It is with the analeptic entry of the  Allegro non troppo  that the Symphony’s secret is unfolded. What were heard as grim abstractions, specters from another world, are revealed as something familiar, indexically related to the “real”, something whose truth can be measured alongside a known world, something with the combination of grandeur and domesticity which marked Imperial Vienna and Berlin. The hammers and anvils of structural will that are required, afterwards, to make a movement out of this melody have been in service from the very beginning, building the whole symphony as a vessel for a supreme evocation of genre: not by allowing the finale to unravel like that of Schumann’s Second, but by planning the whole work as a prolepsis. 

Unlike Schumann’s beautiful evocation of genre, this example from Brahms is also, apparently, a musical topic, that of the folk tune. Like the topic of the noble horse, discussed above in Chapter 3, this was scarcely present in the Classical period, though folk melodies were employed by Haydn and others, of course. The elevation of the Folk to a cultural topic, which began with Herder, Von Arnim, Brentano, and Uhland, was only just penetrating into music; after all, the first publications of tunes, as well as texts, were by editors like Fink, mentioned above, in the 1830s and 1840s (though Scottish tunes had been published long before this; see Monelle 1997). This topic would bear rich fruit in the music of Brahms and Mahler. 

Riffaterre and Dvorˇák: The Signs of Genre

For Michael Riffaterre, diegesis, the texture of storytelling, “is achieved through the complementarity of the narrative and the descriptive” (Riffaterre 1990, p. xiii). The verisimilitude of description “seems to reflect a reality external to the text, but only because it conforms to a grammar”. It does not refer to an external world, as I have said before. The expansion of a literary syntagma into description is less like an evocation of the external world than it is like the definition of a word: description is not mimetic but metalinguistic. The truth of a descriptive passage cannot be checked alongside reality. It purports, not to represent something external to itself, but to
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draw the reader into an elaborated descriptive system by means of certain indices of fictionality. In literature this sort of index may be some affectation or mannerism of language. 

It will be recalled that Riffaterre uses the terms  narrative  and  description for what in this chapter are called structure and genre. Insofar as we have related genre to external reality and the reader’s knowledge of it, we have been deceived by a characteristic illusion. The illusory character of this exterior referentiality is shown when an author uses the same indices to elicit the reader’s assent in the case of matters that are by no means self-evident. 

The device of  apodeixis (the presenting of particular descriptions as generalizations) is a typical case; the writer appeals to the reader’s knowledge to confirm verisimilitude, but the reader finds no relevant knowledge for the purpose. Yet, because of the compact established between writer and reader, the item is accepted as real in spite of its unfamiliarity. Riffaterre cites a passage from Proust:

No one yet was to be seen in front of the church except for the lady in black one sees leaving hurriedly at any given time in provincial towns. (from  Contre Sainte-Beuve,  quoted by Riffaterre 1990, p. 8) Before reading Proust’s description of the sort of widowed lady who is often seen around deserted churches in the provinces, the reader was not conscious of the presence of this image in the sociolect. But the author’s signs inform her that this is an evocation of truth, a statement of apodeixis; 

“Come to think of it, there  are  such people,” she responds. “The axiomatic turn of phrase alone suffices to presuppose a truth,” explains Riffaterre, 

“even though the reader’s experience may not provide him with personal examples.” The verisimilitude of this passage rests on the author’s complicity with the reader. It is as though the author says, not merely, “This is how the world is, is it not?” but rather “Why not look at the world  this way?” 

This kind of radical nominalism, in which no appeal is made to a preexistent world or to the reader’s knowledge of it, seems a little dispiriting when one turns to the powerful evocations of music. But after all, the relation of musical evocation to an external world has always been problematic. It may be fruitful to look for the signs of apodeixis in music. This requires the citing of a more typical score (more typical, perhaps, than the Schumann and Brahms already cited), one in which genre stands forward from the texture in a routinely prominent way—rather than the somewhat exceptional examples given so far. The first movement of Dvorˇák’s Cello Concerto contains one of the composer’s golden melodies, the sort of divine invention which Brahms envied in the Czech musician. It appears a number of times, usually played by the soloist but presented initially by an E horn during the opening ritornello (Figure 5.9). 
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Figure 5.9
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This tune is stylistically isolated from the rest of the movement. The piece is largely minor-diatonic and chromatic. In its standard form, the main subject evinces neither symmetrical structure nor closure, and it appears repeatedly in different forms, notably the soloist’s improvisational version and the later driving allegro (measures 87 and 110; Figures 5.10a and b). Insofar as the movement has a continuous structure, it is based on variants of this minor theme linked by passagework, the normal alternation of  Satz  and  Gang. 
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Figure 5.10b
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In contrast, the D major melody, analyzed as the “second subject”, is a symmetrical lyric form and is essentially pentatonic (its opening semitone is a common way of approaching and highlighting an anhemitonic melos; this process reappears in Debussy’s  Prélude à l’après-midi d’un faune).  It always exhibits closure, usually with a tender formulaic cadence. Its presentation on the horn reminds us that this instrument was conceived as chief vehicle of exotic alienation, because of its association with outdoors and woodlands and perhaps with the collection of magic poetry  Des Knaben Wunderhorn.  In fact, another highly evocative Romantic concerto, the Second for piano of Brahms, had already illustrated the horn (in the first movement) and solo cello (in the third) as generic markers. 
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Is the Dvorˇák piece an example of the coexistence of narration and description, or mutually destructive conflict, as Daldry finds in Dickens? 

There is no collapse of serial form, as occurs in Schumann, few marks of the authorial strain we found in Brahms. There are, however, signs that genre engages the listener at a different level from the rest. The movement is in a makeshift sonata form with a short development section and an extensive recapitulation in which the whole of the material originally in D is played again in B major, including the “second subject”. However, the chief pledge of narrativity in sonata form is the beginning of the recapitulation, the first point at which the listener can be sure that the structure is coherent. The short development of this piece, mostly consisting of passagework, ends with a very impressive passage in octaves, including a notorious chromatic scale. The reprise is stressed with a massive orchestral tutti; yet it is the “second subject” that is reprised. The first subject and all of its sequels are omitted. This kind of “defective” recapitulation is not unique in Romantic music (it occurs, for example, in Chopin’s Piano Sonata in B flat minor, Op. 35), but in this piece it seems to mark a momentary overwhelming of narrative structure with the evocation of genre, a somewhat similar process to that of Schumann’s Second Symphony, though less extreme. The evocation of genre momentarily resists coexistence with the routine of structure. 

This is just as well, for the seriality of Dvorˇák’s structure is, in fact, fee-ble. Where a more scrupulous composer might have built her transitions and modulations out of sequential, fragmented, and ingenious workings of the main subject, Dvorˇák is content with asemantic passagework, and he most commonly changes key by simply easing sideways across an enharmonic divide, giving the impression of a patchwork or potpourri. Yet this weakness of seriality itself contributes to the power of verisimilitude in the passages of genre, for its weakest points become signs of apodeixis, disengaging the listener’s attention from progressive temporality and directing her into the ambient world of emotional realism. 

This happens each time, but we may examine the first. All material up to measure 46 is effectively in the tonic key, and there has been no effort to modulate. In the next measure, an unexpected harmony is heard (it is a secondary seventh on the subdominant in B, but more acceptable in D). There is some perfunctory quoting of fragments from the main subject, but the succeeding passage has a primarily syntactic function, being a long close into D major with ritardando and diminuendo (Figure 5.11). There is constant attenuation of thematicity, and a swaying chromatic drift in the essentially simple harmony as though chromaticism were being pushed out to the sidelines. In all, this is a “framing” gesture, a sign of the shift from structure to genre and from progressive to lyric temporality. 

This kind of passage is a textual sign, indicating temporal arrest and a
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shift from structure to genre. Clearly, such a gesture is not conducive to a convincing sense of continuity; but the Romantic composer is eager, not to achieve a unity of progressive and lyric time, but to separate the business of contrived structure from a dreamy, timeless present in which she can leap across the temporal divide to a past from which industrial culture has divided her, filled with nostalgia, myth, and the spirit of the  Volk. 

Figure 5.11
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Tchaikovsky: The Thread in the Seams

If one ignores the composer’s patent obedience to formal shibboleths, a movement like the one just discussed can seem to resemble a rondo. There is an outstandingly memorable musical vision, which comes three times, in-terspersed with various types of structural business; it is always the same, except for expanded orchestration and the final routine change of key, and it always has closure. Yet the idea of a rondo is entirely foreign, with its routine of recurrent refrains. This refrain is a change, not only of temporality but also of ontology, a change of nature and of utterance. 

Structure and genre are finally irreconcilable. The attempts to encompass both within a single texture were bound, in the end, to destroy musical coherence, and to destroy it much more decisively than Schumann’s dis-arming surrender in the Second Symphony. Genre—the guilty secret of metaphoric complicity—destroyed the symphony. 
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The first movement of Tchaikovsky’s Sixth Symphony, the “Pathétique”, is similar in layout to the Dvorˇák movement. In place of a second subject it presents a telling genre evocation, preceded by a parade of apodeictic signs; there is no regular recapitulation, so the piece sounds somewhat like a rondo. 

What is more, in the highly conventional world of Romantic melody this movement is based, broadly, on the same two themes as the Dvorˇák piece. 

The first subject, indeed, relates intertextually also to Beethoven’s “Pathétique”, the Piano Sonata in C minor, Op. 13. Both in its slow form and in the allegro, it is minor-mode, focused on the first three degrees of the scale, open-ended, meant to generate development (Figure 5.12a). The second subject is a languorous pentatonic tune that never changes and always closes (Figure 5.12b). All of this could be said of the Dvorˇák themes, except that the Beethoven connection is less obvious there. The second subject is marked with one of those legends which are not so much instructions for performance as descriptions of a projected subjectivity: “teneramente, molto cantabile, con espansione”, like Mahler’s  mit innigstere Empfindung  and Elgar’s  nobilmente. 

Figure 5.12a
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Figure 5.12b
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It is well known that Tchaikovsky confessed his difficulties with structure. 

His admission is contained in a letter of 1888 to the Grand Duke Konstantin Konstantinovich:

As regards your humble servant, all his life he has suffered from consciousness of his inability in general matters of  form . . . I have a vast amount of padding; the thread in the seams is always noticeable to the experienced eye, and it is impossible to do anything about it. (quoted by Zajaczkowski 1987, p. 1) It does not take a particularly experienced eye, or ear, to discern the thread in Tchaikovsky’s seams; it is an obvious and familiar feature. Henry Za-
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jaczkowski, in his excellent booklet on the composer, devotes a chapter to illustrations of links and threads, concluding that “the overriding impression of his music is, indeed, of distinctly perceptible sections, sewn together” (p. 1). However, this writer perceives that the clumsily cobbled seams are inevitable, and indeed, have a part to play. 

The longueurs in his music are often as cunningly contrived as his obsequious modesty, for they frequently serve a very deliberate purpose . . . 

His penchant for full-blown melody . . . was a considerable obstacle to the

“good” construction of even moderately lengthy works. Such themes tend to be self-sufficient: they are, by their very nature, fully worked entities . . . Tchaikovsky’s dilemma begins long before he has to start developing his theme, for as soon as it has been stated, it reaches a most dogmatic final cadence . . . even his most humble linking devices could, on occasion, be converted to strokes of genius. (p. 2) These “humble linking devices”, which generate thematically empty, repetitive, harmonically meager, expressively weak passages, so familiar in all of the composer’s work, have a distinct role to play. Their weakness is itself a sign; they are gestures away from structure, confidential asides which draw us into a secret connivance. 

Incidentally, had Tchaikovsky ever perfected a technique for creating flawlessly smooth links in his musical designs, one cannot help but feel that this would have been at the expense of other aspects of his style—his remarkable melodic writing, or general spontaneity, perhaps . . . [His] disjointed structure is not necessarily weak, since it can be a vital component of the expression of strong emotion. (p. 46)

Zajaczkowski realizes, remarkably, that these “flaws” are obeisances to

“emotional truth”. He is an apologist for the great Russian; he recommends that we bear with the weak passages, because of the glorious things they herald. He might have gone much further than this. Tchaikovsky’s “remarkable” melodies are, in fact, extremely simple and routine. The second subject of this symphony is conceptually quite standard, a stroll across the pentatonic scale to stationary harmonies, repeating itself in rounded-binary form (aaba) and closing mechanically. Its pentatony, so similar to that of the Dvorˇák concerto, refers to the warm domesticity of folk song and children’s rhymes (though its second strain is more sophisticated). 

It is a notable piece of sorcery that no listener ever sees the real source of this “emotional truth”. There is nothing within the theme to draw us into the enchanted wood. The signs of intimacy, the hand that encircles our shoulder and draws us privily aside, the invitation to guilty conspiracy are all to be found in the previous twelve measures. Like a good conjurer, Tchaikovsky does the trick when our attention is distracted. Performed alone, the second subject would be meaningless. Preceded by its character-
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istic framing gesture, which resembles a clock running down, it is accepted as a vision of some profound truth. 

At the  poco piu animato  before rehearsal letter D the music has become obsessed with a simple motive derived ultimately from the first subject, here iterated in A minor (Figure 5.13). There is a tiny chromatic alteration (a standard method, according to Zajaczkowski), the bass continuing chromatically to E flat and the melodic figure adopting C sharp, suggesting an augmented sixth that would normally precede a modulation to G. But the little motive continues to murmur as the dynamic gets softer, the orchestration more spare, and the tempo slower. At last, the harmonic character is lost; the augmented sixth resolves outwards to a D chord, and the motive frees itself of its strongly modalized C sharp, turning into lazy triplets. The violas abandon thematicity altogether, leading upwards in a celestial gesture like that of the awakening Brünnhilde or the mysterious bleak dawn of the third act of  Tristan.  There is silence, and the tune begins, not in the G

major to which previous modulation had tended, but simply in D, the key to which the repeated figure finally surrendered. Every conventional sign is here: slowing, softening, thematic attenuation, harmonic derailment. 

The listener is prepared for a numinous vision. Any tune would do. 

Figure 5.13
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 Figure 5.13 (continued)
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In this kind of text, “great melody” is as much the product of context as of melodic contour. The glowing colors of a Rembrandt or a Matisse are not to be found in the spectra of the colors themselves, but in the surrounding tones which project them forward. This “great melody” is nothing on its own, and in any case “in great symphonic works” melody “is always secondary” (Adorno 1992/1971, p. 31). 

It is worthwhile to look at the first part of the allegro, before this temporal surrender. In Classic form, the  Ruhe  of the first subject gives way to the  Bewegung  of a Gang, generating progressive time. After the ten measures of the main subject (beginning as in Figure 5.12a) there is a touching attempt to compose a traditional Gang, developmental and sequential, apparently modulating (Figure 5.14 shows the first violin part only). Thereafter, almost every measure is built of scales and arpeggios; the composer’s good intention is manifest. 

Figure 5.14
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Tchaikovsky’s propensity for writing dance measures is connected with his experience as a ballet composer and his knowledge of French music. But the dance is, from the temporal point of view, a particularly interesting kind of movement, for it is nonprogressive activity, nonstructuring structure. 

The dancer moves, but has no goal; she depends on body-weight and mo-
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mentum, muscular balance, movement-feel, but through these she achieves not narrative, but phenomenological stasis. She is the underlying movement of the lyric, prosody bereft of language and phrase. Any composer wishing to write a progressive Gang—to shift the music from lyric stasis into temporal movement—does well to avoid dance measures. But Tchaikovsky continually gives way to dance measures. 

It is helpful at this point to sketch the semiotic square of symphonic temporalities (Figure 5.15b). The semiotic square is a logical diagram of great antiquity which is taken up by A. J. Greimas in his  Sémantique structurale (1983/1966). In this figure the horizontal relation is one of contraries, the diagonal relation one of negatives, the vertical relation one of deixes (terms related by implication). In Figure 5.15a the contrary of black is white; the negative of black is not-black; the negative of white is not-white; the contrary of not-black is not-white; black implies not-white, and white implies not-black. This is the simplest kind of semiotic square (for further discussion, see Greimas 1983/1966, pp. xxxi–xxxiii; Tarasti 1994, p. 8; Monelle 1992, pp. 244–50). 

In the Symphony the opposition of theme and development is a relation black
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of contraries; yet both lay claims to semantic content, original or derivative. 

The term related negatively to theme—to lyric, since themes are in the first place lyric—is not development but Gang, which may be developmental, but is often merely asemantic, as already explained. Gang is, of course, progressive; its contrary, then, is dance, since dance is propulsive without progress, and dance is the negative of development, since, whatever the thematic relations, dance measures always establish new evocations. The left side of this system—lyric and dance—constitutes  genre;  the right side,  structure.  This explains the impotence of Tchaikovsky’s passages of progression; in reality, since they are dance measures, they remain evocations of genre when they ought to be  Gänge. 

Shortly after the passage shown at Figure 5.14, there begins a long chain of descending eighth-note scales, first in the cellos and basses (measure 42), then in the wind. It ought to be an asemantic Gang, such as a Classical composer might have written. But Tchaikovsky is not satisfied with this; in counterpoint with the scales he is led to compose a light-footed dance, the bows leaping ( saltando)  with the feet of the dancers (Figure 5.16). 

Figure 5.16
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The following section is conscientiously sequential, but the ubiquity of the dance measure destroys the progressive effect; what ought to be structure becomes genre, and the teleological thrust of the symphonic transition lapses into a mere dance episode. This transition will lead nowhere, and, freed from its obligations of progressivity, it turns exuberantly to another topical evocation, that of the military fanfare (measure 67). The military topic will surface decisively in the third movement. 

The promise of a dialogue of temporalities, a systematic alternation of lyric and progression, has yielded nothing more logical than an engaging divertissement.  This is arrested by the wind-down shown in Figure 5.13; there is no question of “link”, of any real passage from one theme to another or from  Bewegung  to  Ruhe,  but, on the contrary, the closing phase of this transition is a sign of apodeixis, presenting the theme at measure 89 as an intrusion from another ontological level. 

David Brown, although his techniques of analysis are traditional, notices the nonprogressive character of this transition. 
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In classical movements, [the function of the transition] had been to drive towards the second subject . . . But this transition . . . settles unequivocally into the new key, then drains itself of any lingering vestige of dynamism . . . Here nothing is promised; indeed, all seems to be over, and what is to follow could well be a hiatus or a non-sequitur. Instead, what ensues proves to be precisely what this transition had indicated: a second subject in which harmonic movement remains minimal and harmonic thrust is nil, for it is supported by little more than a decorated D major triad. (Brown 1991, p. 448)

The development section of this movement, after its sudden irruption from lassitude, is a lifeless and routine fugato, recalling that of the Schumann movement discussed above. The marking  feroce  cannot disguise the fact that, as usual in Romantic music, this is an intervention of authorial will, not a shift of temporality but a response to the symphonic command, a sign of symphonism (except that such signs, being surrenders to routine, are really signs of nothing). What follows in the development—a parade of the “fate” theme, a descending scale in trumpets and bassoons, a traditional chant from the Russian Requiem which quickens into a military march—is intended as the gradient to a climax, a device in which this composer is particularly expert. There is even a collapse, apparently apodeictic, in which the allegro theme is murmured in a chromatic form which stresses its likeness to the  pianto  topic, since all intervals, not merely the final descent, are now minor seconds (measure 234). This is worked up into a synthetic frenzy until the recapitulation begins at the peak, the phrases of the theme answered by a similarly chromatic figure that steals the limelight (measure 244). Why is the  pianto  so important, and why is there a climax? 

Climaxes, like melodiousness, become commodities in late Romantic music, which “attains its climaxes and then, disappointed and disappoint-ing, starts again from below”, as Busoni said (according to Adorno 1992/

1971, pp. 43 – 44). Everyone thought that Tchaikovsky, referring to his sections of “padding”, was talking about his thematically weak links. But the padding is really to be found in this kind of noisy and bombastic moment, of course. The composer is not interested in the climax or in the recapitulation it clothes. Something is coming which moves him far more, something before which he need exert no effort of will, something to surrender to. The “fate” theme is what really matters; at last, it is heralded by lachrymose  pianti  in the strings, and delivered in tragic abandon by the whole orchestra in octaves, with the brass interposing theatrical  pianti, marcato,  and  forte possibile,  the whole over a dominant pedal (Figure 5.17; minor and major seconds are interchangeable in Tchaikovsky’s conception of the  pianto). 
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Figure 5.17
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Symphonic routine, that tyranny of responsible citizenship, has done its worst. The emotional realism of genre, manifest in this parade of the fate theme and finally in the return of the second subject, has destroyed responsible structure, the collective element of sonata form and the sign of society. Structure, in this movement, is never more than an extraneous Other to which the music gestures resignedly. Instead, the dimension of verisimilitude has turned into a pretended union of subject and object, a protest of fraudulent sincerity, a scandal of bad faith. 

The composer said of this piece, “I definitely consider it the best, and in particular,  the most sincere  of all my works” (in a letter to his nephew Bob Davidov, quoted by Brown 1991, p. 443; Tchaikovsky’s emphasis). Thus, the composer has finally moved himself into the subjective focus of the text, as though he, the man Tchaikovsky, might himself be the signified. This is the primary illusion of this symphony. Its ineffectual gestures towards symphonic form, its appearance of progression and logic—all hide the fact that it is the terrible and passionate cri de coeur of a troubled heart. Approached as a personal testament, it is a masterpiece. But in the sight of a master of allegory, it seemed “a shallow and extroverted, terribly homophonic work” 

(Mahler to Natalie Bauer-Lechner, in Floros 1993/1985, p. 276). 

The Symphony is a cry from the heart of someone who has lost heart, a token of an overpowering subjectivity trapped inside itself, not a speaking subject but a cri de coeur. The temptation, for the Romantic artist, was always to identify with the subjectivity of the text. The task of modernism would be to dismantle this identification. 

Structure and Genre

In nineteenth-century music there were two sets of signs, one to elicit the listener’s complicity in the verisimilitude of expressive genre or to isolate passages of realistic evocation, the other to convince her of the integrity of structure. These two metasemes produced in the musical work a kind of divided consciousness or schizophrenia, and the result was not to weaken
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the signs of verisimilitude which characterized nineteenth-century topics but immeasurably to strengthen them, not least by individualizing them strongly (“Come to think of it, there  is  a kind of nostalgia like that!”). This schizophrenia is not psychological, of course, but textual—accessible, as Riffaterre would say, not to psychoanalysis but to semeanalysis. 

According to Riffaterre, verisimilitude is a response to certain textual signs, rather than an evocation of some external known reality. In fact, the cultural items which form the signification of descriptive syntagmata are not necessarily present in the sociolect before the text evokes them, but are understood as apodeixes because the text instructs its reader so to understand them. By comparison with other literary writers like Todorov and Beer, Riffaterre apparently portrays a wholly nominalistic world. His views conflict with those of Beer and Daldry, for whom the evoked world is known to the reader, such that she—the reader—can feel a kind of reality in the passages of genre and thus become the text’s intimate accomplice. Both views are highly illuminating when applied to music; however enrapturing is Dvorˇák’s superlative tune, we undeniably grasp its mode of expression by attending to certain conventional signs. Riffaterre would find our conviction of the emotional truth of this beautiful evocation—its relation to our already-existing emotional life—to be part of the artistic illusion. Description “must conform to a consensus about reality”, but in truth this consensus is merely “encoded in language”. Diegetic truth does not come from the reader’s experience; it  enters  that experience. It is “a performative event in which participation on the reader’s part can only serve to hammer the text’s plausibility into his experience” (Riffaterre 1992, p. xiv). Most notably, the verisimilitude of genre is indicated by a radical interruption of the serial time of narrative, a sudden arrest which is signalled by certain conventional formulas. Evocative truth “gives the narrative the authority of the real by eliminating or suspending the most basic feature of narrativity, its time dimension”. 

 6

TEXT AND SUBJECTIVITY

What does it matter who is speaking? 

 (Samuel Beckett)

What Is a Musical Text? 

PAUL RICOEUR WROTE a famous article entitled, “Que’est-ce qu’un texte?” It is not so much a question as a gesture towards the enigma of the concept. What is a text? The answer must itself be a text. There is no ostensive solution; you cannot point to a text and say, that  is a text. A text is a semiosis, something understood—but understood textually. 

In addition, literary writers have to struggle through the apparent layer of reference which usurps the place of textual signification, and consequently they have been preoccupied with problems that should not trouble the musician; the questions of intention and interpretation, for example, seem material when one envisions a “true” meaning for the text. Does the text determine its meaning, or is the meaning produced by the reader? Stanley Fish, Wolfgang Iser, and Richard Rorty have debated questions like this (see Culler 1983, pp. 73–78). In a medium like ours, that is supposed to be self-referential or to have no meaning at all, the discernment of a text will seem less dependent on intention or interpretation. In music, the meaning is simply  whatever the music means;  the question of “true” meanings is no more than empty talk. It ought to be  easier  to define the text in music. 

Regrettably, musicians have wasted effort on pseudo-questions. For example, is the score the text? Or even more fruitless: is the score the work? 

An article by Nicolas Meeùs summarizes this issue. He quotes Mesnage’s view that the score is merely a coded representation of the musical work, a

“maquette” which the performance realises “in its true grandeur”, and Es-treicher’s comparison of the score with “a Chinese shadowplay, the outline, without relief or color, of a living being” (Meeùs 1991, p. 19). Or perhaps the score is a prescriptive matrix: it is “a system of imperative symbols . . . 

determining . . . indirectly how the musical work is to be played”, according to Ingarden (p. 20). Meeùs sees that music has two sides, one sonic, the other graphic. “The score, in other words, constitutes, at least in our Western music, an essential and indispensable link in the semiotic chain.” 

The score is, perhaps, the text. This would seem to match the traditional
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musicological view, in which scholars try to establish an authoritative  text for music of the past. By this, they mean the musical aspects that can be written. Of course, the realization of this score requires much cultural knowledge; but this study, called “performance practice”, is not considered a textual study. 

Somewhat surprisingly, literary commentators are much less willing to identify the text with the “score”, that is, the printed record. Rodolphe Gasché proposes three possible understandings of the literary text: 1. A text can be determined as the sensibly palpable, empirically encounter-able transcription of an oral discourse . . . 

2. A text can be determined as an intelligible object. According to this conception, which is indeed the prevailing one, a text is thought to correspond to the signifying organization of diacritically or differentially determined signifiers and signifieds. (Gasché 1986, pp. 278–79)

Gasché’s third meaning must wait for a while. Apparently, his first version corresponds to the musical score; it is “palpable”, a “transcription”, a material thing. On the other hand, most musicians are extremely reluctant to grant freely the status of  score  to the material record of a piece like Cardew’s Octet 61 for Jasper Johns,  or LaMonte Young’s  Composition 1960, no. 2 (the first of these is a page of meaningless quasi-musical fragments in no special order; the second, an instruction to the performer to light a fire). Thus, there is a tendency, even for musicians, to regard the score as an “intelligible object”, a “signifying organization of differentially determined signifiers and signifieds”. 

There is here an apparent distinction which need not impede us, though it is of considerable interest. While the reader of the literary text is looking for “meanings” rather than simply phonological forms, the reader of the musical score is seemingly only in search of the oral form of the signifier, that is, the performance; any “meanings” that may ensue will follow from the sonic realization of the score. This is a pseudo-problem, connected with the chimerical view that linguistic signification is arbitrary, present and hypostatized, while musical signification is subjective. The phonology which the literary reader finds in a printed text is a signifying phonology, a union of phoneme, pheme, and sememe, not the noise of a chattering ape. The same oral level is present in the realization of the musical score; the score is understood as a score because it signifies whatever music signifies. 

It is perfectly clear that the score is accepted as the text in the same way as the book or the page. It is a text because it is intelligible; because it is understood to signify something that signifies. But this was only the second of Gasché’s interpretations. His third view is the most profound, yet like the others, it raises certain difficulties. 
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Another . . . concept conceives of  text  as the dialectical sublation, either as “form” 

or “content”, of both its sensible and ideal determinations . . . the dialectical determination of text is its reasonable or rational concept. All those analyses that link a text’s sensible and intelligible constituents, as well as the etymologies, allusions, implications, and  sous-entendues  of all sorts, within one totality of either form or content, understand  text  within the limits of speculative philosophy . . . 

By exhibiting the text as the totality of a positioning and reciprocal annihilation of oppositions, as the play of a mutual limitation of self and Otherness, the text is determined as the milieu, the element of  Aufhebung,  or, which is the same, of the dialectical exposition of that which is implied in its very concept. (Gasché 1986, p. 279)

A text, then, is not the pattern of signifiers or signifieds, or even the patterned relation between them; on the contrary, it is the annihilation of opposition, the stage of resolution or fruition of the opposition of sign and meaning which constitutes the action of signification. In the text, dialectics overcomes itself. “The text excludes dialectics,” according to Derrida (1981, p. 122). 

The text is not form plus content, or the annihilation of the opposition of form and content, but the fruitful overcoming or  Aufhebung (cancella-tion, rescinding) of form and content. Now, it is at this point that the task of the musicologist ought to be much easier than that of the linguist. The division of form and content, of signifier and signified, has always been to some degree problematic in music. Where, for the linguist, the presence of a signified has seemed the pledge of the signifying character of language, music presents no such assurance. This apparent deficiency has led musicians off into theories of formalism and into analytical nominalisms that have proved peculiarly barren. But as well as seeming “abstract”, music behaves strangely with regard to its structure; it resembles, not the syntactic level of language but its semantic level, in that it generates sequence and coherence by systems of repetition, like the semes, sememes, and isotopies of language (on this property of music, see Monelle 1991, 1995; also 1992, pp. 232–42). The syntactic and semantic levels of music live in a kind of inextricable mix ’n’ match. 

The musical text is clearly a text in this third sense; it is the score, not as performed, but as understood, its dialectics resolved into intelligibility—if we are to speak of the score. This is a text, a fortiori, in which dialectics has been overcome; Hjelmslev requires of a semiotic that its expression and content planes be nonconformal (1961, p. 112), but the kind of nonconformality which makes dialectics, and therefore semiosis, possible is not necessary to envisage in a semiotic which overcomes dialectics at its very source. 

Still, a difficulty remains with this interpretation. If the text is that bound-
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ary where dialectics is  aufgehoben,  where self and Otherness confront each other, what is to be found on that boundary? Does it exist? Can it be known or interpreted? Like so many deconstructive ideas, this merging point of the text seems to be just nothing at all, an evanescent line, without breadth, size, motivation, or potency. This confusion is aggravated by the passing backward and forward across the line of many aspects of signification; some parts of the “outside” may turn up inside, as when Beethoven reflects theoretical comments on “second subjects” by writing them into his String Quartets, Op. 18. Each of these six works has a distinct lyric theme in the position of second subject in the first movement, a feature which is not to be found regularly in the early piano sonatas, for instance (second subjects had been discussed by G. J. Vogler and Francesco Galeazzi, for example; see Monelle 1992, p. 309). Derrida ends by invoking the “general text”, the text not closed on itself such as to define inside and outside; it is merely “that border itself, from which the assignment of insides and outsides takes place, as well as where this distinction ultimately collapses” (Gasché 1986, p. 280). 

If you are hell-bent on finding a presence, a hypostatized meaning for your signs or your texts, then indeed the text will be nothing for you. For indeed, nothing can be said about it in the way of interpretation, and it cannot be understood as an essence or an ideality. But musicians have always known this; musical interpretation always sounds like a kind of shaggy-dog story, infinitely less serious than cold analysis, and thus the preserve of the journalist and the secondary-school teacher. The  absence  of musical signification, its dissolving under the studious eye, is not a limitation of music, but on the contrary its very life and beauty. As the linguist finds herself en-cumbered with the baggage of motivated “meaning”, its apparent arbitrariness and independence, its semantic rules, its logical structuring, its demand for primacy, the musician is carried smoothly onward into an open universality of metonymy, a meaningfulness without meaning, a semiosis unburdened with truth-references or metaphysics or the specter of hypostasis. If the linguist wishes to know what a text is like, in this final sense in which dialectics is overcome, she should listen to music. 

One thing is certain: the text, whether literary or musical, is profoundly abstract. It is not the score, not a performance, not an intention. It is also—

and this is vitally important—not the  work.  The musical work is something somebody has made; it is a  poiesis,  Nattiez might say. It is perfectly legitimate, therefore, in connection with the work, to enquire about the composer’s intentions, her history, her psychology, her limitations. Such enquiries have little bearing on the musical text, though they are related to some part of the text. But the text does not merely occupy a space defined by the composer’s work. Its space is chiefly defined by certain other factors: in particular, by the universe of texts, which is to say, by  intertextuality. 

This is brilliantly illustrated by Robert Samuels in relation to Mahler’s
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Fourth Symphony. It would be easy to cite straightforward similarities between musical works, or indeed dissimilarities, to show that texts define each other. Mahler’s music cannot be “analyzed” in the traditional sense because the pattern of sender-message-addressee has been subverted, and there can no longer be a “finished work”. 

It is well known that Jacques Derrida said, “Il n’y a pas de hors-texte” 

(there isn’t any outside-of-the-text; Derrida 1974/1967, p. 158). Ordinary intertextuality cannot explain the French theorist’s statement; we must move yet further from the composer. The listener usually hears, in a musical work, not only what the composer made and controlled but also a great deal of which she had no inkling. Indeed, the understanding of a musical message is dependent on hearing a world of what is not meant, not said, not heard, not “in the text”. If this were not so, it would be intolerable (for example) to hear music of another age; to put up with Bach’s “sewing machine rhythm” or Wagner’s unrelenting  Ernst,  for these things, though “meant” 

by their composers, are now heard with an indulgent intertextual understanding of the historical period. 

Ordinary criticism involves taking a stance in this space outwith the text. 

The question is, where is the  signification  to be found? If we follow tradition in locating signification within the text (which will leave us wrestling with “intentions”), then the interpretive and exegetic functions of criticism are denied. We are prevented from refining signification in terms of what it is not; and this may be what it more truly is, for this is where the dialecticity of the text is operative. Just as signification is defined by what is not said, so text is defined by what is not-text. This is easily illustrated by those drawings which can be seen two ways according to whether one observes the endotopic or the exotopic form, the form enclosed by the outline or that outside it. 

The text defines what is inside and what is outside; and thus, there is nothing outside, for whatever is outside is also text-defined. Criticism observes exotopically. (Here I must stress that  hors-texte  does not merely mean

“outside the music” in the sense of extramusical, as when we say that Mahler’s music is about cosmic sadness.) Indeed, critical judgments that survey the text as endotopy and exotopy will go further than Schoenberg’s famous essay on Brahms, which is already outside the text in that it finds in Brahms a progressiveness that the composer did not mean or think of. They will also be outside of whatever is outside of the text, concerned not only with what the musician did not say or intend but also with what she could not have said. Furthermore, these far reaches of signification are necessary to intelligibility, they are not mere critical extravagances. For the  hors-texte is in a dialectical opposition to what is inside the text, and the text overcomes dialectics, as Derrida has said. 

How, then may we define the text? The text is  whatever criticism observes, 
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whatever analysis expounds. And again: the text is a discipline, holding us back from temptations to dogmatize, sacralize, hypostatize, appropriate. 

Such definitions sound circular. Indeed, they match the circularity of the text itself. They also seem to authorize anything at all, as though criticism is free to introduce at will interpretations relevant and irrelevant. This risk is signaled by Robert Hatten; he feels that there must be a “limit to cultural contextualization”, and he quotes Eco’s restriction of criticism to “interpretations allowed by the context” (Eco 1990, p. 21, quoted by Hatten 1996, p. 2). However, such strictures invoke the dialectic of relevant/irrelevant, which like all the other oppositions, may be fruitfully passed beyond. So what protects criticism from mere caprice? One senses an infinite regression, for caprice is also one pole of a dialectic opposition. It is not helpful to pursue this line of questioning; of course, we shall continue to march with Eco and Hatten in the ranks of dialectic logic. But finally, dialectics will be overcome. 

If you are a modernist, and thus subject to temptations to hypostatize, seeing music as a cognitive symbol that speaks its own truth, you will tend to observe only the score and thus to treat the score as text. This is a dogmatism that wants to appropriate the text for its own purism. Sometimes, of course, the score cannot be taken as text in any meaningful way; but these scores are ignored by modernists. 

This obvious point may be illustrated by a reference to the fifth movement of Mahler’s Third Symphony. The surrounding movements are expressive and rhetorical, the fourth a setting for alto solo of Nietzsche’s “Was spricht die tiefe Mitternacht” from  Also sprach Zarathustra,  the finale one of Mahler’s famous adagios, considered by Peter Franklin to be “a beatified version of the alto’s gesture of supplication” in the fourth movement (Franklin 1991, p. 71). The fourth and final movements are in D; the fourth movement ends on A, the finale begins on A as though there were direct continuity between them. 

Both these expressive movements evince the Romantic idea of composer-as-orator; this is persuasive music which presses forward a speaker whose heart is full, who is a tragic seer. Thus the composer (that is, Gustav Mahler) writes over the finale, “Slow; peaceful; felt [ empfunden] . . . very expressively sung” (originally he wrote, “with the most intimate feeling”; see the fac-simile of his manuscript on page 72 of Franklin’s book). He urges on us the subjective intensity of his fictional orator; the fourth movement was “very slow and mysterious”. 

Who is this speaker whose intensity Mahler so anxiously describes? He is, perhaps, Zarathustra, the orator invented by Nietzsche to give voice to his aphorisms on the state of post-Christian man. But he is also the Viennese  Lieder  composer; his intensity is that of Schubert’s “Junge Nonne”, and he repeats the opening words “O Mensch” halfway through the Nietzsche
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setting to furnish a rough-and-ready strophic form. Mahler’s symphonies have dual roots, in the German symphony and in Viennese song. They are full of a dramatized and projected subjectivity. 

In between these heartfelt utterances comes the notorious fifth movement, a setting for women’s and children’s chorus of the  Wunderhorn  poem

“Es sungen drei Engel”. It lasts four minutes and is in F. The children imitate bells: “Bimm, bamm, bimm, bamm”, and the marking is “happy and cheeky” (“lustig im Tempo und keck im Ausdruck”). “The sheer cheek of the childlike angels may have more to do with Germanic Christmas carols

. . . but they would soon wreck any production of  Parsifal” (Franklin 1991, p. 70). There is no need to read the words of the poem, a conventional paean to “heavenly joy” with no projected orator except the voice of the alto soloist in the middle section, weeping for her transgressions against the Ten Commandments. She is summarily told to fall on her knees and pray if she wants eternal bliss. 

A score-analysis of this movement would be utterly brainless, and Franklin does not attempt it. The textual analyst must intervene. During the time when he was composing the Third Symphony, Mahler was reading certain works of Nietzsche, notably  The Birth of Tragedy from the Spirit of Music, Also sprach Zarathustra,  and  The Gay Science (Die fröhliche Wissenschaft).  The last of these titles was originally the Symphony’s epigraph; in this book Nietzsche finds in himself the whole of “reality”, of human and cosmic history, culture, consciousness, reaching a nexus in which the future is created as though by a dreamer or somnambulist, or in another analogy, by a dancer whose dance prolongs man’s knowledge of the world and itself. The world is a dream of the artist; in semiotic terms, the world is not “reality” but signification. This led Mahler to his famous comment, recorded by Adorno (quoted by Franklin, p. 12):

Imagine such a  great work,  in which in fact the  whole world  is mirrored . . . one is, so to speak, no more than an instrument on which the Universe plays, I tell you, in some places it strikes even me as uncanny; it seems as if I hadn’t written it at all. 

The work is not production or utterance but manifestation; just as the

“subjective” utterances of the fourth and sixth movements are the manifestation of an impassioned speaker, so now another part of the speaking universe is manifested, the singing of children and the chiming of Christmas bells. 

In spite of Mahler’s feeling that he “hadn’t written it”, these things are firmly within the text. Their signification is primary; without them the music has no meaning. This Nietzschean message represents a reaction against Wagner’s view that the revolutionary, reanimating power of the symphony has been taken over by the music drama. But certain aspects of
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Wagner’s conception remain, notably his nationalism; just as the composer of  Die Meistersinger   believed in the healing power of  die holde, deutsche Kunst so Mahler, in spite of his Jewish race and Czech origin, was attracted to the revolutionary pan-Germanism of the group around Engelbert Pernerstor-fer and Victor Adler (Franklin 1991, pp. 9–10 and 13–14). The “objective” 

singing of “Es sungen drei Engel” signifies, as well as the universal creativity of the artist’s soul, an ideological conviction about the German  Volk. 

There is no need to describe in detail the many other facets of signification. In principle, the movement is in strophic form, though the soloist interjects with another melody taken from the children’s song  Das himmlische Leben.  The noisy climax, at any rate, is not the culmination of a developmental form. The disunity implied by this music’s intrusion between the closing movements of the Symphony may also be connected with the pro-grammatizing of the symphony, the level of  portrayal  rather than expression in some of the Romantics. Its schizophrenia may have something to do with the German-speaking Czech and the Christianized Jew, for whom a certain elusiveness has become a habit. For whatever we conclude, this cannot be seen as an example of “structural unity” or philosophical idealism; this music does not persuade us, by any univocal organicism, that the universe is transcendentally intelligible. Just as its composer is a listener to the voices of its speakers—the impassioned tragedian of the previous movement and afterwards a bunch of noisy kids—so is he a reader of its subversive message, an ironic dissenter from the transparency of the cosmos. There is no univocal clarity to this message; it sets a question mark on all artistic expression. 

But is this final composer, the problematizer and pessimist, Gustav Mahler? It looks as though we have been shunted into this signification, which is no-signification, by taking Mahler and Nietzsche at their word, and more at their word than their word could ever signify; it is  implied  by their sayings, implied because the Symphony eventually forces you out into this country of the impossibility of signification. Yet this country is also signified by the Symphony. 

What, then, is signified by this movement? Viewed intertextually, the music is located at the centre of a network of texts. One of these texts is Mahler himself, the German-speaking Christianized Czech Jew, the provincial who has made it big in the great city, the outsider struggling to get inside; this is the “composer” in the ordinary sense, the maker of the

“work”. In Figure 6.1 some of the other texts can be seen, together with a few that occurred to me while I was drawing it; and there are further subtexts beyond the texts, a generative genealogy of texts that stretches infinitely in all directions. 

Each intersection of this network has been given a name as though it were an object, a reified essence independent of the system, and this has given
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the whole thing an air of interpretation, a whiff of the extramusical. But the Symphony is not an object in this way; there is nothing in the Symphony which is simply itself, unrelated to other texts, intelligible without reference to what is outside it, for such a thing would not be intelligible at all. The music is simply an epistemic nexus, the product of its significations as well as their producer, active as well as passive. The same goes for all the other intersections in the system. There are “only differences, without positive terms”. The signification of this masterpiece is better represented without apparent hypostasis; it is a network, but not a network of named terms (Figure 6.2). 

The musical text, then, is a boundary between inside and outside, rendered problematic by the flow across the boundary and the interdepen-dence of inside and outside. It is also an epistemic nexus, the meeting point of all its significations, indexical, iconic, and symbolic. It is not a transcendent essence, an abstract pattern, an object, an “experience”. The network

[image: Image 2]
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Figure 6.2

of significations is infinite, but this does not mean that there is nothing that can be said about the music. On the contrary, it means that discourse about the music is infinite, and that no particular discourse can appropriate it, no ideology can claim the music as its own privilege. At present, there are certain analytical ideologies which would restrict discourse such that this particular symphonic movement would be almost impossible to address. This unfortunate state of affairs must be overcome. 

But there is one more dimension to this analysis, obvious in the case of Mahler’s Symphony, less obvious—but nevertheless present—in other music. As I have already hinted, the Nietzschean theme which led to this intrusion in the Symphony was itself a semiotic program, a view of signification. If we examine it, it comes to resemble the very analysis of text which I have presented. The artist stands at the focal point of all history and cos-mology, an active/passive dreamer who re-creates the world and ensures its continuity. Hence, the symphonic composer, having created an impassioned orator who gives voice to tragic omens, must now dream a common, jolly scene of children and Christmas carols. Outside of the world of tragic rhetoric, you could say, lies an outside-world of carefree children. But it is also inside because, textually, it defines what is inside by being outside. The artist, then—the textual or epistemic artist, not the man or woman—is an intersection in an active network of creative forces; from the world and its histories and discourses comes every signification, and each is refocused and empowered by the artist’s genius. Thus, the symphonic movement is a
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“reading” of the artistic or semiotic process, or, since it is not “real”, an “allegory of reading”. The Symphony allegorizes itself, it is its own listener; it seems to open up its own inward textures, as though Figure 6.2 were moving out into three dimensions. Paul de Man invoked the idea of an allegory of reading in his essay on Proust. (I develop this idea further in Chapter 8.) Musicians are practical people, and they are apt to question the useful-ness of philosophical investigations in their own art. If music is indeed text, what difference does it make? 

Since the text is whatever criticism observes, any  ideology of the text,  any objectification or hypostasis will represent a limitation of criticism. And in this bastard regime, it will become improper to envisage discourse along certain lines; improper for Réti to look for motivic unity in Bach’s B minor Mass because the movements were not all written at the same time, improper for Stravinsky to refer to Webern’s serial compositions as “precious diamonds” because they are not meant to be anything other than music, improper for Boulez to find numerical operations in the rhythm of the  Rite of Spring  because integral serialism hadn’t been invented in 1913, improper to suggest that all musical traditions, including the abstract constructivisms of the early twentieth century, are infinitely rooted in signification, literary, philosophical, cultural, social, political, and existential (I refrain from giving references for each of these well-known views). Such a hamstrung version of criticism also leads to judgments of value; Berg’s Violin Concerto was once thought to present a miraculous union of serial practices with preexistent tonal material, the original tone-row eventually generating a Bach chorale, but this view cannot now be held, according to Arnold Whittall (1987, p. 9). 

Similarly, though  Lulu  is apparently a work of scrupulous unity, on closer examination we find that its coherence is elusive and cannot be defined in detail, according to Anthony Pople:

It must be doubted whether we yet have analytical techniques which can represent (as opposed to misrepresent) the status of . . . local and global tonalities, and the relationship between them, in the detail which is expected of serious analysis. (Pople 1983, p. 49)

The “detail which is expected of serious analysis” is a  syntactic  detail, we may be sure; the opacity of tonal structures in  Lulu  cannot itself be a signifier because unless it can be analyzed in sufficient detail it is not yet even a syntactic unit. Hence value judgments may sometimes proceed from critical ideologies, from beliefs in “real” meanings, “true” compositional methods, 

“unified” views, and “serious” analysis. 

Outside of serious analysis, outside of our critical protection rackets, we shall find a choir of angels, the pealing bells of a childlike Germanic Christmas. They gesture towards the infinitude of texts, the gay science of impli-
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cation which helps us to rediscover the world in each work of music, helps us to conclude, with Friedrich Schlegel, that “a classic is a writing that is never fully understood”. 

The Death and Resurrection of the Composer

Roland Barthes wrote a little article, published in 1968, which became a manifesto for poststructuralism. It was called “La mort de l’auteur”, the death of the author (Barthes 1977, pp. 142–48). Like the whole enterprise of poststructuralism and deconstructionist theory, it has been much attacked and misunderstood by traditional critical writers. Much of the hostility has arisen from an Anglo-Saxon dislike of French rhetoric. Barthes’s purpose was not to argue the “loony” idea that language, “rather than writers, writes books” (Paul Taylor, quoted in Burke 1992, p. 22), but chiefly to record the obvious fact that the author of a text is not present in the text itself. Subjectivities there are, of course, in literary texts, but they are never simply the subjectivity of the author. The author is, in any case, another text—a historical, anecdotal, biographical text, of which a fortiori the author is not author. The author is “the instance writing”; “language knows a

‘subject’, not a ‘person’, and this subject, empty outside of the very enunciation which defines it, suffices to make language ‘hold together’, suffices, that is to say, to exhaust it” (Barthes 1977, p. 145). 

Traditional criticism has viewed the author as “the past of his own book”. 

Book and author stand automatically on a single line divided into a  before  and an after.  The Author is thought to  nourish  the book, which is to say that he exists before it, thinks, suffers, lives for it, is in the same relation of antecedence to his work as a father to his child. (p. 145)

But, in fact, authors have sometimes taken the opposite view. The whole of Proust’s long novel is a prelude to its own writing; only the aged man of the last section could be the writer of the first volume, which is manifestly reminiscent, a  remembrance  of things past. “The novel ends when writing at last becomes possible.” 

When criticism dedicates itself to the finding of the author, decoding of a text becomes comparatively simple. “When the Author has been found, the text is ‘explained’—victory to the critic.” Texts, however, contain many more strands than a single, unique subjectivity. Every text is “a multi-dimensional space in which a variety of writings, none of them original, blend and clash”. 

The text is a tissue of quotations drawn from the innumerable centres of culture

. . . the writer can only imitate a gesture that is always anterior, never original. 
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His only power is to mix writings, to counter the ones with the others, in such a way as never to rest on any one of them. Did he wish to  express himself,  he ought at least to know that the inner ‘thing’ he thinks to ‘translate’ is itself only a ready-formed dictionary, its words only explainable through other words, and so on indefinitely. (p. 146)

The manifold subjectivities encountered within a novel—the narrator, the characters, the “hero”, society, history, psychology—are threads in this enormous weave, alongside the pattern of references, events, and themes that consitute the text. The author is, at best, “a mediator, shaman or rela-tor whose ‘performance’—the mastery of the narrative code—may possibly be admired but never his ‘genius’”. The critic’s task is not to decipher but to disentangle; the details of the text have their roots in the huge ex-panse of writing and culture, not in the author’s biography. 

Barthes gives the example of a sentence from Balzac’s short story  Sarrasine,  which he was subsequently to analyze more fully in his masterpiece S/Z. 

This was woman herself, with her sudden fears, her irrational whims, her instinctive worries, her impetuous boldness, her fussings, and her delicious sensibility. 

The woman described is not, in fact, a woman at all, but a castrato disguised as a woman. Barthes asks:

Who is speaking thus? Is it the hero of the story bent on remaining ignorant of the castrato hidden beneath the woman? Is it Balzac the individual, furnished by his personal experience with a philosophy of Woman? Is it Balzac the author professing “literary” ideas on femininity? Is it universal wisdom? Romantic psychology? (p. 142)

We may reply: It is the narrator. But who is the narrator? One of the conventions of literature is to present the narrator as a person within the fiction; that is, one who believes in the truth of that which the author, and the reader, know to be fiction. Thus, the narrator is a feature of the text. Nevertheless, authors often use narrators as mouthpieces for their own views; the confusion of the author and the narrator is abetted, to some degree, by authors themselves. It is possible, therefore, that Balzac, if we had asked him, might have considered women to be impetuous and emotional; that is to say, he might have agreed with his narrator. 

This thought of Balzac is not in the text, however. Balzac’s personal views are not very significant to a study of  Sarrasine,  because he does not appear in the story (and if he did, he would be a  Balzac écrit,  an  Honoré de Balzac par Honoré de Balzac  somewhat like  Roland Barthes par Roland Barthes—the name of Barthes’s critique of the genre of autobiography). What concerned
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Balzac, and should concern us, is the kind of author Balzac wrote into the story, because this fictional author is part of the story’s structure. In any case, the agreement of author and narrator—of human author and textual author—is only one possible case. Authors are often ironic, parodistic, evasive. But even an ironic author is not truly writing a narrative of discrepancy between herself and the textual author; she is, rather, presenting a discrepancy of two textual authors. The human author is just not to be found in the text at all. Indeed, as soon as we sense an identity of the author and narrator, of the human maker of the text with the speaking subjectivity, we find ourselves in the midst of a failure of structure. The author who believes that she can place her own agendas, her preaching, her cris de coeur into the mouths of her characters or her narrator is sinning against the nature of metaphor, overlooking the guilty distance of signified from signifier and pretending to hold sway where structural dynamics should control the action. We saw this usurpation, with its clammy sincerity and buttonholing anxiety, in Tchaikovsky’s final symphony in the previous chapter. 

Naturally, Barthes did not mean to suggest that  Sarrasine  was not written by Balzac. For him, the man Balzac—himself another independent text—is simply absent from the novel. It will be helpful to summarize the various authors, who may now be enumerated:

1. The human author, whose biography, psychology, ideology are imagined to be reflected in the text. She may be known from contemporary evidence, but she cannot be directly encountered in the text itself. She is responsible for the  work, in which her will may be manifested. The work is a technical construct, only dialectically related to the text. 

2. The narrator: a subjectivity which utters the text and is implied within its structure. The narrator is a fictional author and is always multiple and diffuse. 

3. The transcendental author; the motivator of the text, to whose authority all questions of interpretation must be referred, and whose intentions constitute the inventory of pertinent features. 

4. The structural dynamic of the text, or, intertextually, of the oeuvre or the style, personified as a conscious artificer. 

Let us consider the third author in this list. Seán Burke, in his witty and cogent critique of this topic, connects her with the monotheistic creator-god of theology, whose death had been announced by Nietzsche in  Also sprach Zarathustra.  Now, the literary author, previously the focus of an idolatry of hidden intention, was to die. 

Both deaths attest to a departure of belief in authority, presence, intention, omniscience and creativity . . . It is in this dramatic and iconoclastic light that “The death of the author” demands to be read: figures of usurpation, conspiracy, and assassination assist its swift momentum . . . 
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The author is to his text as God, the  auctor vitae,  is to his world: the unitary cause, source and master to whom the chain of textual effects must be traced, and in whom they find their genesis, meaning, goal and justification. The author thus becomes, in Derrida’s words, the “transcendental signified” and attains the su-pernal privilege of being at once the beginning and end of his text. Accordingly criticism accepts the role of passive exegete to the author’s intentions. (Burke 1992, pp. 22–23; the Derrida quotation comes from  Of Grammatology). 

Derrida’s “transcendental signified” is the full, motivated, exhaustive reading of the text, to which all readings are subject, and which is thus separate from the signifier, as Saussure assumed; this was the naive understanding of signification until the time of structuralism. If the author is transcendental signified, then she is nothing less than the embodiment of the myth of unity, the pledge of transcendental coherence, whose presence hovering over the text excludes polysemy. Her assumed presence led to the hypostasis of the text as object, which could therefore be studied objectively as though its every feature had grown from some semi-mathematical principle, like a crystal or a complex molecule. In music, this has led to certain analytical excesses, such as the wilder frontiers of pitch-class set theory, mapping out levels of concordance in an inscrutable glass-bead game. 

It is this third kind of author whose “intentions” are invoked whenever criticism attempts to appeal to some authority. What is so odd about authorial “intentions” is that they are almost never derived from a study of the author, but always extrapolated from the text. In Chapter 4, above, the question of Schumann’s intentions in the Second Symphony is addressed on the basis of the composer’s sketches, which have been studied by Jon Finson. 

The sketches are, of course, another text; but it seems likely that the human composer would have concurred with an argument of intention, based on his sketches. The sketches are a record of what the composer “intended”. 

Thus, one can envisage a “failure of intention” in this work, since the text is structurally fractured (paradoxically, the  transcendental  author would have had to “intend” the fracture). 

Yet, whenever musicians analyze the intentions of composers, they base their assumptions on texts. This is such a natural thing to do, that it is easy to forget that such textual composers are not, and have never been, human persons. Thus Mosco Carner, writing of Schubert’s Fourth Symphony, finds within it a set of intentions which he compares with another set, that of Beethoven. 

The composer gave it the subtitle  The Tragic,  thus pointing at once to what he meant the music to express and the models he had followed; those of Beethoven’s symphonic works which are based upon the central ideal of an heroic and tragic conflict such as the Fifth Symphony and the overtures to  Coriolanus  and  Egmont. 

The very choice of a minor key is symptomatic, and, like Beethoven, Schubert
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strives to create an emotional unity between the four movements by making them express, each in a different way, his central idea . . . Yet why is it that despite the sincerity of its intentions and its improved technique, the symphony as a whole does not hold our attention? 

I have spoken before of Schubert’s “passive” temperament, a temperament that was unsuited to Beethoven’s world of heroic struggle and tragic conflict. His desire to strike out in this direction led him into uncongenial regions, and in the Fourth Symphony the actual achievement falls considerably short of the intention. One often has the feeling that Schubert is here adopting another man’s attitude rather than expressing his own musical self. (Carner 1946, pp. 47–48) In observing this passage, our purpose is not to suggest that Schubert’s

“musical self” (even Carner implies a distinction from Schubert the man) had no connection with his human self, though the connection is unknown; or to propose that Schubert could not have “intended” his symphony to sound like Beethoven. Both things are possible; the point is, this writer bases his whole argument on the texts, not on historical evidence. The

“striving to create an emotional unity” is evident from the text; the “sincerity of intentions” is that of a textual author; the “passive temperament”, so unlike Beethoven’s, is deduced from listening to the symphonies (there is no historical or biographical reason why the title “Tragic” should make Carner think of Beethoven’s Fifth, since Beethoven did not entitle his own symphony “tragic”); the “adoption of another man’s attitude” is known only from an attention to the music of both men. 

The critique of authorial intention began some time before Barthes’s notorious article; it was one of the accomplishments of the New Criticism, a literary movement of the mid–twentieth century associated with I. A. Richards, John Crowe Ransom, T. S. Eliot, and Ezra Pound. This approach maintained that literary texts were to be taken for themselves, without regard for authorial biography or historical circumstance. It was a reaction against the unre-stricted  auteurisme  of older critical traditions, whereby the investigation of the author’s life was inextricably mixed with analysis of the texts and works could be cited as evidence of biographical facts; in musicology, J. W. N. Sullivan’s little book on Beethoven (1964/1927) is an example of this. The New Critics maintained “that it is fruitless to enquire into an author’s intention, that there is never any need to step outside the text in search of an author: . . . 

because what the author means cannot find its way back into his or her text” 

(Burke 1992, p. 139). This view was enshrined in a seminal article, Wimsatt and Beardsley’s “The Intentional fallacy” (1954/1946). 

The opposition to intentionalism was taken up much more radically by Jacques Derrida, though paradoxically, Derrida’s view of authoriality requires intentionality in a kind of negative way. In his analysis of Rousseau’s  Essay on the Origin of Languages (in  Of Grammatology) he shows that the author can-
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not avoid saying the opposite of what he intends, that the author’s engage-ment with his material produces an inevitable dialectic of authorial text and deconstructive subtext. It is therefore of some importance to trace the author’s intention; this is not annulled “but rather inscribed within a system which it no longer dominates” (Derrida 1974/1967, p. 243). The author starts out with a “programmatic intention”, but his text reveals an “operative intention” which is independent of him. Apparently, the author’s intention takes its place among other forces within the text. Textual features cannot necessarily be referred to it. Above all, the text’s intention (what the text  intends,  its “drift” of signification) is not the same as authorial intention. Indeed, the use of the same term for both amounts almost to homonymy or punning. 

The transcendental author, whose intentions and contrivances account for every detail of the text, has faded from critical thought, although a consideration of authorial intentions has returned after the initial onslaught against the author. Intention is a component of the text, at least in a negative sense. An author cannot echo or engage with a text she has not read; to find Schopenhauer in Nietzsche is a perfectly valid critical insight, but to find Kierkegaard in Nietzsche is not, at least not  tout simple,  for Nietzsche never read Kierkegaard. In a gross way, social and practical intentions are relevant. Hopkins’s confidential poetry, written without thought of publication, and Tennyson’s Laureate grandeur obviously carry the marks of intention. It is very clear that these sorts of intention are different from the traditional view of intention-as-hidden-meaning. 

The fourth kind of composer, a personification of the structural dynamic of the text, differs from the last in that no one ever seriously imagined that she was the same as the human maker. This composer does not have “intentions”; she is merely an allegory of the formal rationale of the music. 

This is illustrated by Henry Kingsbury with a passage from Tovey’s description of the first movement of Beethoven’s G major Piano Concerto. 

Beethoven has now well and truly laid the foundations of his concerto form and is free to raise his edifice to heights undreamt of in earlier music . . . the composer’s main difficulties in the classical concerto are concentrated in the opening tutti and the solo exposition of the first movement, the rest of the concerto presenting no special problems. Unless appearances have misled me (the chronol-ogy of Beethoven’s opp. 53–60 being so inextricable) the voluminous Triple Concerto, op. 56 is the technical exercise by which Beethoven experimented with dry material in correcting the errors which he recognized in his first three concertos. 

(from  Tovey’s Essays in Musical Analysis,  quoted by Kingsbury 1991, p. 208) Obviously, the “Beethoven” invoked by Tovey in this passage is not the same as the composer who wrote the works. Tovey has traced an evolving formal rationale in the concertos, and has written a parable of problem-solving, technical exercises, correction of errors, to give an account of the
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development of style. The apparent biographical narrative is just as figurative as the first sentence, with its “laying of foundations” and its “raising an edifice”. The thread of development—the story-line of this narrative—

has been perceived by Tovey and would have been quite unsuspected by Beethoven. 

Tovey was not writing a historical chronicle, but rather was engaged in a rhetorical-poetical elaboration of the notion of “form”. . . . I venture to doubt that Tovey really believed that while Beethoven was working on the triple concerto he was thinking of it as a technical preparation for later works. In other words, while there is ample reason to think that Beethoven continued to have concern for and interest in his early concerti well after they were completed, I know of no chronicled evidence that Beethoven’s concerns were the same as Tovey’s. . . . 

Writing of Beethoven’s “mistake” in the C minor concerto, he states that ‘Beethoven seems to discover the error at the moment of commmitting it, with the result that its tutti executes a charmingly dramatic  volte-face  in mid career, as if to say “But no!”’ . . . However, Tovey also knew that Beethoven did not go back and revise the exposition section of that concerto. (p. 209) This kind of composer is no more than a rhetorical device of the critic. 

The “mistake” which cries out, “But no!” is a witty anthropomorphism, expressing an acute critical judgment; and the builder of edifices, the execu-tant of technical exercises leading to subsequent masterpieces, is equally a dramatized analytical insight. 

Seán Burke shows that the radical poststructuralist insight of Barthes, with its parallels in Foucault and Derrida, through which the author was to be banished from critical discourse, has been subject to considerable re-trenchment. “The author lives on,” comments Burke, “within and without theory.” But the transcendental author, the displacement of the limitless world of the signified by a contingent, historical, and limited author whose identification brings exegesis to a stop, this critical monster has died for everyone but a few “New Pragmatists”, critical Tories who reject theory and wish to return to old, easy habits. The author may have intentions; but since these can only be known from the text, intentional criticism is first of all textual rather than biographical or historical. Nevertheless, it may sometimes be useful to speak of intentions, especially when intertextual or biographical considerations make certain roads impassable, others attractive. 

And finally, it is hard to resist the image of a physical author, somewhere behind the text, and thus to hear the author, not in the signifieds, but in the peculiar timbre of the signifier. Foucault put it thus: I believe that it is better to try to understand that someone who is a writer is not simply doing his work in his books . . . but that his major work is, in the end, himself in the process of writing his books. . . . The work is more than the work: the
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subject who is writing is part of the work. (from an interview with Foucault, quoted by Burke 1992, p. 94)

Barthes also found the body of the author within the text, though absent from its signification. He called this kind of presence  figuration.  The text, as well as being representational, is figurative; criticism, especially of the semiotic type, has discussed the represented levels of the text and has not found the author in this place. The author, like the text, is  atopic;  she is figured by the text, as we hear our lover’s person figured in the timbre and grain of her voice, not in what she says but in the “materiality, the sensuality, the breath, the gutturals, the fleshiness of the lips”. The author is present, as it were, before any of the presences of signification. 

Figuration is the way in which the erotic body appears (to whatever degree and in whatever form that may be) in the profile of the text. For example: the author may appear in his text . . . , but not in the guise of direct biography (which would exceed the body, give a meaning to life, forge a destiny). (Barthes 1990/1973, pp. 55–56) Reborn into the text in such a radical way, the author is nevertheless deprived of meaning, never a transcendental signified, never an obstacle to the auto-erotic  jouissance  of the text itself. 

The writer is always on the blind spot of systems, adrift; he is the joker in the pack, a  mana,  a zero degree, the dummy in the bridge game: necessary to the meaning . . . , but himself deprived of fixed meaning . . . desiring nothing but the perverse bliss of words. (p. 35)

In this sense, the author is different from the written opus because bodily, capable of  jouissance  in the text .  Yet she is  figured  by the text; as Derrida tells us, the boundaries between author and text, author and reader, ultimately disappear: “The divisible borderline traverses two different ‘bodies’, the corpus and the body, in accordance with laws we are only beginning to catch sight of” (quoted by Burke 1992, p. 58). Paradoxically, those texts in which the body of the author is most triumphantly present are also those which seem least

“subjective”. The bodily author is not an orator or a stylist, but a delighted hearer, a caresser and explorer of the text’s sensuality. She does not  address  the reader: she  is  the reader, entering the reader and being entered by the reader, overcoming semiotic duality at the moment of  jouissance.  How supremely true this is of music, where sensuality and the body are always palpable. 

The Composer’s Voice

It is easy to confuse the author with the subjectivity of the text. Every text seems to be uttered by some voice or other; this is, in a very general sense, 
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the author as narrator, the second author in the list above. Of course, the reader often knows that the subjectivity of the text is not that of the author; if the text is a play, then the words are uttered by the character speaking, and if it is a fictional narrative, then the narrator is part of the fiction, as has been explained. Even in the case of purely expository texts—notably those of philosophy—the speaking subject is necessarily distinguished from the human author, because the text, before it becomes a text, is part of the network of texts, the whole body of thought, which determines its nature and development and furnishes its lexicon. But at this point a distinction must be made between philosophical texts and literary ones, for the special problem of philosophical subjectivity, which has preoccupied thinkers at least since Hegel, is not part of the present discussion. Music is never a language of philosophical exposition. 

For musicians, the most familiar writing on authorial subjectivity is Edward Cone’s  The Composer’s Voice (1974). Cone had not read the texts of French literary theory, many of which came later. His ideas are chiefly dependent on the New Criticism, and particularly on  The Rhetoric of Fiction  by Wayne C. Booth (1961). 

Cone’s term for textual subjectivity is “the composer’s persona”. This word,  persona,  the Latin term for a mask worn by an actor in classical drama, is part of the jargon of New Criticism and is used by Pound and Auden, for example. It means a role, the kind of thing one assumes when one  impersonates.  In line with the antibiographical tenets of New Criticism, Cone explains that the composer’s persona is not  the  persona but  a  persona of the composer, “for the persona of each composition is uniquely created by and for that composition” (Cone 1974, p. 18). 

At once, Cone is forced to recognize that the persona is composite. In a song by Schubert, for example, there is a vocal persona, which is impersonated by the singer, and an accompanying persona, which is somewhat like a narrator, telling the story while the protagonist sings. “The singer is the actual, living embodiment of the vocal protagonist” (p. 23). There is also a poet, whose persona is presumably present at some level. However, the text of a song is no longer the poet’s work; it is not the poem, but the composer’s reading of it. At the center of everything is a complete musical persona, responsible for words, vocal melody, and accompaniment, aware of and controlling the whole work, even those parts that seem unconscious. 

For this reason, there can be vocal ensembles like “Mir ist so wunderbar” 

in  Fidelio,  where each singer sings of her or his particular concerns, but “the relatively omniscient musical persona prepares the audience for the full rev-elation that is soon to come” (p. 38). In an accompanied operatic ensemble, 

“the instrumental persona, like an omniscient author, understands the motivation of all the participants” (p. 35). 

The distinction between the composer and the musical persona is even
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more apparent in instrumental music. An instrumental work presents the experience of an “experiencing subject”, but this persona “is always to be distinguished from the composer”. “Even if we decide that the subject experiencing ‘cheerful feelings on arrival in the country’ is a character named Ludwig van Beethoven, this Beethoven is not the composer. He is an artistic construct” (p. 84). 

Cone will not allow that a solo instrument can become a “vocal persona”, like the singer of a song, but he accepts Berlioz’s view that “instruments are personalities” and refers to a soloist as a “unitary virtual agent”; an instrumental composition is “the symbolic utterance of a virtual persona”. But the various personae of instrumental music are never more than virtual. “They are not embodied by their performers as vocal personas are.” It is hard to see why instrumental and vocal soloists are so essentially different; but Cone’s whole message is, in a sense, a response to the compelling immedi-acy of the singing voice, as will be shown in a moment. Indeed, he instructs us to hear the elements of instrumental texture as more than simply formal details. In Berg’s Violin Concerto “the roles ‘solo violin’ and ‘orchestral instruments’ are sufficiently clear . . . but I insist that they are  roles.  They are not mere elements of design” (p. 114). 

Much of this would be acceptable to a modern theorist, except for Cone’s apparent assumption that the “complete persona” is somehow that of the composer, which is implicit in his title. There is a voice which speaks music; but how can one know that it is the composer’s voice? His view is inherited from the exponents of the New Criticism, for whom the author, though no longer a biographical or historical item, is still an overmastering influence, an artist and a genius. As well as this questionable step, Cone cannot quite save himself from confusion about the various personae, especially in vocal music. He is very aware that the present, palpable reality of the singer’s voice throws subjectivity into high relief in the performance of a song. Yet this apparent subjectivity is at several removes from the composer’s voice. 

The singer impersonates the vocal protagonist; the vocal protagonist speaks the words of the poet; the poet’s voice is silenced, since the song reveals the composer’s reading of the text; the melody has been contrived by the composer, but it is not the only persona, for there is also an accompaniment, also contrived by the composer, yet somehow different in its role. All these roles add up to a single role, the complete musical persona, and this, at last, ought to be the composer’s voice. Yet even this assumption cannot be made; 

“the complete musical persona . . . is by no means identical with the composer; it is a projection of his musical intelligence, constituting the mind, so to speak, of the composition in question” (p. 57). Even for Cone, the composer’s voice does not belong to the composer. 

Finally, the composer’s voice has disappeared. There is a voice, there are multiple voices, there is a controlling voice; yet all voices are roles, includ-
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ing the central voice of the “complete persona”. The author, unbeknown to Cone himself, has died. This kind of conclusion can be drawn from all the writings of the New Criticism, of course. But Cone’s book reveals a special feature of music, a problem which philosophers of musical authoriality have to face. The listener to music hears, not the voice of the composer but that of the performer. There is a most compelling subjectivity in music, which apparently sidelines the listener—or the “reader” in literary theory—and focuses music on a presence, just as speech seemed to Rousseau to imply a presence, giving it superiority over the absent voice of writing (in the  Essay on the Origin of Languages,  according to Derrida). Music, apparently, is always speech, never writing. Even the silent reading of a musical score is an inward hearing rather than a mere deciphering. 

Like Hegel and Edmund Gurney, Cone finds music an all-engrossing medium, a total environment which somehow enters the soul without the listener’s compliance. 

The response demanded by music is different from that demanded by the other arts. . . . We do not, after all, inhabit the depicted space of a painting; even our walk in the Chinese landscape is imaginary, not real. We do not occupy the actual space of a statue. We do not live inside the minds of characters. But music creates an environment that all share, for it surrounds and permeates all equally; it unifies characters, agents, and auditors in a single world of sound. That is why music, unlike poetry, can speak  to  us only as it speaks  through  us. (p. 155) Musical performance, like linguistic speech, feels like hypostasis. At the center of music there seems to be a controlling force, a transcendent self, to which the listener surrenders. Orthodoxy persuades us that this force is the voice of the composer, but it is much more obviously the voice of the performer.  It is the performer who has absolute control over all the events in the piece, although these events are “predetermined” by the composer. 

Indeed, the kind of reverential performance in which the performer presents a mere reading of the score without adding anything of her own is dismissed by Cone as “ritual”. 

Here is the necessary and sufficient condition of music: performance, nothing less. This theology of the performer is in direct opposition to the reader-centered approach of much modern literary theory, not only that of Barthes, for whom “the reader is the space on which all the quotations that make up a writing are inscribed” (Barthes 1977, p. 148), but also a more cautious critic like Stanley Fish, for whom the meaning of a text is “the experience of an utterance”, examined in terms of “the developing responses of the reader” (quoted by Culler 1983, p. 40). 

These conflicting views could only be reconciled if one considered the performer not as a maker, but as a kind of reader. This seems to be the view of Umberto Eco in  The Poetics of the Open Work (1979, pp. 47–66); the “open
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work” is one in which the author offers alternatives to the reader, who then generates a particular realization; the sort of text “that can not only be freely interpreted but also cooperatively generated by the addressee” (p. 3). Eco cites Stockhausen’s  Klavierstück XI,  Berio’s   Sequenza for Solo Flute,  Pousseur’s  Scambi,  and Boulez’s Third Piano Sonata as examples of this; clearly, the essential choices in these works are made by the performer, since they consist of bundles of passages and events with no specified order. He cites a similar example from literature, Mallarmé’s  Livre.  However, he mentions other examples, Joyce’s  Finnegan’s Wake  and Alphonse Allais’s  Un Drame Bien Parisien (earlier in the same volume, pp. 9 –10) in which there is no aleatory component, but the text nevertheless offers the reader various choices of interpretation. His purpose is not to isolate a particular kind of modern text dominated by aleatorics, but to show that some texts (the novels of Ian Fleming or a Superman comic strip, for example) offer fewer choices to the reader than others. 

But if the performer is a kind of reader, then music achieves an extraordinary reversal of the apparent subjectivity of literature. In a written text, one seems to encounter the voice of the writer, because the implied subjectivity of the words reflects ever backwards to the authorial source. In a musical performance, one unquestionably hears the voice of the reader, assuming that the performer is a kind of reader; literally so if the music is vocal. Yet all this is merely  apparent; “no doubt,” says Cone, “at every point along the way I should have posted a little sign reading So To Speak, or As It Were, but this would soon have proved tiresome to the reader” (p. 158). 

His book is properly entitled “the composer’s voice, as it were”. The composer’s voice is never heard; the performer’s voice, admittedly, is heard, but then the performer is reader, not writer. Yet the performer’s voice is no more present than the composer’s; we hear, not the voice of the performer, but of her whom the performer impersonates. This is not the composer, not the poet, not the protagonist (though, indeed, the protagonist may be part of the matter). It is, in fact, the implied subjectivity of the text. It is thus a structural item. 

 7

MAHLER AND GUSTAV

Even where the musical process seems to say “I”, its correlative, analogous to the latent objective first person of the literary narrative, is divided by the gulf of the aesthetic from the person who wrote the phrase. 

 ( T. W. Adorno,  Mahler: A Musical Physiognomy ) WUNDERHORN  and Stylelessness

MAHLER’S MUSIC HAS BEEN DESCRIBED as sui generis, unique in the history of Romanticism. It is “so very Mahler-like in every detail”, according to Aaron Copland. It is not at all Brahms-like or Tchaikovsky-like; it lacks the “great melodies”, those memorable tunes, focused by apodeictic signs, which dominate the symphonies of Mahler’s predecessors. Mahler’s melodies can be bombastic and vulgar, like the “Alma” theme in the Sixth Symphony, or jingling folk-tunes, like the main theme of the first movement of the First, taken from the  Lieder eines fahrenden Gesellen;  they can be veiled quotations from Beethoven and Schubert, from street-songs and religious music; they can be rustic  Ländler or sedate chorales. But the sort of grand evocation, presented as a pledge of emotional truth, which characterizes the symphonies of Tchaikovsky is entirely missing. Even the  Adagietto  of the Fifth Symphony, Mahler’s most celebrated piece, has no melody to speak of, but is memorable for its mellow instrumentation, with low harp, for its static harmony and its moody still-ness. Of course, if you know it well you can hum the tune, but it’s not much fun; without the orchestral setting, it is quite plain and conjunct. It is a typically Mahlerian paradox that “Adagietto” is its title, not its tempo marking: it is marked “sehr langsam (molto adagio)”. 

Thus Mahler’s music, though Mahler-like, is not Mahler-like in the way that Brahms’s music is Brahms-like. What it does is done by the works of no other composer. It lacks what German critics call a  Ton,  an unmistakable personal style that permits its identification from a measure or two taken from anywhere in the oeuvre. Such a random sample might, indeed, enable one to recognize one its styles; but the kind of single individuality which characterizes Brahms, Rachmaninov, or Chopin is missing from this music. 

It is true that earlier composers often started a movement in a relatively opaque way, presenting their most persuasive evocations at some point dur-
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ing the course of the music (the position of the “second subject” was favored), and basing their symphonic structure on a more rudimentary motivic idea. But even these rudimentary ideas, the opening motives of movements, seem often in the music of Mahler to be empty and theatrical—take, for example, the dry rattle of tonic and dominant which commences the Second Symphony. This general aura of themelessness—the combination of commonplace first subjects with bombastic second subjects—suggested to some listeners that Mahler was incapable of inventing convincing themes: that his unmelodic style displayed simply a failure of inspiration. 

It is a matter of extreme difficulty to detect tangible themes in the second movement of Mahler’s Fifth Symphony. . . . The fighting grows so furious toward the finish that one is compelled to unclose one’s teeth on the morsel of them, and lo and behold! it is seized upon, hurled through the screaming and frenzied ranks of the combatants, and that is the last seen or heard of the poor little rag of a theme. ( The Musical Courier,  New York, February 21, 1906; in Slonimsky 1965, pp. 120–21)

Alas for the music of Mahler! What a fuss about nothing! What a to-do about a few commonplace musical thoughts, hardly worthy of being called ideas. (L. A. 

Sloper in  The Christian Science Monitor,  Boston, January 20, 1924; in Slonimsky 1965, p. 123)

There is some suggestion that Mahler saw his themes as types rather than individuals, bits of musical common property which he conscripted for purposes that had nothing to do with their inner content, and which were so simple as to be childish. 

Composing is like playing with building blocks, where new buildings are created again and again, using the same blocks. Indeed, these blocks have been there, ready to be used, since childhood. (Mahler to Natalie Bauer-Lechner, quoted by Floros 1993/1985, p. 25)

Even Mahler’s most important apologist, Theodor Adorno, felt compelled to say that melody was “always secondary” (Adorno 1992/1971, p. 31). 

Mahler’s themes lack the seriousness of Beethoven’s, the emotional truth of Brahms’s. In spite of this lack, the music is full of traditional gestures—

the hammer blows of fate, the cry of lament, the major-key triumph. But it seems to embody something more than these. The composer’s own tes-timony is not particularly helpful, for he constantly speaks of terrifying questions, the finality of death and the sentiment of hope, the voice of nature and dream, visions of heaven and hell, all of them clichés of high Romanticism. 

Mahler’s eager indulgence in program-writing to his symphonies, and his equally ready rejection of these programs as “crutches for a cripple”, are
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both the gestures of an  echt-Romantic. Indeed, the written programs often display a wordy exuberance that leads to incoherence. 

There is, however, one aspect of Mahler’s writing about his own music which commentators have seized on to explain its oddness. This is his assertion that “the symphony is the world”; it is “a great work, in which the whole world is mirrored”, in the quotation which has been given in the previous chapter. Thus, the undigested trumpet calls and hunting horns, the crude march tunes, the warbling birds and shepherds’ pipes, the out-of-tune fiddles, the theatrical tirades, the gentle dances, are all reflections of the many-sidedness of life; they are a kind of realism, according to Deryck Cooke. 

What affronts the idealist—the cruelty, vulgarity, triviality and apparent meaninglessness of life—he stared boldly in the face: he neither escaped from it into a private paradise like the late romantics, nor ignored it altogether as a non-artistic element like the classics, but acknowledged it and fought against it. . . . If half of him was a romantic, the other half was that characteristic twentieth-century figure: the restless seeker for the naked truth (whether “beautiful” or “ugly”), ridden with doubt and perplexity, ill-at-ease in an unfriendly cosmos. (Cooke 1980, p. 10)

This is to say a great deal more than Mahler himself ever said, but it is a fair attempt to come at the difficulty of his music. This composer, then, was really two composers, one Romantic, the other modern. Such a view may help to explain the extraordinary series of movements in the Third Symphony. 

The problem may be approached, however, from quite a different angle. 

During the period of his early symphonies, Mahler was much occupied with the poems of  Des Knaben Wunderhorn.  Donald Mitchell called his book on this period  The Wunderhorn Years (1975). Apart from the set of orchestral songs, he included vocal settings in the symphonies: “Urlicht”, the fourth movement of the Second Symphony, is from the second volume of  Wunderhorn,  and “Es sungen drei Engel” in the Third Symphony is another Wunderhorn  poem. Apart from this, the symphonies are full of themes from Mahler’s own  Wunderhorn  settings. What was it about these simple poems which appealed to the infinitely sophisticated composer? 

The three volumes of  Des Knaben Wunderhorn  were published in Hei-delberg between 1806 and 1809, and consisted of “folk” poems collected, edited, and adapted by Achim von Arnim, a poet and antiquarian, and Clemens Brentano, a great lyric poet. The two had met at the University of Göttingen, and in compiling this collection they were spurred by two influences: Herder’s praise of the “folk” and a nascent German nationalism in the time of French domination. Herder himself had assembled a collection of traditional lyrics, the  Alte Volkslieder (1774–78), but his compilation had included songs from many countries; Arnim and Brentano meant to limit
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themselves to German songs and thus to provide Germany with a heritage of traditional poetry such as they believed England and Scotland possessed (Herder had been particularly impressed by Percy’s  Reliques of Ancient English Poetry,  published in 1765). It is paradoxical that the very first poem in Arnim and Brentano’s set, which gave its name to the whole collection, was actually translated from an English source, itself based on an Anglo-Nor-man original (Rölleke 1987, p. 420). 

Herder, in fact, believed that the vitality of English literature was nourished by a continuing tradition of folksong. Even Shakespeare relied on a traditional folk style for his characteristic vernacular utterance, and in Herder’s time the publication of the Ossian poems seemed to demonstrate that the traditional epic was still alive in Scotland. Like most other people, Herder was entirely taken in by the hoax (the Ossian poems, issued as translations of ancient Gaelic literature, were actually forgeries by the poet James Macpherson). The fashion for Scotch song—many collections were published in the last quarter of the eighteenth century—gave the impression that folk culture still breathed and lived in this one corner of Europe. 

Arnim found that “Scotch songs are still alive, immortal in the hearts and mouths of the people” (in Rölleke 1987, vol. 1, p. 411). 

The authenticity of the  Wunderhorn  poems is very variable. Some are ancient, though adapted; some are the compositions of an earlier period of volkstümlich  taste in the seventeenth century; some are written by the editors. But these two enthusiasts succeeded in creating a credible “traditional” 

style, simple-minded on the surface and laced with archaisms, which was eagerly accepted by their contemporaries as that of traditional culture. In a famous review in the  Weimarer Ausgabe,  Goethe said that “this little book, by rights, should be found in every house where bright people live, by the window, below the mirror or where songbooks and cookbooks usually lie” 

(quoted by Stockmann 1958, p. 6). 

Clearly, the synthetic or adapted folksong was a case of complex subjectivity. The particular voice of the folk poem, as presented by Arnim and Brentano, had been created by them on the basis of variously authentic originals, and under the influence of Herder and certain other compilers like Anselm Elwert, from whose 1784 collection the  Wunderhorn  title poem was taken. Yet this voice was believed to be unitary, the true voice of some disembodied speaker, the  Volksseele  or folk-soul, extolled by Herder in his essay  Von deutscher Art und Kunst (1773). These writers followed those of the English Romantic revival in seeing an authenticity and honesty in the poetry of ordinary country people, who embodied the true spirit of the nation. This poetry assumed “a mysterious, almost a magical significance, as if it were the result of some marvellous process of spontaneous composition by the disembodied spirit of the people” (Timms 1955, p. 208). 

It would seem that folk poetry and folk song were, for these early Ro-
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mantics, the voice of nature itself, without human agency, as well as being the voice of the nation in an age when a political union of German states seemed far in the future. Indeed, the idea of nature’s voice in lyric verse became a theme in the Romantic movement, affecting also the products of contemporary poets. The aim was to write verse which seemed, not descriptive of nature, but the direct utterance of nature. Eichendorff, it is said, possessed “the power of rendering the mysterious music of nature, of the forest, the sea, the wind, the sky, and the flowers in verse” (Closs 1938, p. 

302). Like Brentano, he imagined that his poetry came direct from the voice of nature. 

Schläft ein Lied in allen Dingen, 

Die da Träumen fort und fort, 

Und die Welt hebt an zu singen, 

Triffst du nur das Zauberwort. 

[A song sleeps in all things, / which are dreaming on and on, / and the world will begin to sing, / if only you speak the magic word.]

This myth of poetry’s spontaneous creation owed much to the  Wunderhorn, and the whole stylistic phenomenon of the  Lied,  including those of Heine and Mörike, is essentially a  Wunderhorn  event, according to Ralph Timms (1955, p. 214). 

Apparently, the invention of the  Volk  as a mouthpiece of nature was connected with a desire to desubjectivize poetry. One dream of the Romantic was to unite the signifier and the signified by removing the subject from the utterance. Nature would no longer be the material of the poet, the idealized topic of thoughtful verse, reflected on by a subjective intelligence; nature would speak for itself in an immanent utterance, an indexical showing-forth of its very being rather than the descriptive projection of a human subject. Furthermore, nature (and her substitute voice, the  Volk) would not speak, but sing. 

The  Kunstdichtung  of the eighteenth-century bourgeois, full of intellectual rhetoric, castigated by Arnim in his afterword to the first  Wunderhorn volume (called  Von Volksliedern), was to be replaced by the purity of nature. 

Where the poet of the Enlightenment spoke as a rational voice, the new poetry would not speak but sing. “The essence of the  Lied  is song,” said Herder; “the  Lied  must be heard, not seen.” Singing, for Arnim, was “a copy of the highest life, or the highest life itself” (both quotations from Stockmann 1958, pp. 6, 8). 

In fact, the  Wunderhorn  was originally planned as a collection of verse and music, with the cooperation of the composer J. F. Reichardt, but the music was omitted for practical reasons. In a famous review of the first  Wunderhorn  volume, Goethe noticed the lack of music and urged composers to find
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new tunes for the lyrics. In the  Zweite Nachschrift an den Leser  of 1818 Arnim wrote: “Hearty thanks for all the new melodies, which clever hands have provided for the  Wunderhorn. ” 

Like so many of the aspects of Romanticism, this conception of the subjectless utterance was a paradox, for it was a specular reflection of the other tenet of the Romantics, the preeminence of individual self-expression. 

Once again, the romantics had started out from one extreme point of view—in this case from Friedrich Schlegel’s assertion of arbitrary subjective self-expression—and finished up at its opposite pole, by renewing the impersonal, semi-anonymous conventions of the Volkslied. (Timms 1955, p. 214) This, then, was the heritage of Gustav Mahler when he turned to the Wunderhorn  poems in his orchestral songs and symphonies. The overcoming of subjectivity through the anonymous voice of nature, speaking through the  Volk,  was an idea that he seized on eagerly. “You must sink with me,” he told Natalie Bauer-Lechner, “into Nature herself which is grasped so deeply at the roots by music as by no art and no science” (quoted by McGrath 1974, p. 129). He liked to identify the process of composing with that of natural growth; of the first movement of the Third Symphony he said to Bauer-Lechner, “That is really almost no longer music, it is almost just nature sounds.” To Anna Bahr-Mildenburg he wrote in 1896: “All of nature finds a voice and speaks such profound secrets as one perhaps intuits in dreams” (in McGrath, p. 140). Mahler was able to find this spirit specifically in the  Wunderhorn  poems; these “are essentially distinct from every other kind of ‘literary poetry’”, he wrote to Ludwig Karpath in 1905, “and must be said to be nearer to nature and to life—thus to the sources of all poetry—than to art” (Danuser 1991, p. 69). 

Thus Mahler saw himself ideally as a voice of nature. He sometimes spoke of the unconscious aspect of composing. “One does not compose, one is composed,” he said (according to Bauer-Lechner; Danuser 1991, p. 54). 

Composing was “mystical”; it grew, not from conscious contrivance, but from the  Einfall,  the happy idea. “One is, so to speak, just an instrument,” 

wrote Mahler, “on which the universe plays” (p. 67). “The innermost kernel of the compositional process,” summarizes Hermann Danuser, “would be a manifestation of nature, and the act of composition a natural event” 

(p. 66). 

This kind of relation to nature is fundamentally different from the portrayal of nature in Debussy’s  La mer  or Strauss’s  Alpensinfonie.  In such works an implied subjectivity offers a metaphor of nature, presented as seascape or landscape. The “composer’s voice” is eminently present. But in the Mahlerian view of the relation to nature, the composer as subjectivity recedes. Nature is not portrayed; on the contrary, nature expresses or manifests itself, with the composer as a mere amanuensis. Danuser finds
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this idea parallelled in Kant’s view that “fine art is like nature” (from the Critique of Judgment,  quoted by Danuser 1991, p. 68). It is also clearly foreshadowed in the beliefs of Herder, Arnim, and Brentano about the  Volk  and traditional verse, and this connection links with Mahler’s love of  Des Knaben Wunderhorn. 

The oddness of Mahler’s music begins to find some kind of explanation in this abdication of subjectivity. The evocation of genre, guarantee of emotional verisimilitude and present subjectivity, is not available to him. 

The composer’s voice is absent from this music. The author is dead. Instead of strongly individualized themes, there are shreds of musical flot-sam, echoes of the parade ground, the hunting field and the dance hall, of nursery songs and children’s games. The principal pledge of the composer’s voice, by the end of the nineteenth century, was that particular stylistic signature that enables us to recognize an individual composer from a few measures of his music. Early listeners to Mahler were distressed to find no such signature in his music; on the contrary, he seemed to write in many styles. 

He was accused of “stylelessness” ( Stillosigkeit), and Adorno turned this jibe in his favor, arguing that this very lack of a personal style  was  Mahler’s style, a style which was a unity of style and the suspension of style. The  Wunderhorn  idiom—bogus folk melody—was an obvious symptom of the composer’s wish to abdicate, to hand over the creative force to nature herself. 

But the whole principle of this music, based on the eradication of personal subjectivity, is a logical continuation of the  Wunderhorn  aesthetic; not I, but the wind, this music says (the title of Frieda Lawrence’s book on her hus-band D. H. Lawrence)—not I, but the countryside, the parade ground, the hunting field, the  Bierstube,  the Jewish wedding, the great composer of the past, the tragic orator out of Nietzsche. And never, never the composer’s voice. 

The Many Masks of Gustav

Just as the individualized subjectivity of Tchaikovsky is indicated by signs, so the stylelessness or subjectlessness of Mahler can be recognized through an intelligible code. The “rawness” of Mahler’s topical references, which has already been mentioned, is a good example of this. A certain kind of exaggeration, slightly overstressing topical features; a failure of technique, either in development or in texture; a grotesque inappropriateness of setting—all are signs of the  Verfremdung  which deforms and destroys a feeling of authoriality. Many writers have exposed the profound structurality which lies within the symphonies, yet one never feels that this is more than an ar-mature, hidden within a pattern of signification that articulates quite dif-
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ferent concerns. Adorno seems to understand the alienating code of this music, which he calls “negativity”. 

Negativity for him has become a purely compositional category: through the banal that declares itself banal; through a lachrymose sentimentality that tears the mask from its own wretchedness; through a hyperbolical expression in excess of the music’s actual meaning. (Adorno 1992/1971, p. 125) Although identifying three structural devices—breakthrough, suspension, and fulfilment—as main features of Mahler’s signifying process (p. 41), even Adorno recognizes that the main motivation is an overcoming of subjectivity, rather than some kind of structural abstraction. Subjectivity

“seems to relinquish its substance to the objective . . . Mahler’s medium is that of objective characterization” (pp. 50, 58). 

Formerly the activity of the vigorous subject, reflecting socially useful work, inspired the classical symphony . . . [whereas Mahler’s symphonies] plead anew against the world’s course. They imitate it in order to accuse. . . . [In the scherzo of the Second Symphony] the musical self, the “we” that sounds from the symphony, breaks down. (p. 7)

Sometimes, indeed, the symphony seems to speak from the heart, to appeal eloquently and profoundly with a single voice; in “Urlicht”, perhaps, or in the choral finale of the Second Symphony, the fourth movement of the Third, or the lugubrious andante of the Sixth, with its reminiscence of one of the  Kindertotenlieder. 

Even where the musical process seems to say “I”, its correlative, analogous to the latent objective first person of the literary narrative, is divided by the gulf of the aesthetic from the person who wrote the phrase. . . . It is not so much that subjectivity is communicated or expressed by music as that in it, as in a theater, something objective is enacted, the identifiable face of which has been obliterated . . . mere meaning would only be an image of that subjectivity whose claims to omnipotence music abolishes. . . . Mahler’s music does not express subjectivity, but in it the latter takes up its stance toward objectivity. 

(pp. 24 –25)

Furthermore, the old pattern of bichronic temporalities, which was the achievement of the Classical style, is present only in token; it no longer structures the movement. The second movement of the Fifth Symphony, 

“for all its dynamism and vivid detail . . . has no history, no direction, and really no emphatic dimension of time” (p. 10). 

In this brief account, there will be time only to discuss four types of Mahlerian subjectivity. 
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1. The voice of the  Volk  speaking for nature herself, yet also dispossessed through recognition as a cultural voice. 

2. The voice of the Classical composer, manifest in a semblance of progressive structure, in an aping of Classical melos, and even in quotations. 

3. Through musical topics, the intrusion of everyday social roles: the soldier, the peasant, the huntsman, the church. 

4. The tragic orator as a projected voice. 

There is no doubt that the  Wunderhorn  enthusiasts found a kind of absurdity in folk poetry, which was part of the savor of this simple verse. 

The humorous poems were specially popular; the  Fischpredigt  was one of Goethe’s favorites. This feature—decidedly a projection, since the peasant originators, if they existed, presumably did not find themselves absurd—is relentlessly stressed by Mahler. It would be easy to cite the  Fischpredigt,  of which the music is quoted in the Second Symphony, but this aspect is already present in the tune of the First Symphony (admittedly from the Fahrenden Gesellen  rather than the  Wunderhorn  songs) which grows out of the call of a cuckoo on the clarinet (the score says “der Ruf eines Kukuks nachzuahmen”) which sings, absurdly, the interval of a fourth instead of a third. 

Hermann Danuser gives an excellent example of a popular  Ländler  in which the oblique and complex accompaniment betrays an articulating and listening critical voice (from the second movement of the Fourth Symphony, measures 94–102; Danuser 1991, pp. 87–90). Much more like the unadulterated voice of the common people is the  andante moderato  of the Second Symphony, even if the urban dance hall somewhat overshadows the village green. The first statement of the theme is for strings alone, harmonically simple and in eight-measure groups. Indeed, it is so crude and simple that Claude Debussy, Paul Dukas, and Gabriel Pierné got up and left the hall during this movement when the Symphony was performed in Paris in April 1910 (Floros 1993/1985, p. 61). Yet the signs of estrangement are present, firstly in traces of gentle exaggeration in the texture, secondly in the abrupt contrast of the two trios, both of them grim reminiscences of the scherzo of Beethoven’s Ninth Symphony. 

Mahler garlands the theme with performance instructions, in his usual manner:  andante moderato, sehr gemächlich, nie eilen, grazioso, sempre p.  One of these is really a description of the projected subjectivity: “sehr gemächlich” (very leisurely, easy-going, cosy) articulates the city-dweller’s nostalgic view of countryside innocence, here mixed with a longing for  die gute alte Zeit,  since the Viennese dance hall lurks in this piece alongside the country festival. 

Yet there are tiny signs within the notes themselves, as well as in the per-
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formance instructions. The slight hesitation in the upbeat of the  Ländler  is a stylistic feature perfectly understood by performers; the village band would have no difficulty with this, but Mahler’s orchestra is led to overdo it slightly, first by the separation of the first note as a sixteenth note followed by a rest; second, by the bowing of the first figure, marked with a slur within the bowing group, which gives a heavy lean on the first note and a delicate timing of the detached off-beat notes; third, by presenting the rhythm in all instruments, instead of giving the cellos an accompaniment in eighth notes (such as they have in the next measure: see Figure 7.1). 

Figure 7.1
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The country band would be quite capable, also, of generating sentimental glissandi at appropriate points. Mahler, however, writes these into the third phrase of the tune, partly because he wishes to make the most of the excellent glissando of the cellos. In measures 21–26 each measure is approached with a glissando, the viola figure in measures 23–24 having its glissando externally applied by the cellos (who have a whole measure to accomplish it), and at the climax of the phrase (measure 25) there is a disconcerting slither in both directions, with no instrument actually playing the F

on to which the E natural should resolve (the second violins reach it a moment later). The effect is not gross, but the warmhearted charm, the Gemächlichkeit,  is laid on a little too thickly (Figure 7.2). Most conductors and orchestras play this passage with too much “good taste”; it should surely sound very slightly gamy and rancid. 
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Figure 7.2

&21

1. Viol. 



+

+

+



; 

 gliss. 

2. Viol. 



+









; 



 gliss. 





Viola

? 











 geth. 





; 

 espress. 



 gliss. 



? 

 gliss. 

; 

 gliss. 

Cello. 









(aber deutlich)

Bass. 

' 

+

+

+





C

0

& 

 gliss. 

C













? 



C

? 







' 











The first movement of this symphony displays all the expertise in motivic development of which Mahler was the complete master (“What is contemporary in Mahler is precisely the struggle with the expert,” judged Adorno 1992/1971, p. 35). Its blank, blind first subject resembles those purely motivic subjects which generate much of Beethoven’s development, but without Beethoven’s high seriousness. However, when the second key
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is reached (E major in this movement in C minor, as in Beethoven’s Op. 53), the interval of a fourth which figures so strongly at the beginning leads to a celestial ascending scale which recalls the second subject of Beethoven’s Violin Concerto, except that Beethoven places the fourth on the end of the figure, instead of the beginning (measure 48; Figures 7.3 a and b). A later development of this motive recalls another concerto of Beethoven’s, no. 5

for piano (at measure 135; Figures 7.3 c and d). Before that figure is heard, there is an echo in the closing group (at measure 99) of Schubert’s “Unfinished” Symphony (Figures 7.3 e and f). 

Figure 7.3a
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The impression of this movement is one of a Classical seriousness that is broken, rising to high situations only to fade into a shadow. Its themeless, styleless alienation grasps helplessly at the melodic world of the great composer, only to find it exhausted, hackneyed, overruled. 

The first movement of the Fourth Symphony is, perhaps, the best example of Classical affectation, a nostalgic, neurotic return to the sweet melodiousness of the  Biedermeier.  Both main subjects (the first is at measure 3, the second high in the cellos at rehearsal figure 3) are songlike, old-fashioned, an intrusion from another age (Figure 7.4). Adorno finds the second subject “far too self-sufficient” (Adorno 1992/1971, p. 95), as though
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“within quotation marks”. “Once upon a time,” thus goes Adorno’s motto for the Symphony, “there was a sonata” (p. 96). 

Figure 7.4a
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But the two charming, unbelievably cosy and unthreatened subjects are not the only archaic features. The whole movement is in a sonata form that makes a great fuss about itself, about transitions, modulations, thematic developments, tonal structures. Never for a moment do these busy scales, stitched into tangled counterpoint and dragged miserably into remote keys, achieve the kind of progressive bichrony for which such techniques were invented. They are signs, not of temporality but of subjectivity; or to be precise, of a temporally located subjectivity, since they ironically identify the speaker as a Schubertian man of feeling, the man for whom, long ago, “there was a sonata”. 

Nevertheless, Schenkerian analysis would find this movement easy prey. 

It has an intelligible tonal structure, with a standard recapitulation. But here, as in the other “normal” movements of Mahler, there are signs of alienation, as Robert Samuels convincingly explains. Just before the recapitulation there is a sudden arrest, marked by a pause over the bar line (at rehearsal figure 18; Figure 7.5). When the orchestra continues, we find ourselves already in the second phrase of the first subject, and this turns out to be an amalgam of both first and second subjects; the first phrase had been played just before by clarinet and oboe, at a point where the rather crabbed sixteenth notes of the development section had twisted the tonality towards F sharp minor. The dénouement after the pause is a relief, a parting of the clouds, the closing flourish of a successful conjuring trick. As Samuels com-
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ments, “a traditional form of analysis would have no problems here”; the development has shown how all is derived from the first subject, and the recapitulation has been slightly overlapped. However, the disjunction caused by the pause and by the extraordinary difference in tone between the tangled development and the simple melody have come from a different level of the text. Too much fuss has been made in satisfying the law of return (one of Leonard Meyer’s laws of musical Gestalt, which decrees that “it is better to return to any starting point than not to return at all”: Meyer 1960, p. 

151). The busy development, the ingratiating themes were not signs of structural integrity; they would have been signs of “symphony”, but this signified is no longer possible for Mahler. In invoking signs of “symphony” 

and simultaneously denying them, this symphony is occupied in proclaim-ing itself not a symphony. 

Figure 7.5
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It would seem a little perverse to claim that Mahler never employs musical topics. Apparently, his music is full of them. Yet always the effect is one of  montage,  and the topics seem to possess a rawness, as though they were meant to speak for themselves instead of becoming part of the composer’s language. When Ottorino Respighi plays a gramophone recording of a nightingale (in  I pini di Roma) he is not referring to the musical topic of bird-song, because the material is unaltered; this is not a word uttered, but a signification speaking for itself. Clearly, Mahler’s topics are often of this type; he may suggest the countryside by ringing real cowbells, or hammer blows by importing a real hammer (both in the Sixth Symphony), but even the distant fanfares of the First Symphony are no more than the sort of thing that might be heard at any state banquet. His field trumpet calls are sometimes real military material; the trumpet motive two measures before rehearsal figure 17 in the third movement of the Third Symphony is the signal  Abblasen  of the Austro-Hungarian army (Danuser 1991, p. 95; see also Rameis 1976, p. 183), and the famous dysphoric calls near the beginning of the first movement (measure 31) are a distorted form of the signal  Habt Acht (Rameis 1976, p. 182). 

The symphonies are full of marches, crude, hearty, dysphoric, ironic, fu-nereal. The march is the locus classicus of movement without progression, vigorous or weighty movement that neutralizes its own goal. When the composer sets soldier songs from the  Wunderhorn  he selects items which recall bitterly the true goal of military movement:  Rewelge,  in which the dead soldiers march back home to their sweethearts;  Der schildwache Nachtlied, the song of a soldier bound for battle, not for a tryst with his girl in the rose garden;  Der Tamboursg’sell,  a tale of a drummer boy condemned to death, rather than more euphoric battle pieces like the defiant  Schlachtlied (Arnim and Brentano 1963/1806–8, pp. 167–68) or the triumphant  Prager Schlacht (pp. 156–57). 

Unlike the marches of his contemporaries, Mahler’s marches fail to project a Romantic consciousness. They sound raw, unprocessed. Where Tchaikovsky and Elgar used the march as a vehicle for personal rhetoric, Mahler is absent from his marches. Many examples could be given, but the most telling illustration of a disappearing subjectivity is to be found in the Seventh Symphony. As many have noticed, the first movement of this work sometimes sounds like Strauss. It begins, however, with an introduction in slow-march time, and the closing figure of the exposition is also a march, coming immediately after the grossly self-indulgent second subject. The progress from second material to closing figure is so abrupt (especially in the recapitulation) that one senses what Adorno calls a  Durchbruch.  The tissue of Romantic expression is ruptured; the passionate singing voice is swept away by a band of brutish soldiers who are also tragic, since like all Mahlerian soldiers they are going to their deaths. Yet the music does not
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sing of pity. The army is shown just as it is, rough, common, with no special distinction. 

The second subject of this movement not only resembles a theme from Strauss’s   Also sprach Zarathustra,  but in one of its forms suggests Tchaikovsky’s overture  Romeo and Juliet (see, for example, measures 461–63, six measures before rehearsal figure 58). Its whole texture, when the theme is recapitulated, amounts to a stylistic quotation; here are Strauss’s hysterical high violins, his chromatic inner parts spiked through by trumpets and horns, his accompaniment figures and harp chords, his soaring tunes and luscious, but essentially simple, harmony, firmly within a tonal orbit (Figure 7.6, from measure 469 in the recapitulation). The resemblance is striking. Where is Mahler in a passage like this? Conceived as Mahler’s work, it is, perhaps, ironic, parodistic, affectionate, self-indulgent; but the fact is that there are no signs to tell  who  the author is. Failing any indication, we must conclude that the music is that of a decadent, narcissistic, highly expert composer from the imperial German lands—Strauss, evidently. 
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This idea proceeds to a huge gesturing climax, the sort of thing which in high Romantic music signified a coming together of structure and genre, a shifting of structural direction at the point when a theme is individualized to the maximum extent. In the recapitulation this orgasmic moment is marked with a harp glissando and a triangle roll, not to mention tremolandi in all strings (measures 483–87). 

The outcome—very sudden in the recapitulation—is a squalid march, in structural terms the “closing figure” (Figure 7.7). For the moment the or-
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chestration is based on horns, trumpets, and trombones, though the scream of piccolo is soon heard (as it was, very tellingly, in the exposition at measure 138). The only rhythmic feature is the dotted figure decreed by A. B. 

Marx as the sign of a march (Marx 1841, part 3, p. 56), and the melody is vacuous, no more than the tune known to English-speaking children as

“Three Blind Mice”. The strong tonal focus necessary for individual self-projection, which was heard in the second subject, has disappeared. The harmony lurches from key to key in a stomach-turning aporia. It reminds us that this symphony verges elsewhere on atonality; it was much admired by Schoenberg, and one can assume that this kind of disruption of tonality was a means of unfocussing the subject. At any rate, Adorno diagnosed twelve-tone technique as a banishment of the subject, “establishing itself as alien to the subject and finally subduing the subject by its own force” 

(Adorno 1994/1948, p. 68). 

Figure 7.7
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The projected voice of the tragic orator has been illustrated from the fourth movement of Symphony no. 3. Mahler’s habit of assigning the subjectivity to a solo voice can be disconcerting, for as Cone discovered, the declaiming voice presents a powerful illusion of subjective unity. Suddenly, the lantern show of raw topics, the elusive reflection of other voices past and present, is interrupted by a vividly focused self. 

That movement, with its portentous Nietzschean text, is a straightforward example. The fourth movement of Symphony no. 2, a setting for mezzo solo of the  Wunderhorn  poem “Urlicht”, is much more subtle and contradictory, and the entry of the solo voice is especially jarring in this symphony. Previous movements had been written at different times, ap-
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parently without much thought of their coming together in a single work. 

The many-layered first movement, with its blind first subject and its despairing flings at great Viennese composers, which was originally entitled

“Todtenfeier”, came to be linked to an amiable and slightly ironic  Ländler which had been written as a separate piece. “I originally planned both movements independently of each other, without a thought of integrating them,” Mahler told Bauer-Lechner (Mitchell 1975, p. 165), and he remained unhappy about the abrupt contrast between these movements, finally recommending a pause of five minutes between them. Next, the scherzo, an orchestral adaptation of the  Fischpredigt  song, was added, though at first the order of movements was uncertain. The finale was begun, but its final form, incorporating a choral setting of Mahler’s rewriting of Klopstock’s Resurrection hymn, did not appear until after Bülow’s funeral in 1894, at which the composer heard a simple setting of the Klopstock text (the whole story is told by Mitchell, pp. 161–87). 

At some stage or other Mahler decided to include the short setting of

“Urlicht”, which had been written as a separate song for voice and piano, probably in 1892. There was an earlier orchestration, dating from 1893, before the score was adapted to suit the symphony’s orchestra. This adaptation was the final act of composition and probably dates from 1895. Lastly a program was written (in December 1901) attempting to show a continuity of thought in this jumble of disparate pieces. “It is an extraordinary story, the compiling of the Second Symphony . . . ,” Mitchell remarks, “and raises any number of questions about the nature, consistency and integrity of a composer’s inspiration” (p. 178). 

Mitchell guesses that the placing of “Urlicht” next-to-last only became certain when Mahler decided on the nature of the finale (as a choral ode on the Resurrection text). 

[ J. B.] Foerster . . . suggests that the song was pressed into service when the Finale was complete in sketch form and Mahler found himself faced with the problem of how to bind together the Scherzo . . . and the Finale, and decided to insert the vocal movement, “Urlicht”, between the movements for that purpose. 

(p. 185)

Mitchell is troubled by the thematic link between “Urlicht” and the finale, which suggests to him that the finale must have been composed with the song in mind. This is to assume, however, that thematic links are necessarily  contrived.  The discovery of a fortuitous link would be a good reason to place the preexisting song just before the finale. 

Indeed, the habit of attributing all features to poietic contrivance has led to some odd judgments about this work. Floros sees the song setting as a vital and ideal stage in the development of the work’s logic. 
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[“Urlicht”] occupies a kind of key position within the dramaturgy of the work. It answers the questions raised in the Scherzo and leads in the Finale, which is a symphonic cantata. Mahler could not have found a more suitable text for this movement. (Floros 1993/1985, p. 65)

This is not the impression given by a hearing of the Symphony. Along with the two previous movements, “Urlicht” seems like a kind of puzzling intrusion (Mahler called all three movements “intermezzi” in his 1901 program). After three purely instrumental numbers, all of them decidedly out of subjective focus, the compellingly serious voice of the soloist enters alone and off-center (the scherzo has ended in C minor; “Urlicht” begins on an unaccompanied D flat). The song ended, the finale follows without a break, smashing the illusion with a violent irruption on a C pedal, “in the tempo of the scherzo”. It recalls the position of “Es sungen drei Engel” in the Third Symphony; apparently, movements 3 and 5 might naturally follow each other, but have been wedged apart by a piece of stray material. As for the relevance of the text to the ideas of death and resurrection, its childlike reference to “eternal life” (“Der liebe Gott wird mir ein Lichtchen geben, / Wird leuchten mir bis in das ewig selig Leben”) is a trivial detail beside the stylistic discrepancy, both poetic and musical, from the choral ode of the finale. Its tiny genre picture of an angelic visitation, its continual diminutives, evoke Brentano’s vision of the childlike  Volk,  speaking for itself as the voice of nature. 

In the case of “Urlicht”, however, Brentano is disingenuous. It is evidently one of a sequence of poems in the second volume of the  Wunderhorn, all of them marked “mündlich” (collected by word of mouth; Arnim and Brentano 1963/1806–8, vol. 2, pp. 9–12). But, in fact, the first of these, 

“Verspätung”, was taken from a musical appendix to the  Morgenblatt für gebildete Stände  of 12 October 1807, where it was published by Karl von Wangenheim. As well as adapting the text, the  Wunderhorn  editors added the title. Its theme is human need, personified in the starving child’s call for bread. 

Mutter, ach Mutter! es hungert mich, 

Gib mir Brot, sonst sterb ich. 

[Mother, O mother, I am hungry, give me bread or I die.]

This is the poem set by Mahler, in a slightly shortened and adapted form, as “Das irdische Leben” in the  Wunderhorn  set. 

The next poem, “Urlicht”, takes up the theme of earthly need, contrasted with the bliss of Heaven. After the initial invocation, this piece resembles a simple prayer, at this point relating closely to another poem which is incontestably Brentano’s work, the “Song of the Grandmother” from
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 Geschichte vom braven Kasperl und dem schönen Annerl. “Urlicht” appears to be modeled on a text which Brentano received in manuscript from Wilhelm Grimm. 

O Röschen rot, 

Der Mensch liegt in grösster Not, 

Der Mensch liegt in grösster Pein, 

Je lieber möcht ich im Himmel sein. 

[Mankind lies in greatest need, mankind lies in greatest pain, I would rather be in Heaven.]

The mysterious address to the “little rose” is explained in the next number, 

“Sub rosa”, in which paradise is described as a garden where grows a rose; once plucked, this turns into the “Bride”. The imagery is immemorial, referring in the first place to the Song of Songs. 

Finally, in “Die traurige, prächtige Braut”, the young bride weeps as she passes from mystic to human love; through marriage she embraces slavery, motherhood, and death. The circle is closed; she is again the helpless mother of “Verspätung”. 

The mock-archaic style of these poems bespeaks the taste of Brentano (on the difference of Brentano’s from Arnim’s style of composition, see Closs 1938, p. 295). It is hard to guess the level of Brentano’s involvement in the composition and adaptation of these pieces, but their connections with his other work and their comparative sophistication suggest that he presented them as an expression of something personal to himself, a philosophical sententiousness underlying the apparently naive voice of the anonymous Volk. 

In some sense or other Brentano is the author of these poems. 

The first and last pieces (“Verspätung” and “Die traurige Braut”) are written in the dialogue/refrain form of traditional verse; in the first, the child continually cries, “Mutter, ach Mutter! es hungert mich, gib mir Brot, sonst sterb ich”, and each time the mother answers, “Warte nur, mein liebes Kind” (just wait, my dear child). In the other poem, each strophe is interrupted by the mournful phrase:

O weiele weh! O weiele weh! 

Was weinet die schöne Braut so sehr! 

[O weep for sorrow! O weep for sorrow! Why weeps the lovely bride so sore!]

However, the central poems are respectively in semi-rhyming irregular couplets and in songlike six-syllable rhyming quatrains. “Urlicht” is isolated as the least obviously lyric number of the four. Its prosody is speechlike, and it contains, in miniature, a progression from sententious lament (“Der Mensch liegt in grösster Not”) to narrative:

190 C H A P T E R   7

Da kam ich auf einen breiten Weg, 

Da kam ein Engelein und wollt mich abweisen . . . 

[I came to a wide road, where an angel appeared and wished to force me back . . .]

This leads to a dramatic exclamation:

Ach nein, ich liess mich nicht abweisen. 

[Ah no, I will not be forced back.]

The singer’s resolute pursuit of divine love ends the poem with a resumption of the pious sententiousness of the opening: Ich bin von Gott, ich will wieder zu Gott, 

Der liebe Gott wird mir ein Lichtchen geben, 

Wird leuchten mir bis in das ewig selig Leben. 

[I come from God, I wish to return to God, the dear God will give me a little light, will light my way to blessed eternal life.]

Much of the language echoes popular pietist verse, such as one finds in many of the Bach chorales. The poem gains sophistication from its shifts of subjectivity, from ritual lament to narrative and dramatic outburst. The singer begins as a pious commentator on the human condition; she later turns into a narrator of the human drama; finally she becomes an actor in the drama. 

This overlay of sophistication, through which the modern consciousness of Brentano is added to the anonymity of the Volk, leads Mahler to set the poem in a bundle of styles, some strongly focused, some more oblique. Naturally, the pietistic opening suggests to him the music of a chorale, and this ritualistic style is underlined by a distant chorus of brass instruments, a standard sign of religiosity (they have a “religious accent, imposing and calm”, according to Berlioz, 1843, p. 205). But unlike the finale, this movement entrusts its chorale to a solo singer rather than a chorus. This paradox, with its profound effect on subjectivity, helps to explain the extreme poignancy of the opening, the soloist beckoning and appealing like a tragic orator, the brass choir motionless and hieratic. 

The chorale tune is largely conjunct and metrically irregular (Figure 7.8a). Its last line (“Je lieber möcht’ ich im Himmel sein”) ends modally by echoing the first line of the previous brass passage and thus descending to B flat, the submediant, as though this were an old tune dressed up in tonal harmony like many of Bach’s arrangements. The oboe then intervenes to

“correct” the cadence, a conventional procedure. However, the correction incorporates a slow gruppetto, a very telling manifestation of Romantic sentiment reminiscent of Schumann’s image of the poet ( Der Dichter spricht from  Kinderszenen) or of Isolde’s Liebestod (Figure 7.8b). The singer’s—

Brentano’s—modern sadness is confirmed. 
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Figure 7.8a
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The music then reverts to the “modal” key, in which the “old” chorale tune would have ended, had it not been tonally costumed—the key of B flat minor. 

The start of the narrative is sung to a passage of rustic pastoral in which the horns play a droning open fifth regardless of the harmony suggested by the tune, and the clarinets revolve lazily like the wheel of a hurdy-gurdy. 

The pastoral topic, according to Jung, was polarized by its association with the heavenly paradise on one hand, and its evocation of the brute peas-antry on the other. The heavenly pastoral is typified by the rhythm of the siciliana, which was first used in pastoral music about 1604, and the celestial tone of the flute, which imitated the ancient syrinx. The earthly pastoral introduced modern rustic instruments: the bagpipe, originally a military instrument, cowhorns, cowbells, as well as the cries of real shepherds and cowherds (see Jung 1980, especially pp. 144–51). 

The  etwas bewegter  in “Urlicht” is evidently a case of earthly pastoral, in spite of the glint of the glockenspiel, “the sound of the little bell” which made the composer think “of the soul in heaven, where in ‘the state of a chrysalis’

it must begin again as a child” (as he said to Bauer-Lechner; quoted in Floros 1993/1985, p. 67). Furthermore, the being encountered on the road is of a dubious character, introduced by a rather unimpressive solo violin. Like the pastoral topic, the topical reference of the solo violin is suspended between two natures, the celestial idealism of Beethoven’s Benedictus in the  Missa Solemnis  and the diabolic leer of Stravinsky’s  L’histoire du soldat.  The narra-
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tor is about to describe a meeting with an angel. Yet the violin’s cheap little tune, its second phrase nauseously dissonant with the horns and soured with a wrong note, suggests that the “Engelein” is not all he seems. The dip into A major, a non-key approached by chromatic slippage rather than any kind of sentimental feint towards the third-related submediant, and the excruci-ating prettiness of the next passage with its jingling string figures and impeccably lyric voice, place a question mark on the childlike stress of this movement. If the “soul in heaven” is “beginning again as a child”, then its efforts seem trivial and absurd alongside the gamy whiff of the previous measures (the whole section, measures 37–50, is shown in Figure 7.9). 

Figure 7.9
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 Figure 7.9 (continued)
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The remainder of the movement is, in thematic terms, a recomposition of the opening ; the setting of “Ach nein! ich liess mich nicht abweisen” 

(Figure 7.10) adapts the beginning of the chorale from measure 15. In terms Figure 7.10
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of subjectivity, the picture is different. The singer, having become an actor in the drama, declaims in accompanied recitative, with the violins and violas playing tremolandi (there is a gust of loneliness from Kareol in the oboes at measure 54). When she protests that she must disobey the angel and return to God (“Ich bin von Gott und will wieder zu Gott!”), her rising excitement is portrayed in the simplest possible manner: each measure is transposed up one semitone, as though blowing up a tire, “zart drängend” 

and “mit steigerndem Ausdruck” (tenderly pressing forward, with growing expression). This is naiveté of a different kind, a sort of music-hall stagi-ness, by no means the anonymity of nature. The urgency of the singer’s emotion is expressed and parodied at once; at the very moment where subjectivity might become most individualized, the subject appears as a commonplace barnstormer from a nondescript opera (Figure 7.11). Quite abruptly, the chorale tune, from measure 23, is taken up in its original form, 

“wie zum Anfang”. The voice returns to prayerful anonymity. Only the close is altered; the “modal” fall to B flat is displaced by a conventional ca-
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dence in D flat major (the words are “wird mir ein Lichtchen geben, wird leuchten mir bis in das ewig selig Leben”). 

Figure 7.11
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On one level, this exquisite movement has a powerfully individualized subject: the heart-stirring voice of the soloist, which is the kind of vocal subjectivity that so impressed Cone. Its title (“Vierter Satz: ‘Urlicht’, aus ‘des Knaben Wunderhorn’”) promises an utterance of the Volk, however, a spontaneous and artless emanation of nature, without subjectivity in the expressive sense. During its course, the mezzo-soprano turns into a fictional actor, framed by a fairly trivial stage. The orchestra colludes only intermit-tently; there are topics which draw in other worlds (the rustic pastoral and the devilish violin), and the tone is sometimes ironic. Evidently, the clear subjective appeal of the singer is precariously grounded; her “sincerity” is compromised. This explains the strangeness and richness of “Urlicht”, a prodigious response to the mixed subjectivities of Brentano’s poem. The listener struggles to guess whose voice is heard, as though straining to catch a distant message. Everything is undermined, compromised, stymied, in an image of vital impurity. The music reaches out to the fallen instead of disappearing into a mystic empyrean along with Scriabin and Delius. This explains its terrible poignancy, beyond the warm comfort of tears. 

Behind the many subjects which speak through this movement, there
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must, presumably, be a single voice which links them all in a compassion-ate message. This is Cone’s “complete musical persona”, who “is by no means identical with the composer” but “constitutes the mind of the composition in question”. Or perhaps it is “Gustav”, the artist’s creation and reflection of himself, parallel to the “Marcel” who narrates Proust’s long novel. “Marcel” is not Proust; he is somewhat like Proust, fastidious, snob-bish, intellectual, but he is not gay or Jewish. In Mahler’s case the difference is much more striking. His crass programs to the symphonies, always written ex post facto, make nonsense of the music’s elusiveness. About

“Urlicht” he said: “The moving voice of naive faith sounds in [the hero’s]

ear.” Undoubtedly Mahler believed, in a superficial way, in these trivial utterances, but his habit of stepping back into anonymity, of becoming a “listener”—his  Wunderhorn  habit, it might be said—allowed the obliqueness and irony of his imagination (of Gustav’s imagination) to enter through the open door. To be sure, the symphonies are full of Gustav, with his tricky elusiveness, his dubious sincerity and his chameleon nature. Mahler is, on the whole, absent. 

 8

ALLEGORY AND DECONSTRUCTION

What is at stake is the possibility of including the contradictions of reading in a narrative that would be able to contain them. Such a narrative would have the universal significance of an allegory of reading. 

 (Paul de Man,  Allegories of Reading ) Symbol and Allegory

THE CONCEPT OF THE SYMBOL has appeared often in criticism of music. This is a different kind of symbol from that described by Peirce; for the American semiologist, symbol is opposed to icon and index in a trichotomy of signs. But for the aesthetic idealists, the symbol has a transcendent resonance which gives it a master-function in music and makes it a determinant of moral force and aesthetic value. In this kind of symbol, the relation of signifier and signified is asymmetric; what is signified is a radical idealism, an overcoming of the antinomy of thought and object. The imagination changes from being a furnisher and inventor of images, to a means of mingling and merging the inner and outer worlds, so that the subject and object are united; representation and reality somehow coexist as part and whole, as perceived and known. In recent times, the concept of the symbol has been invoked in music by Susanne Langer and others. 

For the Romantics, the symbol was mysteriously a part of the reality it represented. Though it might take the form of a specific and local reference—for Wordsworth the Alps, Mount Snowdon, or the River Duddon—

it pointed, not to a physical scene, but to a depth of inwardness where subjectivity joined with transcendence. 

“The symbol,” declares Coleridge, “is characterized by the translucence of the special in the individual, or of the general in the special, or of the universal in the general; above all by the translucence of the eternal through and in the temporal” (from  The Statesman’s Manual,  quoted by de Man 1983, p. 192). 

The reader sought, not variety but a subjectively focused unity. Within the artistic symbol she found an eternity which overcame signifier and signified, subject and object in a “seamless metaphoric continuity” (Meyer Abrams, quoted by de Man p. 195). But poetry cannot avoid articulating
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through conventional topoi; paradoxically, the Romantic evocation of the eternal through the temporal was itself a formal procedure. The ontological unity of the artistic sign was always threatened from within. What seems to be symbol is always, first and last, allegory. 

Where the symbol is motivated, allegory is unmotivated. The symbol is a feature of transcendence; allegory is a feature of the text. In allegory, the images are emblematic, truths appear generalized and the subject recedes, to be replaced by multiple subjects and impersonations. While symbol always seems to point beyond itself to something inexhaustible, allegory is exhausted in the act of signifying. The symbol is produced by a sort of transcendent cognition; allegory originates in ordinary artistic invention. Most important of all, the symbol is the “true” meaning of an artistic text, unified, incontrovertible, profound. It is based, not on authorial or readerly choice, but on responsibility, fidelity, attentive listening, a kind of organic necessity. Allegory is hermeneutic. It is based on interpretation. 

Hegel, thinking in terms of the Romantic idea of the transcendent symbol, considered that poetry and music are in different positions vis-à-vis expression. For him, both appealed to the apprehension of ideal realities by the subject, but music was more powerful in this respect. 

We would now consider that the symbolic function of language (in the Peircean  sense) is what distinguishes it from music; because language must always proceed via an intermediate stage of symbolic interpretation, it is easy to find “realities” and “presences” in language, stages of signification where words come to rest on some object or “true meaning”. What Hegel considered to be “ideal significance”, the true domain of symbol, tended to be hidden by the intervention of lexical items and referentiality. We would say that metaphoricity, hypostasis, the forms of the illusion of presence, are on the contrary promoted, alas, by the referential tendencies of language. 

What Hegel heard in the rich eloquence of music was not ideality but semiotic breadth; music does not halt signification on the meaning of a word, but always promotes movement along the chain of interpretants. 

Language is subject to cardiac arrest, but music’s heart is stronger. Music, then, is not the prototypical Symbol, but a particularly potent kind of allegory (the ideas in this section are based on Fletcher 1970/1964, de Man 1983, and Hegel’s  Ästhetik). 

BWV 886 as Allegory of Listening

Metaphoricity may be found in music, but its claims to essentiality, to essential motivation, always break down. Musical metaphors reveal themselves, finally, to be no more than metonymies, and music is bound to de-
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construct itself. Musical signification flows freely past and through any reference or object, easily entering a dialogue with the whole universe of purport. The blood of musical signification flows so strongly that it never con-geals into a definable “meaning” and music seems abstract. But there is no more than a pseudo-problem in this apparent abstractness, for the very vitality that causes it is strongest proof of the signifying power of music. Literature deconstructs its metaphors, but less readily than music, whose very nature is deconstructive. Music may indeed be called “the paradigm of the post-structuralist views of structure” (Ayrey 1991, p. 9). 

It was Gérard Genette who noticed the self-deconstructive property of literature, in his reading of Proust’s  A la recherche du temps perdu.  Because this novel has several authorial levels (the narrator is also the protagonist, but author, narrator, and protagonist are not the same) it is possible for one level to deconstruct the next. The narrator “writes” the action, but the author reads this writing and writes the book. If literature is an allegory of life, then Proust’s masterpiece is an allegory of reading (Paul de Man’s collection of essays is called  Allegories of Reading,  its most challenging chapter a study of  Temps perdu). Music, too, is an allegory of life. Can it be shown that music is also an allegory of reading? But perhaps we had better say an “allegory of listening”. 

Bach wrote a short fugue in F major, BWV 901, probably at Cöthen. It is of special interest because about twenty years later he returned to it, transposed it and doubled its length; this version, BWV 886, is the A flat major fugue from the second book of the “Forty-eight” (for the dating see Keller 1976, pp. 178–80). 

Within the countersubject of this little fugue there is a wealth of symbolic and indexical meaning (Figure 8.1); this is the “chromatic fourth” or passus duriusculus,  a figure very widely used in all kinds of music. The signification of this topic has been written about extensively. In his book on this motive Peter Williams gives countless examples of its use in secular and sacred music from the middle of the sixteenth century. He traces it in madrigals, lute songs, opera, and liturgical and nonliturgical church music. The whole genre of the operatic  Lamento  was centered on it; Frederick Stern-feld considered that, “in spite of the abundance of non-vocal examples, there can be no doubt that it was the operatic lament that established the chromatic fourth” (quoted by Williams 1997, p. 65). Its meaning is usually pathetic, painful, distressful, tender, sorrowful, anxious: in fact, dysphoric. 

André Pirro associated it with “sentiments of affliction” and considered it a “characteristic lamentation formula” (Pirro 1907, p. 74). In sacred music it became, according to Willibald Gurlitt, a “theological-rhetorical figure” 

and a “symbol of Christ crucified” (quoted by Williams 1997, p. 82). The name  passus duriusculus  came originally from Christoph Bernhard, as I have said above (in Chapter 3; see Müller-Blattau 1963, p. 77). 
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Figure 8.1
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Williams, however, opposes the view that this figure always carried a painful signification. He admits that it normally indicated sin, strife, and sorrow in organ chorales (Williams 1997, p. 77), but suggests that it became a purely conventional feature of instrumental counterpoint, useful for teaching students how to handle chromaticism. In one genre of the early eighteenth century, the “permutation fugue”, the chromatic fourth was almost universal (p. 86). Bach used it so frequently that it almost became a cliché. Williams invokes two purposes for the figure: “as a motif in counterpoint (‘objective’) and as a motto for certain moods or meanings (‘subjective’)” (p. 5). He distinguishes also between its expressive use and its appearance as “emblem” or “token” (p. 82), making reference to certain associations and styles without intending to convey emotion. 

The idea of “objective” musical figures is apparently connected with the idea of “absolute” or “abstract” music, the view that instrumental music, since it has no words, is without signification. This view, as I have said repeatedly, is part of an aesthetic tradition which has had its day. The concept of the musical “token” implies that musical meaning is typically a matter of direct emotional expression—that music always signifies by  ratio difficilis—

and that a conventional reference like the  passus duriusculus  is therefore exceptional. But all musical topics are conventional. The fact that a figure is common or clichéd does not deprive it of its meaning—no more than it does in verbal language. 

In the A flat fugue this motive is given out in equal values and nonmetric rhythm, as though Bach wishes us to hear it in  stile antico,  as he apparently does when it appears in the second Kyrie of the B minor Mass. Indeed, the composer may have thought of the motive as an old-fashioned feature; the title of the Canzone in D minor ( Canzone  was an archaic word for a kind of fugue) indicates that he associated it with the ancient and immemorial. It was already obsolete in opera; if Bach had visited nearby Dresden he would have heard the profoundly diatonic operas of Johann Adolf Hasse. Thus, he would have known this figure as a church feature. 

It had a dimension of mystery, an air of neurasthenic fervor. Perhaps, in this instrumental context, the symbolic meaning, connected with grief and penitence, was merely part of the indexical associations of church solemnity and hermeticism. The figure is both symbolic and indexical; it is not

“absolute music”. 

The subject of BWV 901, on the other hand (Figure 8.2a), comes from the world of the trio sonata, connected with courts and drawing rooms, and
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thus with the tone of stringed instruments, with rationalism and enlightenment, with the spurious stability of hierarchic society, with sophisticated badinage. With all its indexical suggestiveness, it is not symbolic. It spans the fourths and fifths of tonal harmony, its metrical squareness and lilting sixteenth-note groups placing it in strong aural focus. Its appearance in a fugue should not cause surprise, for there were fugues within trio sonatas that conformed perfectly to the sonata style. We may consider a string sonata of Corelli (Figure 8.2b; from Horsley 1966, p. 86). 

Figure 8.2a

*

Figure 8.2b

*

It seems as though the inner threat, the obscurity and neurasthenia of the countersubject, were dispelled by the subject. The relation of countersubject and subject is metaphorical; the subject explains and focuses the countersubject, lifting out its potential for tonal clarity. The true and essential signification of the chromatic countersubject lies within the sphere of rational tonality after all, we seem to learn, and the gloomy landscapes of Sweelinck recede out of sight. 

“Truth only begins,” writes Proust, “at the moment when the writer takes two different objects, suggests their relation . . . and encloses them in the necessary encirclements of a fine style; just as in life, when, confronting a quality common to two sensations, he disengages their common essence by uniting them, the one and the other, removing them from the contingencies of time, in a metaphor” (Genette 1966, pp. 39 –40, quoting  A la recherche du temps perdu). The combination of countersubject and subject is a metaphor, a rhetorical trope in which signification is focused by paradox, 

“removed from the contingencies of time”. It should be noticed that Genette’s understanding of the term  metaphor  is quite different from that of Ferguson (1960) and Hatten (1995), not to mention literary writers like Ricoeur (1986/1975) and philosophers like Max Black (1962, 1979), for whom metaphor, since it depends on resemblance, is a kind of iconism. 

The elucidation of metaphor, in any sense, depends on the listener/reader. 

Clearly, in the case of this subject and countersubject, it requires an act of listening to notice the neutralization of the chromatic scale by its civilized counterpoint and to speak of “unity”. This is the first level of listening. 
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But the aptness of Bach’s counterpoint hides something irresoluble between the figures; this metaphor, however we read it, may be a metonymy, a troubling juxtaposition of two inconsistent parts of the universe of purport. 

No counterpoint can ever reconcile fervid penitence and cool Arcadianism. 

And, indeed, the entry of a second countersubject proves that all is not well in the metaphorical household (Figure 8.3). This flowing figure colludes with the subject’s pretence of smooth modernity until the D flat of the countersubject threatens to send the harmony off into sequential limbo. At this point it sounds an A flat, which is irrelevant except as parallel to the semitonal movement of the countersubject—which, one thought, had been metaphorized. The intrusive chromatic A flat is harmonically irrational, for it is both preceded and followed by the diatonic A natural. For a moment the harmony drifts towards that kind of radical chromaticism which signifies, in the chorale preludes of Bach and his predecessors, the ultimate mystery of sin. 

Figure 8.3
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This little piece is just a page in length and remains close to the tonic key. 

Yet the strain of its imperfect metaphoricity becomes a little more apparent before it closes. In measure 13 Bach resorts to a typical device; having got the two countersubjects into position to make harmony with the subject in the normal way, he sets them off each on the other’s rightful track, so that the formula of lamentation finds itself inverted at the twelfth, and the ser-pentine second countersubject cannot proceed, but turns into a paraphrase of its fellow (Figure 8.4). An accidental B natural is needed in the subject itself, and the double counterpoint is bedeviled with sevenths. The shadows of the countersubject dominate this passage. 

Figure 8.4
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Curiously, four-voice texture is never achieved during the exposition, though the fugue is clearly  à 4,  because the third voice drops out at the entry of the fourth. Only the final entry of the  fughetta  is in four parts, and it is after this that the A flat version begins to digress, immediately introducing the subject in the relative minor (in this version, the key of F minor, measure 24), throwing the first harmony on to a diminished seventh and the second countersubject into inversion at the fourteenth; the civilized world of tonality recedes (see Figure 8.5, which shows the remainder of BWV

886). The strongest rhythmical point—the first beat of the second measure—now coincides with a modal, not a tonal note (the D natural in the countersubject), and the key is never achieved, the harmony continuing immediately into a modulation. 

It is a foreign and outlandish affair, this modulation, seeking out minor keys and full of the chromatic steps of lamentation, and its destination is alien to the “Forty-eight”, a collection that generally stays within the conventional circle of the primary keys. The entry here is in the dominant minor (measure 32), an impermissible key that is otherwise found only in the great dramatic organ fugues. The other two voices, crowding into thirds, abandon their triple counterpoint to make the very worst of this for-lorn peregrination. 

Like the harmonic labyrinths of Haydn, the effect is to confuse the ear. 

Thus the next entry, at measure 35, is in a primary key (the supertonic minor), but its functional relation has been obscured. The subdominant entry (the relative major of the key just touched) at measure 37 slips a little into the surreal. The original F major fughetta was marked in  alla breve time; the later version is in ordinary  tempus imperfectum,  permitting a new aberration, since the entry begins in the wrong part of the measure (after the second beat, instead of the first) as though this were an antique unbarred texture obedient only to the  tactus. 

The chromatic countersubject follows in the usual position, but at once senses its untimeliness. It delays for a beat, getting into its proper rhythmic position but slipping a beat in its relation to the subject. The result is to eliminate the cadence of the double counterpoint; at the point of the tied suspension in the subject, the countersubject, instead of setting up the preparation of the cadence, is still in the business of creeping contrapuntally downward. The metaphor is reversed; what was a diatonic vindication of the countersubject is now a chromatic clouding of the subject. The three parts—for a warped version of the second countersubject is also present—

plunge further and further into a gulf of aurally unidentifiable keys in a transport of aporia. 

Even the apparently pellucid statement of the subject that somehow emerges from this (measure 41) has been shaken from its hinges. The triple counterpoint has gone; the other parts collectively paraphrase the lamen-
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Figure 8.5 (p. 1 of 3)
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Figure 8.5 (p. 2 of 3)
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Figure 8.5 (p. 3 of 3)
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tation formula and force a chromatic relation into the subject; there is an answer in stretto, a device heard for the first time, which cannot shake itself free of recent memories, for it edges painfully towards the dominant minor. That fatal key veils the texture in an access of flats and double flats. 

The whole conception, melodic, tonal, contrapuntal, rhythmic, collapses into a cadenza on a chord of B double flat major, a moment of vertiginous aporia (measure 45). This is sometimes disimissed by analysts as “Neapolitan”, but it is not approached as though Neapolitan; in the lugubrious key of D flat minor, which was entered in measure 44, the B double flat chord would in fact be diatonic (a submediant chord). The relation to A flat major is theoretically traceable, but aurally puzzling. The resolution is self-consciously unsatisfactory, the diminished seventh of measure 46 sounding like an anticlimax and the fermata a positive cliché. 

Many fugues end with the subject harmonized. So it is here, except that

“harmonized” is an understatement. The subject (actually the answer, creeping in somewhere in the midst of a dense texture) is put in thrall to a terrific chromatic system of immense grandeur and pathos, like a solemn chorale prelude. The lamentation formula is there, too, threaded through the subject in the same register. 

In what sense is this fugue an “allegory of listening”? Naive analysts describe it as “simple” (Gray 1938, p. 127), but this, of course, is just to read the metaphor. The reading—listening, I should say—that sets in at measure 24 is much more profound, for it opens the space between signifier and signified and reveals the world beyond the frame. 

On a dozen different levels, the subject and countersubject of this fugue seem to be contraries. Their relation is diatonic/chromatic, chamber/
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church, string/organ, instrumental/vocal, modern/ancient, metric/amet-ric, rational/mystic, easeful/painful, abstract/symbolic. Since one of these oppositions is abstract versus symbolic, the listening of measures 24–50 is more than merely a view of this piece alone. Like Proust’s novel, it has two authorial levels: the composer of the fughetta and the deconstructive critic who composes the fugue and is, in a manner, the composer of the composer. 

But Proust’s work is an “allegory of reading” because the magisterial author who reads his own work within it is every author, and a fortiori every reader, since the reader writes the book, according to Roland Barthes. 

The choice of these two subjects (Williams argues that their combination is merely conventional) makes the special listening of the later measures into an allegory of all listening. The diatonic subject has only indexical significance; the countersubject is heavy with symbolicality, for it is an immemorial token of grief, shame, and penitence. They metonymize all musical signification, which is tossed between index and symbol, between the abstract gesture which is rooted in dance and the referential syntagm with its history in song. But it would be wrong to see the “listening” which begins at measure 24 as an intrusion of grief into a texture that was expressively neutral. 

The seme—perhaps we must now say “metaseme”—which the super-composer allegorizes is that of symbolicality; his listening, while it may incidentally reveal the misery which rationalism cannot master, points above all to music’s ineradicable tendency to symbolize emotion, which no fugue or trio sonata can finally banish. So much for “absolute music”. 

The fugue makes perfect sense without reference to symbolic meaning—

without interpreting the “formula of lamentation” in terms of vocal music. 

But on the other hand, it may also be heard as expressive of the domination of rationality by sentiment, a referential narrative. These views do not conflict. For its signification is also a meta-signification, opening the signifier to dialogue with all purport. Both realism and formalism are allegories, listenings that are permitted by the music. The text’s own deconstructive listening is an allegory of listening itself. 

The Inherent Allegory

I have presented elsewhere another illustration of the deconstructive and allegorical powers of music, an analysis of Peter Maxwell Davies’s  Antechrist (Monelle 1995). But illustration is not proof, and it is a standard trick to present a theoretical advance and then select felicitous illustrations. The Bach fugue, and the Davies paraphrase, are particularly telling examples of music as allegory. Others could have been chosen; the “Representation of Chaos” at the beginning of Haydn’s  Schöpfung  has been described in this way. “What Haydn does here,” comments Lawrence Kramer, “is emblem-

A L L E G O R Y   A N D   D E C O N S T R U C T I O N

207

atic of musical representation as a whole, and implicitly of musical meaning as a whole” (Kramer 1995, p. 96). It is an inherent property of signification to allegorize meaning, and this is best shown by music—all music, not merely the best examples. Music signifies, and music is about signifying. The listener to music listens to music listening to itself. 

The Shadow of Evaluation

The features we are discerning—polyvocality, allegory, inner deconstruction—are best illustrated from music of an outstanding density and opacity. Is this what we mean by “great music”? 

Very little is said in this work about critical evaluation. Semiotics, heuristics, hermeneutics are in no way concerned with evaluating musical works or in defining the canon. Nevertheless, one is often asked about the “importance” or “greatness” of a work or a composer. The question is, of course, social and political. But something can be said, without shifting into ideology. 

Eco’s conception of the  open work  may form a basis. In a closed work (like Superman  or the Sherlock Holmes stories) there are no allegories or metonymies to pursue; or if one does, one finds only trivialities. The work can serve no other purpose than what is manifest. It is not a discourse on other works; thus, a typical open work may present a discourse on many other works, including closed works, but a closed work presents only its own discourse. This inclusiveness of the open work is a certain mark of its potency. Mahler’s symphonies may form a discourse on the waltzes of Lanner, but it is hard to imagine the reverse. And since metonymy and allegory represent the most fluent channels of artistic signification (metaphor and symbol, with all their transcendent trumpetings, offering only hypostasis) the closed work is, in a sense, insignificant. Those critics interested in compiling a league table of artworks should consider two matters: first, does the work readily extend to significations other than its “message”? and second, in the case of two works, A and B, can A form a discourse which includes B, or the reverse? 

Is Ives a Great Composer? 

In every respect, the music of Charles Ives consitutes a critical enigma.*

Even today, with Ives’s reputation almost secure, his advocates still find that

*I am indebted to my friend David Lidov for drawing my attention to Ives in the context of deconstructive analysis. 
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they must argue his importance and answer questions like: “Is Ives a great composer?” (Starr 1992, p. 149). Score analysts are troubled by his apparent freedom from any system (“I know I’m listening to Ives when there’s something ‘wrong’”, said George Perle, according to Larry Starr [p. 6]), and serious musicians are often bothered by his quotations of hymn tunes and ragtime and his unfunny jokes. As recently as 1989, a prominent musicologist could speak of Ives’s “random accumulation of dissonance” (Dahlhaus 1989, p. 386). Most of Ives’s early apologists were score analysts of the motivic-unity school, or mouthers of the “great music” parrotry of capitalist ideology. Of the former breed, Henry Cowell may serve as an example, in his comments on the “Concord” Sonata. 

As is the case with all well-constructed sonatas, all the materials out of which the whole of the rest of the work is to be built can be found in the first measure of the Concord Sonata. The rhythmic and thematic development is more involved than in classic examples, but it is of the same general sort. (from  Charles Ives and His Music,  1955, quoted by Block 1996, p. 16) Cowell is doubtless correct in his observation, though he ought to have added that the first measure occupies a whole line of the score. But this simply is not what Ives is remarkable for. The same comment could be made of many quite unimportant works. 

The most famous of the second breed of critic, the great-composer merchants, was Lawrence Gilman, music critic of the  New York Herald Tribune, who described the “Concord” Sonata as “exceptionally great music—it is, indeed, the greatest music composed by an American. . . . It has wisdom and beauty and profoundity [sic], and a sense of the encompassing terror and splendor of human life and human destiny—a sense of those mysteries that are both human and divine” (quoted by Block 1996, p. 13). Packed away in this humbug is one important insight, however, as we shall see; there is, perhaps, “terror” in Ives’s music. 

The score is not the place to look if we are to understand this repertoire. 

In obedience to the composer’s own suggestion, we should look for some philosophical program, if we wish to find the starting point for Ives’s pieces. 

It is popularly thought that Ives meant his music to be a kind of representation or interpretation of Transcendentalist philosophy (though Peter Burkholder finds this view facile; see Burkholder 1985, pp. 20–32). Henry Bellamann found in this music “a musical equivalent of the spiritual values of transcendental philosophy and human experience” (p. 20). Transcendentalism, the creed of Ralph Waldo Emerson and Henry David Thoreau, was less a philosophical system than a spiritual attitude of mind, a belief in the essential goodness of man, in contrast to the Puritan tenet of man’s irrevocable corruption. Could such a thing be put into music? 

In certain details, Ives’s “Concord” Sonata may seem like an illustration
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or homage to the proponents of Transcendentalism. It is named for the town in Massachusetts where Transcendentalism had its birth, and it contains musical quotations which perhaps evoke the world of the Transcendentalist philosophers: fragments from popular hymns, “Martyn”, 

“Missionary Chant”, and “Crusader’s Hymn”, from patriotic songs like

“Columbia, the Gem of the Ocean”, from Stephen Foster songs (“Massa’s in de Cold, Cold Gound”), from Beethoven’s Fifth Symphony (the first motive of which resembles a phrase from “Missionary Chant”) and “Ham-merklavier” Sonata, and from other works by Ives himself. As well as these quotations, Ives inserts passages of stylistic allusion (Burkholder’s term), of ragtime, military march, and folk song. Naturally, the work also has themes of its own which are, apparently, not quotations. 

Much work has been done on Ives’s quotations. Those in “Concord” are handily summarized by Block (1996, pp. 80–84). Burkholder discusses the various uses to which quotation can be put. One of these is straightforward literary reference or storytelling. For example, the theme of Beethoven’s Fifth probably recalls, first of all, Beth Alcott’s attempts to play Beethoven on the “little old spinet-piano” at Orchard House, home of the Alcott family, which Ives mentions in the  Essays before a Sonata,  and more generally, the admiration felt by the Transcendentalists for Beethoven, who seemed to them to be a musical precursor of their own beliefs. 

All around you, under the Concord sky, there still floats the influence of that human faith melody, transcendent and sentimental enough for the enthusiast or the cynic respectively, reflecting an innate hope—a common interest in common things and common men—a tune the Concord bards are ever playing, while they pound away at the immensities with a Beethovenlike sublimity. (Ives 1962/1920, p. 138)

There is one other quotation from repertoire music in the Sonata: the single measure, occurring twice in “The Alcotts”, from the wedding march from Wagner’s  Lohengrin (popular at weddings in Great Britain and the United States, and nicknamed “Here comes the bride, short, fat, and wide”). Ives is, alas, vulnerable to a complaint by modern sophisticated musicians: both quotations are ridiculous. The first four notes of Beethoven’s Fifth are the common man’s image of “classical music”. Eco acknowledges that this hackneyed figure may signify “Romanticism” or simply “music” 

(1976, p. 240). To quote it, apparently to convey portentous seriousness, is somewhat like having an actor step on to the stage and proclaim, “To be, or not to be”. Nevertheless, Ives takes both quotations entirely seriously. 

There is an “oracle” at the beginning of the  Fifth Symphony—in those four notes lies one of Beethoven’s greatest messages. We would place its translation above the relentlessness of fate knocking at the door, above the greater human-message
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of destiny, and strive to bring it towards the spiritual message of Emerson’s rev-elations—even to the “common heart” of Concord—the Soul of humanity knocking at the door of the Divine mysteries, radiant in the faith that it will be opened—and the human become the Divine! (Ives 1962/1920, p. 133) But in quoting such musical items, Ives fails to illustrate the profundity of Transcendentalist philosophy; he inadvertently advertizes himself as a rustic. But this is only the first step in seeking Ives’s subtexts. 

The next step is to examine the actual themes of this work, those that are not obvious quotations from symphonies or hymns. Compared to his inscrutable textures and rhythms, Ives’s themes are conventional and homely. 

In examining other music, we have seen that themes are usually members of families and can be understood intertextually. Thus, Ives may be given important intertextual links if we can find the immediate relatives of his themes. 

Disconcertingly, several of the themes in the “Concord” Sonata are related to Wagner’s  Tristan und Isolde.  The “Emerson” theme (Figure 8.6a) recalls the song of the young sailor which opens Act 1 (“Frisch weht der Wind der Heimat zu: mein irisch Kind, wo weilest du?”; Figure 8.6b). The so-called “fugue” theme, which appears first on page 1 and is later featured on page 13, suggests the theme of the  Liebestod (Figures 8.6c and d), though Geoffrey Block argues its relation to the Prelude to the same opera (itself related to the  Liebestod,  of course; see Block 1996, pp. 36–41). Even the “Alcotts” theme, the main theme of the Sonata, which, like the others, appears on the very first page of “Emerson”, begins with a rise and fall which it shares with the leitmotiv of the “glance” (Figures 8.6e and f). We even find the “Tristan chord”, played by the left hand at Wagner’s original pitch, on the third quarter note of the last-but-one measure on page 1. Ives apparently knew  Tristan (he refers scornfully to “Tristan’s sensual love of Isolde” 

in the  Essays,  p. 183, and quotes the Prelude in his Second Symphony). He may well have been present at the Met on 1 January 1908, when Mahler conducted the work. 

Figure 8.6a

Figure 8.6b
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Figure 8.6d
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Figure 8.6e





Figure 8.6f
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Quotations of this kind may be called secondary or “hidden” quotations. 

What is certain is that the world of  Tristan,  and that of the Transcendentalists, could not be more opposed. The American philosophers preached a this-world message of hope, of perfectibility, of man’s essential goodness, of practical self-help.  Tristan  is about abandonment to mystic forces from another world, love that leads to death, overmastering and senseless passion, moral surrender. Putting it briefly, the two worlds are related on an axis of hope versus despair. And if one restricts one’s attention to quotations from repertoire music (that is, if one ignores the hymns, songs and marches), the figures evocative of despair are infinitely more potent; Ives’s hopeful themes are so common as to appear clownish. 

There is, apparently, a coherent subtext which is radically at odds with the primary signification. The “Concord” Sonata is evidently an  open work.  We may advance, therefore, from an initial position in which we dismissed Ives as a rustic. If his piece is capable of this kind of inner subversion, it will most likely contain other complexities which will repay disentanglement. 

Scores with Wrong Notes

It has been mentioned that score analysis runs into trouble in Ives’s music. 

His scores are not transcendent objects. The “normal” view of the score is to treat it as a wholly finished template for performance; thus, anything heard in the performance may be traced ideally to the score. With this assurance, the analyst can disregard the whole complexity of the musical text and give attention to the score alone. Ives blocks this view in various ways. 
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First, he denies that music is sound, and thus removes the chief justification of the score—as a performing template. 

My God! what has sound got to do with music! . . . Why can’t music go out in the same way it comes in to a man, without having to crawl over a fence of sounds, thoraxes, catguts, wire, wood, and brass? (Ives 1962/1920, p. 168) It must be declared at once that Ives, in claiming that “sound” (that is, the performance) is not the essence of music, does not mean to hypostatize the music in the  score (instead of the performance), and thus to give the score even more authority than it already has. In fact, according to John Kirkpatrick, Ives’s scores represent only “one realization” of the music; Ives’s own playing of the pieces developed and changed constantly. Even the very identity of works could be confused. The “Concord” Sonata, in earlier manifestations, was the  Orchard House Overture,  as well as a piano concerto or overture on the theme of Emerson and an overture evoking Hawthorne; afterwards “Hawthorne” became both the second movement of the Fourth Symphony and a piano fantasy called  The Celestial Railroad.  Furthermore, the composer was willing to accept adjustments and mistakes made by performers, and even by printers. “He liked the engraver’s mistake in Thoreau,” comments Kirkpatrick; “he loved to surprise people, and it often struck his funnybone to be surprised himself.” “Dear Mr. Price,” wrote Ives to his copyist, “please don’t try to make things nice! All the wrong notes are right” (quoted by Starr 1992, p. 6). He was notoriously inconsistent with accidentals, and Kirkpatrick, as the original performer of the Sonata, sometimes had to make up his own mind (this information from Kirkpatrick’s sleeve note to the LP recording, CBS 72763). 

Ives did not mean to highlight the score in particular; far from it. By scorning the “sound” of the music, he wanted to stress that the  idea,  the imaginative conception, was the chief matter. This is a situation more familiar to the ethnomusicologist, who often has to identify a “song” of which there is no score, and of which every performance is different. 

Ives would have consigned all aspects of the score to mere execution, which he called “manner”. What truly mattered was not “manner” but

“substance”. Ives’s comments on this betray a contempt for mere musical structure. 

Substance in a human-art-quality suggests the body of a conviction which has its birth in the spiritual consciousness, whose youth is nourished in the moral consciousness, and whose maturity as a result of all this growth is then represented in a mental image. This is appreciated by the intuition, and somehow translated into expression by “manner”—a process always less important than it seems . . . 

So it seems that “substance” is too indefinite to analyze, in more specific terms. 

It is practically indescribable. (Ives 1962/1920, p. 160)
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We may deduce that everything heard, and everything in the score, is a feature of “manner”. Ordinary score analysis, therefore, is a very marginal matter. This is exemplified by Forte’s attempts to approach Ives in terms of pitch-class set theory (Forte 1977), which are spectacularly inconclusive. 

There is little point in analyzing Ives’s scores, though these scores must of course form the chief traces of the music. They point in many directions, most of them away from the written notes. 

For the written notes have an uncertain relation to musical sounds. Several writers have commented on the odd appearance of Ives’s scores. Of the score of “Hawthorne”, the second movement of “Concord”, Larry Starr remarks: “To anyone, musician or non-musician, who is familiar with the appearance of a traditional piano score, this music even  looks  crazy” (Starr 1992, p. 7). Ives quite gratuitously dispenses with bar lines, and he notates obscurely, writing chords in a perverse way in order to mystify. The music can be played, and indeed has often been recorded, but it does not, in all truth, look like a program for performance. How can this crazy score be performed? Kirkpatrick’s performance, paradoxically, overcomes and hides the essential enigma of the score. His performance does not retain the mon-umentally obscure, sphinxlike qualities of the score; it just sounds expertly confused, “randomly dissonant”. 

Several commentators have noticed Ives’s habit of confusing the reader by notating perversely. For example, a short passage on page 1 (at the close of the first measure on the bottom system) may be renotated to clarify its apparent content. Ives writes it as in Figure 8.7a; I have rewritten it at 8.7b. 

The simple tonalities (right hand in C minor and G; left hand, eventually, in A flat, ending with a dominant seventh) disappear in Ives’s notation. Probably it is optimistic to dignify this passage as “bitonal”; the parallelisms arise from the habits of an improvising pianist. But why has Ives concealed them? 

Figure 8.7a

Figure 8.7b
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This kind of thing is ubiquitous. There is another familiar effect, however. Near the end of “The Alcotts”, the theme of that number (which is
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distantly related to “the glance”, as I have already shown) is grandly stated in C major, the spacious chords wholly diatonic. The effect is not that of a master-pianist’s imperious Carnegie Hall proclamation, the “black grand piano  appassionato”  as D. H. Lawrence puts it, as we might find in Liszt’s Sonata in B minor or in an  étude tableau  of Rachmaninov, but more the rudimentary pounding of an amateur pianist at a village concert. In keeping with that image, Ives writes a wrong note (a G sharp) into the passage (circled in Figure 8.8). Every other note in this passage can be explained in the simplest terms. The G sharp is simply wrong. It carries an accent, however. 

Figure 8.8
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Lest it be thought that this isolated calamity in the midst of a simple passage be a trivial aberration, we may survey a few measures of more complex harmony. On page 13 of “Emerson”, third system, just before the start of the “fugue”, the first notes of the “Alcotts” theme are reiterated in a soft nuance that leads to a grand climax (Figure 8.9a). The music is extremely dissonant, but the dramatic effect is straightforward and familiar. The bass progression is repeated, and the right-hand melody is almost the same each of the three times, a normal way of building to climax. There is even the ancient formula of an embellishment—a turn—as the melody swings round to repeat itself. 

Figure 8.9a
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Figure 8.9b
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Certain other details become plain if the passage is examined carefully. 

The last appearance of the melody has the right hand in octaves; each of the previous appearances defaces the octaves by semitonal distortion, first by diminishing them (eleven semitones), secondly by augmenting them (thirteen semitones). The left hand can be conceived in D, with a routine late-Romantic pattern of ninths and augmented fifths, but the right hand is highly alien to this tonality, pushed out into distant and arid tonal country. 

Figure 8.9b shows a recomposition of this passage, as it might have been written by Scriabin. The relation of melody and bass is now intelligible. 

Every note of this version can be analyzed in terms of Romantic harmony; it fulfils, exactly, the musical function of Ives’s passage, reiterating a fragment of the “Alcotts” melody in a rise to climax, over a simple progression in D which leads to an interrupted cadence. 

This version of Ives’s passage is precisely the kind of music which the American wished to avoid writing. It is indoor, perfumed, self-regarding, effeminate. Ives’s composition is somehow outdoor,  alfresco,  craggy, straight-talking. Yet Ives’s version is not more “progressive”, more radical, more “original”. It is simply distorted, defaced. The dissonances obey no structural rule; the passage is technically “inferior” to the bogus Scriabin. 

Both passages are spacious and grand. But while “Scriabin’s” is a “black grand piano  appassionato”, Ives’s has the grandeur of a thunderstorm or of Niagara. To play these two versions of the same passage is to sense the cosmic madness of Ives. 

Nor is it satisfactory to call this sort of technique “satire”. Ives clearly had the gestures of Scriabin, and his ilk, in mind when he wrote such passages. 

But his purpose is not historical criticism or ordinary ridicule. “Scriabin’s” 

passage disappears totally in Ives’s extraordinary cartload of wrong notes. 

The focus is not centered on other styles, which might thus be distanced and desubjectivized. Ives has used the conventional gesture as a maquette for his own novel substance, a revolutionary and optimistic vision. 

Both effects—the wrong note, and the wrong notation—are the rule, 
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rather than the exception, in this composer’s work. “All the wrong notes are right.” Apparently, Ives’s wrongness flows easily through the score into the music itself. His music is wrong, from beginning to end, as George Perle noticed. Since the score colludes in the general wrongness, it seems likely that Ives would accept wrong performances, too (wrong with reference to the score;  any  performance is necessarily wrong, of course, because the score is full of wrong notes). And, indeed, the master-performer of Ives, John Kirkpatrick, introduces a few deviations into his two recordings of this piece. In the quotation from Ives’s own  Country Band March (which occurs in “Hawthorne,” on the third system of page 35), Kirkpatrick ignores the conventional empowerment of accidentals through the measure and plays a “wrong” E natural in the third measure of this line. Figure 8.10 shows what Kirkpatrick plays. The natural sign does not appear in the score. Of this, the pianist comments:

The march in  Hawthorne (p. 35) has some naturals instead of flats which I once thought Ives might have meant that way (knowing how inconsistent his accidentals could be)—and even though the later proofs contradicted me, I still think Ives would have liked those naturals. (from Kirkpatrick’s sleeve note) Figure 8.10
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Nevertheless, the natural in Figure 8.10 is a wrong note, if this passage is heard in A flat (and if one compares it with the original passage in the  Country Band March). Kirkpatrick knew this, of course, yet he felt sure that Ives would have blessed his clumsiness. Probably, no one knew Ives better than Kirkpatrick, at least with regard to the fidelity of his scores. In other words, Ives accepted not only his own blunders, but the blunders of his performers (and, as previously mentioned, his copyists). 

Chaos and Loneliness

Chance errors would nowadays be called  aleatory.  There is true aleatorism in Ives’s music, too; for example, the violas and extra second violin in the second movement of the Fourth Symphony play, just before rehearsal figure 25, a repeated phrase which is not synchronized with the rest of the

A L L E G O R Y   A N D   D E C O N S T R U C T I O N

217

players. But “aleatory” is too neat a term for Ives. Much of this movement sounds like chaos. Nor is this music an  evocation  of chaos, like the image of a Shrovetide fair in Stravinsky’s  Petrushka  or, more superbly and elegantly, the “Representation of chaos” at the opening of Haydn’s  Schöpfung.  Ives’s movement is simply chaotic; not aleatoric but merely irresponsible. 

And here is the main point of distinction from the European avant garde. 

Let us travel, for the moment, with Theodor Adorno. His interpretation of twentieth-century musical history has been much criticized, but the critics remain more shortsighted than their target. For example, Roger Scruton’s anti-Adorno tirade is no more than self-satisfaction, the smug acceptance of a world that is still full of poverty, brutality, and starvation, though it is comfortable enough for professors and writers in the Sunday supplements (Scruton 1997, especially pp. 287–94 and 468–74). 

Dodecaphonic serialism, according to Adorno, grew from a movement of expressionism. Expressionism was the withdrawal of Romantic expression into the “absolute monad” (Adorno 1994/1948, p. 48). With the moral collapse of late-nineteenth-century society, the artist found herself alone and isolated. Everything around her had to be rejected. Expressionism is

“loneliness as style”. The rejection of a corrupt society is a kind of objectivity; by delineating the boundary between integrity and compromise, the expressionist also defines the compromised world which she excludes. The grim, lonely art of expressionism is thus also a testament to spiritual collapse. Although monadic, art acquires a new universality. “The absolute liberation of the particular from the universal renders it universal through the polemic and principal relationship of the universal to the particular” (p. 49). 

The technique of this art needs to be negative and exclusive, because of its responsibility to avoid all compromised gestures. It would seem that responsible art is always fundamentally exclusive, defined chiefly by what it avoids. “By its negative attitude towards what it excludes it will make itself real and give itself a content,” according to Hegel’s words quoted as an epigraph to Adorno’s chapter. 

Since musical material has an inherent historical rationale, each composer finds herself confronted with a set of musical tendencies which determine her action. For example, by the mid–twentieth century any listener could sense “the shabbiness and exhaustion of the diminished seventh chord. . . . For the technically trained ear, such vague discomfort is transformed into a prohibitive canon” (Adorno 1994/1948, p. 34; but see also Scruton 1997, pp. 287–91). Composing becomes an obstacle course, avoid-ing in every smallest detail the pitfalls of tawdriness that lie in wait. “Art does not arise out of ability but out of necessity,” according to Schoenberg. 

It is not that the times and society impose external restrictions upon him; it is rather the rigid demand for compositional accuracy made upon him by his struc-
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ture which limits him. The state of technique appears as a problem in every measure which he dares to conceive: with every measure technique as a whole demands of him that he do it justice and that he give the single correct asnwer permitted by technique at any given moment. The compositions themselves are nothing but such answers—nothing but the solution of technical picture puzzles. 

(Adorno 1994/1948, p. 36)

This necessity—the avoidance of the common and the compromised—

led Schoenberg out of tonality into atonality and finally serialism. Yet this music, though “truer” than the styles Schoenberg had rejected, was not understood by his contemporaries. Far from sounding correct, minutely contrived, it sounded dissonant, chaotic. 

In fact, the contrary is the case. The wrongness of Schoenberg’s notes and harmonies is the result of scrupulous technical contrivance, rooted in a lofty moral responsibility. The notes are wrong because the “right” notes would signify moral compromise, collusion with bourgeois culture. 

This view is taken further by Boulez, who in a lecture at the Collège de France in 1978 referred composition to “the responsibility of each element to the others in a coherent system . . . of one note’s responsibility with regard to another, of one line with regard to another” (Boulez 1989, p. 49). 

Necessity in invention implies the art of deduction.. What is most striking . . . is the profound relation between necessity, responsibility and deduction . . . There are laws of deduction which one learns. . . . Invention . . . is profusion  in deduction. . . . The work can only exist by this interchange, taking it from the known to the unknown.” (pp. 52–54, emphasis in the original) According to this view, the notes of Boulez, and those of Schoenberg, though they sound wrong, are the only right notes (“right” in the sense of socially responsible). Composition is a kind of scientific rationality, based on processes of deduction. 

But maybe we don’t need right notes. The exquisite perfection of twelve-tone serialism may itself be a “fetish”, Adorno’s word for compromised modern music. This is where a really valid critique of Adorno begins. 

Irresponsibility as Truth

Adorno’s essay on Schoenberg is the best analysis of musical modernism in terms of moral responsibility. But Ives’s dissonances are not signs of responsibility. They point away from system or rationality towards disintegration—not only the disintegration of the tonal system, but also the falling apart of the conception and the score, the score and the performance, the performance and the listener, the entire economy of musical life. Like their
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composer, these scores are isolated, cut off from any possible realization, capable of re-interpretation or caricature but never performance. A performance of “Concord” is the performance of a different score, one that is rendered lucid and fluent and pianistic. The dissonances do not reveal sculptural atonality, a close-woven texture of pitch-class sets, but are accidental lumps in the grits. Their meaning has nothing to do with structure, topic, or tradition; they are random defacements. But their randomness or

“wrongness” has its own signification, for it deconstructs the whole world of music. It is, as we shall see, a kind of falseness which is more true than truth. 

The nearest Ives gets to discussing this is in his account of Emerson’s seeking for truth. 

It must be remembered that “truth” was what Emerson was after—not strength of outline, or even beauty except in so far as they might reveal themselves, naturally, in his explorations towards the infinite. To think hard and deeply and to say what is thought, regardless of consequences, may produce a first impression, either of great translucence, or of great muddiness, but in the latter there may be hidden possibilities. Some accuse Brahms’ orchestration of being muddy. This may be a good name for a first impression of it. But if it should seem less so, he might not be saying what he thought. The mud may be a form of sincerity which demands that the heart be translated. (Ives 1962/1920, p. 119) In Emerson’s case this produced a disjointed, incoherent style. “As thoughts surge to his mind, he fills the heavens with them, crowds them in, if necessary, but seldom arranges them, along the ground first.” 

It is conceivable, that what is unified form to the author, or composer, may of necessity be formless to his audience . . . If a composer once starts to compromise, his work will begin to drag on  him.  Before the end is reached, his inspiration has all gone up in sounds pleasing to his audience, ugly to him—sacrificed for the first acoustic—an opaque clarity, a picture painted for its hanging. (p. 120) Dissonance and incoherence, then, result from the composer’s faithfulness to her inspiration. Thus goes Ives’s own explanation. But what is this “inspiration”? This is commonplace stuff, and it will not do. 

The composer resists compromise with her audience because she must remain faithful to her own inner truth, to the imperative of sincerity. Ives’s view is uni-subjective, authoritative, essentialist, absolutist. Schumann would have concurred, and yet we found even Schumann moving forward from this kind of responsibility towards a responsibility to the subversive forces at work within his material. It would seem that Ives, far from returning to “sincerity” and fidelity to inner truth, was moving onward to a negative fidelity, the need to explode the capitalist art-economy. But like Schumann, he cannot be trusted to explain his own practices. 
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Big Men and Musical Ladies

Schumann inhabited a world of aesthetic salons; Brahms lived a life of concert tours; Mahler was a busy conductor. Ives’s life was lived out amid gen-tlemanly Philistines, amateur lady pianists and singers, church, camp meetings, and baseball. A successful capitalist and member of a patrician family, he nevertheless held democratic, egalitarian and internationalist political views. He had been educated, not in a professional conservatory, but in the mannish sporting atmosphere of Yale, dominated by “big men” and senior secret societies (Rossiter 1975, p. 76). He was an enthusiastic baseball player. Like every Yale man, he had been trained for leadership; as Frank Rossiter reveals, he was a “good American”. 

In particular, the American male was not at home in repertoire music, which was a matter for ladies. Hymnody, popular song, military march—

that was men’s music; “classical music was for sissies and women while popular music was the only  real  music” (Rossiter 1977, p. 17). A man could accompany his wife to the New York Philharmonic, but he should refrain from showing interest. Dissonant music, however, was masculine because it “shocked the ladies”. Rossiter believes that the dissonant character of Ives’s earlier works arose from the “sexual connotations of masculinity” 

which dissonant music bore for him. In addition to gender prejudice, the world of repertoire music was rejected because he felt that leading composers, like Rachmaninov, were compromised by commercialism, “pander-ing to the desire of audiences for cheap effect”. 

He was, moreover, isolated from the international avant-garde. His friends were dull businessmen and naive amateur musicians, none of whom could possibly understand his music. His isolation was clearly self-imposed. 

Even when the avant-garde surfaced in America, it still seemed to Ives to smack of repertoire music, the world of the professional performer and the polite audience (Rossiter 1977, p. 19). 

One can certainly assume that Ives would have been unimpressed by the claim of moral and social responsibility which underpinned European modernism, according to Adorno. But what principle can explain his own behavior, his dissonances and his obscurity? As for his Transcendentalism, his democratic notions, his mannishness, his hatred of commercialism, together these are called a “hodgepodge of apparently contradictory musical standards” by Rossiter. It may be, however, that they have a linking factor. 

The gender-marking of aesthetics is a feature which comes down from a long and distant past in European art. 

Edmund Burke’s essay on the sublime, published in 1756, marked a vital turning point in aesthetics. Burke contested the view that passions were aroused solely by beauty or its absence. Beauty, admittedly, is a quality of nature or of representation which moves the soul to love. But beauty alone
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cannot account for the whole range of human feelings. There is a stronger quality, that of the sublime, which moves the heart to terror, rather than love. Where beauty is elegant, delicate, smooth, clear, soft, small-scale, sublimity is huge, rough, indistinct, hard. While beauty is calm, ordered, and fixed, the sublime is associated with energy and action. Connected with these two poles, there are corresponding virtues; but those connected with the sublime are higher than those of the beautiful. 

Those virtues which cause admiration, and are of the sublimer kind, produce terror rather than love; such as fortitude, justice, wisdom, and the like. Never was any man amiable by force of these qualities. Those which engage our hearts, which impress us with a sense of loveliness, are the softer virtues; easiness of temper, compassion, kindness, and liberality; though certainly these latter are of less immediate and momentous concern to society, and of less dignity. (Burke 1822/

1756, p. 131)

This brings us to a crucial swerve in Burke’s thought. Since women are essentially passive, the virtues connected with beauty naturally appeal more readily to the feminine mind. Men require the energy and weight of the sublime (p. 132). 

It will be recalled that Ives had the Transcendentalist philosophers

“pounding away at the immensities with a Beethovenlike sublimity” (Ives 1962/1920, p. 138). His description of Emerson rings strongly with the Burkean sublime. Emerson has “vague but compelling vitality, which ever sweeps us on in spite of ourselves”; “to him the ultimate of a conception is its vastness”; he is “a mountain-guide” (p. 110). Order, poise, delicacy, coherence are not virtues fit for a man. Ives quotes a contemporary who classifies the moral virtues available to artistic intuition: “goodness, intellectual power, high vitality, and strength” (p. 109). 

Because of the great force of the sublime, Burke notices that it often overwhelms clarity and distinctness. 

It is one thing to make an idea clear, and another to make it affecting to the imagination . . . the most lively and spirited verbal description I can give, raises a very obscure and imperfect idea of [its object]; but then it is in my power to raise a stronger emotion by the description, than I could do by the best painting. . . . A great clearness helps but little towards affecting the passions, as it is in some sort an enemy to all enthusiasm whatever . . . 

And I think there are reasons in nature why the obscure idea, when properly conveyed, should be more affecting than the clear. It is our ignorance of things that causes all our admiration, and chiefly excites our passions. . . . A clear idea is

. . . another name for a little idea. (Burke 1822/1756, pp. 65–66)

“Vagueness,” says Ives of Emerson, “is at times, an indication of nearness to a perfect truth.” The dash and swing of Emerson’s thought lead him to
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omit the inessential, to avoid repetition, since “genius may not need the self-evident part” (1962/1920, p. 120). Nature, like the great philosopher, does not repeat herself or explain herself. 

We know, of course, that Burke’s sublime became part of Kant’s thought. 

Kant describes the sublime as “absolute size . . . large beyond all comparison . . . [resembling a] formless mass of mountains, piled above one another in wild disarray, with their pyramids of ice, or the gloomy raging sea” (from the  Critique of Judgment,  quoted by Chua 1995, p. 105). Apparently, the nineteenth-century image of manliness embraced this Burkean quality; from English public school to American college, people admired the energy, purposeful action, dynamic power which are proper to a man, or so they believed. 

Frank Rossiter gives a consummate picture of the polite music-making of Danbury in the 1890s, dominated by ladies, and of the embarrassment of a young boy, castrated by “niceness” (Rossiter 1975, pp. 27–45). The composer recalls being a little ashamed of his musical interests, finding music an “emasculated art”. This is reflected in the direction  andante emas-culata  in the Second Quartet. 

Lawrence Kramer, in his analysis of Ives’s music, is much exercised over Ives’s apparent misogyny and homophobia (Kramer 1995, pp. 174–200). 

The gender-marking of the sublime is hard to swallow nowadays, indeed. 

But much more interesting is the recognition that Burke’s treatise was the forerunner of an alternative tradition in western thought: the critique of rationalism which passes through Kant and Nietzsche to Heidegger, Adorno, and Derrida. This connection is made by Daniel Chua, who describes Burke’s treatise as the Enlightenment’s “own form of ‘deconstructionism’” 

(Chua 1995, p. 105). Music theorists like to speak of the ordered and the accountable, the systematic derivation of “all the materials from the first measure” which you find in “all well-constructed sonatas”. Ives would have considered this intolerably “nice”. His music is wild, ungovernable, kinetic, vague, massive. Its sublimity is at the opposite pole to Schoenbergian modernism, which is cultivated, disciplined, rational. Within modernism is a fundamental conservatism, the desire to commit great music to the ideological forming of society, as it was imagined to have done in earlier times. 

In this respect, Ives is not a modernist. His commitment is to something beyond this. 

Frank Rossiter seems to realize this important point, although he is really a cultural historian rather than a philosophical theorist. He understands that European avant-gardists rejected traditional styles “on aesthetic and moral grounds—lack of idealism and originality, concern for pure ‘effect’” 

(Rossiter 1975, pp. 36–37), while Ives was chiefly worried by their “socio-sexual implications of effeminacy”. But these implications were a much greater matter than some palaeolithic gender fixation. Torn between the
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ideal of beauty and the energy of the sublime, Ives’s scores subvert themselves on every level. They are high-minded and irresponsible, scrupulously motivic but chaotic, profound and rustic, measurelessly sophisticated but childish. Far more than merely personal commentaries on a local world of popular tunes, or witnesses to a “damaged social space” (Kramer 1995, p. 

198), they present a radical critique of the whole modern world of music. 

They deconstruct the musical experience of the twentieth century, forming a master-discourse on the foundations of our musical life. In dismantling the whole world of “great music” they are themselves great. 

The Score Reified and Defaced

Ives wanted nothing less than to break the nexus of score and performer. 

His scores are full of unperformable directions, and his best works are presented in scores that look more like graphic extravaganzas than programs for performance. The score of the “Concord” Sonata is, in all truth, unperformable, and no performance of the Fourth Symphony can ever bring out the myriad quotations that are so engaging to observe in the score. Each performance is a disappointment. 

These scores, in fact, present at the same time both reification and defacement. The original purpose of the score—as a memory aid for performance—had long since been supplanted by its function as a commodity in capitalist culture. During the nineteenth century, music universally ceased to be something people did, and turned into something they bought. Score and performance: this dichotomy is a trace of the division of labor, necessary for the generation of saleable objects. Yet this ominous separation was to lead to the virtual annihilation of the composer in a world of posthumous music, fodder for the idolized performer. 

The methodical division of labor (I write it, you play it) served us well, until composer and performer became like two halves of a worm separated by a knife, each proceeding obliviously on its course. 

Around 1915, composition withdrew underground, leaving the field to the performer and to the music of the past. (Foss 1976, p. 32) Thus, the infinitely transient and revolutionary character of music, this temporal medium, was reified; this was achieved, first in the published score, and afterwards in the professional concert. Both could be marketed at economic prices; in the case of “great music” the prices of scores were generally high, governed by the fine processes of pewter-plate printing, stone lithography, and finally photolithography, which generated the magnificent editions of Brahms and Wagner as well as the exquisite collections of old music (the Bach Edition and the  Denkmäler deutscher Tonkunst),  much
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of which had never been printed before. In Ives’s time a new method of stabilizing and marketing music—sound recording—was beginning to appear, but it presented as yet very little threat to the predominance of the score. 

Publishers knew that the visual appearance of scores was important in selling the music; they commissioned lavish engravings for their title pages and bound the copies in heavily tooled cloth. A “great work” could be recognized from the quality of its paper and printing and the beauty of its notation. 

The detachment of the score from the music has led more recently to the writing of graphic music, in which the composer’s pledge of sophistication and originality lies in the look of her scores. If the beautiful published scores of Wolf’s  Lieder,  for example, possess a certain independent visual life, the compositions of Haubenstock-Ramati and Bussotti are fundamentally visual objects, interesting not for the music they structure but for the fact that they have anything to do with music at all. Although composers write articles on the imperative need for new methods of notation, their practices often suggest an element of graphic caprice, the shadow of the “designer”. 

John Cage has assembled and published a collection of scores of this kind (Cage 1969). 

A page of “Concord”, as a visual object, resembles a maelstrom of obscurities. It should be compared with a page from, for example, Silvano Bussotti’s  Pour clavier  of 1961 or Roman Haubenstock-Ramati’s  Chordophonie I of 1977. In the repertoire of graphic notation, it is easy to find scores that are complicated to the point of absurdity, intractable, hostile, defiantly repellent to the performer. They strike an attitude of resistance; to approach them is “an act of courage and manhood” (Rossiter 1975, p. 36). And even if one screws up one’s courage and attempts a performance, the aural result is quite different from the visual; they overwhelm, not with terror but with

“mud” (Ives’s term). In this sense, they were never meant for performance at all. 

The score, beginning as mnemonic, turns into a transcendent object in the beautiful lithographic prints of the late nineteenth century—then is at last hypostatized. Apparently,  Pour clavier  and  Chordophonie I  are fundamentally scores, not aural experiences. Such scores, as essential embodiments of composing activity, generate wonder, admiration, fear, marvel. 

They have no need of performance. 

Several writers showed awareness of the gulf between the “beautiful score” and the sonic manifestation. In 1911, when Ives was conceiving and developing the “Concord” Sonata, Busoni published his  New Esthetic.  He was prophetic of the rupture of score and performer. 

Notation, the writing out of compositions, is primarily an ingenious expedient for catching an inspiration, with the purpose of exploiting it later. But notation
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is to improvisation as the portrait to the living model . . . the lawgivers require the interpreter to reproduce the rigidity of the signs; they consider his reproduction the nearer to perfection, the more closely it clings to the signs . . . 

To the lawgivers, the signs themselves are the most important matter, and are continually growing in their estimation; the new art of music is derived from the old signs— and these now stand for musical art itself. (Busoni 1962/1911, p. 84; emphasis in the original)

Like Ives, Busoni sees the score not as a preparation for realization of the music, but as a transcription of something already manifest. It is not a program for performance, but a  stage in the performance. 

Every notation is, in itself, the transcription of an abstract idea. The instant the pen seizes it, the idea loses its original form. . . . Again, the performance of a work is also a transcription, and still, whatever liberties it may take, it can never annihilate the original. 

For the musical art-work exists, before its tones resound and after they die away,  complete and intact.  It exists both within and outside of time. (pp. 85–86) It will be recalled that Ives scoffed at “sound” as the essence of music. “That music must be heard,” he wrote, “is not essential—what it  sounds  like may not be what it  is” (Ives 1962/1920, p. 169). 

But there is more to Ives’s score than a transcendent object. It has been shown that Ives defaced his musical textures by altering notes, by introducing falsenesses, random blotches, and disfigurements. These defacements extend to the score also. Even when the composer writes an innocent triad or a dominant seventh, he turns it into an enharmonic monster. 

There is distortion at every stage of Ives’s process. The “ladies” are expelled at the very start, and the score compounds their dismay; they are unable to perform it. They are not really ladies, of course; they are simply the tame, the pusillanimous, the compromised of either gender. Ives’s misogyny does not really matter. 

Only the “substance” (Ives’s word), or the “idea” (Busoni’s), represents the music in its purity. This purity, evidently, can be expressed only through impurity and wrongness. It rebels against the division of labor; it accepts, but repudiates the hypostatized score. It stands alone in its rejection of commodity music, commodity scores, commodity performances; professional performers, critics, and great composers. The whole swindle of bourgeois music is exploded by Ives’s peerless originality. Neither Schoenberg nor Adorno ever envisaged anything like this; they still expected beautiful scores of music that was utopian, “right” in a new way, in spite of its dissonances. Such music must inevitably be compromised with the world of the cash box. Ives felt sure that he had banished every trace of surface appeal, and for this reason he “respectfully dedicated” his sonata and his essays to
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“those who can’t stand his essays” and “those who can’t stand his music”. 

He was infinitely more, and infinitely less, than a “great composer”. 

A . . . vivid explanation or illustration may be found in the difference between Ives and Webern. The former seems to be almost wholly “substance” and the latter “manner”. The measure in artistic satisfaction of Webern’s manner is equal to the measure of spiritual satisfaction in Ives’s “substance”. The total value of each man is high, but Ives’s is higher than Webern’s because “substance” is higher than “manner”—because “substance” leans towards optimism, and “manner” 

pessimism. We do not know that all this is so, but we feel, or rather know by intuition that it is so, in the same way we know intuitively that right is higher than wrong, though we can’t always tell why a thing is right or wrong, or what is always the difference or the margin between right and wrong. (Ives 1962/1920, p. 

161, adapted)*

Thus Ives himself has the last word, though we have changed a couple of names in his noble passage. 

*For Ives, read Emerson; for Webern, Poe. 
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NEW BEGINNINGS

. . . the intricacy of a city which has its avenues, its dead-ends, its underground labyrinths and panoramic lookouts. 

 (Paul de Man in  Blindness and Insight,  on the criticism of Georges Poulet)

The Limitations of Logic

AMUSICIAN, more than anyone else, ought to be aware of the need for faithfulness to one’s material. The philosophical mind seeks logi cal sequence and noncontradiction; but the best composers override logic in a desire to let their material work itself out unhindered. For this reason, Jacques Barzun identified Romanticism with realism, as I recorded above in Chapter 5. The process of stylization in Romantic art was aimed “not in the direction of a common norm, but in the direction of complete expressiveness. This is the desire to make each object disclose itself as fully as possible under the most favorable conditions” (Barzun 1975/1943, p. 72). 

Logical sequence demands exclusion. The nonsequential and the contradictory are excluded from traditional philosophical discourse; no philosophical object, then, can ever disclose itself “as fully as possible”. This is the very underpinning principle of dialectics. But we have seen that dialectics overrides itself in the act of speaking; the modern realization of this inner overcoming of dialectics has brought intellectual thought closer to the condition of expressive thought. Just as Schumann was forced to allow his material to break up traditional forms from within, and Ives found himself composing music that opened rifts in the very economy of music itself, at least as it was then conceived, so the force of aesthetic and semiotic integrity must destroy the sequentiality of theory. A preoccupation with logical sequence and consistency in music theory must now seem highly sus-picious. Above all, the nervous constraints of positivism, which are still evident in much theoretical writing, betray either a lack of intelligence or simply a refusal to engage with objections; the meeting of valid criticism with a wish simply to turn one’s back constitutes the heart and spirit of that tendency which we call “right wing”. 
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The Sense of Music

Nevertheless, illogicality and self-contradiction are not in themselves virtues. This would be to caricature postmodernism in a way that its enemies are happy to do. Within the web of postmodern thought will be found also simple patterns and modest wisdoms. 

Nothing can be more modest than the conviction that music carries meaning. Within the musical culture of the twentieth century we find the most curious inconsistency of all; while theorists were harping on about abstract structures, everyone else still spoke of music’s evocation—critics, historians, writers of program notes, ordinary listeners. The critics and the theorists simply ignored each other. The previous chapters, therefore, have begun from the conviction that music must be explained in terms of its sense, not its structure; more precisely, that every aspect, including the structure, is an articulation of sense. It seems an unsurprising enough view-point; it has always been our view of  language,  after all. 

As a first principle, therefore, the theorist of music must examine the culture and society in which it is embedded. There she will find literary and iconographic traditions; it would be most surprising if these were not reflected in music. Many of these will be connected with social practices and processes. So, first of all, the semantic constellations of musical topics must be shown to match literary and cultural topics, which are, in their turn, related to aspects of society; Classical music is full of hunting calls because there was a tradition which connected hunting with certain ideas, and, indeed, because many people went hunting at that time. Composers liked to reproduce military trumpet calls because these made people think of the nobility and bravery of the soldier, but also because through irony they could suggest the contemporary decay of that nobility. Such realities cannot be merely assumed or guessed; we must study the literature, drama, and social history of the period in order to interpret the music. 

Yet topics are only the most obvious kinds of musical sign. Music also, in a profound way, signifies indexically the underlying rhythms of contemporary consciousness. In particular, cultural temporalities are perforce reflected in music. Musical structure, in fact, is largely a matter of the realization of temporality; Classical music is built on an alternation of lyric passages and dynamic/developmental passages because the temporality of the eighteenth century was bichronic. 

Here begins a narrative of musical meaning which, apparently, is as logical and sequential as anything in traditional theory. The bichrony of the Classical style revealed a potential which was taken up by the Romantics for a new purpose. Since lyric evocation is necessarily short, and since people in the nineteenth century wanted above all to evoke emotional reality, the Classical structure was, seemingly, a way of placing this kind of realism
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within longer discourses. This tendency, the use of sequential structures to extend and embed realistic evocations, has been much discussed by literary critics in relation to the nineteenth-century novel. But it is equally a feature of the music of the time. 

However, the unity of evocation and sequentiality, of genre and structure, was as precarious in music as it was in literature. The disruptive force of sentimental realism must, finally, destroy the rationality of structure; while the Classical composer achieves balance, the Romantic is ever trying to force her evocations into continuous structures by the force of creative will. While the later artist achieves a kind of lyric force and poignancy that could not have been dreamt of earlier, she progressively loses control over the longer spaces of the music, which either take on an air of construction from a blueprint, like a steel steamship or a great bridge, or simply collapse under the strain as though made of pasteboard. 

Music’s Deconstruction

The future lay, not with a patching-up of the structural weaknesses of high Romanticism, but with a realization of the frailty of Romantic subjectivity. 

As the composer cried out ever more loudly that the work was her own sincere utterance, so people lost faith in the essentially sentimental identification of the composer with the subjectivity of the work, the demand that we pay attention to artistic expression simply because it embodied the cri de coeur of the artist. 

It was discovered that you can only dislodge the human subjectivity of the utterance through irony and polyvocality. Mahler’s music is just as structurally eccentric as Schumann’s was, but Mahler is engaged in a new kind of structural manufacture; he is not building temporal sequentiality but subjective multi-layeredness. Even his structural oddities are part of the irony. 

High Romanticism sounds portentously eloquent, but when you listen more carefully you can hear that the eloquence is sham, merely the self-importance of a frail human voice. Modern music is elusive. The author’s voice is not obviously present. Each time you think you have found it, you discover that you are hearing just a projected actor, someone who is not to be trusted. 

There is no author, no complete persona, nobody we could call “sincere”. 

Since we cannot trust the author, why should we trust the score? Or, for that matter, why should we trust the performer? The chain of responsibility, from composer to score to performer to listener, is broken apart, and music can no longer be traced at any point along it. The self-deconstructive force of music, which is as powerfully present in a fugue of Bach as in the most alternative modern graphic score, finally destroyed the world of the masterpiece. 
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It seems that music, like God and the author, has died. This is a false conclusion. But the interpretive power has certainly shifted decisively from the composer to the listener. Ives cannot be called a “great composer” because he leaves most of the interpretation to the listener; this is his greatness. In its extreme form, this tendency leaves us with the works of La Monte Young or Cornelius Cardew, but these works are not vessels of irony like Mahler’s symphonies; they are mere ironic gestures, more irony than music. 

Music theory has scarcely begun to deal with this state of affairs. Modern theorists are still primarily concerned with pitch; yet pitch, as we have seen, ceased to be important as early as the works of Ives. In the most progressive music of today, which is full of empty triadic harmonies, it has clearly died and been buried. 

The Departure from Neutrality

There is a fairly simple serial pattern in this story, progressing through the establishment of binary temporality, its takeover for the purpose of subjective evocation, the dissolution of subjectivity, and the subsequent radical critique of the whole musical economy. It must not be thought that this piece of sequential logic was preordained and imposed on the critical picture. It seems to have emerged from that picture through an observation of realities, a “desire to make each object disclose itself as fully as possible”. It brings the enterprise of this book full circle, for Dr. Strabismus’s original purpose was to write a comprehensive theory of music. We find ourselves, finally, with something like a theory, but there are plenty of loose ends—

avenues, dead ends, underground labyrinths—acting as pledges of authorial abdication. The total narrative is not entirely coherent. If it was, it could be easily falsified by a “serious” theorist. It would forfeit integrity for consistency, preaching vainly to the fishes. Our master-theory is a book with many blank pages. 

However, it is presented as an alternative to the received theories of the late twentieth century, perhaps a new theory for a new century. It may be that our received theories are nothing more than heuristic models, not so much theoretical analyses of our culture as nervous self-justifications. 

Miriam Glucksmann warned us against this; she distinguished between the structure  of a tradition (revealed by neutral analysis) and the  models  embraced by theorists contemporary with that tradition, which are always part of contemporary propaganda, designed to distract people’s attention from the difficulties of the age (Glucksmann 1974, p. 152). Contemporary theory always hides and distorts the structures of its time. We find that music theory today almost always means analysis, and analysis means morphology. In a single issue of  Music Theory Spectrum  we read, in spite of the name
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of the journal, articles on scales, sets, and cycles, on Ligeti’s use of interval, on Stravinsky’s twelve-tone technique. This preoccupation with morphology is undoubtedly a hangover from nineteenth-century idealism, which focused on the transcendence of the artwork in order to distract attention from its guilty collusion with social injustice. 

The very honesty of the artists—Mahler’s equivocation over unitary subjectivity, Ives’s explosion of the musical economy—has led us to a politically committed conclusion. Adorno saw the sociopolitical causes of Schoenberg’s departure into atonality, but even in Adorno’s time the musicians had gone much further than this. It is cheering to compare Adorno’s world-weary elegies with the robust optimism of Ives, even to surmise that the best hopes for music lay in the New World, a place where Adorno felt ill at ease. 

This would be premature. Musical America is still a place of posthumous culture, “classical” music, unitary self-expression, fragmentation along the lines of social class, and a maniac preoccupation with morphology. 

It is a little baffling, however, that neutral analysis has led us, via the moral honesty of the artists themselves, to a kind of political conviction about modern music. This is the risk you run if you allow “each object to disclose itself as fully as possible”. Yet artistic creation is always political; neutrality is bound, in the end, to deconstruct itself. The themes of postmodernism—

deconstruction, polyvocality, inner subversion, pluralism—are often caricatured as intellectual games, fiddling while the whole world burns. In reality, they are the only realisms and the sole channels of optimism, the new humanism for an altered and expanded universe. 

Neutrality up to the point where neutral analysis reveals political involvements. And then moral commitment. Such a neat conclusion is un-comfortably rationalist. It sounds like a “true” solution of an “essential” 

problem. Philosophy might tolerate this, but music certainly will not. Neutrality will ultimately throw us back into the provisional. But, at least, it will have flagged its optimistic humanism in passing. 

Götterdämmerung

Mere morphology is not theory, or at least it is not the whole of theory. The two reigning theories of the late twentieth century, Schenkerism and pitch-class set theory, were mainly morphological, though the former was linked to a certain view of musical temporality and indeed was considered by its founder to prove certain social and political facts, now discredited (on this general subject, see Blasius 1996). They were thus not, in any true sense, theories of music, but merely morphologies. 

Without a view of musical semiosis, a view of the sense of music, it is hard to see how any real theory of music could be written. Cultural topics, tem-
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porality, subjectivity, textuality are all features that demand semiotic analysis, yet they have been systematically shunned by music theory since the middle of the nineteenth century. Part of the hostility to these studies has been caused by their tendency to throw up political and social criticism; and, indeed, our own analysis, let it be ever so neutral, leads us to a moral and social critique of the modern musical world. Real theory—not mere morphology, nor idealist rapture—is dynamite. 

Yet music is so profoundly deconstructive that it will shed oblique and puzzling lights even on our political certainties. Music drives the theorist into provisionality by answering Cartesian rationalism in the negative, and by spreading itself too widely for any political message to be more than enigmatic. You can go for rationalistic, mathematical, objective, scientific explanations if you wish, or even political explanations, but these will never be  musical  explanations. To explain music, you have to go a little further than the self-evident parrotries of scientific rationalism or Marxist dogma; into the Burkean sublime, into ideas of allegory and deconstruction, or, following Foucault, into the pre-Cartesian episteme of resemblance and analogy. 

The result will be confusing, provisional, unthinkable, signaling a world without fixed points and a criticism without authority. 

Well, this is not exactly a big theory. Ives’s wrong notes heralded a world without great composers, and perhaps the demise of scorism will herald a world without big theories. Dr. Strabismus is in the end a disappointed man. 

But he is not important, anyway. 
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