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PREFACE

Together with a group of students and the kind help of faculty and staff of the Reid
School of Music of the University of Edinburgh, we organised the International Conference
on Music Semiotics in Memory of Raymond Monelle at the University of Edinburgh in 2012.
The late Professor Raymond Monelle was a key figure at the Music School and a leading
academic in the semiotics of music. The purpose of this event was to honour his life and
work, and to enable an extended academic debate on the theory of musical topics and its
application to the modern repertoire and popular music. During the conference, three
keynote speeches and more than fifty presentations organised in three sessions covered the
evolution of already known topical worlds, from the Baroque and Classical periods to the
Romantic, Post Romantic and Modern eras. Presentations examined how musical
expression and cultural ground of known topics have been modified in order to reflect new
social, cultural, political and historical conditions.

A particular focus of the conference was to reveal and discuss new musical topics in
Western European art and popular culture and to identify the core elements that define
them. In addition, we have also addressed formal functions that musical topics exhibit as
passages in larger works of music, how these form a network of musical meanings, and
their contribution to the study of the musical narrative and other musical semiotic
perspectives.

Following the success of the conference, members of the organising committee,
who were given the initial assignment to publish this e-book, founded the International
Project on Music and Dance Semiotics (IPMDS). I am very pleased to present here the
proceedings of the International Conference on Music Semiotics in Memory of Raymond
Monelle. Next to names of already prominent scholars in the field of semiotics of music,
you will find promising young scholars as well as composers that contribute their own
perspective regarding the birth and establishment of conventional musical patterns in
contemporary music.

The e-book begins with a recently recovered essay of Professor Monelle with the
title “Musica Speculativa and the Nexus of Music and Nature” which was submitted for an
interdisciplinary conference on music and engineering in Wien in 2006, but remained
unpublished since unfortunately the conference did not take place. I am grateful to Emil
Simeonov and Robert Weil} for bringing this to my attention and enabling the whole
community to access one of Professor Monelle’s last works.

In his essay Monelle follows his original context of presentation as “a broad
historical overview of the relation [of] music [to] mathematics” with an additional
perspective on ethics. His hero, Boethius, is a medieval theorist who is influenced by the
writings of Plato and Aristotle and reinterprets the Pythagorean mathematical approach to
the nature of music by reinforcing its metaphysical perspective; seeing music as the
reflection of the universe’s order, the “music of the spheres”, and assigning an ethical
meaning to it. Music reflects nature and as such it has the capacity to affect human
morals. Monelle is urging us to follow Boethius’s ideas and reconceive musica speculativa.
Shaping the modern theoretical mind to regain its visionary character may help music to
reclaim its ethical power and comfort modern society, which is detached from natural life.
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Monelle builds his case skillfully as he interweaves the musical theoretical ideas
expressed over the course of more than twenty centuries in just a few pages. From the
ancient Greek theoretical views of Pythagoras, Plato and Aristotle, he reaches for their
medieval interpretation by Boethius to help defend his doctrines against the music
practitioners of the Renaissance and Baroque periods.

He initially argues against Coclico, “the Renaissance’s fool”, who limits music’s
nature to the senses and humans’ emotional response and then against Mattheson, a late
Baroque composer and theorist, whose simplified approach to the rhetoric abilities of
music was later dismissed by theorists for its lack of a mathematical/metaphysical basis.

Romantic theorists revisited Pythagorean numerical proportions to explain music’s
power but failed because they were unable to recognise the close links between
music/mathematics and metaphysic/ethics, which contributed to modern music’s
decadence described by Adorno as the reflection of a corrupted social reality.

Monelle holds his last arguments against “Cartesian episteme” and the empirical
approach which dominates today’s theoretical mind and alienates musical representation
and ethics. Cartesian theory, when applied to music, promotes a positivistic approach to
music analysis and assigns a dominant role to psychology and cognitive science for the
examination of aesthetics. The only solution to the alienation that positivism brings to
today’s artistic conception is the “unthinkable”, the return to “the art of resemblance”, a
blend of semiotics, mathematics, metaphysics and ethics belonging to another era’s
theoretical mind.

The second essay is by a prominent scholar in musicology and one of our keynote
speakers, Professor Mario Baroni. In his presentation and essay “The Sense of Music:
Raymond’s Monelle Legacy”, Baroni appears more reconciled than Monelle to a prospect
of harmonious coexistence between the semiotics of music and the new “systematic”
musicology.

Baroni divides his paper into three main sections. In the first section he describes
the development of Monelle’s theoretical ideas through a critical overview of his
published books. In the second section he argues that interdisciplinary cooperation is
necessary for a scientifically viable elucidation of the sense of music. Baroni eloquently
depicts the development of systematic musicology in recent years and its contribution to
musical interpretation and discusses the progress made in four major musicological
approaches: a) the study of “music emotions”, b) the study of “body reaction to music and
music performance”, ¢) the study of “music and the sociology of culture”, and d) the study
of the “origins of music”. This examination is implemented around three main different
disciplines: cognitive research, music analysis, and anthropological research.

In the third and final section Baroni focuses on the analogies between a positivistic
approach and semiotics. He examines the beneficial contribution of Monelle’s semiotic
ideas to the new systematic musicology, and he brilliantly links the two main
methodological approaches, despite all the doubts and disbelief that one could have for
the other, to their same objective that is the clarification of musical sense.

The main body of the proceedings is divided into three sections according to the
historical and cultural contexts of repertoire and popular music. The first and the second
sections focus on the repertoire music and are presented in chronological order from the
early eighteenth century to the end of the nineteenth century in the first section, and
from the nineteenth century to today in the second.
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The papers in these first two sections correspond to different aspects of Monelle’s
theories and reflect either critical studies on his writings, such as Yonatan Bar-Yoshafat’s
essay, or his musical topic theory, such as the papers by Andrew Haringer, Lauri Suurpis,
Grace Yu, Taylor Greer, Jory Debenham, Jane Hammond, Paulo de Castro, Clive
McClelland and Edward Venn, which examine the background, evolution, transformation
and treatment within repertoire music of known topics like the hunting, military, pastoral,
syrinx, ombra, and pianto. Beyond established topics some authors introduce and discuss the
formation of new stylized patterns in contemporary music such as the musical icons of bird
song, echo, and oscillation by Fiisun Koksal, the topic of play by Naomi Waltham-Smith,
and topical perspectives on Zwolftonspiel by Robert Michael Weil.

In addition, some papers examine the union of two different topical worlds
(troping) that define a specific work, for instance Lucy Liu’s paper on the funeral march and
Joan Grimalt’s on the pastoral march. Tamara Balter examines the concept of irony in
music, Nicholas McKay discusses the alienation of musical topics’ semantic character, and
Olga Sanchez-Kisielewska explores the syntactical aspects of them. Bogustaw Raba offers
existential semiotic perspectives on structural analysis and Bogumila Mika theorises about
an analogy between succession style in fine arts and in music.

Many authors in this book examine the concept of intertextuality, such as Yayoi
Uno Everett, Isis de Oliveira, and Cibele Palopoli while others explore intertextuality and
synaesthesia in the audio-visual and modern music contexts, such as Rodolfo Coelho de
Souza, Sean Atkinson, and Ambrose Field.

Finally, some authors focus on how musical topics signification network
contributes to the study of a narrative; for instance the papers by Joshua Groffman,
Danielle Hood, Bienvenido Arana Rodriguez, Panu Heimonen, Déniel Nagy, and Marjo
Suominen while Alessandro Milia examines the influences of contemporary composers on
the formation of their musical style.

The last part of the proceedings concerns the interrelations between art and
popular music as well as the examination of mainstream popular music. The papers
presented there fall in to two main subsections: The Musical Topics as Signs of an Ethnic
Identity and Topic Formation in Popular Culture. The first four papers by Judah Matras,
Melanie Plesch, Pauolo de Tarso Salles, and Acacio Piedade, belong to the first subsection
and therefore represent musical topics as signs of an Ethnic identity. The papers that were
included in the panel Audiovisual Topoi in the Italian Cinema of the 1960s, curated by
Alessandro Checchi and presented by Matteo Giuggioli, Alessandro Bratus, Maurizio
Corbella, and Alessandro Cecchi, belong to the same subsection.

Papers by Juan Chattah and Ben Curry are also related to film music and examine
the application of troping theory as a narrative resource to film music and the nature of
musical topics as signs of social classes. The essays by Byron Almén and James Buhler, Su
Yin Mak, and Jingdi Li examine topic formation in popular culture by popular means such
as radio, television and festival. The closing six essays of the proceedings examine topic
formation in popular music, including Mark Yeary’s paper on the use of bolero rhythm in
rock music of the late sixties, the description of a network of meanings in Frank Zappa’s
music by Paul Carr, the deployment of the pianto topic and the formation of the dewil’s
topic in heavy metal music by Sarha Moore and Paolo Ribaldini, the codification of
psychedelia in modern popular music by William Echard and the stylizing of acid topic in
techno music by Botond Vitos.



This first publication by the IPMDS includes the visions of two great scholars of
our time, Raymond Monelle and Mario Baroni, and it is a great honour for us to publish
such a large number of essays relating to diverse musical contexts by so many affirmed
scholars, as well as to publish several young and talented musicologists.

These proceedings represent an important contribution to the field of the semiotics
of music and I am grateful to all who contributed to their publication.

Nearchos Panos

Chair of the IPMDS
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EDITORIAL NOTE

The references in the essays by Raymond Monelle and Mario Baroni have been
adjusted according to the specific referencing system that this edition follows.

The original Abstract-Index submitted in 2006 by Raymond Monelle has been
added in the beginning of his essay with no other adjustments.

Double quotation marks have been used for quotes and titles of works. Single
quotation marks have been used for quotes within quotes, and to convey emphasis and
metaphor. Italic type has been used for technical terms, titles of works, foreign words and
to convey emphasis.

Great care has been taken to ensure that the proper copyright notices are in place
where the reproduction of images made this mandatory. The responsibility for providing
accurate information, as well as furnishing copyright holders with further information after
the publication of this edition lies with the authors. The editors of this e-book do not hold
any responsibility on the above matters.

In the case where any mistaken information in relation to copyright issues is
noticed, please contact the editorial team at the following email address:
askme@ipmds.com. This is an academic publication aiming at the propagation of
knowledge; it is available only online for consulting or downloading, and it is free of
charge.
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PART [:

ESSAYS BY PROFESSORS RAYMOND
MONELLE AND MARIO BARONI




Musica Speculativa and the Nexus of Music
and Nature

Professor Raymond Monelle: Edinburgh, UK

ABSTRACT-INDEX

The attack on Musica Speculativa

For the music theorists of ancient times, music was founded on a mathematical metaphysics.
Boethius placed music in the quadrivium of universal studies, and attributed to it moral force.
Musical sound was merely derivative, and thus the musical performer was despised.

A Renaissance fool

Adrian Petit Coclico subjected music only to the judgment of sense. A practical musician, he
saw no force in the Musica Speculativa, but argued for the primacy of the performer. His
views are still popular today.

A learned critic

Johann Mattheson turned to Locke’s empirical rationalism: music was only a system of
relations, and had no metaphysical status. Musica Speculativa was ridiculed; music was
entirely distinct from ethics. Related to rhetoric, it ought to have been placed in the trivium of
human studies.

Pythagoras and Plato
The authority of the ancients persisted; the links metaphysics/ethics and music/mathematics
continued, in Leibniz, Rameau, Kant and the Romantics, Wackenroder, Friedrich Schlegel
and E.T.A. Hoffmann.

Nature, cognition, responsibility

The Boethian tradition characterized music as “concept-free knowledge”. Music was evidence
of nature; but this was re-interpreted by Adorno in terms of Lukacs’s “second nature”, the
social facts of inherited materials. Adorno’s two-fold idealism: idea as structure, immanent
form as articulation of socio-historical tendencies. Music’s predicament in a decadent society.

Boethius and Adorno
Music as index of nature, either nature rationalized as divine numbers, or nature as historical
material.

The unthinkable

Foucault invoked the episteme, sign of an intellectual era. Music is ill-at-ease in the Cartesian
episteme, which has dominated the modern world. The episteme of resemblance, however, is
related to the origins of mathematics: plurality and unity, on which number systems are based,
depend on principles of sameness and otherness. Such an epistemic basis has become
unthinkable. We may need to return to it, however, if Musica Speculativa is to regain its
authority, as it clearly must if music is to be saved in an age of moral shipwreck.



THE ATTACK ON MUSICA SPECULATIVA

Throughout its history in the Western world, discourse about music has been
articulated in terms of mathematics. In ancient times and throughout the middle ages, the
Pythagorean tradition was the only serious way of discussing music. There was a brief
interruption during the eighteenth and nineteenth centuries, when theories of rhetoric,
imitation and expression supplanted the belief in the numerical origin of music's power,
but they proved unsatisfactory. During the past century, mathematical theories, as well as
other theories of a natural basis for music, have again come to dominate, though they have
changed focus.

The ancients wrote many things about music, but they explained its power in terms
of one particular aspect. Musical intervals and rhythms were governed by numerical
relations. It is true that the system of arithmetical proportions invoked by Pythagoras was
not quite self-consistent, and that some writers, like Aristoxenus, therefore conceded to it
only limited authority. In the first century, Ptolemy invented an immensely complex
system in an attempt to resolve the imperfections. However, Pythagoreanism reached the
middle ages and Renaissance through the work of one particular author, Boethius, the first
to write in Latin (rather than Greek), whose De institutione musica was written in the early
sixth century. He was an exemplary advocate of the Pythagorean/Platonic view; the
problems of non-commensurability, and the protests of practical musicians, meant nothing
to him. For him, music was beyond sound; the universe was constructed musically, and
music was therefore accessible chiefly to intellectual reflection rather than the listening
ear. His famous three musics were largely reflective rather than aesthetic: musica mundana,
the 'music of the spheres' or the principle of the whole of nature, musica humana, the
reflection of universal arithmetic in the nature of man, and musica instrumentalis, the kind
of music you can hear. Heard music moves the soul because it is an earthly reflection of
heavenly mathematics. This view, lofty and speculative though it was, at least explained
the power of music in a way that no subsequent theory has achieved. We are moved by
music because it resonates with our central humanity, which itself reflects the structure of
nature. Our perception of pleasure and pain - in music, of consonance and dissonance -
arise from the relative simplicity and complexity of numerical proportions. Music was not
an emotional stimulant or a sensual caress, but a kind of non-conceptual source of
knowledge. This was called musica speculativa, which was opposed to musica pratica, the
métier of music making. For Boethius, speculative music was clearly the more important
kind.

In classifying human studies, therefore, Boethius placed music among the
mathematical discourses, alongside geometry, arithmetic and astronomy in the quadrivium.
The trivium of liberal pursuits - rhetoric, grammar and logic - was not associated with pure
knowledge. It was trivial, in fact.

However, music had a privileged place even among the high studies of the
quadrivium. As well as reflecting the natural order, it could influence human behaviour. It
had moral force, in fact. Thus, a study of music could lead to a knowledge of moral truth.

Since there happen to be four mathematical disciplines, the other three share with
music the task of searching for truth; but music is associated not only with speculation
but with morality as well (Boethius) [1].



Music, indeed, may affect the emotions, but this faculty is chiefly important not for
the giving of pleasure or arousing admiration, but because through the feelings the moral
person may be inspired or corrupted.

For nothing is more characteristic of human nature than to be soothed by pleasant
modes or disturbed by their opposites [...]| For when we hear what is properly and
harmoniously united in sound in conjunction with that which is harmoniously
coupled and joined together within us and are attracted to it, then we recognize that
we ourselves are put together in its likeness [2].

Consequently, the corruption of music must lead to the corruption of souls, since
even virtuous people will be eventually affected by it.

[Plato] states that there is no greater ruin of morals in a republic than the gradual
perversion of chaste and temperate music, for the minds of those listening at first
acquiesce. Then they gradually submit, preserving no trace of honesty or justice [...]
Indeed, no path to the mind is as open for instruction as the sense of hearing. Thus,
when rhythms and modes reach an intellect through the ears, they doubtless affect and
reshape that mind according to their particular character (Boethius referring to Plato's

Republic) [3].

[t is clearly important that we should study theoretical music, for music is a
powerful and dangerous force that must be mastered.

From all these accounts it appears beyond doubt that music is so naturally united with
us that we cannot be free from it even if we so desired. For this reason, the power of
the intellect ought to be summoned, so that this art, innate through nature, may also
be mastered, comprehended through knowledge [4].

As for the ancient controversy with the Aristoxeneans - who considered that
certain mathematical distinctions could not be heard, and were therefore unrealistic -
Boethius is firmly on the side of strict Pythagoreanism.

We propose [...] that we should not grant all judgment to the sense—although the
whole origin of this discipline is taken from the sense of hearing, for if nothing were
heard, no argument whatsoever concerning pitches would exist. Yet the sense of
hearing holds the origin in a particular way, and, as it were, serves as an exhortation;
the ultimate perfection and the faculty of recognition consists of reason, which,
holding itself to fixed rules, does not falter by any error [5].

The dangers of comprehending music purely with the ears may be compared with
the basing of universal metaphysics and morality on experience and sensation.

Although basic elements of almost every discipline—and of life itself—are introduced
through the impression of the senses, nevertheless there is no certain judgment, no
comprehension of truth, in these if the arbitration of reason is lacking [6].

Since music has moral power, it needs guardians, Boethius thought if it is to remain
both rational and benign. Without the wisdom of theorists, it can easily become, with its



persuasive charm and emotional potency, a degenerate influence in society. This view
seems impeccable.

For this reason, the author restricts real musical knowledge to the reflective
theorist. The practical musician must be controlled. Boethius was perfectly aware of the
skill of performers and their popularity with the masses. Naturally, he saw it as a terrible
temptation and danger. He writes with great passion, and some exaggeration, about the
subordinate position of the performer; the performer is a journeyman, a paid labourer, not
really a musician in the true sense at all.

Now one should bear in mind that every art and also every discipline considers reason
inherently more honorable than a skill which is practiced by the hand and the labor of
an artisan. For it is much better and nobler to know about what someone else fashions
than to execute that about which someone else knows; in fact, physical skill serves as a
slave, while reason rules like a mistress. Unless the hand acts according to the will of
reason, it acts in vain. How much nobler, then, is the study of music as a rational
discipline than as composition and performance! It is as much nobler as the mind is
superior to the body; for devoid of reason, one remains in servitude [...] A musician is
one who has gained knowledge of making music by weighing with the reason, not
through the servitude of work, but through the sovereignty of speculation [7].

This author distinguishes three classes of musician: performers, composers and
"those who judge instrumental performance and song". The first type of musician is
"excluded from comprehension of musical knowledge, since... they act as slaves. None of
them makes use of reason; rather, they are totally lacking in thought". The composers are
"led to song not so much by thought and reason as by a certain natural instinct. For this
reason this class, too, is separated from music".

The third class is that which acquires an ability for judging, so that it can carefully
weigh rthythms and melodies and the composition as a whole. This class, since it is
totally grounded in reason and thought, will rightly be esteemed as musical. That
person is a musician who exhibits the faculty of forming judgments according to
speculation or reason relative and appropriate to music [8].

Thus, Boethius exhibits certain contempt for all kinds of practical music, the
composer just as much as the performer; the reflective musician, for him, is not so much
the critic or theorist as the metaphysician, the philosopher who seeks universal
mathematics within the relations of pitches and rhythms. It would seem that the true
musicians of Europe are not to be found in the conservatoires and practical academies, but
are assembled in this room." Yet this writer is equally interested in the moral force of
music. Such a powerful force as music cannot be submitted to the arbitration of a mere
sense organ.

! Editorial note: Monelle is addressing here the participants of the 2006 conference on music and engineering
that was cancelled.



A RENAISSANCE FOOL

This is an unfashionable view. Today, the wider public does not acknowledge any
musicians other than performers, and perhaps composers. These practical musicians have
become proud, therefore. It is instructive to invoke an early version of this attitude: a
writer who cared neither for mathematical truth nor for morality, but thought that musical
savoir-faire was all that mattered.

Adrian Petit Coclico was the Renaissance's fool, a ridiculous figure who claimed to
be a pupil of Josquin (the claim was probably false) as well as Bishop of Ducatum (a place
which does not exist). His compositions are childish, being remembered chiefly for the
term musica reservata, which is still the subject of much debate. He must have had some
success as a choir-trainer, and like many successful practical musicians he had a contempt
of theory. His book, the Compendium musices, published in 1552, reads like a blow-by-
blow attack on Boethius. But he entirely misses Boethius's point; he vulgarly assumes that
the Roman theorist was merely out of touch with practical music.

Those who have previously exposed this art to youth have been, for the most part,
only theorists [...] not practical musicians [...] They teach nothing or teach obscurely
on the manner of singing elegantly, on counterpoint or on composition... I would say
that whoever keeps his students too long on precepts and theory lacks judgement and
evidently is ignorant of the goal of music [...]

He who wishes first to explore all the reasoning of speculative music turns himself to
this rather than to singing; he will, in my opinion, only arrive at the hoped for and
preset goal much later on [9].

The singer is not guided by truth or reason, but studies "how to please the ears of
men and how to inspire pleasure in them, as well as admiration and favour for himself".

The chief raison d'étre of speculative music—the perception that much of music
cannot be heard—is specifically trashed by Coclico. The musician is "continually guided
by the judgement of his ears. The ears easily understand what is done correctly or badly
and are truly the masters of the art of singing".

Since music is an art of persuasion and communication, it ought properly to be
placed in the trivium: "Music has not been placed outside the number of liberal arts, for it
is taught in the same way as either Rhetoric or any other art, as an art, certainly, by
practice and by imitation" [10].

Coclico, like Boethius, categorizes musicians. For him there are four types: the first
two seem to embrace Boethius's highest caste, first of all "those who first discovered music
and in various things observe a particular harmony of sounds", of whom Coclico
comments that they are "only theorists".

The second type is of those who are mathematicians; there is no one who does not
speak of their compositions [treatises]|. But these men did not pursue the goal of music
[...] What is worse, when they hope to spread their invented art widely and make it
more outstanding, they rather defile and obscure it. In teaching precepts and
speculation they have specialized excessively and, in accumulating a multitude of
symbols and other things, they have introduced many difficulties [11].



This writer gives a number of examples of musicians in each class, but I omit these
because they seem almost random. The distinction of class three and class four is
somewhat obscure—both seem to include contemporary or near-contemporary
composers—but the stress seems to be on composition and performance respectively.

In the third type, there are the most outstanding musicians and almost as kings of the
others, men who do not specialize in teaching the art, but join together theory with
practice in the best and learned way, men who [...] truly know how to embellish
melodies, to express in them all the emotions of all kinds...

The fourth type is that of poets [presumably montns, maker] [...] They [...] employ all
the precepts and all their skill in singing for this, so that they sing smoothly, ornately
and artfully for the delight of men. These singers are far ahead of any others in
sweetness of voice and they have pursued the true goal of this art; they are held in
greater admiration and favor than all the others [...]

From these remarks, it appears, I think, that music is undoubtedly at its best in that
part which is pleasing to men's ears; it rests more upon the practical than the
theoretical [12].

Coclico's views flow from a common and vulgar prejudice: music theory is an
impractical affair, despised by skilled performers who know how to charm the public
without the aid of theory. It is an odour one can still smell strongly in modern music
colleges.

In the modern world "musician” means "performer". The "Young Musician of the
Year", in a competition on BBC television, is always a performer, never a theorist.
Thousands of dollars and pounds and euros have been endowed for the training of
performers, none for the training of theorists. Yet performers have colluded in the
destruction of music's contemporaneity in favour of the routine of posthumous revival,
and have permitted the other evils which inhabit the contemporary world of music. They
have concentrated on "inspiring pleasure, as well as admiration and favor for themselves",
and have given little time for reflection. We have paid dearly for joining hands with the
fool Coclico.

By very definition, Boethius would tell us, performers cannot know fully about
music because they are chiefly concerned with its sounding surface. As public persons,
they are also involved in the rhetoric and persuasive appeal of music. Yet neither the
sound nor rhetoric of a musical piece, nor its score, reveals the substance, which is
accessible only to reflection. The ear, therefore, is only an interim arbiter of musical
content. Rational contemplation is necessary for the definition of music and its
functions—not contemplation of "musical form" or of the Ursatz, but a consideration of
music in its metaphysical and moral nature. All of this is at the heart of the musica
speculativa.

A LEARNED CRITIC

In spite of Coclico's rantings, the Pythagorean view remained the basis of music
theory until the eighteenth century. With the rise of the science of aesthetics, the musica
speculativa was rejected by many in favour of theories of rhetoric, affection, imitation and



expression. Actually, almost all of the new points of view may be found also in ancient
writers. But speculative music was the favourite butt of the moderns.

The violent diatribe in the opening pages of Mattheson's Neu-erdffnetes Orchestre
(1713) is typical of this. The erudite German writer, impressed by John Locke's rejection
of the notion of innate ideas, visualized old theorists who believed that knowledge came
from reflection, and that the senses were not to be trusted. For Locke, all ideas have their
origin in experience; mathematics is merely a matter of relations among ideas, and has thus
no metaphysical status. The Pythagoreans heard music as an imperfect reflection of a
universal order. But such views are mere vanity, he thought; on the contrary, sensual
experience is the basis of knowledge, while reason is fallible.

Applying this philosophy to music, Mattheson refers to a beginner who tries to
inform himself about music by reading Kircher's Musurgia of 1650, a conservative work
which characterizes music as cosmic numbers. The reader is confronted with "a respected
musical pedant [Musicaster]” who demands to be regarded as "Apollo himself, because he
keeps a monochord in his house, and knows that 1, 2, 3, 4 make 10, that the ratio of 1/2
gives the octave, that of 2/3 the fifth; that music is scientia mathematica subalterna,
numerum habens ex arithmetica, et magnitudinem mensurabilem in monochordo ex geometria,
illague ad rem physicam (sc. sonum) applicans [a subsidiary field of mathematics, taking
numbers from arithmetic, the measured distances on the monochord from geometry, and
applying them to a physical material, i.e. sound]; yet such a devout sinner—when it comes
to it—cannot play two measures correctly, and thus demonstrates his egregious bungling"
[13].

The only measure of music, therefore, is the ear. The musician's purpose is not to
uncover truth, but to please the ear and move the sentiments. The nature of music is
entirely distinct from that of ethics; the latter is subject to rational reflection, which is
foreign to music.

Thus I am wholly opposed to the view that music must, or can, be subjected to a
pontifical discipline more philosophorum [in the manner of the philosophers], as was
done in logic, ethics etc., because this is entirely against its nature; it demands to be
treated freely and without preconceptions. The whole system of rules in music, just as
in the other arts, can merely point one towards the attainment of perfect knowledge;
one should not let oneself be always led, eyes blinkered, by such a guide, much less
achieve anything important, for the guide himself often goes astray; but one should
rather harness all one's powers... to attain the goal through practice, developing a
healthy idea of music, cleansed of all unnecessary dusty prejudice [14].

In fact, the rules themselves must be modified and adapted to match the many-
sided fashions of contemporary music, because the senses are "the true origin of all science,
nam nihil est in intellectu, quod non prius fuit in sensu [for there is nothing in the
understanding that was not first of all in the senses]".

Mattheson was also responsible for bringing together music and rhetoric, the latter
being at that time a subject studied by all educated people. If music was an influencer and
persuader—if it could arouse emotions, give courage on the battlefield, soothe the
passionate—then it clearly had rhetorical powers. Actually, this view was almost as old as
speculative music (it may be traced in Quintilian and Isidore of Seville, and indeed in
Kircher), but it became, according to George Buelow, "one of the most distinctive



characteristics of Baroque musical rationalism" [15]. Like Coclico, Mattheson placed
music in the trivium of liberal studies, with grammar and logic.

Mattheson was bitterly attacked for his provocative book, and he retrenched
somewhat in Das beschiitzte Orchestre (1717) and Das forschende Orchestre (1721). But
even in its modified forms his book contained one of the most outspoken rejections of the
older tradition.

A musical science which respects fine ratios of intervals that were impossible to
hear, which attributes to the planets an inaudible music that reveals their participation in
the universal order, which despises musical performers as mere journeymen, such a
tradition seems very distant from people today. Mattheson's attack still finds sympathetic
readers.

PYTHAGORAS AND PLATO

When Boethius argues that music affects the soul because of partaking in the soul's
nature, and that this consubstantiality of music with nature is endorsed by the common
mathematical structure of music and the universe, he is echoing Plato's Republic and
Timaeus. Plato combines Pythagoras's insight—that "attributes of numbers exist in musical
notes and in the heavens and in many other things", as Aristotle puts it in the
Metaphysics—with his own conviction that music must be regulated for the common good.
[t is easy for us to grasp at the moral and social component of this view in our need to
redeem music from corruption, while at the same time rejecting the mathematical
component as falsified by recent experience.

However, as John Neubauer shows, the Pythagorean view has been continually
revived throughout history. Leibniz's view of music as "unconscious counting", Rameau's
Traité de I'"harmonie, Kant's reinterpretation of Pythagorean cosmic harmony as "mental
play", all referred to this vital tradition [16]. One may find Pythagorean influence even in
Romantic sources, in Schiller, Kérner, Wackenroder and Novalis. In an extraordinary
work of Wackenroder and Tieck, the Herzensgiessungen eines kunstliebenden Klosterbruders
[Outpourings of an art-loving friar] of 1797, the two authors puzzle over the origins of
music's power to affect the soul.

From what kind of magic preparation does the scent of this splendid spectral world
arise now?—I observe and find nothing but a wretched texture of numerical
proportions, palpably represented in drilled wood and on frames of gut and brass
wire.—This is almost more miraculous, and I am inclined to believe that God's unseen
harp chimes in with our sounds and endows the human texture of numbers with
heavenly force [...]

All sonorous affects are ruled and guided by the dry, scientific number system, as if by
the odd, magic-conjuring formulas of an old, fearsome magician (quoted by Neubauer)

[17].

These Romantic writers reflect that the music theory of the immediate past,
founded on ideas of representation, although it seems more colourful than number theory,
nevertheless cannot explain the miracle of musical communication. The theories of
imitation and expression, and aesthetic ideas of beauty, are not enough to account for
music's power; the "sounds which art has miraculously discovered and pursues along the
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greatest variety of paths [...] do not imitate and do not beautify; rather, they constitute a
separate world for themselves" (Neubauer) [18]. The Romantics, far from being
preoccupied with expression theory, characterized music as "not merely a vehicle of
passion... but a higher and richer language, which expresses inwardness but also intimates,
by means of mathematics, a higher order".

Writers of this period returned to musica speculativa, not because they wished to
rediscover a mathematical order in music, but because they were puzzled by the eloquence
of musical form in the absence of concepts. How could a language that lacked concepts
nevertheless relate so powerfully to the world? Friedrich Schlegel likens instrumental
music, not to expressive language but to unconscious philosophy.

Whoever has a sense for the wondrous affinities between all the arts and sciences will
at least not look upon the matter from the shallow perspective of so-called naturalness,
according to which music is supposed to be just the language of sentiment, and such
persons will not find it impossible that all pure instrumental music should have a
tendency to philosophy. Must pure instrumental music not create a text for itself? And
is the theme in it not developed, confirmed, varied, and contrasted as the object of
meditation in a philosophical sequence of ideas? (Neubauer) [19].

Music, then, created a world of its own which was homomorphous with the outer
world, unmediated by concepts. In this respect music was quite distinct from the other
arts; E.T.A. Hoffmann, in a famous review of Beethoven's Fifth Symphony, praises
instrumental music because it "scorns every help, every admixture of another art such as
poetry". Numerical proportions are the secret of music, not because they form the
rationale of intervals, but because they ground the structure of many-voiced harmony.
Proportions are "dead, stiff examples of calculation for grammarians without genius";
applied to harmony they become "magic preparations from which they release an
enchanted world". The association of number theory with harmony, as opposed to mere
intervals, has its roots in Rameau's Traité de |'Harmonie, of course. It was never formulated
in the kind of detail that characterized the old musica speculativa. Rather, it served as a
kind of interim explanation of music's communicativeness, which, these writers
apprehended, could not be explained by theories of imitation, expression and beauty.

NATURE, COGNITION, RESPONSIBILITY

In the Boethian tradition, music was a direct means of knowledge, unmediated by
concepts; in fact, a begriffslose Erkenntnis, which was Adorno's term for the art process in
general (Paddison) [20]. Thus, music was classed with the mathematical disciplines,
arithmetic, geometry and astronomy. Some even saw music as a natural science: Thomas
Hobbes, classifying the human studies in his majestic compendium Leviathan, describes
music as the field of "consequences from sounds", alongside optics, which was a
description of "consequences from sights" [21]. This is going rather too far.

However, the Greeks, summarized by Boethius, did not apply this analysis to the
"fine" arts or to drama. These other arts possessed a semiotic or rhetorical relation to
nature. [t was music alone which offered a direct revelation of the rational structure of
nature, available to cognition. This has usually been understood as merely a globalizing of
the Pythagorean insight; but as we have seen, Boethius was equally interested in the moral
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aspects of music. The contemplation of music could lead one to transcendent truth, both
rational and moral.

Adorno, also, though his roots are less in Greek rationalism than in Hegelian
idealism, conceives music as a revelation of truth, available to cognition; and he finds
within it a kind of nature—not now the acoustic nature of proportioned intervals or the
order embodied in chordal harmony, but historical nature, the social facts of inherited
materials, what Lukdcs called "second nature" [22]. The facts of acoustics he would have
considered unduly fixed, unhistorical, undialectical.

The material of music, music's "second nature", is rooted in the social origins and
associations of musical gestures: the background of dance, song, soldiering, Tafelmusik,
though these have been assimilated and hidden in the absolute music of the bourgeois era.
[t is rooted also in "the sense of culturally shared understandings of socially and
historically mediated aesthetic norms and conventions" (Paddison) [23]; that is, in the
inherent tendencies of musical gestures, both within the canon of applied forms (rondo
form, sonata form and so on) and in relation to syntactic implications and tendencies.
Through these, the musical work enters into dialogue with society and history. Thus
"material" is distinct from "content"; the content of a work is constituted by its dialogue
with history, realized therein in the form of material.

[t is clear to Adorno that musical material is not physical or psychological in
nature, but social. Traditionally, he says, material was defined by physics or psychology as
"the sum of all sounds at the disposal of the composer". But this is an error.

The actual compositional material [...] is as different from this sum as is language from
its total supply of sounds. It is not simply a matter of the increase and decrease of this
supply in the course of history. All its specific characteristics are indications of the
historical process [...] In that very moment when the historical expression of a chord
can no longer be aurally perceived, it demands that the sounds which surround it give
a conclusive account of its historical implications. These implications have
determined the nature of this expression (Adorno) [24].

Within the very behaviour of notes, chords, phrases, cadences, can be found the
facts of history and ideology. For example, the belief that music must respect the overtone
series (that "the triad is the necessary and universally valid condition of all possible
comprehension"), the basis of musica speculativa, is "nothing but a superstructure for
reactionary compositional tendencies". Composers like Hindemith who wish to
compromize with the commodified world preach reactionary views of this kind. Their
music is therefore a lie based on "calculated feeblemindedness".

Consequently, music is related to truth in two senses. First, truth is inner
consistency, the coherency of the work in itself; "The identity of the 'idea' of the work
with its structure", considering the work to be "a force-field of tensions rendered articulate
and meaningful through consistency of form" (Paddison) [25]. This idealistic notion is
also the foundation, for example, of Schenkerian theory; it lies at the heart of the
traditional view of music as organic unity. But there is another level of musical truth: "The
consistency of [...] immanent form in relation to the divergent socio-historical tendencies
of its pre-formed material". Both levels of truth-content are available to cognition, but the
second is the more obviously semantic.

If music can be untrue to social fact, it can on the other hand also be truthful—
"objective", Adorno says in the Philosophy of modern music [26]. The composer is not
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responsible to nature in the sense of physical realities, the numerical proportions of
intervals, but she is nevertheless responsible to another kind of nature, that of historical
dialectics. Her position vis-a-vis society is characterized by moral as well as cognitive
responsibility.

Here lies the theorist's greatest paradox. Music must arise out of its own social
conditions. Its material, its subjectivity, its conditions of production, are all socially
mediated. How, then, can it achieve truth in a wholly decadent society? Adorno replies
that the modern composer, though delineating the repressiveness of her society,
nevertheless dissents from its ideology. Modern art remains functionless, but in its very
functionlessness it preserves the true function of art.

As long as an art, which is constituted according to the categories of mass production,
contributes to this ideology, and as long as artistic technique is a technique of
repression, that other, functionless art has its own function. This art alone—in its
most recent and most consequent works—designs a picture of total repression but, by
no means, the ideology thereof. By presenting the unreconciled picture of reality, it
becomes incommensurable with this reality. In this way it expresses opposition to the
injustice of the just verdict. The technical procedures of composition, which
objectively make music into a picture of repressive society, are more advanced than
the procedures of mass production which march beyond modern music in the fashion
of the times, willfully serving repressive society [27].

Adorno considers that contemporary society places artistic creation in crisis,
because art has been reified and social relations commodified, subjected to exchange value
rather than use value. The artist, seeking a truthful response to her own history, is driven
into the absolute monadism of expressionism and finally the loneliness of radical
technique. At last, the only communication is the uncommunicativeness of the avant
garde; the hypersubjectivity of expressionism gives way to the extinction of the subject.
The musical work, now an "organized vacuity", is alienated from society, and within that
alienation lays its truth.

The repressiveness of society is thus found in modern music, where it is reflected
and rejected. There is also another kind of contemporary music which fails to reject
repression, and this Adorno calls "kitsch". This music colludes infamously with the terrors
of social repression, producing not merely the bland uniformities of popular music, which
is, at least, frank and open about its "subordination to the process of exchange", but the
collaborationist styles of irresponsible composers. Adorno mentions Elgar and Sibelius in
this connection. We may find less to reproach in these masters; but we nevertheless find
ourselves subject to the swindle of "classical music", a category which embraces,
apparently, the Chichester psalms, the Concierto de Aranjuez and the theme from Star wars.

BOETHIUS AND ADORNO

In many ways Adorno is the prophet of Modernism, a cultural and aesthetic
movement which is now rejected as "terrorist" (Eagleton) [28]. It is true that his attitudes
are often authoritative and Mandarin. Nevertheless his criticisms of the contemporary
musical world are still full of importance. Only the most radical new music escapes the
stigma of collusion with a divided and unjust society. Much of our music is feeble and
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tasteless. Concert halls and opera houses are full of the music of the dead. Most people see
music as a sign of inequality; they reject it out of hand, except for the aesthetically tiny
enclave of popular music. The redemptive and reconciliatory power of music is
overlooked. We ourselves, the music theorists and analysts, avert our eyes from the moral
purposes of music to concentrate on mere morphology.

In fact, we may envisage another narrative of music history, in this case the story of
Pythagoreanism. The ancients, summarized by Boethius, considered that the essence of
music was available only to reflection, since the ear perceived only the surface of music. It
is true that music affects the emotions, they acknowledged; but this aspect of music cannot
be explained in psychological terms alone. It must bear witness to an indexical link
between music and nature; the soul of the universe, and that of man, are structured
musically, and for this reason music is a field primarily of cognitive engagement rather
than emotional response. In addition, audible music can affect us morally. Music,
therefore, can improve or corrupt. The common structure of nature and music is shown
principally in numerical proportions.

The dismissal of Pythagoreanism by the baroque writers led only to imitative and
expressive theories. These were satisfactory for a while, but the most intelligent critics
soon noticed that the power of music could not be explained in expressive terms. Sure,
music affects the soul; but how does it do this? The early Romantics, Wackenroder, Tieck,
Friedrich Schlegel, Novalis, returned to Pythagoreanism in order to account for the power
of music, but they were ill at ease with the attribution of such vast emotional power to
"dry numbers".

Adorno freely accepts the cognitive nature of musical engagement, the immanent
meaning of music, and he sees that in some cases music can relinquish its responsibilities,
lapsing into mere kitsch. Music is an index of nature. But for him, the physical nature of
numerical proportions is replaced by the "second nature" of historical material. He has no
need to feel ill at ease about "dry numbers", for the numerical aspect of Pythagoreanism
has been rejected. In Adorno's socially oriented system, it is even more potently the case
that music may either collude with a corrupt society, or may reject repression in a drive to
reconstruct the social order. In other words, music can be corrupt and corrupting, or can
promote virtue.

The chief difference between Boethius and Adorno does not lie in the acceptance
or rejection of classical Pythagoreanism. It lies rather in the confidence in their tone of
voice. Boethius assumes that the world will understand and attend to his warnings.
Adorno, however, thinks that the case is lost. Music has colluded irrevocably with a
corrupt world. The world can no longer even hear his message. It is a "message of despair
from the shipwrecked".

THE UNTHINKABLE

In examining music, we often encounter the unthinkable. For example, it is
evident and natural that music is essentially sound, essentially performance. Yet if we
examine Ives's music, we find that the performance includes features which are not true to
the music, features which betray the text, in order to drive the attention away from sound
towards "substance". The composer demands, "What has sound got to do with music?" It
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is very hard for the modern musician to grasp the idea of a score which does not represent
a performance, or a performance which is independent of the music it performs.

Thinking the unthinkable: it was this challenge which first gave rise, we are told,
to Foucault's Les mots et les choses. If something seems unthinkable, Foucault proposes, it is
probably framed in another episteme, a different structure of thought which characterizes a
different intellectual era. The appearance of the "science" of aesthetics in the eighteenth
century (it dates, perhaps, from Baumgarten's Aesthetica of 1750-58, though Gilbert &
Kuhn [29] consider that the concepts there embodied come from other, greater thinkers,
notably from Leibniz) was a symptom, not of the birth of reflection in this field after a
long night of ignorance, but of the loss of a style of thought that made aesthetics easy. For
the post-Cartesian age, the theory of art became a deeply puzzling matter. The array of
aesthetic notions which writers plucked from the ancients—imitation, representation,
expression—constitutes an attempt to overcome the irrationality of art.

Representational theory was not more difficult, but infinitely easier, for earlier
styles of thought. Unfortunately, certain aspects of these styles are nowadays
"unthinkable". The modern style of thought (the modern episteme) began with Descartes,
according to Foucault. We may call it "rationality", "science" or "empiricism". It has
proved exceptionally fruitful in the field of natural studies. But it has problematized
artistic representation, and above all music.

The Cartesian episteme, dominant in the seventeenth and eighteenth centuries,
invoked two kinds of comparison. The first of these was based on measurement: things may
be given sizes or numbers, and these may then be compared, combined, assessed. The
second is a matter of order: complex things may be analyzed into things that are
progressively simpler, until the simplest elements are reached. At each stage of
measurement and analysis, there is an aspect of imbrication or comparison which connects
this stage to the next higher or lower.

Clearly, modern physics is Cartesian in this sense. Physics, and its
empirical/inductive offspring in the fields of science and technology, are dependent on
measurement and simplification. So successful has the Cartesian episteme been that alien
fields, like artistic representation or ethics, have been subjected to it. If an ethical or
aesthetic question cannot be answered by measurement or classification, then perhaps it
can be converted to a question of psychology (or indeed of cognitive studies, brain
physiology or "neuroscience"). In these fields, some kind of analysis of ethics or aesthetics
may be found. But the questions of ethics and aesthetics remain unanswered, because they
are not framed within this episteme. For this reason, Enlightenment civilization turned
out to be cruel and exploitative; also, perhaps, the arts floated off from nature and morality
and collaborated in the class war.

Before Descartes, according to Foucault, the dominant episteme was that of
resemblance [30]. Everything is linked to something that it is like; likenesses are signs of the
natural order. Thus an attack of apoplexy is a kind of human thunderstorm (Crollius,
quoted by Foucault) [31]; the human face is united to the sky, its two eyes the sun and
moon (Aldrovandi). Resemblance may affect the feelings, as when the scent of funeral
flowers makes one sad. Resemblance lies behind astrology and sympathetic magic.

To us such ideas are unthinkable. But we may need to think them in
comprehending the thoughts of our ancestors, including Boethius. And unexpectedly,
ideas of resemblance may be necessary to explain mathematics. Mathematical theory is
grounded, ultimately, in the concepts of "many" and "one", which together constitute the
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principle of nature. Both are dependent on the concept of likeness, resemblance. All these
ideas are a priori, not founded on observation.

Boethius gives a two-fold demonstration of numerical order in De Arithmetica 1.32 and
[1.1, where he argues that all inequality (that is, plurality) can be reduced back to its
source, equality (that is, unity). Unity is the constitutive element of plurality just as
letters of the alphabet, sounds and the four elements (fire, air, water and earth) are the
elements of words, music and the created world (White) [32].

The opposition of plurality and unity can be found, analogically represented, in
odd and even numbers, in the sun and moon, the two sexes, soul and body and in many
other places.

In terms of Pythagorean mathematics, "same" is something with constant properties
and is "limited" in the sense that it has a defined and stable nature. Numerically it
derives from unity, and it is found in odd numbers... "Different" is unstable and
unlimited, derived from two (="otherness") and is found in fissile, even numbers...
Though Boethius does not mention it, these two types of number were traditionally
characterised as male (odd) and female (even). In a wider, cosmological sense,
Boethius notes briefly, this division distinguishes God, the soul, the mind and
anything of an incorporeal nature (which all partake of an immutable "same"
substance) from bodies, which have a changeable and varied nature (White) [33].

Since music is an especially perfect example of plurality-in-unity, making audible
the most sophisticated relations of numbers, it exerts, by means of sympathy, an
exceptional power over the soul and the universe. Thus the emotions, and the planets, are
controlled by music. This music is not, however, necessarily audible. Since Boethius is
interested in music only insofar as it presents an analogy to the metaphysical order of the
universe, the music he discusses is really a kind of proto-music or arche-music. He would
not expect to find it in the scores of musical works, or in performances of these works,
even if he could have imagined an adequate musical notation (which was not the case,
according to John Caldwell) [34].

Such a view of music seems absurd and unthinkable. The Cartesian episteme leads
us to seek a positive trace of music—the score or the performance—and is much more
sympathetic to behavioral and cognitive psychology, and to neuroscience. For this reason,
music's power became a mystery to the Enlightenment. Music could not be simplified or
quantified. Instead of being subject to mathematics, it shared by analogy the theoretical
basis of mathematics.

By Mattheson's time, relations by resemblance are confined to superstition.
Consequently, the power of music is often called "magical". The representation and
stimulation of emotions, the moral control of behaviour, the presentation of ideal beauty,
these faculties of music seem inexplicable to eighteenth-century thinkers.

For us, it is not just a question of the difficulties of determining the nature of music,
as Aristotle put it. The fragmentation of our musical world has thrown music into the
hands of the irresponsible. It is no longer a mere theoretical problem; the problem is
moral, social and political. We must learn to think the unthinkable.



16

REFERENCES

[1] Boethius, A.M.S., 1989. Fundamentals of Music. Translated by C.M. Bower. New
Haven, Yale University Press, p. 2.

[2] Ibid.

[3] Ibid,, p. 3.

(4] Ibid., p. 8.

[5] Ibid., p. 17.

[6] Ibid.

[7] Ibid., p. 50.

[8] Ibid., p. 51.

[9] Coclico, A.P., 1973/1552. Compendium Musices. Translated by A. Seay. Colorado
Springs, Colorado College Music Press, pp. 1 and 5-6.

[10] Ibid., p. 7.

[11] Ibid., p. 8.

[12] Ibid., pp. 8-9.

[13] Mattheson, J., 1713. Das neu-eréffnetes Orchestre, pp. 5-6.

[14] Ibid., pp. 9-10.

[15] Buelow, J.G., 1980. “Rhetoric and Music”, in New Growve Dictionary of Music and
Musicians, 20 vols., (ed.) S. Sadie, London, Macmillan, XVI, p. 793.

[16] Neubauer, ]., 1986. The Emancipation of Music from Language: departure from mimesis in
eighteenth-century aesthetics. New Haven, Yale University Press, pp. 110, 76, and 188.
[17] Ibid, pp. 199-200.

[18] Ibid., p. 200.

[19] Ibid., p. 202.

[20] Paddison, M., 1993. Adorno's Aesthetics of Music, Cambridge University Press, p. 15.
[21] Hobbes, T., 1957/1651. Leviathan: or the matter, forme and power of a commonwealth,
ecclesiasticall and civil. (Ed.) M. Oakeshott. Oxford, Blackwell, p. 55.

[22] Lukécs, G., 1971/1920. Theory of the Nowel: a historico-philosophical essay on the forms of
great epic literature. Translated by A. Bostock. London, Merlin Press, p. 63.

[23] Paddison, M., 1993, p. 150.

[24] Adorno, T.W., 1994/1948. The Philosophy of Modern Music. Translated by A.G.
Mitchell and W.V. Blomster. New York, Continuum, p. 32.

[25] Paddison, M., 1993, p. 150.

[26] Adorno, T.W., 1994/1948, p. 48.

[27] Ibid., p. 113.

[28] Eagleton, T., 1990. The Ideology of the Aesthetic. Oxford, Blackwell.

[29] Gilbert, K.E. and Kuhn, H. 1972/1939. A History of Esthetics. New York, Dover, pp.
289-90.

[30] Foucault, M., 1970. The Order of Things: an archaeology of the human sciences.
Translation of Les Mots et les Choses. London, Tavistock Publications, p. 25.

[31] Ibid., p. 23.

[32] White, 1981, in M. Gibson (ed.), Boethius: his life, thought and influence. Oxford,
Blackwell, p. 169.

[33] Ibid., p. 177.

[34] Caldwell, J., 1981, in M. Gibson (ed.), Boethius: his life, thought and influence. Oxford,
Blackwell, p. 147.



17

The Sense of Music: Raymond Monelle’s
Legacy

Professor Mario Baroni, Bologna, I'T: Keynote Speaker

ABSRACT

My speech is divided in three parts: in the first part Raymond Monelle’s theories from
structuralism to deconstructionism will be described. The three volumes published in
1992, 2000, and 2006 will be analysed and discussed. A second part will be devoted to
recent research on “systematic” musicology: cognitive research (particularly on musical
emotions), anthropological research (particularly on phylogenetic and ontogenetic
developments of human musicality) and music analysis (particularly of musical listening
and musical performance) will be taken into account. I think that an exhaustive discussion
on the relationships of these kinds of studies and semiotic tradition should be not only
opportune, but even necessary. The final part of the speech will be devoted to the possible
positive contributions of semiotics, and particularly of Monelle’s thinking, to new
systematic musicology. Special attention will be given to the use of verbal meanings to
“translate” into words the sense of music: Monelle’s ideas on this specific topic could be of
particular help to recent cognitive research on musical meaning.

MONELLE’S RESEARCH

Raymond Monelle is well known as a musicologist, but his activity was not only
based on theoretical thinking. When I personally met him I had the opportunity to listen
to him as an excellent piano performer and a very pleasant improviser, and recently I also
learned that he published several compositions. This practical activity helped to shed light
on two important aspects of his musicological interests: on the one hand his passion for
musical listening and musical criticism and his vast and deep knowledge of many kinds of
music, and on the other his specific interest for what he named in a famous book, “the
sense of music”. I think that as a musician he made music and as a musicologist he needed
to know intellectually what he was making, to give sense to his musical activity.

He started his research in the 1960s, when the new cultural trends in music were
dominated by structural tendencies and scientific thinking. The knowledge of musical
structures and the practice of music analysis were obviously one of his preferred fields of
activity: he felt a strong fascination towards these aspects, even though this was not
enough to satisfy his exigencies and curiosities. He understood that the sense of music
could not be identified only in musical structures: his adhesion to structural hypotheses
was critical, and a new discipline, semiotics, offered him a possible solution to his strongest
interests. A musical sign had, in fact, to do with communication, was a sign of something
else, outside musical structures. In the following two decades he therefore devoted himself
to the study of linguistics and the philosophical bases of semiotics.
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Linguistics and semiotics in music, Harwood Academic Publishers, 1992

The result of this systematic study was the first of his three important books, where
it is possible to find an almost complete and detailed summary of all the principal theories
concerning the semiotics of music: linguistic theories of the 20th century from the epoch
of Sapir and De Saussure to that of Chomsky and post Chomskyan research. Philosophical
theories from the epoch of Pierce to that of Derrida and post-modernism. The
anthropological theories of Levi Strauss, three-dimensional hypotheses by Molino and
Nattiez, and a number of other more or less important proposals of many well known
researchers. In other words I believe that the book is still a sort of useful manual on the
initial phase of research into the semiotics of music. Generally speaking Monelle describes
with great correctness the ideas of many researchers often with interesting comparisons
and clarifications, but the most fascinating aspect of this brilliant book is its tendency to
reveal the hidden aspects of Monelle’s personal thinking, his uncertainties, his refusals, his
enthusiasms, his unease. At the end of the book however it is possible to find a more
evident sympathetic attitude, if not an explicit adhesion, towards the tendencies of
deconstructionist critical thinking.

The sense of music, Princeton University Press, 2000

In his second book, published after eight years, the core of his deepest interests is
reached: the chosen title speaks very clearly. In this book the relationship between his way
of thinking and the cultural tendencies of the epoch are substantially modified: now he
speaks as a protagonist and quotes the existing theories as useful means to give more
precision to his ideas. Three theoretical concepts acquire, in this context, a particular
emphasis: the first is the musical topic, an idea that will have important consequences in
Monelle’s subsequent activity. He speaks critically of the book by Ratner [1] and makes
astute remarks on the books by Allanbrook [2], Agawu [3] and others. In this respect we
can observe that Monelle’s ideas are always in search of a balance between the use of
deconstructional tools and the aim of obtaining solid results. The second important
discussion concerns the study of temporality in music, both from an anthropological point
of view (the philosophy of time changes from culture to culture) and from a formal point
of view, (listening to music implies continuous changes and time gives it aspects of
pseudo-narration). The third important point is the search for an intertextual definition of
a musical text. Intertext is not only conceived as the presence of traces of other musical
texts, but also of other non musical contributions. And this is one of the most original and
fruitful results of his theoretical thinking. For example an analysis of literary and
philosophical texts implicitly present in Mahler’s mind, memory and creativity, evidences
a decisive influence toward some of his choices. On this occasion Monelle writes that the
network of significations is infinite. But this does not mean that no precise things can be
said about music.

The musical topic, Indiana University Press, 2006
The third book can be considered the most complete and mature version of

Monelle’s thinking, because of the exemplary clarity of its exposition, and a new more
complex conception of topic, which is theoretically developed and practically exemplified.
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This revised conception is also a synthesis of the ideas on musical sense exposed in the
two previous volumes. Particularly important are the chapters on the nature and function
of the verbal interpretation of musical meaning, with new reflexions on the theories of
Pierce. On this point the main assertion is that the linguistic interpretation of a musical
topic is not the “signified” of a musical figure, according to linguistic terminology, but (in
Piercian terms) the “interpretant” of it. This means that the sense of music is not to be
conceived as its “meaning”, but as a cultural object in connection with other cultural
objects. Such a relationship is not simple and not conclusive, it is rather an infinite
process: infinite, but not arbitrary. It can indeed be considered a scientific activity, not
different from other similar activities, for example historical research.

In this book, however, a problem remains without any precise solution: the sense of
music, in more general terms, cannot be reduced to the simple presence of topical images.
[s it possible to extend the idea of musical sense outside the limits of the topics?
Undoubtedly it may be possible, and sometimes hints at this problem are found in the
book, but without a systematic approach. I think this is a problem that Monelle would
have solved in the future, had his life allowed him this possibility.

MULTIDISCIPLINARY PERSPECTIVES

To speak of the sense of music is not the aim of a unique and specific discipline.
Even ordinary listeners, when they go to a concert speak of the sense of what they have
listened to and discuss this with other music lovers, not to speak of the points of view of
critics, of teachers and of students. In other words to understand the sense of music
coincides with the motivation itself of music listening and is, we might say, the primary
purpose of whoever has to do with music, and not only with listening to it. To understand
music, however, is not the same thing as to speak of it: moreover some validity criteria
must be applied to our verbal discourse, in order to avoid that every point of view can be
considered equivalent to any other. This is the specific tool of the experts in musicological
writings on music interpretation. Unfortunately, due to the great complexity of this tool,
the musicological research on this topic is extremely large and not always consistent. Both
the traditional philosophical theories and the more recent studies on the so called
systematic musicology are problematic domains.

Now, my first question is: what is the place of semiotics and of Monelle's theories
in the broad scenario of today’s systematic musicology? In the last years the problem of
musical sense has become central also for other not semiotic disciplines, partly linked to
cognitive psychology and partly to technological innovations. It is difficult, however, that
the problem of musical sense (or meaning as it is often called in Anglo-American
literature) can be explained on the basis of only one single discipline. In recent years
Richard Parncutt has written articles, organized conferences, edited a journal to spread the
idea that the discipline traditionally named “systematic musicology” has to be gradually
transformed into a system of interrelated disciplines [4] [5]. I agree with him, and I am
convinced that the problem of understanding and scientifically explaining the sense of
music can be obtained only in a multidisciplinary context of inter-connected studies. I
think that this orientation is already existent, even though in a still implicit form: for
example it is to be noticed that nowadays historians, analysts, psychologists and
sociologists often discuss, in the same conference or in an issue of the same journal, similar
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problems from different points of view; and some books on musical performance accept
very different articles of anthropologists, computer scientists, and experts in the
psychology of emotions. Crossings of disciplines like these have always been present in our
field, but in the last years they have been much more frequent. In the next part of my
article I shall give examples of this phenomenon.

Music emotions

One of the most widespread topics of recent years in musicological research is the
study of music emotion. The two big volumes of Oxford University Press edited by Patrick
Juslin and John Sloboda [6] [7], the triple issue of Music Analysis (Spitzer) [8], the two
Special Issues of Musicae Scientiae (Juslin and Zentner) [9] and (Lamont and Eerola) [10], a
striking number of articles published in many journals and the titles of other books, can
testify to the universal interest in this topic. It would be significant to know the cultural-
historical motivations behind such interest, but so far we have no study on this subject.

In this kind of literature the idea that understanding music principally coincides
with its emotional message is normally given as a primary assumption. In this respect
Raymond Monelle [11] was right when he refused to exclusively locate musical meaning in
the area of emotions. The emotional responses to music, however, cannot be ignored,
even though many problems can arise and actually arose from emotional theories applied
to the matter of musical meaning. Here [ shall limit myself to mentioning just a few
examples.

Let us start from the distinction between “categorical” and “dimensional”
approaches to emotion (Juslin and Sloboda) [12]. In the former case the convention is to
accept the different categories of emotion formalized by psychologists (and principally
“basic” emotions such as happiness, fear, anger, sadness, and so on, considered as the most
important in the course of human evolution) and to apply them to music. In the latter,
human affects are considered according to two concurring “dimensions”: the amount of
excitement/stillness (arousal) and that of pleasure/displeasure (valence) organized, from a
minimum to a maximum, according to two crossed locations (horizontal and vertical) in a
circle. This theory that Russell [13] called the “circumplex model of affect”, had the
advantage of avoiding too rigid boundaries among emotions. This could better fit the
nature of music emotions, but in some cases it is not able to distinguish different affects
belonging to the same area. For example, “if feelings of gratitude, compassion, tenderness
and contentment were to occupy the same location in the circumplex, they would be
treated as affectively equivalent”, hence, little can be learned about their specific nature
(Zentner) [14].

The categorical model of emotions is by far the most commonly shared of the two
theoretical systems. The main promoter of this way of thinking has been Patrick Juslin,
who on different occasions carefully exposed not only the connections between music and
basic emotions, but also detailed lists of musical features typically used for each of them
(such as happiness, fear, anger, sadness, tenderness) [15] [16] [17]. Juslin had mainly
psychological and anthropological interests, and the word “music” in his articles was rarely
linked to specific epochs or styles, but normally to “music” in itself. His theories, however,
have been adopted also in historically specific instances: Michael Spitzer, for example,
who comes from totally different cultural origins, applied them to the analysis of pieces by
Schubert [18], not to mention many other authors that share the same point of view.
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Particular aspects of categorical theory applied to music have often been discussed: for
example doubts have been raised about the idea that musical emotions ought to be
reduced to a few basic emotions (Zbikovsky) [19], and also the list of structural factors
indicated as causes of emotional expression has been discussed, for example, by
Gabrielsson and Lindstrom [20].

In this respect we must not forget that more than thirty years ago Michel Imberty
[21] proposed a theory of music emotions based on interesting musical premises: it was
based on “real” pieces of music (the piano Preludes by Claude Debussy) and the semantic
“factors” indicated by the composer’s subjects, placed in a round space not very different
from Russell’s “circumplex model”, had verbal connotations more strictly corresponding
just to Debussy’s pieces (terms like “freshness, grace, deepness, nostalgia, passion, violence,
dance, movement” were appropriately used), and finally, structural features (dynamics,
texture, rhythm, tempo, contrasts) were strictly calculated and reciprocally dosed
according to the presence of groups of verbal expressions.

Other themes are taken into consideration in this vast collection of stimulating
questions concerning emotions and music: one of the most important, discussed by many
researchers, is the difference between felt and perceived emotions, where “felt” has its
accent placed on the subject (the listener), and “perceived” on the object (the music),
with obvious possible interferences between them and associated aesthetic problem:s.

Other sophisticated models, different from those just described, have been
proposed by other authors: for example Scherer and Zenter [22] propose a table of affective
states that include not only emotions, but also judgements (like or dislike), moods,
interpersonal relationships (cordiality or detachment), typical behaviours of individuals.
And the musical structures are often considered in correspondence to aspects of verbal
prosody. On another occasion, Scherer and Zentner [23], proposed to distinguish
“utilitarian” from aesthetic emotions, where the former have biological aims (such as those
of primary emotions) linked to survival problems or to aims present in common daily
situations, and the latter have aims linked to ideal aspects of life (for example sublimity,
vitality, tension) experienced as cultural values.

In the universe of music emotions, however, one problem more than others seems
to be particularly close to the semiotic approaches: it is the question of the verbal lexicon
necessary to define musical emotions. Two crucial problems are connected with this
matter: to know what are the emotions that can be properly called “musical” and what are
the most proper words to be used to name them. Zentner, Grandjean and Scherer [24]
tried to tackle problems like these starting from a compilation of 515 affect terms (terms
derived from the affective lexicon of several languages and a review of emotion terms used
in the literature on music and emotion). Subsequently they presented a sample of 252
listeners with these affect labels. The listeners were asked to rate the frequency with which
they felt any of the affect states in response to their preferred music. In this research the
lexicon is not made up of the simple terms of basic emotion. In responses to the same
music, some listeners used melancholy, others dreaming, others sentimental, but they did
not deal with three different emotions but rather with three words that in affect theories
can be considered members of the same “nostalgia complex”. One can add, at this point,
that the three authors speak of reactions to music that are subtle, but in any case present
in verbal lexicon, that is well known also in daily life and not musically specific.

There are however theories that go against this approach: for example Paddison
[25], while critically discussing the traditional, ancient aesthetic of “mimesis”, proposes
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the idea of an “intransitive” sense (a sense that does not “pass”, does not have any
“transition”, from music to lexicon):

By “mimesis” I do not mean only, or even primarily, the “transitive” notions of
imitation [...] where music is said “to imitate something” (this is what I shall call the
“imitation of” theory), just as I do not, by expression, mean primarily transitive
notions of expression where music is said “to express something” (this could be called
the “expression of” theory). [...] I also go on to make the claim, following Walter
Benjamin, that mimesis can be seen as an impulse, a mode of “identifying with” rather
than necessarily as “imitation of” or “representation of” something external to itself.

Musical expressivity, he concludes, oscillates between its “transitive” mimetic
moments and an “intransitive” internal “force-field”: that is to say, the sense of music can
be found not only in its power to evoke something, but also in its internal “forceful”
structures.

From examples like these it is easy to deduce how problematic the study of
emotions in music can still be, but also how necessary it can be in order to better
understand the still mysterious connections between music and its possible meanings,
which is one of the main aims of semiotics.

Body reactions to music and music performance

One of the more interesting aspects of musical emotion is the presence of body
reactions both in making music and in listening to it. A well known phenomenon is
arousal, more or less present in different reactions to music depending on the structure of
the music itself and the strength of the emotion: some aspects of this area have been
discussed in the previous section. But the presence of physiological responses to music is
also a well known and traditional field of research: for example pulse rate, skin
conductivity, blood pressure, respiration, muscular tension, and so on, have been observed
and measured by German researches ever since the end of the 19th century (Hodges)

[26]. However, the presence of body reactions still remains a problematic topic. Marc
Leman [27] points out that music, far from being a mere intellectual event, requires strong
interests and emotional involvement, and poses the question of what «being involved in
music» actually means. His answer is that music implies «physical energy [...] corporeal
immersion in sound». His recent book studies and measures such forms of energy.
Obviously the sense of music cannot be reduced only to physical responses like these, but
their presence can be considered an important component of musical meaning, even if
this presence is difficult to translate into verbal definitions. Manfred Clynes, too,
experimentally studied other relevant aspects of the presence of body in the processes of
understanding and producing music: in particular he studied forms of muscular and tactile
reactions to musical listening that he named “sentic forms” [28].

The presence of premises like these easily explains why in recent years the topic of
musical gesture has met with ever increasing interest, starting from the First International
Conference on Music and Gesture held in Norwich UK, in 2003. An important book
resumed some of the main contributions of that Conference (Gritten and King 2006) [29],
also including a number of articles written by eminent semiologists among which Robert
Hatten, David Lidov and Raymond Monelle. In the same year Altenmiiller, Wiesendanger
and Kesselring [30] published another volume on musical motions mainly based on
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neurological research. Another collection of essays has been edited by Rolf Inge Godgy
and Marc Leman [31].

One of the most interesting theories which connect the idea of motion to that of
musical meaning is the “mimetical hypothesis” by Arnie Cox [32] published in the
collection edited by Gritten and King. While in other contexts musical meanings tend to
be identified with emotions, in this case they tend be related to gestures. Three kinds of
gestures are always subconsciously present in musical listening according to this theory: a
sort of “imitation” of the gestures of the performers (observed, but also imagined or
remembered), a sub-vocal “imitation” of sounds produced by a voice (but also by particular
melodic instruments); the third is an “a-modal imitation”, empathic corporeal resonance
of visceral exertion connected with sound production. Probably the sense of music is not
only connected with images or concepts, but also with implicit sub-conscious gestures like
these. Music is bodily, non only mentally, understandable.

This kind of embodied meaning is also an excellent introduction to the study of
music performance. In the European classic tradition there are substantial differences
between a score and its execution: more than seventy years ago H.G. Seashore (1937) [33]
noticed that no performance faithfully followed the indications of the written notes of the
score. Observations like these gave rise to the idea of “expression” in music, normally used
in this field: since the initial articles on the subject (Gabrielsson 1987) [34] the term
“expression” has come to imply a deviation from the score prescriptions. If we think of the
idea of embodied meaning we can understand the origins of such deviations: the human
body, when performing music, has its specific needs. A number of experiments clearly
showed, for example, that human performers cannot reach the absolute precision of an
automatic computer performance of a score, and that in order to obtain a “human like”
performance a computer must simulate the “errors” that human bodies and human minds
normally introduces in the rendering of a score. The annual competition proposed by a
group of Japanese researchers, named “rendering contest” (Rencon), contains an
interesting repertoire of such systematic errors (2011) [35]. Unfortunately, though, the
concept of “expression” in performance neither coincides with that of emotion nor with
that of musical sense. Its dimension is different and its definition is particularly
problematic. A good example of problems like these is given for example by Nicholas
Cook [36] in his analysis of different performances of Chopin’s mazurkas.

Independently from gestures and embodied meaning, the main aspect in this
respect is that listening to music needs performance and duration in time. Music is not a
static phenomenon, and for this reason it cannot be simply compared to language and
verbal meanings, but also to other uses of language: for example to narrative [37].
Properties such as the presence of different temporal phases (beginnings, developments
and endings), in other words of changing time, are of primary importance in musical
listening. The theories of musical time developed by Michel Imberty in all his principal
works, and now synthesized in his last book [38], provide an excellent analysis of the
problem. In different ways Leonard B. Meyer [39] posed similar questions with his theory
of musical expectation (the so called “implication- realization” process) and several
followers of this theory added further research to his initial formulation (Huron) [40].

The just mentioned concepts and problems, and principally the idea that music
composition is a deeply different activity from music performance and musical listening,
clearly shows that musical sense cannot be reduced to unique and individual dimensions.
Semiotic theories, and not only cognitive or emotional or biological theories, deal with
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the same problem: for example Nattiez and Molino pose this premise at the basis of their
tri-partition theory [41] where poietic activity has a relative independence from the
aesthesic one. Moreover one can mention that music, like all forms of human exchanges
and relationships (for example between composers, performers and listeners) is a collective
and social phenomenon, and its sense is strongly dependent on different points of view
and above all on cultural points of view. In the field of music execution itself a particular
problem arises: not only are there expressive differences among players but there are also
cultural transformations in the styles of performance. Expression is not a stable entity,
because it is strongly influenced by collective trends: the sociology of culture has the
specific aim of studying problems just like these. Only on this basis, for example, we can
avoid the fallacious idea that understanding the sense of music is a subjective fact and that
each listener is allowed to give legitimate interpretations of his/her listening.

Music and the sociology of culture

Tia DeNora [42] [43] says that the universally spread ideologies and beliefs
regarding classical music (for example, rapt listening, a hierarchy of musical tastes and the
presence of a canon of works) have a relatively short history: they were born in Vienna in
the years of Beethoven and were confirmed by the German aesthetic tradition of the
Nineteenth century, and in the 20th century by musicologists and philosophers like
Adorno and Dahlhaus. Ideologies on music are obviously spread because they are
necessary to give orientations to human choices (and not only in music), but I agree with
DeNora that their nature and socio-cultural origins must be known and clarified. For this
reason | think that a discipline such as the sociology and the history of culture is of
primary interest even in the field of semiotics and of the reconstruction of the sense of
music. Understanding music and discussing its sense cannot produce a unique and
unquestionable meaning as could be the meaning of a word to be described in a dictionary.
[t inevitably means a profound knowledge of the socio-cultural conditions of its
production and of the personal ways used by each composer to dose and filter the
collective conditions of his/her epoch, and means also the knowledge of the
transformations that the sense of music acquires in different epochs and cultural
conditions: the intertextual analyses presented by Monelle in his books are, in this respect,
absolutely convincing in their complexity.

[ also believe, however, that in the current versions of the history of music the
problem is normally underestimated and a correct reconstruction of a cultural history of
musical styles in European music is still lacking, with the exception of a very few cases
(e.g. Faure) [44]. In a book published some years ago [45] two colleagues and I developed a
theory of musical grammar based on the idea that a musical style is a structural
phenomenon made up of a complex construction of different structural layers, but that the
existence of structures and layers like these does not necessarily possess an explanation in
itself. Each singular musical structure (a duration, a pitch and so on) is “poietically”
chosen by a composer who in his/her choices must take into account the “aesthesic”
conditions posed by listeners, who must understand and accept the meanings intuitively
included in such choices. The grammar of a style is a continuous negotiation between the
composer’s intentions and the listeners’ agreements. Musical styles in their evolutions are
collectively guided by social conditions: conditions given by time (for example we
normally speak of a “baroque” style distinguished from “renaissance” or “classical” ones),
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and conditions of geographical space (in the baroque epoch we speak for example of
French, or Italian or German styles). Leonard B. Meyer in his book on style [46] made
analogous assertion when he spoke of the connections between musical styles and social
ideologies. In our study, however, we tried to give a more detailed example of a specific
musical style (that of a book of chamber arias by Giovanni Legrenzi) which involved a
complete reconstruction of all its grammatical choices and the production of a computer
programme able to simulate arias in that style.

One of the more interesting applications of this discipline to a musical context is
the analysis of youth movements in the Sixties of the past century in connection with
youth music, and the explosion of rock styles. Young people, according to classic studies of
Simon Frith, Philipp Tagg, and others, elaborated moral, social cultural values that had
antagonistic valence toward the dominant traditional values, and music (and not only
music, but also literature and other arts) closely reflected them in the structural and formal
grammars of new popular musical styles [47] [48].

Ethnomusicologists and anthropologists have long known that each different
culture has its own legitimate forms of belief and its traditional behaviours, and that their
music must correspond to functions and expressions that are understood and appreciated
by the members of such societies. On some occasions interchanges among cultures can
create other aesthetic problems: for example when the music of a given culture is esteemed
and accepted by another culture. The most well known example is that of black music and
of the great variety of its contacts with Western music. In jazz music, mixtures and
“contaminations” became accepted and normal in the context both for black and white
society. In the already quoted article Tia DeNora gives the interesting example of the so
called bhangra beat, a form of Asian dance music used by young Asians immigrated to the
UK. The emergence of this use, “has offered young Asians a new resource for identity
development and for articulating their relationship to [...] the UK” [49]. Other examples,
however, have grown up in recent times due to the ever expanding power of the mass

media and technological tools. I am thinking, for example, of what Peter Gabriel called
“World music”.

The origins of music

The knowledge of so many different musical cultures, styles and functions,
inevitably led researchers to the problem of the origins of music, and gave rise to a new
musicological discipline endowed with its own methods, hypotheses and results. This
discipline can also involve aspects of the research into the sense of music, for example by
offering new perspectives on the relationships between music, verbal language, animal
cries, or by giving suggestions about the primitive social functions of music and the traces
of their survival in particular features of today’s music. Although from a methodological
point of view it has nothing to do with semiotic traditions, it can be important for the
research on the sense of music: I will try to indicate connections like these in the
following pages. After the publication of a book on the “origins of music” (Wallin, Merker
and Brown 2000) [50] many articles and books were in fact devoted to this topic, both
from phylogenetic and ontogenetic points of view.

[ shall start from phylogenesis and shall give a few examples that may have possible
connections with the problem of giving sense to music. I shall take them initially from a
special issue (Music and evolution) of Musicae Scientiae. Elvira Brattico and colleagues [51]
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propose a hypothesis of primitive functions of music based on the “hedonic experience” of
sound, with references to Darwin (e.g. bird calls) but also to recent neuro-biological
inquiries. A quite similar proposal is advanced by Emery Schubert in the same issue [52]:
after a discussion on the different possible functions of music and the exclusion of any
communication function (communication implies assertion and response, but response is
lacking in music), he proposes pleasure generation as the fundamental aim of music.
Martindale, Hauser, Dermott, Miller, Pinker (quoted in the article) adopt a similar point
of view. Steven Brown [53] develops a different idea: neurology and ethnomusicology
show that the most shared forms of “chorus” or “vocal blending” is not homophony, but a
“multi-layered polyphony” where short melodic motives are mixed with one another (as
in the pygmy polyphonies studied by Simha Arom). It is not unconceivable to speculate
that polyphony (or heterophony) actually preceded melody in the story of human
musicality. Brown uses the term “contagious heterophony” to indicate a collective practice
not only widespread among human beings but also among animals (he gives the example
of wolves). A practice whose principal aim is that of confirming the sense of belonging to
a group. Other examples could be cited, but the general context of the phylogenetic
origins of music is highly problematic: Dermott and Hauser (2005) [54] for example say
that the adaptive functions of music are so far a complete mystery: love, religion, war,
have been evoked on several occasions, but the possibilities of any proof are extremely
poor. Innate elements could be better examined taking into account ontogenetic clues
(developmental evidence), comparative hypotheses (animal “music”) anthropological
indications (cross-cultural events) or neurological analyses. In any case, we must say that
at present we are in a starting phase of the discipline. Inquiries like these, however, have a
powerful impact on the research into the sense of music: not, of course, regarding any
specific kinds of music or a particular work of art, but music itself as a human
phenomenon.

Another domain that is well studied, also because it can be experimentally
observed, is that of the ontogenetic origins of music. Particularly important in this field is
the study of mother-infant dialogues in the first periods of human life, which many authors
connect with the first human musical experiences. Ellen Dissanayake [55] and Sandra
Trehub [56] are present in the already quoted volume on the Origins of Music with two
relevant articles. Dissanayake speaks of the “multimodal” activity of temporally patterned
movements, able to control and coordinate, through vocalisations and gestures, the
emotions of the two participants. Regular and repetitive forms of rhythmic proto-
conversations and ritual gestures suggest that new-born babies possess an innate ability to
recognize and produce “isomorphic” activities produced by different (multi-modal)
perceptive sources: a mother uses her voice and the baby responds with analogous gestures,
and vice-versa.

Primitive music and dance are inseparably interconnected. Trehub insists on the
presence of such innate abilities by observing the problem from a cognitive point view: in
several experiences she demonstrated that young babies (from six to nine months old) can
recognise short melodies with the same intervals transposed in pitch. The same happens
with rhythms that are recognized as the same pattern if it is slightly accelerated or
retarded, but not if some duration is altered. Similarly, consonance and dissonance are
easily distinguished with a particular preference for consonance and dislike for dissonance.

Colwin Trevarthen [57] uses the term “intrinsic motivic pulse” to refer to the
tendency of babies (and then of adults) to express their “musicality” with expressive
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gestures. Michel Imberty, on the basis of Trevarthen’s results and the ideas of the
psychoanalyst Daniel Stern [58], proposed an intriguing hypothesis on the genesis of the
perception of musical time in infancy based on mother-infant dialogues: the first
perceptions of time in the minds of babies are produced by regularities in repetition and
expectation (the memory of past repetitions produces expectations of future repetitions:
time is perceived on the basis of this principle). Moreover, time is not an abstract event:
the exchanges between mother and infant imply vocal, tactile, motive, affective
stimulations (principally the pleasure of “being with”): vitality affects, in Stern’s
terminology. This genesis is connected with the individual’s future experience of music
and the tensional aspects of musical temporality.

SOME FINAL REMARKS ON THE ROLE OF SEMIOTICS IN THE INQUIRIES ON
THE SENSE OF MUSIC

In the last part of my paper I will deal with semiotic inquiries and Monelle’s
thinking in the field of musical sense. I shall start from the word itself I used in the title of
my article. Why use “sense” and not “meaning” as we often find in literature? First of all I
should observe that this is the word that Monelle adopted in one of his books, but there
are also other motivations: in my opinion, the use of “meaning” (when applied to music)
can have similar denotations to the use of “sense”, from the point of view of its reference
to musical facts, but it has different connotations when it is adopted outside music: while
“sense” can serve to describe e.g. human behaviours or feelings, “meaning” is more often
present when it indicates what is meant by a word. In other words it can evoke the notion
of “semantic”, and the idea of “musical semantics”: an idea that was in use at the
beginnings of semiotics when (as in the first book by Monelle) the comparison between
music and verbal language was necessary in order to shed light systematically on analogies
and differences between the two communication systems. Now the comparison is by no
means exhausted, but the problem of verbal semantics applied to music has been clarified:
musical meaning (or musical sense) is much more complex than initially thought and in
any case is not to be considered as a “lexicon”.

The practice of musical criticism or hermeneutic interpretations was well aware of
complexities like these. It did not, however, have the purpose of discovering what was the
sense of music, but simply tried to manifest in words the interpretation of a specific piece
of music. Musical semiotics was a different phenomenon: when it came into being in the
1960s (the first International Conference, organized by Gino Stefani [59], was held in
Beograd in 1973) its aim was not simply to interpret or to analyse pieces of music, but to
study music in scientific terms as a means of communication. This was the reason why
linguistics was so important in the early phases of the discipline. Another concurrent
discipline did already exist in the field of music: music analysis, a solid tradition that had
more than a century of experience. It, however, did not have the specific aim of
discovering the sense of music, but only of describing its structural mechanisms. For
reasons such as these, semiotics was a new discipline initially distinct from musical
criticism and from music analysis.

Now, many disciplines interested in music, implicitly have aims that can coincide
or can almost be compared to that indicated by Monelle in the title of his book: the sense
of music. As we saw in the previous section on multidisciplinary research, a sort of
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“Sensology” of music (obviously different from “semantics”) hovers around a wide area of
scientific interests: many disciplines are becoming involved in the search. In my opinion
the concurrence of different contributions can not only be useful, but in some cases risks
to be essential for the future imaginary new discipline we are speaking about. But what
could the function of semiotics be in this complex context? On this subject Monelle wrote
words of exemplary clarity. In the introduction to his book on Musical Topic [60], he
emphasizes the importance of the discipline and makes distinctions from other concurrent
fields of research: the specific aim of musical semiotics, according to his conception, is to
clarify the logic of musical sign, and for this purpose, other disciplines he calls
“circumstantial interpretants” are not useful:

circumstantial interpretants — social and psychological considerations about
manifested performances, or discussions of the “emotional” effects of the music — are a
different matter, and are rather foreign to the world of semiotics. Semiotics is a logical
study. The logic of signification demands that we examine the sign, not its
manifestation.

The concept of sign, however, is differently described by different semiotic
traditions and does not have a unique, shared identity: Monelle for example (Linguistics
and semiotics in music) [61] points out that the semiotic tradition derived from Saussure
uses a concept of sign not strictly comparable with that derived from Pierce. Eero Tarasti
[62] makes use of signs taken from Piercian tradition such as icon, index, symbol, and so
on; but in other cases he uses concepts taken from Greimas: isotopies, spatial temporal and
actorial categories, or “modalities” such as “will”, “know”, “can” and so on. Each of such
kinds of sign has a definition and shows precise relationships between the components of
the sign process, but a systematically defined, and coherent notion of sign, useful for
managing in efficient ways the sign functions present in a piece of music are so far difficult
to find in the theory and in the practice of semiotics. One could also add that the same
can be said in the field of cognitive sciences and in the whole interdisciplinary field I just
described. This is absolutely true, but with the difference that sciences like these do not
presuppose only “logical” relationships: their research always implies demonstrations based
on empirical evidence. One might provocatively add that if semiotic descriptions in
music were accompanied by empirical research they could be named “cognitive” instead of
“logical”.

In the concluding pages of my paper, I will not emphasize the difference between
semiotic and empirical research: I will try to follow the different path of emphasizing the
analogies. In fact, it is true that the two kinds of research methods have nearly nothing in
common from a methodological point of view, but it is also true that they have the
common aim of explaining very similar events. I shall now try to develop this idea (or at
least risk this bet) by means of some examples, principally (although not exclusively)
taken from Monelle’s texts.

In the issue of the journal Music Analysis published in 2010 and devoted to
emotional research there is an article by Tom Cochrane, whose title is: “Using the persona
to express complex emotions in music” [63]. It is enriched by a number of references to
philosophers such as Davies, Kivy, Levinson, Robinson and others. Its fundamental aim is
to explain why a listener while perceiving music, automatically and unconsciously
transforms his/her perceptions into the behaviours, attitudes or forms of thinking of an
imaginary person. Who could such an imaginary person be? The composer? The music
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itself, interpreted as a generically human event? Psychological research takes the problem
into account, though it does not possess, so far, efficient theories able to exhaustively
explain this mechanism. There is however a singular coincidence: Monelle in his
deconstructive analysis of the composer’s presence in a musical text (The sense of music)
[64] takes into consideration the same problem but from another totally different point of
view. He is interested in discussing the manifold subjectivities encountered within a
literary novel (and possibly also within a piece of music): the narrator, the characters, the
hero, different social voices and so on. He sets out to discuss them in relation to the
presence of the author but above all to analyse the logical procedures present in such
relationships and the possible “intentional fallacy” of their presence. Obviously these two
presented examples are of a different nature: a psychological presence can be active in a
listener’s mind even if it is “fallacious”, or not logically correct. But from a comparison like
this, there clearly emerges, in my opinion, a partial coincidence between the aims of two
such different disciplines. Once again I emphasize that both one and the other can be
useful in trying to clarify the phenomenology of musical sense.

In another fragment Monelle (Musical topic) [65] discusses the conception of music
as an abstract construct: he uses the word “abstract” to indicate the traditional idea of a
music whose meaning is viewed in music itself (a problem we already mentioned in the
previous pages of the present paper):

we may find heroes, riders, journeys, pomp, ceremony, weeping and dancing, [...] the
church and the salon. The tradition of abstract analysis, focusing on development
distribution, comparison, had obscured this obvious fact [...] Music [...] must always
escape the constraints of meaning: it is [following Adorno] a “concept free discourse”,
and [according to Levi-Strauss] “a grammar without semantics”.

[ can add two remarks to this statement. From one point of view I only partially
agree with Monelle’s thinking: it is true that an absolute or “abstract” music analysis tends
to obscure musical meanings that listeners actually perceive. It is also true, however, that
musical meanings, in order to become music, have to be incorporated in structural features
(chords, melodies, rhythms, timbres and so on) that are organized by structural
constraints, endowed with conventional rules, governed by precise rules of style. From this
point of view the abstract study of music can have an important function: that of allowing
or facilitating the interpretation of possible connections between musical structures and
musical sense. While it is true that analysis and the study of musical sense (mostly in
critical and hermeneutic traditions) have evolved as two substantially different disciplines,
endowed with different methods and aims, they are nevertheless at the borders of one
another, and the great worth of semiotics has been that of proposing to study their
relationships: a good example of a sort of interdisciplinary research.

The most interesting point of connection between semiotics and other fields of
research, however, is to be found in the concept of “topic” (another of the key-words used
by Monelle in one of his titles). Monelle’s reflexions on the theories of Pierce and on the
concept of “interpretant” lead to the idea that musical structures are to be conceived as a
cultural objects in connection with other cultural objects. The analytical technique of
topics provides the best demonstration of this principle: it is based on the association of
complex but clearly defined sets of structural features with particular cultural objects such
as affective phenomena, concepts, images, social values, collective behaviours and so on.
This can be exemplified by the topics of the horse extensively studied in the third of
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Monelle’s three books; the image of the horse, in fact, is a cultural object widely present in
the minds, in the affective reactions, in the social behaviours and conventions of
European society, even if the “sense” of the horse can be different if we consider social
classes, epochs and geographical locations. It can, though, have possible links with
inquiries present in cognitive theory, in the theory of emotions and of gestures, in cultural
studies, in ethnological and anthropological research. In other words, the study of cultural
objects cannot be considered as a specific subject of semiotic research: the methods are
different, but the contents can be the same.

In the practice of the study of “topics”, the association between musical structures
and their expressive contents is considered scientifically correct only if it is historically
documented by a great (or simply a sufficient) number of musical pieces: the scientific
results or the study of a given topic can be validated by demonstrating that in a well
defined musical style, for a particular musical genre and in a precise local area, an
agreement did exist between composers and listeners, according to which the complex set
of musical features could be interpreted to mean something (for example the image of the
horse) shared by all those concerned. In this context we can assert that we have a “neutral
level” (according to Nattiez’s terminology; “abstract” according to that of Monelle) and a
coincidence between poietic and aesthesic intentions and reactions. These requirements
can serve to distinguish the scientific validity of this approach from traditional musical
hermeneutic and criticism, and also from other examples of so-called “semiotic” research
that is often not so rigorous, when it is based on simple assertions and not on precise
demonstrations.

A researcher coming from cognitive studies could raise some objections about this
methodological procedure: for example that the method is not supported by empirical
evidence, because it does not verify if the associated contents are actually perceived by
listeners. This could be considered a good example of what I previously defined as the
need for negotiations between disciplines. In this imaginary case a follower of semiotic
topics could in turn raise his own objections: in all empirical sciences the need for
evidence like this is limited to today’s subjects, in this case the listeners, not to mention
the difficulty to distinguish the competent from the less competent listeners (always open
to infinite discussions and difficulties) while the aim of the topic is to describe the variants
of the cultural object “horse” according to different epochs and kinds of society. Today’s
reactions to the topic of the horse could be considered no more than one of the many
possible variants. Moreover it must take into account the fact that the place of horses in
our society is strictly reduced and that our relationship with horses is largely mediated by
films and television.

So, can negotiations like these obtain positive results? Can different research
methods become so intellectually conscious as to compare results coming from different
intentions and traditions? For the moment I have no reply to such questions. I leave them
open, it depends on too many variables. I shall simply claim that the study of the sense of
music is still in an initial phase of its development: our imaginary “Sensology” is only a
dream for the future. [ shall limit myself to two final considerations: that Raymond
Monelle has given a substantial support to the concrete existence of this field, and that
semiotics, even though methodologically different from other sciences, can be considered
as one of the components of the multidisciplinary context I nowadays believe necessary to
explore the mysterious world of the sense of music.
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ABSTRACT

In his thought-provoking book, The Sense of Music,” Monelle expanded our standard
topical universe backwards and forwards in musical history. However, his target was not
confined to establishing a wider lexicon of musical topics, but more radically: to reject the
receptiveness for any “purely” musical signs (theoretically accepted by some semioticians)
in favour of the apprehension of music as essentially a signifying medium. In his chapter,
Allegory and Deconstruction, furthermore, he formulated an even more far-reaching
assertion, stating that “the listener to music listens to music listening to itself”, with J. S.
Bach's Fugue in A flat Major BWV 886 (WTC Il No. 17) as a case in point.

The concept of allegory is closely related to the concept of irony, as was already noted by
Schlegel (i.e., his famous fragment “all active wit is allegory = mythological irony”). This
work shall delve into the correlation of the two concepts, and argue that while Monelle's
interpretation is revealing in terms of methodology, it is also questionable on several levels.
The most crucial amongst them are the semiotic significances of the fugue's main topics,
the account on the alleged deconstructive tendency of the piece (or what Monelle,
following Paul de Man, calls “allegory of listening”), and the claim that the Bach example
could in principle be paralleled with other works.

As instrumental music covers a shorter span of history than vocal music or literature, its
expressive tropes need to be scrutinized with further historical sensitivity. Comparing
Monelle's analysis of Bach's fugue with my own analysis of the final movement of C. P.
E. Bach's sonata Wq. 65/17 in G minor, I will show that the latter's work manifests self-
reflexivity and ironic “semiotic strategy”, to use Umberto Eco's phrase, and draw
attention to the significations of stylistic and cultural disparity of works from different
historical contexts.

INTRODUCTION

At the outset of chapter 8 in The Sense of Music, entitled “Allegory and
Deconstruction”, Raymond Monelle presents an intriguing reading of J. S. Bach's Fugue in
A flat Major BWV 886 (WTC II No. 17) [1]. Monelle meticulously unveils the riches of
complexities of this piece, concentrating on the topical tension that emerges from the
juxtaposition of the fugue's main subject and countersubject, and on the peculiar
relationship between the fugue and its ancestor version (The Fughetta in F Major BWV
901). However, scrutinizing the Bach fugue in fact serves as a springboard for a much more
inclusive object than topical decoding and comparative analysis of textual revisions; the

! Monelle, R., 2000. The Sense Of Music: Semiotic Essays. Princeton: Princeton University Press.
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incentive of Monelle's reading is ultimately to convince us that music is inherently a
signifying medium, irrevocably denied of the ability to convey “pure” signs (or what he
calls “objective” musical figures), and is “bound to deconstruct itself” [3]. More
specifically, Monelle makes conclusive assertions regarding (1) the semiotic significations
of the fugue's key topics, (2) the fundamental deconstructive tendency of the fugue in
relation to the fughetta, and (3) the immanent deconstructive nature of music in general,
which he dubs “allegory of listening”.

In what follows I shall examine each of these claims (concentrating on the first
two), and, by delving into on the relation of the concept of allegory to that of irony,
propose an alternative reading of what seems to be latent in Monelle's own text.

Allegories of Listening

Allegory is an act of invoking something by way of pointing at something else. In
allegory, as Walter Benjamin argued, “Any person, any object, any relationship can mean
absolutely anything else” [4]. For the post-structuralist critic Paul de Man, the
discontinuity between signs and significances is not confined to the sphere of figural tropes
but is implicit in our desire to understand the world through language. According to de
Man all texts inevitably demonstrate their own narrative instability, which is why all texts
are allegorical, and why for him “allegories are always ... allegories of the impossibility of
reading” [5].

Following de Man's concept of “Allegories of Reading”, Monelle asks whether it could be
shown that music too is an “Allegory” in the deconstructive sense, i.e., that reading (or
listening to) musical texts can reveal their inherent instability. He believes that the Bach
fugue is a particular pertinent example, albeit not unique.”

Topical and intertextual significations in BWV 886

Monelle locates arrays of contrarieties in the symbolic connotations of each of the
two principle ideas in Bach's A flat major fugue.® The fugue's subject, with its metric
agility, diatonic progression and intervallic leaps, “comes from the world of the trio
sonata”, whereas the first countersubject, which consists of even note values in a
descending chromatic fourth (the passus duriusculus), is a Lamento which belongs to the
world of liturgical or theatrical music [6]. The two figures thus represent a set of binaries,
which, according to Monelle, include easeful vs. painful, modern vs. ancient, rational vs.
mystic, chamber vs. church, diatonic vs. chromatic, metric vs. a-metric, instrumental vs.
vocal, string vs. organ and abstract vs. symbolic [7].

Such marked juxtapositions of clashing topics are labeled by Robert Hatten as
musical “Tropes”, which he define as “the bringing together of two otherwise incompatible
style types in a single location to produce a unique expressive meaning from their collision
or fusion” [8]. But Monelle wishes to differentiate the meanings of each of the musical
topics in the Bach fugue, in order to put them in an allegorical relation; for this purpose he
classifies the two “style types” applying Charles Sanders Peirce's typological classes of

* Monelle also mentions his own analysis of Peter Maxwell Davies's Antechrist, and point towards Haydn's
“Representation of Chaos” from his Schipfung. (Monelle, The Sense of Music, pp. 206-07). Monelle returned to
Bach's fugue in order to reaffirm its allegorical significations in yet another article. See [2].

? See appendix example no. 1 (the opening bars of BWB 886).
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signs (icon-index-symbol), which play an important role throughout his book.* Hence,
the Corellian-trio-sonata subject is an indexical sign because of its suggestiveness of ... a
Corelli sonata,” whereas the Lamento countersubject is both indexical and symbolic,
because it is not only connected with vocal, instrumental, sacred and secular genres, but is
also associated with mournful sentiments [9].

Already here we face some interpretive difficulties. The juxtaposition of the trio
sonata topic and the Lamento topic does not produce as vigorous a tropological contrast as
Monelle argues. On the one hand, as fugal movements are a salient sign of the sonata da
chiesa repertoire,® the fugal subject can be strongly connected to the same liturgical world
of the Lamento countersubject. Its rising and descending diatonic tetrachords are obviously
associated with more innocent and spirited sentiments than the chromatic Lamento
tetrachord, but it is precisely their adjacency that can make it symbolise elevation, blissful
or celestial feelings. On the other hand, the Lamento countersubject receives here too
much symbolic weight. Monelle objects Peter Williams's assertion, according to which by
Bach's day instances of instrumental chromatic fourths became traditional and acted
grammatically or rhetorically rather than symbolically [10]. Monelle's concerns are of
course that if we “objectify” the Lamento topic as a cliché we sterilize its meanings; but
that is in fact what Bach does here. As David Ledbetter reaffirms: “Of all the triple
counterpoints that include the Lamento bass which Bach used in his keyboard works, this
is the most ordinary” [11].

Even if we leave aside the Peircean typological classes of signs, the fugue can be
shown to produce a rather mild trope. First (and this is perhaps the most important reason
for the decrease of markedness of this particular Lamento as a symbolic sign), Bach uses the
Lamento in the major-mode context of the piece — a fact that went unmentioned in
Monelle's analysis even though it bares major semiotic implications — which bleaches its
painful/mournful stamp.” Second, Lamento subjects are frequent visitors in the trio sonata
world, especially in da chiesa sonatas, so their assemblage with more "abstract" (trio
sonata) subjects is of no great surprise.® Third, there is a second countersubject in this
fugue, and even though Monelle mentions it, he neither classifies its typology nor

*In a nutshell, Monelle maintains that a musical icon is based on figural resemblance (literal imitation of the
signified), a musical index is based on figural causality (stylistic reference to the signified), and a musical symbol is
based on figural contingency (agreed cultural code with no direct connection to the signified). As Monelle
demonstrates throughout his book, topics are usually compounded of more than one sign type.

> Monelle does not fully explain this classification otherwise than by saying that the trio sonata subject is
“connected with court and drawing rooms, and thus with the tone of stringed instruments, with rationalism
and enlightenment, with the spurious stability of hierarchic society, with sophisticated badinage.” Monelle, R.,
2000, pp. 199-200.

Monelle himself acknowledges the affiliation between trio sonata subjects and imitative procedures (Ibid., p.
200).

7 A similar case can be found in Bach's Violin Sonata in C Major BWYV 1005. Here too Bach builds a fugue
with a dance-like subject and a (major-mode) Lamento countersubject, written in “alla breve”, to add an
archaic, liturgical, flavour. But as in the A flat Major fugue, this lovely movement does not raise any sense of
"allegory".

8 Some illuminating examples can be found in Corelli's (trio) sonatas da chiesa Op. 1 No. 2 in E minor (second
movement, mm. 22-28) and Op. 3 No. 9 in F minor (first movement, mm. 1-4). In his trio Op. 1 No. 11 in D
minor the second movement actually opens with a Lamento subject in imitation (mm. 1-8); but since
descending chromatic fourths are so common in that era, one should not be surprised to find a glimpse of them
even in da camera pieces — such as Corelli's Op. 4 No. 1 in C Major (second movement, mm. 48-49).
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addresses its reconciling functionality.” Fourth, as the convention of a fugue requires
repetitions of simultaneous subjects and countersubjects, each repetition of the fugue's
trope necessarily undermines its effect, as our mind quickly drifts along with the fugue's
bewitching harmonic escalation.

This brings us to Monelle's more radical claim, according to which the conflicting
topics of the work bring about a “special” listening to bars 24-50 (from the point where
the original fughetta ended to the end of the fugue), where tonality becomes increasingly
precarious until it almost falls apart [12].

No doubt, the newer part of the fugue is more adventurous in is chromatic and
flattening tendencies than whatever happened in the fughetta. But that does not yet
justify the analogy Monelle draws between Bach's fugue as a whole and Marcel Proust's A
la recherche du temps perdu, in which, as de Man maintained, two authorial levels (the
auteur and the protagonist) converge and undermine each other's narrative (and thus
represents a masterpiece of allegory of reading). The move from the older part of the fugue
to the newer part is just as smooth as the juxtaposition of the two main topics, and none of
these aspects produces a sense of authorial ambiguity;'® at best, we can maintain that
listening to the fugue — bearing in mind the fughetta — adds an apparent intertextual
fragrance to our experience. But intertextuality does not necessarily produce
deconstructive allegories.'! Furthermore, the “harmonic labyrinth”, as Monelle names the
supplementary part of the fugue, by no means harms the movement's organic emotional
affect. Certainly there is a link between the affective cohesion of the fugue and its
structural unity; but more importantly: the chain of contrasts indicated by Monelle is part
of the Baroque hybrid "Langue", which in itself does not call for a reflexive interpretation.
Not only that the second part of the fugue does not threat to undermine the preceding
part, but as the fugue progresses it fulfills the latent harmonic boldness that was cut short
in the fughetta, and gradually relinquishes itself from its initial symbolic weight.

And why should we confine our interpretation of the fugue solely to its intertextual
relations with the fughetta? As a matter of fact, the fugue's intertextuality could be traced
back to Corelli's (da chiesa) violin sonata Op. 5 No. 3, the first two bars of which are quoted
in Monelle's book (p. 200). Had he given us the bass part from Corelli's sonata, we would
have easily recognized a descending (diatonic) tetrachord accompanying our "indexical"
subject, which, a few bars later (at bars 12-13) appears in the parallel minor-mode,
Lamenting chromatically.'? A different interesting intertextual moment appears towards the
end of the fugue, right after the climatic fermata (at bars 46-47), when we unexpectedly
recognize the motive that ends the “ritornello” from the first movement of Bach's Italian
Concerto in F Major (bars 24-26) — a work written in the same key as that of the fughetta. 13

% Note the abundant of descending diatonic tetrachords in the second countersubject, which take their
dexterity from the trio sonata subject and their falling motion from the Lamenting first countersubject.

19 In this respect, the Bach example is much closer to, say, Wagner's bacchanale addition to the later version of
his Tannhiuser overture.

1 Of course, taking into account the habitual practices of parodying and rearranging musical works during the
18th century, one should be careful not to confuse intertextual relations that were generated by pragmatic
considerations with works that produce intentional intertextual meanings. Indeed, intentional intertextuality
occurred throughout the history of western music, and in this respect many mid-ages works — utilizing self
parodies and emblematic allusions — are more allegorical than Bach's fugue.

12 Another notable resemblance can be found in a short transitional motive which runs both at the first half of
bar 3 in Corelli's work and at the first half of bar 5 in Bach's work.

¥ N.B., both the final bars of the “ritornello” section and their equivalent passage in the fugue lead to a
deceptive cadence before arriving at the anticipated PAC.
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Taking into account such intertextual instances will necessarily alter our listening
experience and interpretation, albeit not necessarily turn them into allegories of listening.

At one point in his chapter Monelle claims en passant that with the emergence of
the later part of the fugue the music leads to “aporia” [13]. This word, which in ancient
Greek stood for a state of conscious bewilderment, brings us closer to the more reflexive
levels of music hermeneutics. In many of Plato's dialogues, Socrates interrogates his
educated conversational partners to the point where they admit to arrive at a state of
aporia. Socrates is of course known for pretending to be an ignorant, and this feign
incompetence, which originated in Greek comedy, was named eironeia — from which the
modern word “irony” is derived.

Between Allegory and Irony

In daily use, allegory and irony are chiefly associated with rhetorical tropes that
express a gap between what is being said and what is actually meant. But ever since
Friedrich Schlegel's cardinal contribution to the romantic discourse of self-reflexivity,
allegory and irony share a deeper meaning that transports them to the sphere of
philosophy. For Schlegel, the lack of cohesion between signs and significances expresses
the “disjointedness” condition of man, for whom not only is the “absolute” outside of
reach, but also self-comprehensibility. '

Schlegel famously depicted irony as a “constant alteration of self-creation and self-
destruction” and as a “permanent parabasis” [14]. Parabasis, another concept that
originated in ancient Greek comedy, means an “interruption of a discourse by a shift in
the rhetorical register” [15]. De Man explains that allegory's form is experienced as a
diachronic narrative whereas irony's form is experienced as a synchronic moment; thus for
him “irony is the permanent parabasis of the allegory of trope” [16] (the latter is the ideal
narrative coherence of the text, which irony disrupts). Marshal Brown adds another angle
to the relationship between allegory and irony, explaining that “irony is allegory freed of
the melancholy inherent in the inability to express its meaning directly” [17]. The
freedom from melancholy is what connects irony to wit (but not necessarily humour).

Romantic irony plays an important role in the sphere of art. “The ironization of
form”, writes Benjamin, “is like the storm which lifts up [aufheben] the curtain of the
transcendental order of art and reveals it for what it is, in this order as well as in the
unmediated existence of the work” [21]. Gary Handwerk's analysis of the ironic in art can
clarify Benjamin's metaphor. “As a technical device”, writes Handwerk, “Romantic irony
has most typically been identified as the disruption within a text or performance of its aura
of aesthetic illusion” [22]. Handwerk maintains that shattering the facade of aesthetic
illusion in artworks can take shape in either a direct intrusion by the author, in self-
reflexive actions of the protagonists, or in abruptly disjunctive transitions between

15 16

narrative registers. Within the context of instrumental music, the last category is of special
importance.

' Schlegel followed Fichte's argument, according to which the mind is prevented from fully understanding
itself, because self-reflexivity means that the subject has to split and reflect on itself as an object.

> On irony as allegory and wit see: [18]

16 On the serious sides of irony and its relation to music see [19] [20].
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Ironic fragmentations in Wq. 65/17

How can a fugue be ironically “deconstructed”? Hypothetically, Bach could have
undercut the fugue's conventions by much extremer measures. For example: he could have
had dilute the movement's polyphonic texture, or digress to another genre's convention,
or maintain the fugue but add something completely different — all of which would sharply
break (or break free, or break through) our expectations from a fugue. Needless to say,
such options are further removed not only from the specific context of the WTC, but of J.
S. Bach's world in general. But this is exactly what happens in the last movement of Carl
Philipp Emanuel Bach's G minor sonata Wq. 65/17 from 1746. "7

The movement opens with rapid arpeggios in a quasi-toccata style which in a flash
lead to a distinctly fugal subject, consisting of a clear rhythmic sequence and descending
chromatic steps (which, not incidentally, exceed the common interval of perfect fourth).
The monophonic subject stimulates our expectation (and most certainly — 18th century
listeners') for a proper answer with a countersubject — but that expectation never comes to
pass. Instead, a prelude-like hasty diatonic sequence takes over and leads into an abrupt,
almost comical, cadence; immediately thereafter the music digresses to a completely
different mood, with a cheerful theme accompanied homophonically, starting
unexpectedly on the sixth degree but quickly modulating towards the relative major.

The ironic feature of this opening escaped even one of C. P. E. Bach's music
experts, David Schulenberg, who argued that “If the [g minor] sonata [Wq. 65/17] gives
any disappointment, it is because the monophonic statements of the chromatic subject of
the last movement may suggest to some hearers the opening of a fugue, and of course the
subject receives no imitative development (nor any development at all)” [23]. But this is
listening to C. P. E. Bach's music through J. S. Bach's ears.

Emanuel Bach is deliberately frustrating us through a series of “parabases”. The
music deceives us on several levels (grammatical and semiotic). The two “toccata”
opening bars, though written in double-meter, could be heard as beginning in triple-meter
(3/8); the “fugal” subjects increase the metric ambiguity, sounding first in 3/4 (bar 3 and
first beat of bar 4), then retroactively, with the added pair of eight notes at the beginning
of bar 6, in 4/4. The mannerist cadence momentarily halts the music as if to restart
correctly, and indeed — it manages to reassure the metric flow; but the moment of metric
stabilizations overlaps with the moment of tonal destabilization (where it drifts away to
the parallel major).

These rhetorical eccentricities, taken together with the topical digressions, do not
allow an “automatic” (or “naive”) mode of listening. And indeed, once we have come to
recognize the irony of this opening, the rest of movement will be addressed with a more
reflexive orientation. The movement is written in a seemingly simple binary form (it
progresses from tonic to relative major, and, after the double line bar, returns to the tonic).
The secondary tonal area recalls motives from the primary subject in a manner not
uncommon in Baroque works, but reshuffles them in a somewhat disorienting way. Several
ideas presented in the first part of the movement are reintroduced after the double line bar
in a varied version (which is how Emanuel Bach usually "develops" his materials).
Thereafter, at bar 62, we encounter an early instance of a false recapitulation, with the

17 See appendix example no. 2 (the opening bars of Wq. 65/15).
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primary subject transposed to D Minor.'® At bar 88 we hear the short "toccata" in the
tonic, but before a true sense of recapitulation can be achieved the music modulates
without delay to the subdominant C minor, where the fugal theme is recapitulated. As a
matter of fact, the “fugue” theme is only heard once again — at the very end of the
movement — and its different key appearances throughout the movement recalls C. P. E.
Bach's Rondo works. Additional materials from the first part of the movement reappear,
though not in their expected order or key. The music skips through many of the secondary
tonal area motives (which corresponded to the primary subject), right to the modulatory
theme, at bar 98, now arriving at A flat major (the Neapolitan second degree). Only at bar
101, fifteen bars before the end of the movement, does the primary key begin to sneak back,
albeit the tonic chord is put off to the very last bar (and even the final bar ends with an
appoggiatura note, driving our expectation for a resolution to the very end of the piece).

This movement thus maintains a loose affiliation to several prominent conventions
(Toccata, Fugue, Rondo, binary Suite and Sonata movements). Even though analysis can
ascertain its sonata form, the continual suppression of our educated presumptions
regarding music genres and grammar makes our listening experience “aporiatic”: we begin
by thinking that we are listening to a fugue; then a secondary tonal area leads us to hear a
quasi-Baroque (suite? sonata?) movement; the appearance of a “development” section
affirms the sense of a sonata movement; which is quickly lost again, for the lack of a clear
(thematic and tonal) recapitulation; 19 the later restatements of the fugue theme in non-
tonal keys again confuses our formal orientation, for a rondo form now comes to mind; the
final restatement of what was the second tonal area in the home key shifts us back to the
sonata domain, but by now we are not sure anymore as to what we have been listening to.
As the movement progresses, the attentive listener are bound to listen reflexively not only
to the music — but also to the very act of his own listening.

The fragmentation of this movement — which, from a formalistic point of view,
might raise doubts regarding its organic cohesion and thematic development — is in fact a
typical sign of C. P. E. Bach's "permanent" semiotic witticism. What is so special in this
example, however, and what sets it apart from anything J. S. Bach ever did in any of his
boldest fugues, is how Emanuel Bach manages in setting an instantaneous ironic trope
consisting of a referent and its nonexistent “negative referent”?’ — the fugal subject and
the (never fulfilled) expectation for a countersubject!

Conclusions: The multivalent of (musical) texts and the plausibility of interpretational
readings

Monelle succeeded in expanding our understanding of the mechanism and spirit of
musical topics and how to assess their different levels. However, in his insistence that

18See J. Hepokoski's and W. Darcy's seven leading criterions for a false-recapitulation effect, to which Emanuel
Bach's movement mostly conform. See [24]. Most notable is probably the appearance of the secondary tonal
area theme at bars 72-79, prior to the “genuine” recapitulation at bar 88.

1 Browsing on C. P. E. Bach's famous Wiirttembergische Sonaten (Wq. 49/1-6) published in 1744 (two years
prior to the G minor Sonata) reveals that all of the set's opening movements (and about half of its closing
movements) already consist of “double” recapitulations. The formal digression found here should not be
attributed to an alleged “transitory” stage in sonata form history, but to a deliberate choice of the composer.

%1 suggest the term “negative reference” to distinguish between parodic phenomena — in which a certain
object is grotesquely exaggerated or distorted, and ironic phenomena — in which a certain object is referred to
by alluding to its opposite familiar qualities.
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“there has never been a gesture that was ‘purely musical”” [25] he exchanged one extreme
view (pure formalism, which he had rightly denounced) for another (an all-encompassing
music symbolism). As Kofi Agawu has shown, “purely” musical signs can converge with
topical signs in creating interpretational signification [26]. But what is at stake here is, of
course, a more fundamental predicament which exceeds the frame of music semiotics. It is
the unabridged gap between structural and post structural world views, for which I do not
pretend to offer any resolution. I can only quote from Umberto Eco's important text on
interpretation, which can direct us in what strikes me as a most productive path:

One could object that the only alternative to a radical reader-oriented theory of
interpretation is the one extolled by those who say that the only valid interpretation
aims at finding the original intention of the author. In some of my recent writings |
have suggested that between the intention of the author (very difficult to find out and
frequently irrelevant for the interpretation of a text) and the intention of the
interpreter who (to quote Richard Rorty) simply 'beats the text into shape which will
serve for his purpose', there is a third possibility. There is an intention of the text.

[...] To recognize the intentio operis [the intention of the text] is to recognize a
semiotic strategy. Sometimes the semiotic strategy is detectable on the grounds of
established stylistic conventions. [...] Naturally, I can witness a case of irony, and as a
matter of fact the following text should be read in a more sophisticated way. [...] The
internal textual coherence controls the otherwise uncontrollable drives of the reader

[27].

But there is a historical context to consider too. To assume that every work
inevitably deconstructs itself is to risk flattening the significations of stylistic and cultural
disparity of works from different historical periods.?' As instrumental music covers a
shorter span of history than vocal music or literature, its expressive tropes need to be
scrutinized with further sensitivity. Thus, the irony found in C. P. E. Bach's music is not
an indication of an immanent deconstruction tendency in music, but rather an
idiosyncratic “parole” that emerged in a specific time and place, and which represents a
“moment” of artistic self-reflexivity regarding music's “free” play of sounds and what they
stand for.
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APPENDIX

Fugue XVII
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Example 1. J. S. Bach, Fugue No. 17 in A, Major BWYV 886, opening entries



Allegro pssa

Example 2. C. P. E. Bach, Keyboard Sonata in G Minor Wq. 65/17, opening
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How Rhetorical Signs Narrate by Tropes in
Performing Handel’s Giulio Cesare

Marjo Suominen, MA, The University of Helsinki, FI

ABSTRACT

Handel was a creator of skilfully set musical moods and ideas. He merged traditional
German based harmonic of contrasts with Italianate-French musical rhetoric of affections,
which he formulated into originally inventive expression of tonal palette. Giulio Cesare in
Egitto, is one of his all-time most successful operas. I will examine Handel’s rhetoric
based musical applications of emotive methods occurring in his Giulio Cesare, which
function as opera’s alternatives, giving narrative clues by hunting, military and pastoral
tropes for different performance views.

OUTLINES FOR A RESEARCH

Classical rhetorical applications were central to all artistic renditions during the
18th Century, and allegorical context via musical decoration reveals contemporary
(didactic) messages. I apply the theory of affects in music appearing in the writings by
Handel s colleague Johann Mattheson grounded on Classic Aristotelian and Cartesian
ideals. These are seen against Ciceronian rhetoric thinking, which belonged to Handels
basic schooling in Halle, his town of birth. Also, this relates to so called Hippocratic-
Galenic four elements, by which I will show the different representations of the opera’s
characters as cathartic (ethic) implication. Studying Handel’s metaphors of love in Giulio
Cesare in Egitto, I will introduce how they are depicted by the arias, through hunting,
military and pastoral associations, as a prevailing message. The atmospheric tone paintings
of the arias answer the following questions: how is love defined in Giulio Cesare in Egitto?
What kind of musical signs and metaphors are found? What will these convey and how
will they communicate through different interpretations? Love is an essential theme in
Giulio Cesare as a result of that the arias™ foci are interlocked by the affection tensions. [
will provide some fairly recent audiovisual performance examples of “epoch”/pastoral
(ENO, 1984), “satirical”/hunting (Sellars*, 1990) and “colonialist”/military
(Glyndebourne, 2005) perspectives of the work, adding those to different rhetoric ways of
thinking, i.e. those of the Italian, French and German musical rhetoric.

Handel wrote Giulio Cesare based on Nicola Haym s libretto, which was
inspired by a Venetian opera composed by Antonio Sartorio and libretto written for it by
Francesco Bussani 47 years earlier. Bussani’s version was based onsome historical sources
related to Caesar’s biographies (by Suetonius, Plutarch and Hirtius). Instead of the
political intrigue as the main theme, both Bussani and Haym chose to emphasize the
romantic junctions of the storyline in their librettos.As a framework of the musical
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analysis, I am applying the theory of affections in music appearing in the writings by
Johann Mattheson (especially in his Das Neu=Eriffnete Orchestre, The Newly-Reopened
Orchestra, 1713, also Der vollkommene Capellmeister, The Flawless Conductor, 1739).
Mattheson grounded his musical theoretical outlines on Classic Aristotelian and
Cartesian ideals (established first in Aristotle’s Rhetoric and later in Descartes” Les passions
de I'dime) which relate closely to performance practices of the work [1]. He connects
affections to musical figures. Mattheson refers in Capellmeister that melody is to be
directed for presenting affection [2]. To his mind the emphasis shifts from the composer to
the performer [3]. Mattheson regards rhetorical figures as musical devices [4]. He considers
musical figures identical and having such a natural status in the melody with rhetorical
counterparts, and being so well related, as if the Greek orators had derived their speech
figures from the art of the musical tones itself [5].

Method of affects is related to theories of emotion launched by classical
philosophers on responses to events as triggering bodily changes and motivating
characteristic behaviour. Different theories posit several ontologies of emotion and there
has been dispute about what emotions really are. Also emotions have raised questions
about their extent and contribution to rationality. In Handel’s Giulio emotions are been
seen via enhancing self-knowledge by Cartesian view, in which there is as an assumption
that one knows the best one’s own emotions but at the same time they can cause many
failures of self-knowledge by their misleading complexity. In Giulio emotions are been also
connected to morality, likewise they traditionally have been regarded as a threat to
morality and rationality which is reflected in means of vices and virtues: envy, wrath and
pride seen as common vices and love, compassion and sympathy as virtues. There were
three basic Hellenistic standpoints the Stoic by which emotions were irrational beliefs,
and one should get rid of all desires and attachments; Epicurean according to which one
should avoid pain creating pleasures since one possesses a rudimentary desire to aspire
pleasure, and Skeptic who viewed that beliefs itself were irrational and causing the pain.
All three schools emphasized the value of the absence of the disturbance in the soul.
Scottish philosopher David Hume suggested in the 18™ century that emotions as partly
constituted by desires, will help us to motivate decent behaviour and strengthen social life

[6]. (See Appendix Table I: The four humours.)

ON ORIGINS OF MUSICAL RHETORIC

There are three ground models for musical rhetoric, which are the affections seen
via pragmatic (French), semiotic (Italian) and rational (German) ideas and ideals.
Affections seen as:1) an effective discourse for persuasion, as pleasing through activating
the listener’s emotional intellectual response (the French way of musical rhetorical
thinking); 2) a relation between content (signified) and expression (signifier for beautiful
discourse) as ideal, perfection seeking by execution of skills of the performer (the Italian
way of musical rhetorical thinking); and 3) a rational insight by means of influence aiming
for moving / touching the soul, utilising the affections tools in music by intelligent ways
(the German way of musical rhetorical thinking).

I will examine my above-mentioned three audiovisual performance recordings
examples as instances of reoccurrence and remaking of Handel’s opera Giulio Cesare in
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Egitto. | have chosen these particular performance recordings, because they introduce the
different rhetorical / affection aspects.

Defining Musical Rationalism

Traces of the historical background for the concept of theories for musical
affections have occurred in oratory and rhetoric by Greek and Roman classic writers and
philosophers, Aristotle, Cicero, and Quintilian [8]. In philosophical studies the human
emotions were pondered by such writers as for instance Descartes, Hobbes, Locke and
Shaftesbury [9]. Affection was seen as an idealized emotional state, which was called as
pathos in Greek, affect us in Latin, Affekt in German, and affect or affection in English
[10]. It appeared in music starting from the late 15 century mentioned in writings by
Burmeister, Lippius, Mersenne, Kircher, Heinichen, Walther, Werchmeister, Scheibe, and
Mattheson [10]. Mattheson applies musical figurative theories by Burmeister, which he
uses as devices for constructing melodies relating them to affects [11].

The French philosopher René Descartes mentions musical affections relating them
to movements of the soul aroused by the art of the spoken theatre, already in his Abrégé de
musique | Compendium Musicae (1618): “[...] its [music’s] aim is to please and to arouse
various emotions in us...for in the same way writers of elegies and tragedies please us most
the more sorrow they awaken in us [12].” In the end of his treatise; he notes on methods of
the cadencial voice leading as compared to discussion of a speech by oratorical system, also
relating, finally, music to that of the poetry; that: “[...] a full cadence is necessary at the
end of a composition. During the course of a composition the avoidance of such a cadence
has a charming effect. This occurs when, so to speak, one voice seems to wish to rest while
another voice proceeds further. This is a type of figure of speech in music, just as there are
figures of speech in Rhetoric...poetry is supposed to arouse the emotions in the same
manner as music [13].” Later Descartes published his famous treatise Les passions de [‘ame
(1649) on affections, in which love (and hatred of which, vengeance is a subspeciesl; as in
Handel’s Giulio Cesare, love and vengeance are the basic affections), was among the main
(original, i.e. primitive) affections [14]. According to Deliege, the French composer, music
theorist Jean-Philippe Rameau talked also about affectional, conscious listening, in which
emotional elements depend on intellectual parts of meaning communicated through
interpretation [15].

In Italy, Gioseffo Zarlino called for the emotional unity of text, composition and
musical performance in his Institutioni harmoniche (1558), and Nicola Vincentino sought
for similarity between speech and music (1555). Furthermore, according to Carl Dahlhaus,
the Italian doctrine on musical figures emphasizes “Expressio textus” (the expression),
while the German one concentrates rather on “Explicatiotextus” (the explanation) [16].

In Germany, during the 18" century, rational, sensible thinking was seen as
cathartic, as an effect of purification. Johann Mattheson (1681-1764), was a Handel s peer
and colleague in Hamburg at the Géinsemarktoper, (which is now the Hamburg State
Opera) when Handel apprenticed together with him there to Reinhard Keiser (1674 —
1739), an opera composer, and the director of the Hamburg’s opera, in the beginning of
18™ century.

! See in Descartes” letter to Princess Elizabeth of Bohemia on Sept 1% 1645, The Philosophical Writings, Vol.
[11, The Correspondence.
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Mattheson’s Affections Settings Compared to Handel’s Giulio Cesare

Later, in his book Orchestre I (1713), Mattheson describes characteristic affections
for the 17 most practical keys as corresponding his temperament (which I have compared
to Handel s Giulio Cesare’s protagonist arias, as follows):

1. C: rude, bold also tender (Handel: Cesare: “Quel torrente”; brave, revengeful,
victorious)

2. c: sweet, sad (Handel: Cesare: “Empio”, Act 1, scene 3; indignant)

3. D: sharp, headstrong, for warlike and merry things (Handel: Cesare: “Presti”, Act 1,
scene 1; victorious)

4. d: devout, tranquil, also grand; devotion in church music, amusing, flowing

5. Eb: pathos, serious, sad, hostile to all sensuality

6. E: despair, fatal sadness, hopelessness of extreme love, piercing, painful (Handel:
Cleopatra: “Nondisperar”, Act 1, scene 5; ironic, scornful & “Piangerd”, Act 3, scene
3; agony, lamenting, revengeful & “Da tempeste”, Act 3, scene 7; fateful, affectionate,
victorious)

7. e: pensive, profound, grieved, sad

8. F: most beautiful sentiments, generosity, constancy, love (Handel: Cesare:
“Vatacito”, Act 1, scene9; revengeful, justifying & “Aure”, Act 3, scene 4; longing for
& Cleopatra: “V’adoro”, Act 2, scene 2; constant, affectionate, seductive /Parnasso)

9. f: tender, calm, profound, weighty, a fatal mental anxiety, exceedingly moving

10. f#: languishing, amorous, unrestrained, strange, misanthropic (Handel: Cleopatra:
“Se pieta”, Act 2, scene 8; suffering, revengeful, doubtful)

11. G: suggestive and rhetorical, for serious as well as gay things (Handel: Cesare: “Se
fiorito”, Act 2 scene 2; allusive, happy, enamoured)

12. g: almost the most beautiful, graceful, agreeable, tender, yearning, diverting, for
moderate complaints, tempered joyfulness

13. A: affecting and brilliant, inclined to complaining, sad passions (Handel: Cleopatra:
“Tutto”, Act 1, scene 7; potentialities, touching, impressive & “Venere”, Act 2, scene
7; impressive, touching, invocation/requesting)

14. a: plaintive, decorous, resigned, inviting sleep

15. Bb: diverting, magnificent, but also dainty

16. B: offensive, harsh, unpleasant, desperate character (Handel: Cesare: “Al lampo”,
Act 2, scene 8; revengeful, confirming &Cleopatra: “Tu la miastella”, Act 1, scene 8;
grand, anticipating, requesting)

17. b: bizarre, morose, melancholic [17].

[ have also compared Matthesons list of affections of the dance forms and agogic
markings to equivalents in Handel s Giulio Cesare, as follows: the list by Mattheson:

1. Minuet: moderate gaiety

II. Gavotte: exulting joy

I111. Bourrée: contentment & pleasantness; untroubled or calm

IV. Rigaudon: trifling jocularity

V. March: heroic &fearless

VI.Entrée: nobel& majestic

VII. Gigue: passionate & wvolatile ardour (Handel: Giulio Cesare: Cleopatra: “Tu la mia
stella”) Loure: proud, arrogant naturedCanarie: eagerness & swiftness

Giga: greatest quickness (Handel: Giulio Cesare: Final Duetto: “Caro! Bella!” ;folk like jig)
VIII. Polonaise: frankness & free manner

IX. Angloise: stubbornness

X. Passepied: frivolity (Handel: Giulio Ces: Cleopatra : “Venere bella”)
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XI. Rondeau: firmness or a firm confidence

XII. Sarabande: ambition_(Handel: Giulio Cesare: Ouverture & Cleopatra: “V “‘adoro”)
XIII. Courante: sweet hopefulness (longing; Handel: Giulio Cesare: Cleopatra: “Tutto puo”)
XIV. Allemande: contented, satisfied spirit (order and peace) [18].

The double metre embodying in Giulio Cesare is “gavotte” (joyous / triumphant/
heroic / military) typed of an affect and triple metreis being viewed as a “sarabande”
(objective / aspiring/ ambitious/hunting) affect. The final duetto is set in a compound
metre connecting the protagonists as a whole [19].

Those arias and affections with more emotional value by Handel in his Giulio
Cesare tend to be written in triple or compound metre, with prolonged la folia typed of
dotted time values in a sarabande style, representing the trope for hunting, i.e. aiming at
something worthwhile and eligible. Those arias having with a heroic or triumphant
character, are more likely to be appearing in a march typed of a military or heroic troped,
gavotte like of a double metre. So, I suggest, that all other dance forms found from Giulio
Cesare, subordinate to these two basic gavotte (military/heroic) and sarabande (hunting /
aspiring) forms. In appendix table II, is my listing on Handel’s protagonist arias” agogic
and time signature markings with some suggestions for the dance forms.

ON A PERFORMANCE ANALYSIS OF GIULIO CESARE

According to Aristoteliancathartic (soul purifying) ideal,? in his Giulio Cesare,
Handel puts forward, the quest fora virtuous rulership.” The opera’s characters have been
defined by Platonian, Aristotelian, and Empedoclean atomistic proportions of opposite
pairs [21]. The personages can be grouped along classic (geometrical) elements, which
were furthered into a medical-psychological theory of humors by Hippocrates-Galen-
Avicenna; and Aristotle’s syllogistic square of opposition.* This relates to the Aristotelian
thesis of substantiating, and finding a way of narrating a story by allowing its listeners to
participate of a “true” argument [29]. Handel applies the square of opposition in Giulio
Cesare, and though being an opera seria, it contains ironical elements. Handel contradicts
tragedy and irony, developing his own type of a Machiavellian “choise” for drama.’ Other

? Luther adopted this in his conception of the Greek ethos and the educational power of music by its effects [22].
? Aristotle mentions in his Rhetoric as one of the aims of speeches the speakers in court for law, (as pairs of
oppositions) for notions of right (justice) and wrong (injustice). Also, speakers for praise and blame: for honor
and disgrace. These are referred to in Handel s Giulio Cesare for instance in following arias: by Caesar in act I,
scene 6, “Non ¢ si vago e bello” (Not so fair and lovely; [23]) for praise, and in act I, scene 2, “Empio, dird, tu
sei” (I will say, “You are pityless...”; [24]) for blame; and by Sextus aria in Act I, scene 4 “Svegliatevi nel core”
(Wake within my breast, furies of a wounded soul...”, [25]) for right (vengeance for justice), by Cleopatra in her
aria “Tutto pud donna vezzosa” (Everything is possible to a lovely woman...”, [26]); in which innocence
justifies one’s aims), and by Ptolemy in his aria in act II, scene 4 “Si, spietata, il tuo rigore” (You are so pitiless,
your resistance rouses hatred...”; [27]) for wrong (forcing for love by oppressive motives) [28].

* See: Parsons, Terence (2006).“The Traditional Square of Opposition”.Stanford Encyclopedia of Philosophy
(SEP).Retrieved May 3, 2011 from http://plato.stanford.edu/entries/square/.

> Aquila, Rafael del 2001.“Machiavelli’s Theory of Political Action: Tragedy, Irony and Choice”. EUI
Working Paper SPS No. 2001/3. European University Institute, Florence, Department of Political and Social
Sciences. Retrieved May 30 2011 from
http://cadmus.eui.eu/bitstream/handle/1814/316/sps20013.pdf’sequence=1: “So Machiavelli would be guilty of
having introduced in our tradition an idea of "choice” completely free from any linkage (with tradition, with
humanitarian concerns, with a set of fixed values, with morals, etc.). Furthermore, this “free choice™ would be
considered by Machiavelli as a proof of the deep relationship that exists between good and evil.”
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opposed elements in Giulio Cesare are the characters, the main themes: love and
revenge.Both depicted here as positive and negative forces; as a positive and negative
love, and as a positive and negative revenge, according to the status of each of the
characters, depending on how affirmative they are compared to the ideals of the messages
of the opera. Through love, Caesar and Cleopatra, will succeed in getting the power, to
rule over Egypt and Rome together equitably and defeating the obvious tyrant, the rival
Tolomeo, deemed unsuited to reign. Handel followed Cicero [30] by his allegorical and
metaphorical creations, by having formed out highpoints of resemblances to natural
phenomena in his metaphoric simile (or Devisen) arias.®

Credibility by creating resemblance [31] as a rhetorical device is sustained in the
opera by metaphoric textual and musical handling. In the first act, scene 9, in Caesar’s
hunting aria “Va tacito e nascosto”, the fair behavior and positive vengeance is allowed by
sneakingly repeating fragmentary melodic line accompanied and echoed by a solo French
horn, alternating with the singing part as the text goes as follows: “Va tacito e nascosto,
quand“avido & di preda, [“astuto cacciator. E chi & mal far disposto, non brama che si veda
I"inganno del suo cor [32].” (How silently, how slyly, when once the scent is taken, the
huntsman tracks the spoor. A traitor shrewd and wily, never lets his prey awaken, unless
the snare be sure).” The ironic feature comes first from the side of Cleopatra, in her aria
“Non disperar, chi sa?” in act I, scene 5, in which she is playfully scorning her brother as
unfit to have a leader “sposition accentuated by laughter-like high registered strings in the
accompaniment.

On the Recent Performance Instances of the Opera

[ have chosen for my analysis here three performance versions, which to my mind
will give some variable (opposing) views and choices on the musical affectual depictions
found from the opera set by Handel. The ENO’s traditional “epoch”/ pastoral styled
perspective from 1984, gives a particular overview on the changes of the work.® The other
versions sung in their original language in Italian have various emphases based on their
overall productions according to which I have titled them as “satirical”/ hunting (Peter
Sellars” version, 1990) and “colonialist” / military (Glyndebourne, 2005).

RANYS

®Tn act I, scene 9, “Va tacito e nascosto”, “When intent on his prey”, on a task for a positive_revenge for
helping the justice to occur, which is here referred to that of an artful hunter prowling his vicious prey, depicted
by a dialogue between the singer and the solo horn, and later in act II, scene 2, “Se fiorito ameno prato”, “If in
a pleasant flowery meadow”, for awakening of love, which is a dialogue between a singer and the solo violin,
representing a bird, which symbolizes his pure feeling of an attraction. (English translations of the arias
from:Fesquet, D. & Salter, L., 2003.Giulio Cesare in Egitto. A CD booklet with a libretto, ed. by Danile Fesquet.
Deutsche Grammophon GmbH, Hamburg, Archiv BO000314-02 AH3 2003, libretto translated into English by
Lionel Salter 1970, pp. 53 & 63).

7 A VHS video booklet 1984 by Virgin Classics Opera, Eno’s version in English libretto translated by Brian
Trowell, on p. 18 on unnumbered pages.

¥ As it is abbreviated and sang in English. Also in its creation, Giulio Cesare was revised many times by
Handel, already right after its first performance for different singers; so there were arias added and omitted
according to which performers were available for him for each performance at that time. The original cast
consisted of the brilliant, and the best singers of the time, the famous castratos Senesino, Gaetano Berenstadt
and Giuseppe Bigonzi (Caesar, Ptolemy and Nirenus), the legendary sopranos Francesca Cuzzoni (Cleopatra),
and Margherita Durastanti (Sextus), and then Anastasia Robinson (Cornelia), Giuseppe Boschi (Achillas) and
John Lagarde or Laguerre (Curius) in the side roles. Giulio Cesare was revived for the King’s Theatre by
Handel in 1725, 1730 and 1732. Due to its popularity, it was also produced outside England, in Hamburg and
Brunswick 1725-37, and as a concert version in Paris in 1724.
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Caesar’s state of mind starts from his victorious mood which will be introduced in
his opening aria, towards more justified revenge (a positive act), via his longing for love to
consolidation of alliance between the two states, Rome and Egypt and constancy of his
love towards Cleopatra, set by him as the ruler of Egypt. Cleopatra begins by a joyful
expectation wishing for good prospects (an act of innocence). By awaking love, she hopes
to cast herself into power and as the sole holder of the throne. She will achieve her goal by
dubious seduction (an act of a negative love), but her emotions and motives will be
cleared and revealed by her true affects of despair, lamenting and victorious revengefulness
(acts of catharsis) over Caesar’s enemies, and finally by her fairness through her love (an
act of positive love) towards Caesar and justice. Beauty is being celebrated here as a
morally virtuous act (a realization of justice, righteousness).

The Protagonist Roles

Both the musical key relations and time signatures of Caesar’s and Cleopatra’s
arias suggest that there is an antithesis of characters set by Handel. Cleopatra starts with
the key of fate and love (in E major), and pilots the way for Caesar’s emotional side which
is hidden at first by his acts of bravery (in C major), which in the end prove to be also acts
of true and righteous love. On the other hand, Cleopatra hides her real thirst-for-power
motives under her disguise of love, and pastoral charm attempts, so nothing is foretold in
the beginning of the opera although the ideals have already been introduced by Handel at
the beginning of the work. In his aria “Presti omai” he is already being proudly self-
assertive, inviting the people to receive and accept him as a victor. His musical affect is
heroic, in an Allegro-duple meter, in D major key. Onwards moving harmony is
connected with accentuated melodic line, which alternates between larger leaps, intervals
and a stepwise progression containing with coloratura fragments.

Already in the third scene of the first act, Caesar performs his second aria, which
depicts his second important character type: the warrior. Since the beginning, he is
introduced as a high-ranking person within the hierarchy of the characters. He is a
triumphant, victorious and militant character type, which status continues to be
confirmed both by textual and musical means in the course of the opera. His flawlessness
and masculinity are being emphasized directly and indirectly. In a monologue “Alma del
gran Pompeo” he reflects a brave hero’s fragile lifespan. Here the accompanied recitative
instead of an aria stresses that this is a reflection, contemplation. The music functions as a
support, clarifying the text as declamatory forth bringing force by heavily and dark
accented strokes of the strings. The hero’s noble position will be strengthened by the
opening’s majestic Largo, in which the French overture’s tone is prevailing with the
dotted sarabande figures. Modulating harmony attests his pondering and searching state of
a mind. One can sense how the moods of the protagonists proceed from aspiring to
certainty by Cleopatra and assuring reliability of Caesar’s faculties to reign and to effect
on Cleopatra [33].
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SOME CONCLUDING NOTES

By Sellars® (1990) Cleopatra’s pastoral innocence is questioned right from the
start, as she is depicted as a girl, who is used to luxury and both she and her brother
Ptolemy show a shallow side of themselves by being fond of commodities offered by the
superpower, which in turn is represented by Caesar, also parodied here, by his exaggerated
need for protection and surveillance. ENO’s production gives wittier character to
Cleopatra, to whom her brother does not give much of a competition, so it is obvious that
she possesses those special abilities required from a ruler. Caesar’s role is also stabilized by
ENO’s production as he seems to be mostly equal to his position. Glyndebourne’s version
is shadowed by warlike efforts, the sets are decorated by fleets and zeppelins in the
background, yet the overall mood is positive and mellow, almost musical-styled with
athletic gestured dance scenes. Cleopatra is shown as a real queen with “Egyptionazed”
choreographies including symbols of ancient Egyptian deities of the royal powers, which
refer to her (historical) Greek (Ptolemaic) origins, and to her aims for having tried to
please her subjects by maintaining the traditions despite of the new winds blowing from
Caesar’s direction, Rome.

Sellars® view on baroque dance forms occurs as a satirical tool for his palette of
sharp typed of ballet gestures in a French manner by which the overture of the opera is
also written. Handel’s performance direction of “majestic” will be questioned, as are all
actions into gaining exclusive power, opposing to that of an autocrat. ENO’s reply to that
is choosing the legitimate alliance of two rulers. While Glyndebourne’s route is gaining
sovereignty by agreeing on peace and by the importance of emphasizing signing the peace
treaty. Which one of these might be Handel s choice in the end, one could play with this
thought for a fleeting moment, but then again he has left choices open for the performers
to close, solve or unfold [34].

REFERENCES

[1] Suominen, M., 2010. “Signs and Messages of Love in Handel s Giulio Cesare”. A paper
presented at the: i) 14th Biennial International Conference on Baroque Music, Queen’s
University, School of Music and Sonic Arts, Belfast, Northern Ireland, July 1st 2010; ii)
International Conference Embodiment of Authority: Perspectives on Performances, Helsinki,
Finland, September 11™ 2010; iii) I1th International Congress on Musical Signification,
Academy of music in Krakow, Poland, September 30th 2010.

[2] Mattheson, J., 1999/1739. DervollkommeneCapellmeister. Kassel, Basel, London, New
York, Prag, Birenreiter, Birenreiter-Verlaag KarlVotterle GmbH & Co. KG, Kassel, pp.
45 and 127.

[3] Ibid. pp. 133 and 2-4.

[4] Ibid., pp. 242 and 41.

[5] Ibid., pp. 243 and 46.

[6] Sousa, R., 2010, “Emotion”. SEP (Stanford Encyclopedia of Philosophy) Online, Feb 3
2003 / Jan 14 2010. Retrieved on Oct 13, 2012 from
http://plato.stanford.edu/entries/emotion/.

[7] Kutzer, M., 1998.“Temperament”. HistorischesWorterbuch der Philosophie, Band 10.
Joachim Ritter &KarlfriedGriinder eds. Basel, Darmstadt: Schwabe& Co,



http://plato.stanford.edu/entries/emotion/

54

WissenschaftlicheBuchgesellschaft, pp. 981-2.

[8] Buelow, G. J., 1983. “Johann Mattheson and the invention of the Affektenlehre” in
New Mattheson Studies. George Buelow &Hans Joachim Marx Eds. Cambridge, New York,
New Rochelle, Cambridge University Press, p. 395.

[9] Schmitter, A.M., 2006. “17" and 18" Century Theories of Emotions”. SEP, (Stanford
Online Encyclopedia of Philosophy) 25.5.2006 / rev. 15.10.2010, Retrieved August 3%
2012 from http://plato.stanford.edu/entries/emotions-17th18th/.

[10] Bartel, D., 1997. Musica Poetica, Musical-Rhetorical Figures in German Baroque Music.
Lincoln and London, University of Nebraska Press, p. 31.

[11] Ibid., p. 140.

[12] Descartes, R., 1961/1618. Compendium of Music (Compendium Musicae). American
Institute of Musicology (tr. into English by Walter Robert, Introduction and Notes by
Charles Kent), p. 11.

[13] Ibid., p. 51.

[14] Descartes, R., 1989/1649. The Passions of the Soul. Indianapolis / Cambridge, Hackett
Publishing Company (tr. and Annotated into English by Stephen Voss), p. 56.

[15] Deliege, C., 1987. “Pour une sémantique selon Rameau”. Semiotica 66/1-3, p. 241.
[16] Dahlhaus, C., 2001. “Seconda pratica und musikalische Figurenlehre”. Die Geschichte
der Musik, Band 1: Die Musikvon den Anfingenbiszum Barock (M. Brzoska and M.
Heinemann, ed.), Laaber, Leipzig, Laaber-Verlag.

[17] Mattheson, J., 2002/1713. Die Drei Orchestre-Schriften, I Das Neu-Eroffnete Orchestre.
Hamburg, Laaber, Laaber-Verlag, pp. 231-53.

[18] Ibid., p. 252.

[19] Mattheson, J., 1999/1739. Dervollkommene Capellmeister. Kassel, Basel, London, New
York, Prag, Birenreiter, Birenreiter-Verlaag KarlVotterle GmbH & Co. KG, Kassel, Part
I, Chapter 13, pp. 81-136, and 333-345.

[20] Suominen, M., 2010.

[21] Parry, R., 2005. “Empedocles”. SEP (Stanford Encyclopedia of Philosophy ).
Retrieved May 3, 2011 from http://plato.stanford.edu/entries/empedocles/.

[22] Bartel, D., 1997. Musica Poetica, Musical-Rhetorical Figures in German Baroque

Music. Lincoln and London, University of Nebraska Press, pp. 5 and 7.

[23] A CD booklet. 1970. (Ed.) by Danile Fesquet, Deutsche Grammophon GmbH,
Hamburg, Archiv BO000314-02 AH3 2003. Libretto (tr.) Lionel Salter, p. 46.

[24] Ibid, p. 36.

[25] Ibid., 38.

[26] Ibid., 47.

[27] Ibid., 67.

[28] Aristoteles (Aristotle), 1997. Retoritkka (Rhetoric; tr. into Finnish by P. Hohti, P.
Myllykoski, annotations by ]J. Sihvola), Helsinki, Gaudeamus, p. 17.

[29] Eco, U., 1979/1976. A Theory of Semiotics. (ed) T.A. Sebeok, Bloomington, Indiana
University Press, p. 278.

[30] Cicero, M.T., 2006. Puhujasta (De Oratore; transl. into Finnish by A. Vuola),
Helsinki, Gaudeamus, p. 269.

[31] Eco, U., 1979 /1976. A Theory of Semiotics. (ed.) T.A. Sebeok, Bloomington, Indiana
University Press, p. 280.

[32] Handel: Giulio Cesare in Egitto. 2003. A CD libretto booklet on ORF with the

Austrian Radio, Les Musiciens du Louvre, p. 53.



http://plato.stanford.edu/entries/emotions-17th18th/
http://plato.stanford.edu/entries/empedocles/

55

[33] Ethnersson, J., 2005, “Opera seria och musikalisk representation av genus”. STM-

Online 8/2005. Retrieved January 28, 2011 from

http://www.musikforskning.se/stmonline/vol_8/ethnersson/index.php?menu=3.

[34] Suominen, M., 2010.

APPENDIX
Characterisations | Elements: | Humours: Disease: | Qualities: Seasons: | Personalities / Four horsemen of
in Giulio Cesare: characteristics: Apocalypse & their
representations:
Caesar & | Air Sanguine Blood Hot & | Spring courageous, hopeful, Red Horse — War
Cleopatra Moist amorous,(happy), cheerful | (passion)
Ptolemy Fire Choleric Yellow Hot & | Summer | easily angered, bad Pale Horse — Death
&Achilla bile Dry tempered (violent, (plotting)
vengeful), enthusiastic
Sextus& Earth Melancholic Black Cold & | Autumn despondent, sad, irritable, Black Horse — Famine
Cornelia bile Dry sleepless, (saturnine), (compassion)
somber
Curio, Nireno Water Phlegmatic Phlegm Cold & | Winter unemotional, calm, (dull; White Horse —
Moist faithful) evilness/
righteousness;
Pestilence

Table I: Aristotle, Hippocrates, Galen: The Four Humours (Types of personalities / temperaments /
character types) and applying their personifications and representations in Handel’s GiulioCesare. [7].

Protag. Aria Time sign. Agogic sign. Affect (by the agogics)/ Dance form suggestion
C. Prestiomai C Allegro comfort / contentment

C. Empio C Allegro - ‘-

CL Non disperar C Allegro (ma non troppo) - “ -

C. Non si é vago C Allegro - ‘-

CL Tuttopuo 3/8 Allegro - “ -, courante

CL La miastella 6/8 Allegro (ma non troppo) - “ -, gigue

C. Vatacito C Andante (e piano) hope/-ful

CL V'adoro 3/4 Largo relief (here like lento?); sarabande
C. Se fiorito C Allegro comfort / contentment

CL Venere 3/8 Allegro - “ -; passepied

C. Al lampo C Allegro - “

CL Se pieta C Largo sorrow (here like adagio?)

CL Piangero 3/8 Largo - “-

C. Aure 3/8 Andante hope/-ful
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CL

Da tempeste

C Allegro

comfort /contentment

[C. & Cl. (Duetto) Caro! / Bella!/ Un

belcontento

12/8 Allegro

comfort /contentment]; giga

Table II: Time and agogic markings with some suggestions for dance forms by Handel in Giulio

Cesare’s protagonist arias [20].




Hunt, Military, and Pastoral Topics in the
Writings of Eighteenth Century Music
Theorists

Andrew Haringer, Williams College, Williamstown, MA, USA

ABSTRACT

In this paper 1 seek to build upon Raymond Monelle’s research in his 2006 book, The
Musical Topic: Hunt, Military, and Pastoral. Monelle’s work is a model of scholarship,
blending a broad interdisciplinary approach with trenchant interpretations of pieces both
familiar and obscure. For all its thoroughness, though, Monelle’s study conspicuously
avoids serious engagement with the writings of such important eighteenth century music
theorists as Mattheson, Scheibe, Schubart, and the like. This omission doubtless stems
from Monelle’s assertion, put forth in The Sense of Music, that “if theoretical ideas have
any real interpretative 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 wital features”.! Indeed, eighteenth century music encyclopedias and
treatises, insofar as they mention hunt, military, and pastoral topics at all, rarely do so in
a way consistent with our modern understanding of topics.

Nevertheless, much is to be gained by incorporating these sources into the current
discourse. As I see it, the advantages are twofold. First, careful reading of these sources
reveal important distinctions of great value to scholars and performers in distinguishing
between such march subtopics as the French entrée and the Italian intrada, or between
such pastoral subtopics as the French musette and the Italian siciliana. While one
encounters some inconsistencies among the sources, these authors are often quite specific
about specific stylistic nuances— rhythmic, harmonic, melodic—that allow one to make
these subtle distinctions. Second, these sources further articulate the cultural mythmaking
Monelle so brilliantly exposed in his work, allowing us to better understand the values of
the era. The result is a deeper understanding of both the nuances of these topics, and the
cultural meanings they embody.

Full paper pending publication by the Oxford University Press at the forthcoming book,
Oxford Handbook of Topic Theory

"'See Monelle, R., 2000. The Sense of Music: Semiotic Essays. Princeton, Princeton University Press, p.
24.



“When Horror ombers o’er the Scene”:
Shock and Awe in Eighteenth-Century
Music

Clive McClelland, University of Leeds, UK

ABSTRACT

Raymond Monelle recently observed that “it is probably no longer OK to speak of a Sturm
und Drang topic”.! The use of this term in music is certainly problematic. The original
attempt to draw parallels between certain movements of Haydn's middle-period
symphonies and the trend in German Romantic literature (Wyzewa 1909) was
misguided, despite subsequent attempts to validate it (Brook, Landon, Todd, Ratner).
This realisation has become more apparent recently (Bonds, Buch, Chantler), and it must
be recognised that the term is no longer fit for purpose in the discipline of topic theory.

My proposal to adopt the term tempesta acknowledges the origins of the style not in
Haydn’s symphonies, but in early opera, since the musical language clearly derives from
depictions of storms and other devastations in the theatre. Disorder in the elements in
Classical mythology (and therefore in much of opera seria) is almost invariably instigated
by irate deities, and is consequently associated with the supernatural. Scenes involving
storms, floods, earthquakes and conflagrations had appropriately wild music, and the
musical style is often reflected in scenes involving flight or pursuit, and even
metaphorically in depicting rage and madness.

Tempesta is also to be regarded as the counterpart of ombra, the menacing style of music
associated with the supernatural. Both will often be found juxtaposed in infernal scenes,
and they clearly share discontinuous elements, such as minor keys, shifting tonalities,
disjunct motion, chromaticism, tremolandi, syncopation, sudden dynamic contrasts and
unusual instrumentation. Both appear in sacred music and as topics in instrumental
music. The main difference between them involves tempo. The creeping terror of ombra at
a slow or moderate pace elicits a quite different emotional response in the audience to the
fast frenzy of tempesta.

Full paper pending publication by the Oxford University Press at the forthcoming book,
Oxford Handbook of Topic Theory

' Review of V. Kofi Agawu, “Music in Discourse”, Music & Letters 2010, 91/1, pp. 110-11.
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Musical Latent-Structures as a Special
Type of (Trans-)Signs

Bogustaw Raba, University of Wroclaw, PL

ABSTRACT

The term of musical latent structures’ based on Gestaltpsychologie and implication-
realisation theory,” in musical semiotic can be understood as type of manifested
concealment (przemilczenie postulatywne). In dynamic sign-process of growing, acting
and atrophy the latent structures present two-level structures (trans-signs): 1) intentional
structure of the atrophic sign (post sign) in mind of recipient and 2) real musical structure
as new creating (nowopowstajgcy) sign. This process can be seen in perspective of
existential semiotic as a manifestation of exosemiosis, transcendens of Ich-Ton and at the
same time the degeneration of parts of koventional structure understood as a Umwelt. In
terms of formal-syntactical analysis this process indicates the break of rules, models, in
terms of implication-realisation theory- intentional created disorder.

In the light of existential semiotics latent-structure are indications of special
existential situation of transcendence of moi and degenerating of conventional structure as
a manifestation of so.

INTRODUCTION

The theme of this study is part of a broader problem of musical semiotics and
musical style, which Eero Tarasti described as existential [1]. I, as the author of this work
want to investigate the “existential moments” in the musical work, their specific character
and relationship to the manifested structures. I do not hide my sympathy for
existentialism. I am aware of a risks of analysing the subject, which inextricably dependent
on the active imagination of the recipient. However, the awareness of the importance of
these issues and the fascinating reality of the work, which closes in the creative
imagination and reception of the listener, compensates for the risks involved.

The aim of this study is to capture and define the relationship between the
structure manifested and implied (implicit) of a musical work. Then, to identify the ways
and functions of these implied structures called musical latencies and finally interpret the
latency from the point of view of musical semiotics. The thesis of this study, which will be
explained in the course of the article, is following: these implied unresolved musical
structures may represent a special case of signs, which are a manifestation of the extreme
subjectivisation, triggering the so-called “existential moments”.

! See Musikalische Latenzen in Moraitis, A., 1994. Zur Theorie der musikalischen Analyse, Frankfurt am Main.
2 See Meyer, L.B., 1956. Emotion and Meaning in Music. Chicago, University of Chicago Press; and
1973. Explaining Music: Essays and explorations. Chicago: University of Chicago Press.
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Although the definite shape of the implied structure depends on clarity and
conventionality of explicit structures, the process of implications of latent structures leads
first to the “openness” of the work and the principle of “becoming” in the music of
romanticism and then the existential trends in contemporary music, where the level of
conceptualization, “openness” and co-creativity of musical work reached its peak.

This process can be described as a gradual release of the orientation of the object to
the orientation of the subject, breaking conventions and the teleological process, which is
assessed by the linearity of the temporal and structural dimensionality. In philosophical
terms, it is the way from the affects, feelings and consciousness - that is the essence of
being.

Present state of study

According to the classical theory of knowledge (epistemology), latencies as elusive
empirically entities are the subject of investigation only in sceptical realism or idealism.
From the standpoint of strict realism such entities do not exist [2]. Thus, the method of
analysis based on the strict realism, particularly interested in the study of music
structuralism; do not have access to latencies, considering them as a kind of hypostasis.

Promoter of the concept of music latency, Andreas Moraitis, defines it as the
phenomena that occurs only in the process of receiving (die Wahrnehmung) or presenting
(die Vorstellung) in musical thinking (das musikalische Denken) [3]. Latencies, the
unmanifested elements of the musical structure, require musical experience and
competence of musical style of the recipient [4].

Maciej Golab suggests the understanding of musical latency in an
epistemological point of view as all entities generated in the process of active reception of
musical work (idealism, sceptical realism). Moraitis, following the idea of Hugo Riemanns
Tonvorstellungen [5] and Gestalt-psychology suggests the existence of musical latency as
strict specified entities.® A very important perspective in the relationship of the music
structure and emotion, music structure and meaning, music structure and style, is given by
Leonard B. Meyer [7]. The last sentence of his book [8], on the “romantic openness” of his
sketch, fits my intention to interpret his approach as a kind of bridge to the consideration
of the problem of musical latency, as he called analogous phenomenon — “unresolved
implicated structures”, a step forward on the basis of semiotics - trans-signs, signs opening
the existential moments in music.
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Figure 1. Riemanns exercises in Tonvorstellungen.

? He distinguished 3 groups of musical latency. They arise by: 1) omission (ellipse), 2) interpolation, 3)
spontaneous grouping effects (Gestalt). He also ponders the problem of enharmonic modulation, where the
change in direction of leading tones results in a different way of resolving of chord than expected [6].
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From “betrayal” to existential situation

The transformation process of so-called “betray cadence” reveals despite of a
similar technical basis completely different aesthetic purposes. Betriigschluss (betriigen -
betray), in its etymological sense is therefore based on deception of our consciousness, and
thus the unexpected resolving causes a surprise. Such an unexpected resolving, although
not in strict harmonic sense, uses J. Haydn in his famous “Surprise” Symphony.* But
regardless of the success of this work, such technical element remained a musical joke.

In improvising music, such as especially a fantasy genre, this unexpected turns of
musical action were signs of pure imagination and invention. In some examples it became
almost feature of individual musical style, as in the case of C.Ph.E. Bach.’ But even by him
aspect of negativity — distortion of conventions and habits of hearing became primal.

The masterpiece, in which composer bind such web of unexpected turns of musical
action as trans-signs with affection, not only local but in the total structure of the work, is
the first part of the Funeral Ode BWV 198 by ].S. Bach, Double Betriigschluss (Und sieh,
myth wieviel Thrinen giissen umringen dein Ehrenmahl) and enharmonical turn/change
(g-D-Fis) on words: und sieh.

Change of leading tones direction by enharmonicism is in another Bach’s
masterpiece, Fantasia and fugue g-minor BWV 542, prepared by very strong directional
voices determined in harmonical progression. It takes place in climax of Fantasia.
Thatswhy it becomes a very suggestive sign. It breaks long uprising phrase, which in its
dramatic character reveals some hope. In enharmonical turn however, outbursts despair
and inevitability, which is underlined by repeated and transposed Neapolitan cadences.

Great suggestiveness is achieved by E. Grieg in his Death of Asa because of the
simplicity and repeatability of the harmonic-syntactical model. Such repeatability can be
also an expression of a try to break this model, what happen in the next few bars.
Dominant to dominant chord (double dominant) (D)) is not immediately resolved but is
suspended. It strengthens a tension. The absence of a direct solution of dominant in the
first phrase has caused only a relative tension due to the stabilization of such model as a
convention in historical process. Next phrase with (D) create great tension and
expression. This expression is a result of such trans-situation: our consciousness waits and
demands a real audible solution, which doesn’t occur.

* See Haydn, Symphony G-major “Surprise”, nr 94, II. Adagio, mm.9-16.
> See C.Ph.E. Bach Sechs Clavier-Sonaten fiir Kenner und Llebhaber, VI Sonata G-major, Wq. 55, mm. 1-9.
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Figure 2. E. Grieg, Suite nr 1, op. 46, Death of Ase, mm. 1-6.

[t is quite obvious that almost all of these examples are linked both by similar
technical features and also the sign-content, which one could call “existential situations”.
It is ideal accordance between semiotical content of such musical situations and technical
ones. In both cases it means an articulation of individualism, exceptional and
groundbreaking attitude in opposition to convention identified with Umwelt.

THE THREE STAGES OF MUSICAL LATENCY

Latency in the service of confirming and strengthening of the convention

“A choice cannot be directed by cause, for the not would not be a choice” [9].
How do you reconcile this statement with the theory of musical latency offered by
Moraitis, where the determined shape of unmanifested structure depends in causal
relationship on implicated and manifested structure? According to the generally accepted
definition of style,® musical latencies provide a bridge between the old and new style. The
principle of operation is based on of awareness, unmanifested presence of conventional
solutions and at the same time the introduction of a new one. The moment of most
conventional continuity of manifested structure is the most powerful for emerging of
musical latencies, because only in such moments do latencies take on a concrete form in
consciousness of the recipient and such conventional moments offer the most powerful
effect by introducing of new musical content.’

6 “Style is a replication of patterning, whether in human behaviour or in the artifacts produced by human
behaviour, which results from a series of choices made within some set of constraints [10].”

" Because of its powerful effect such figures as elipsis or abruptio were beloved as rhetorical figures. The feature
of generality however deprived its symbolic content.
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Figure 3. Christoph Bernhard, Tractatus compositionis augmentatus, Abruptio: rest in the
middle of a phrase or elision of the final note in the solo voice in a cadence.

Deviation from the conventional structure as a symptom of individual expression is
the first step towards subjectivity, even if such a bridge-situation becomes, because of its
generality [11], a conventional feature of new style and loses its sign-content [12] and
power. In this case, because of generality of this tool, it transmutes from trans-sign state to
the conventional element of musical structure. From the point of view of existential-
transcendental analysis Ich-Ton (individual tone as a representative of a new style)
becomes transmutated and incorporated to Umwelt-Ton - conventional, manifested
musical structure [13].

Ich-Ton Umwelt

Figure 4. The latencies as trans-signs between decay/atrophy of the conventional structure and
new (audible) structural parts of the implication-realization process.

Romantic stage: elite egalitarian symptom or sign of individuality?

Romantic music with the opening of the structure gave unprecedented importance
and significance to implied structures. As noted by Meyer: “If silence ‘frames’ a
composition or movement, then in Romantic music, the frame does not delimit the
meaning of the work [...] This creates serious methodological problems for analysis and
criticism. For unrealized implications are obviously more difficult to determine objectively
than the realized implications of a script. Then this must be considered if justice is to be
done to Romantic music” [14].

How do you reconcile these paradoxes, which emerge from this situation: the unity
of musical work (organism ideology) with the openness and richness of unresolved
implicated structures? Is that a sign of — as Meyer claims — elite egalitarian feature of
Romantic music, which “involved the imaginative participation of individuals in the
audience” [15] or manifestation of individuality, distance to petrified reality?

The balancing of Romantic music between classical norms of structure and new
romantic content gave way to possibilities such as openness that allowed the existence of
unresolved implicated structures. Wherein the following low can be observed: the level of
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conventional order of manifested structure (lows, rules, strategies) corresponds with the
level of using of unresolved implicated structures. One of the clearest examples is Chopin’s
cross-gender and cross-form style. The unresolved implications of his music often regard
the sudden changes of texture identified with one of the classical conventional genre.
Such shifting of expectations results in a highly individual approach, associated with
extra-musical references. The case of Chopin is so special because he manages to keep the
suggestiveness of unresolved implicated structures in both small and expanded musical
forms.

Another solution of the problem of symbolic determined openness by musical
latencies in Romantic music is the use of historical structures with romantic
interpolations. Such a kind of petrified pluperfect structure contrasts extremely powerful
with individual interpolations and creates highly concrete implications, which can be used
by composer as an open door to individual-existential differentiation Ich-Ton from
Umawelt. Extremely powerful examples of that manner are given by Franz Schubert in his
Fantasie f-minor D. 940. The ‘chain-effect’ of the extension of the last cadence, the most
conventional part of musical form, creates the most extraordinary symbol of tragedy of
existence. On the level of structure, it gives hope of the ending, that is more and more
delayed (the tragedy exaggerated). On the level of meaning — it gives hope at least of
catharsis-like end in the form of traditional tierce des Picardie — in accordance with a
stylization of French overture in this work), which doesn’t occur either. Finally, the series
of unresolved, extremely strong implications (the end of a much expanded work) gradually
almost force to abandonment of implicative thinking, which occurs deceptive.

The New German School represents the opposite manner of relationship between
order of form and unmanifested implications. The abandonment of conventional classical
forms and simultaneously the maintaining of balance between idea of unity and openness
and becoming (included-unresolved implicated structures) result in specific syntactical
strategies. The openness as a sign for longing for transcendence, for infinity [16] becomes
more and more undetermined and unspecific, what in categories of structure means -
richness of undetermined- but with accordance with ideas of transcendence -unresolved
implicated structures. On the higher level, such technique establishes a specific order,
convention through which the process of individualisation and becoming can happen.
Such perspective gives new interpretation (among many others) of repetitive musical
syntax of composers of the new German school.® The paradox of egalitarian access to
intimate realm of composers’ internal world leads to next step, next shift of function of
latencies in existential style of contemporary music.

Contemporary music of existential style: latency as a transcendental way to self-
consciousness

“I could compare my music to white light which contains all colours. Only a prism
can divide the colours and make them appear; this prism could be the spirit of the
listener”, (Arvo Pirt). In music of the late Renaissance and Baroque latencies had an
almost causal nature and therefore were strong determined. They had a very distinct
character as trans-signs and as such, were often used as rhetorical figures. Most of them in
the classical period lose their semantical power and were incorporated as conventional
petrified elements of the classical musical syntax. Romantic music rarely used strong

¥ See e.g. Tristan and Isolde, Vorspiel.
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determined latencies and developed the richness of unresolved implicated structures in
functions of: breaking of conventions (idea of individuality), mystery, idea of historicism
(sketches, ruins) and radical subjectivism.

If in Romantic music latencies indicated unresolved implicated structures that
transcended both frames of the composition and interpolated musical structure, the
existential style of contemporary music gives even more place to not only implicated but
also almost undeterminated play of musical imagination of the audience.

One could say, latencies gave place to gaps in manifested structure of music, which
became more and more gates of subjectivism. Step by step these gaps became places of
generating affects (baroque), then feelings (romanticism) and then unteleological focusing
on consciousness itself. In this way latencies play a role of trans-signs: between
conventional, manifested musical structure (Umwelt) and individual approaches of a new
style (Ich-Ton). Double-function of latencies occurs in bridge-like shape: manifested and
unmanifested one — conventional structure in atrophy (unmanifested) and new one in its
rise.

Moreover, musical latencies in their historical expansion gave course to the process
of gradually relinquishing of the teleological tension of musical structure. From this point
of view time and object orientated music was excluding these dimensions gradually. This
caused a general shift in preferences of modalities: weakness of modalities connected with
mind and will (symbolic shift of will modality occurs in Tristan and Isolde): “will”, “know”,
“can”, also the epistemic but object orientated modality of “do” (from this reason the
existential style of contemporary music so often assimilates features of meditative music).
Essential modality becomes the modality of “be”.

In this way latencies became a fundamental part of musical structure: unmanifested
but reorienting the course of object-directed to subject-directed musical style, signs
transcending the Umwelt of conventions towards individuality and then individuality
orientated on mind -and feelings-objects towards core of being- therefore, consciousness
itself.
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Leonore as a Window into the Syntax of
Spirituality in Beethoven

Olga Sanchez-Kisielewska, Northwestern University, Evanston, USA

ABSTRACT

This paper investigates the interaction of musical topics and large-scale syntax of key
relations in the articulation of musical meaning in Beethoven, by bringing into dialogue the
sacred hymn with the Ab-C-E complex.1 Analytical examples from Fidelio illustrate the
creation of a tonal network that emphasizes the transformation of C major from tonic to
flat submediant of E major. Drawing on topical associations and expressive use of keys, I
suggest the interpretation of this syntactic relationship as a metaphor of the ephemerality of
earthly existence that emphasizes the spiritual dimension of the drama. Finally I extend the
argument to the late String Quartets, suggesting the use of chromatic major-third relations
as a musical sign to represent the opposition between the realms of the material and the
spiritual.

CURTAIN RAISER

Ten years after having started to work on Fidelio, Beethoven made a final attempt
to provide his opera with an adequate introduction. In a significant departure from the
three Leonore overtures, the composer decided to implement a change of key from C major
to E major. Commentators have described the last version of the overture as a more
compact and less programmatic solution that fitted better the abbreviated version of the
opera and did not overpower the light-hearted tone of the opening scenes [1]. Although
less ambitious than its predecessors in terms of extension, modulatory audacity, and
thematic development, the Fidelio Overture Op. 72 b raises tonal issues that are far from
being trivial and anticipate crucial forthcoming events. I shall demonstrate how the
choice of key and the establishment of a particular relationship between C major and E
major can actually be interpreted as articulating a profound metaphysical meaning. This
particular instance of chromatic major-third relationship also played a fundamental role in
the tonal organization of other works that occupied Beethoven around that time, such as
the “Waldstein” Sonata Op. 53 or, as Lodes has pointed out, the Mass in C Op.86 [2], and
it deserves, [ believe, more attention than it has received in previous analyses of the opera.

[ shall argue that a particular way of articulating the opposition between these two
keys, paired with topical associations with sacred music, suggests two differentiated
ontological spheres that represent respectively the realm of the human and the divine, and
that this contrast provides a tonal framework that plays a fundamental role in the syntax

! See Mckee, E., 2007. “The Topic of the Sacred Hymn in Beethoven’s Instrumental Music”, College Music
Symposium 47, pp. 23-52; and Bribitzer-Stull, M., 2006. “The A-flat-C-E Complex: The Origin and Function of
Chromatic Third Collections in Nineteenth-century Music”. Music Theory Spectrum 28(2), pp. 167-190.
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of Beethoven’s representations of spirituality and transcendence within and beyond
Fidelio. In addition to the overture, a number of excerpts provide the basis for an
interpretation that attempts to gain new insights into Beethoven’s personal conception of
Bouilly’s drama as well as semiotic implications of some of his compositional choices. The
approach of this paper is fundamentally analytical, and it is driven by the motivation to
consider the subtle but essential interactions between music structure and musical
signification.

In discussing the relationship of musical topics to analysis, Monelle pointed at the
tension between the paradigmatic method of the former and the syntagmatic approach of
the latter, and illustrated this dichotomy by setting in opposition his own work to that of
Kofi Agawu:

In fact, Agawu is more interested in the contribution of topics to the dynamic
structure of the work than in the question of signification. He gives his topics simple
labels, but their more profound significance- their history in literature and culture,
their reflections in contemporary social life- is not his main concern [...] His
empbhasis, therefore, is at a different pole from the present work; perhaps it could be
said that Agawu’s book is complimentary to this enterprise [3].

The area between these two poles provides a fertile ground to music-theoretical
inquiries, and it is in this space where this paper is situated. My analyses focus on issues of
large-scale tonal syntax, interactions between topic and key and historical conceptions of
key characteristics [4]. More precisely, I will draw on two recent music-theoretical
concepts developed by Matthew Bribitzer-Stull [5] and Eric Mckee [6] and bring them into
dialogue.

FIDELIO, THE Ab-C-E COMPLEX AND THE TOPIC OF THE SACRED HYMN

The change of key for the final version of Fidelio’s overture represents a movement
along one of the sides of the triangle that represents what Bribitzer-Stull has named the
Ab-C- E complex. This tonal network was frequently explored by romantic composers and
occupied a privileged position among the collections of chords related by major thirds.
The origins of the complex date back to the eighteenth century, when A-flat and E major
stood at the limits of the spectrum of keys with acceptable intonation on unequally
tempered instruments [7]. Through a statistical overview, Bribitzer-Stull shows that
eighteenth century composers hardly ever wrote works or movements in keys with more
than four sharps or flats [8], thus revealing that the lower part of the circle of fifths exists as
theoretical possibility that remains unexplored by compositional practice. Marked
oppositions between the borders and the center of the complex render it semantically
charged: whereas C major was the most frequently employed key and therefore more
neutral in its expressive associations, key characteristics were partially governed by the
sharp-flat principle: “The sharp keys become ever livelier and brighter, reaching the piercing
flames of E major, while the flat keys sink down further and further into darkness ending
up in the Plutonian realm of A-flat major” [9].

Among several Beethoven’s works that feature the Ab-C-E complex [10], Fidelio is
probably the most paradigmatic, inasmuch as it offers a clear illustration of the
metaphorical implications of the keys involved in the prototype. Each of the elements of
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the complex is used respectively in three of the most poignant moments of the drama: Ab
major for Florestan’s aria from the dungeon (In des Lebens Friihlingstagen, No. 11), E major
for Leonore’s prayer of hope (Komm Hofnung No. 9) and C major in the triumphant finale
(No. 16). Provided that the arias are the two only solo interventions of the main
characters, and that they occupy opposite extremes of the universe of available keys,
affective associations become all the more powerful. Although much has been written on
key symbolism in Fidelio, the consideration of a triangular relationship suggested by the
complex may throw new light into the configuration of a narratively significant musical
trajectory.

The fact that the main key areas of all Leonore/Fidelio overtures can be mapped into
the complex provides further support for the relevance of this constellation of keys in the
conception of the opera. C major is the main key of the Leonore overtures, which also
feature a prominent section in Ab in the slow introduction, with a quotation from
Florestan’s aria, and a secondary theme in E major. Although C major was substituted by E
major as main key for the final version of the overture, it remained as a significant
presence: opposition between these two keys is articulated at three moments of the
overture, emphatically enough to become the main tonal issue anticipated in the prelude
to the drama.

In the first of these three appearances, C major unexpectedly becomes the goal of
the first cadence of the work with an unequivocal IV-V7-1 in root position®. The
subsequent post-cadential move towards the subdominant seems to confirm the
achievement of a point of tonal stability, although retrospectively this peaceful realm
turns to be illusory: C does not represent a tonic on its own right but a mere flattened
scale degree 6 that leads to a sixteen bar dominant prolongation that launches the Allegro
in E major. The second manifestation of C major occurs within the frame of sonata form,
at the point in which what is expected is no less than Hepokoski and Darcy’s essential
structural closure, considered “the tonal and cadential point toward which the trajectory of
the whole movement had been driving” [11]. The passage that had conduced in the
exposition to the cadence in the key of the dominant is restated in the recapitulation in
the flat submediant instead of the normative tonic resolution.’ The change of key
signature serves to cast doubt on whether the C major section is actually in the wrong key
or the real tonal goal of the Overture. The tonic status of C is maintained through an
extended passage, until a transformation of the C tonic chord into an augmented sixth
that reintroduces E major. In a rotational coda that secures the cadence in the proper key
after the misleading recapitulation, C makes one last and prominent utterance (mm. 238-
246). This time C drops its key or chord entity altogether and appears as a non-
harmonized tone, finally revealing unequivocally its subordinate role as an emphatic upper
chromatic neighbour to the dominant of E major.

Through his decision to change the key of the overture, Beethoven was not only
creating a proper harmonic transition into the first scene: he also composed an elaborate
commentary on a particular relationship between C major and E major. Every C’s
appearance as a potential tonic must be retrospectively interpreted as a lowered
submediant within large-scale harmonic syntax. C is only an illusory tonic, a transitory
stage whose ultimate function is to lead towards E major, metaphorically upwards in the

? See Appendix image no. 1.
? See Appendix image no. 2.
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circle of fifths. Hermeneutic hypotheses about metaphysical consequences of this
subordinate state are low hanging fruit, which I will pick later.

Celestial resonances populate historical descriptions of E major, which was
characterized in terms such as uplifting (Junker, 1777) heavenly (Heinse, 1796), dazzling
(Grétry, 1797), or “destined to reign in the realm of spirits” (Hoffman, 1814) [12].
Beethoven’s sensitivity to key characteristics is well known, and so is the fact that he
made use of E major in depictions of both literal and symbolic heavens*. A fundamental
contribution in this regard is Eric Mckee’s discussion of the significance of E major in
relation to the topic of the sacred hymn, a musical sign with religious connotations that was
established in eighteenth century opera, and whose main attributes are a I-V-VI opening,
choral texture, sotto voce dynamics and duple meter [14]. Beethoven employed frequently
this combination of musical features in both vocal and instrumental works, and chose E
major in approximately half of the instantiations of the topic’. In his concluding remarks,
Mckee opens an attractive path of inquiry into the expressive motivations lying behind
Beethoven’s compositional strategies:

First, his preference for the key of E major in the depiction of spiritual states; second
his expanded treatment of the submediant at both small and large scale levels of tonal
organization; and third, Beethoven’s use of the hymn topic within an expressive
interplay of other musical topics in which the topic of the sacred hymn is set in
opposition to music depicting our earthly condition [16].

Fidelio provides not only an example but also further evidence for these statements.
The articulation of an opposition between E major and C major is not restricted to the
Overture and appears repeatedly throughout the opera®. Leonore’s only aria Komm
Hoffnung is a prayer to hope in E major that displays all the characteristics of the topic of
the sacred hymn. The previous recitative consists of two contrasting sections: an agitated
introduction in which Leonore violently condemns Pizarro’s corruption, and a peaceful C
major episode in which the heroine is soothed by peaceful images of nature.” This
recitative was completely recomposed in 1814, and Beethoven doubled its length: a
significant move considering that most amendments since the original project had mainly
consisted of cuts and reductions. The section in C major, absent in previous versions of
the opera features 9/8 meter, harmonic stability, and parallel thirds in the woodwinds,
constructing a bucolic escape from the tormented onset of the recitative. The key,
introduced as a potential safe haven, finally becomes, one more time, an upper chromatic
neighbour to the dominant that introduces E major, key of the aria. At the topical level,
the pastoral gives way to the sacred hymn.

The relationship between both keys that had been articulated in the Overture in
an abstract manner is fully realized at Leonore’s recitative and aria, with the incorporation
of text and topical associations. In his theory of musical semiotics, Tarasti deals with key
relations in terms of inner spatiality, a notion that allows the conception of musical

* Examples include Lieder von Gellert Op. 48 no. 1, “Bitten”; “Elegischer Gesang” Op. 118; and “Abendlied
unterm gestirntem Himmel” WoO 150, see Kinderman [13].

> Although this may seem a natural association between key and topic, it is noteworthy that there is no such
coincidence within Mckee’s list of instances of the hymn prior to Beethoven, which includes operatic excerpts
by Gluck, Salieri and Mozart among others, see Mckee [15].

®An instance that I do not discuss here can be found in the duet Jety Schiitzchen, jetz sind wir allein, mm.65-80.
7 See Appendix, image no. 3.
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departure and return or movement from one space to another: “...enharmonic
reinterpretations move us to a new musical inner space. All the rules of modulation can
thus be given a semiotic reading” [17]. The particular ways in which different modulations
and key relations are articulated provide a syntactic framework for the creation of musical
meaning. In Fidelio, the metaphorical conception of musical spaces gives rise to a complex
analogy in which C major and E major interact as the realms of the material and the
spiritual (see Figure 1).

Basic metaphor: Key areas are spaces Derived metaphor:Key areas are planes of existence

——— { The earthily/material

-1s below

-have boundaries i ]
-afford conceptions of in and out -1s a fransitory state _
-different elements belong to one or the other - realm of pastoral topic/nature

—— { The spiritual

-is above
-is a final state
-realm of sacred topic/religion

Figure 1: Cross domain mapping afforded by interaction of topic and tonal syntax

The articulation of such an analogy has consequences for the interpretation of the
drama, tingeing Leonore’s character with religious overtones through topic and key.
Additional spiritual connotations seem to turn the heroine into an allegory of faith
instead of a woman of flesh and blood: her womanhood is de-emphasized, not only by her
men’s clothes but also by the musical treatment that she receives. Had Beethoven’s
interest been placed in the exaltation of marital love, he would have probably devoted
more compositional efforts to the celebration of the reunion between husband and wife (O
Namenlose Freude, No. 15) instead than recycling a theme from his abandoned operatic
project Vestas Feuer. Furthermore, the scene in which wife and husband see each other for
the first time after two years of separation (Euch werde Lohn in besseren Welten, No. 13)
also problematizes the conjugal nature of love as the moving force of the drama. When
Leonore, to whom the starving prisoner refers as sent from heaven, gives him a piece of
bread, the act is imbued with an unmistakable tone of communion. Her utterance of the
line “Da nimm das Brot”® could be added to Mckee’s list of instances of the sacred hymn,
although this time the topic does not appear in the heavenly key of E major, but in the
earthly C major. The tonal context is analogous to that of the overture, as C major is
about to lead to E major, which in this case is the dominant that leads to a recapitulation.
The topic, associated in Leonore’s aria with E major, descends to C major in a suggestive
analogy. The Ab-C-E complex provides a pre-established frame of tonal reference for
Beethoven’s use of the sacred hymn topic and affords the generation of a complex musical
metaphor of a quasi-Eucharistic moment. References of juxtaposition between this trio of
tonics in a religious context were readily available to Beethoven: it can be found in
Haydn’s Seven Words oratorio, a work that was repeatedly performed in Vienna during the
years prior to the composition of Fidelio.’

¥ See Apendix, image no. 4.
°In 1796, 1798 and 1801, see Lodes [18].
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Usage of key symbolism is a common place in the legion of hermeneutic readings
that Beethoven’s opera has elicited. The fact that the drama takes place in two contrasting
physical spaces, surface and depths, renders key characteristics all the more apparent: flat
keys are associated with the darkness of the prison and Pizarro’s corruption, and C major
with the brightness of sunlight, freedom and victory. It has also been noted that the
narrative trajectory from imprisonment to freedom is paralleled by an ascent from the
dungeons to the surface and by a tonal trajectory from F minor to C major [19]. Political
interpretations of Fidelio, either as an enactment of the ideals of the French Revolution
[20] or as a defence of enlightened absolutism [21], feature a strong goal orientation, as
they emphasize the final triumph of freedom and justice over moral corruption. The
addition of a third dimension to this binary opposition can enrich the interpretation of
this journey from darkness to light, by considering E major as the apex that completes the
Ab-C-E complex, imparting a spiritual dimension to the message conveyed by the opera.

Although an exalted C major-ness embodies the joy of the final chorus of
prisoners, the victory it conveys can also be understood as an earthly and thus transitory
achievement, deployed from a transcendence that is constrained to the realm of the spirit.
The final chorus has been described as “bathed in brilliant sunlight” [22], or a “burst of
light more glorious than any sunrise” [23], and C is indeed bright when opposed to F
minor or Ab. But the repeated use of C major as a subordinate key to E major functions as
a musical sign that alludes to the illusory nature of this tonally defined existential plane.
The source where brightest light is to be found is actually E major, a differentiated
ontological space in which faith and spirit reside, musically embodied in sacred signs.
Teleological narratives oriented exclusively to the achievement of a final state fail to
capture the relevance of this metaphysical realm as moving force and ultimate placeholder
of positive moral values. No less important than the victorious resolution is the presence
of a spiritual agency allegorically represented by Leonore. The Ab-C-E complex and the
topic of the sacred hymn provide further analytical support to readings of the opera that
emphasize its spiritual dimension, such as those of Mellers [24] or Singer, who considered
Fidelio a sacred drama: “In being a dramatization of passion, of heroism and of that
aggressive wilfulness without which there could be neither passion nor heroism, Fidelio
takes the form of a religious mystery” [25].

MEDIANTS AND SUBMEDIANTS IN BEETHOVEN’S LATE STYLE

Whereas the choice of keys was already present in the first version of the opera,
some of the revisions performed in 1814, particularly the new overture and Leonore’s
recitative '’, seem to articulate the contrast between C major and E major in a new
emphatic manner. In Fidelio, it is mainly due to Beethoven’s final modifications that C
major, the key of nature and of the triumphant celebration of freedom at the end of the
opera, repeatedly turns out to be a transitory state that leads to E major, the key of
Leonore, imbued with spiritual meanings. I have suggested that this opposition of keys
functions represents the contrast between the human and the divine, and that the
recurrent reinterpretation of C major as flat submediant of E major can be understood as a

1 The Overture and both Florestan and Leonore’s recitatives and arias were the numbers that suffered major
changes in the 1814 version.



73

metaphor of the ephemerality of the earthly existence and the achievement of a superior,
transcendent state.

Due to the significant temporal gap that separates the first and second version of
the opera from the third, it seems reasonable to venture a reading of the final set of
alterations to Fidelio as an evolutionary link between Beethoven’s heroic and late style.
After all, the works composed between 1806 and 1814, including Op. 74 and Op. 95, have
been labeled as transitional [26]. From the standpoint of the typically heroic per aspera ad
astra archetype, or in Hatten’s words, the tragic-to-triumphant expressive genre [27], C
major shall be considered as the goal towards which the drama strives. However, to
present C major repeatedly playing an auxiliary function to E major notably diffuses its
status, and the emphasis on the religious aspects of the drama contributes to a certain
relaxation of the teleological drive. The construction of the musical narrative is not
entirely captured by a linear progression from F minor to C major; it rather emerges from
the trifold opposition of keys related by major thirds. I find a suggestive analogy between
this shift and a tendency from goal orientation to goal diffusion features that Michael Spitzer
uses to characterize Beethoven’s heroic and late periods respectively [28].

The use of major third relationships would become an essential feature in
Beethoven’s later work. An overview of the choice of key areas in the late string quartets
proves to be striking: out of the eighteen movements in major mode, only three feature a
section in the dominant.'' By contrast, there is a tendency towards a symmetrical
relationship of keys, with a tonic balanced between the mediant major and the flat
submediant (Figure 2). Major-third related keys often appear in episodes differentiated not
only by key but also by texture, register, and character (e.g. E major variation in Op.
127,ii; Gb episode in the Grosse Fugue), and seem to carry more expressive weight than all
the action surrounding them, functioning as heavy middles that challenge the goal
orientation of classical form.

Tonic Tonic

e Bb : o AP g
Ab C Gb Bb
Db e B F
A A G
B : -

Figure 2: Key relationships in Op. 130 (i)'? and Op. 127(ii and iv).

These aspects of tonal organization have not remained unnoticed, although a
better understanding of their semiotic underpinnings is still to be gained. The opposition
of keys related by major thirds in Fidelio displays a rich metaphorical capacity that can be

"' Op. 127 (iv), Op. 130 (iii), Op. 135 (i). In the Grosse Fugue, original last movement of Op. 130 the
dominant is absent as tonal center, although it does appear in the alternative Finale.

2 Adapted from Chua [29].
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also applied to instrumental works. Maynard Solomon encouraged “the inquiry into the
connections-at least the analogies- between Beethoven’s thought and his later works” [30],
an enterprise that has inspired notable contributions avant la lettre such as Hatten’s tragic-
to-transcendent expressive genre [31], Kinderman’s symbol for the Deity [32] or Lodes’
discussion of the relationship between man and God in the Missa solemnis [33]. A deeper
knowledge of the ways in which keys contribute to musical signification, either by
themselves or in relation to each other, either specific to Beethoven or shared with his
contemporaries, has the potential to open a new window into a repertoire that seems to
encourage endless interpretations.
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Image 1: Fidelio, Overture, mm. 1-23 (reduction)
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Image 4: Fidelio, Act 1, No. 9, No.9, mm. 21-32
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Topical Interplay in Beethoven’s An die
Ferne Geliebte: Ambiguity as Narrative
Principle

Panu Heimonen, University of Helsinki, FI

ABSTRACT

This paper attempts to formulate a novel way of analysing topical relations in interaction
with pragmatic factors in the song cycle An die Ferne Geliebte. The psychological tension
peculiar to the cycle arises from the manner in which topical relations (pastoral, heroic)
interact with a network of minor mode inflections. These tragic minor inflections are
interpreted as metalinguistic negations which are able to form a signifying network and to
function as part of transcendental acts of affirmation and negation. Topics are embedded
in a tonal framework which establishes pertinent tonal goals. The narrative trajectory is
the result of interaction between these transcendental acts and relations that prevail
between topics. The above psychological tension finds moreover an equivalent in the
Moorean paradox.

INTRODUCTION

This paper examines how the topical path in the song cycle An die Ferne Geliebte
develops from ambiguous to non-ambiguous with respect to evolving tonal relations. The
change between the topics reflects a change in interlocutors’ psychological states thus
leading to the emergence of the Beloved. Methodologically the paper attempts to combine
the analysis of tonal relations to an examination of relations between existential semiotic
and pragmatic ways of analytical description. At the end of the cycle there is a strong
sense of success and reconciliation: The distance has been overcome and the Beloved has
gained her presence. Therefore conjectures are put forward concerning the way and
possible moment when reconciliation is achieved.

A METHODOLOGICAL OVERVIEW
An Outline of Form

The cycle itself comprises six songs, the first and last of which form a framing
sections (bs.1-54; 258-342), and the songs no. 2-5 (bs. 55-257) make up the central part of
the cycle. Still in spite of seeming easiness of the character and traits of individual songs
when the cycle is examined as a whole the resulting signifying relations turn out to be
subtle and complicated by nature.
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Song no.1, | Songno. 2, | Song no. 3, Song no. 4 Songno. 5 | Song no. 6
(Ziemlich (Poco (Allegro Assai, | (Nicht zu (Vivace, (Andante
langsam Allegretto, | 100-152) Geschwinde, | 190-257) con moto,
und mit 55-99) 153-189) Cantabile258
Ausdruck, -304) Coda,
1-54) (305-342)
Pastoral Pastoral Heroic Pastoral Heroic | Pastoral and
Heroic
merged
Eb- G-major Ab-major Ab- C-major | Transformati
major (Ab- major (C- on to Eb-
minor) minor) major

Table I: Topics and Tonalities in An die Ferne Geliebte

Methodological Approaches

The framework consists of Greimassian narratology, existential semiotic theory
and pragmatics. There is a highly extraordinary narrative trajectory to be found in the
song cycle: A Debrayage (disengagement or “leaving the stage” of an actor [1]) which has
happened before the beginning of the cycle and a multifaceted central section which
prepares the way for the Embrayage [2], the re-emergence of the Beloved, the object of
longing. The song cycle consists of elements that on the surface seem to be rather simple,
but which are part of an embedded tonal structure (framing and central sections) and
which form such signifying relations whose meanings can often only be reached through
elaborated context-dependent referential relations. There seems to emerge both encoded,
semantic relations that arise from topical entities and inferential, pragmatic meanings
such as metalinguistic negations [3], [4], [5], which ultimately serve to bridge the central
songs (nos. 2-5) to the framing sections. It is the Greimassian theory which provides the
narrative outline of the cycle. Yet existential semiotic and pragmatic theories are still
needed in order to illuminate the inner, conversational and dialogic aspects of the piece.
The result of this methodological manifold is a new type of coherence based on pragmatic
inferences in excess of tonal relations and also on the related topical signification of a
semantic type. Ambiguity arises at several conjoined levels to such a measure that one
may almost insist that there is a trajectory of ambiguity to be discerned (on the concept of
ambiguity see [6]).

A methodologically vital development is that instead of speaking only about
expectations at the tonal level we choose to speak about interlocutor’s communicative
intentions [7] and the denial or fulfillment of these intentions. Speaking about intentions
is highly relevant in a situation which at the outset can in a romantic manner be described
as longing for the unattainable. It is a question of inner mental events and processes and
the dialogic communication between them. In addition to expectations the concept of
intention takes into account all the semantic and pragmatic indexical processes that are
vital for a proper understanding of the identity of the interlocutors. This is relevant since
the actors are well established through the accompanying text and the use of intentions in
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order to analyze conversational interactions in pragmatic and semantic theory belongs to a
venerable stream of research [8].

Ultimately the song cycle is about a dialogical interaction between two
interlocutors, the narrator-protagonist and the Beloved one. It tells how the distance
which separates them is overcome and describes the way in which the topical landscape
tells this story. The former is conceptually realized through rapprochement of the
interlocutors’ communicative intentions, which as mediated via the interacting topics —
especially the pastoral [9] and heroic topics - also forms the main content of the cycle.

The re-emergence or “entering the stage” of the Beloved, which we following
Greimas (1987) shall call Embryage, functions as a presupposition for the entire cycle. It is
the crucial event, the object of longing. This presupposition will then be denied or
negated several times and in different manners in the course of the cycle. It is actually this
sense of knowing something and simultaneously refusing to believe it which allows one to
build up the kind of psychological tension that is characteristic to the cycle as a whole and
which works as a central factor in the formation of the narrative trajectory of the cycle.
This psychological tension is reflected in the paradox which arises in Moorean sentences:
[ know that p, but I do not believe p. The negation appearing in these sentences is most
often a metalinguistic negation i.e. a negation which depends on the use of language,
which functions in response to a previous utterance and which objects or denies some
aspect(s) of how a proposition has been expressed. In a respective manner it is these very
tensions that mold the topical trajectory of the cycle and finally result in the merging of
the pastoral and heroic topic.

THE PIVOT POINT: WHICH ROLE FOR AB-MAJOR CHORD (M. 258)?

In terms of music analysis we start the quest for the functioning of the cycle from a
musical moment that carries the major emotional and narrative weight in the cycle and
then start to work backward and forward from there in order to explain the meaning of
formal, narrative and pragmatic processes involved. This central event seems to be the
appearance of the Ab-major chord at b. 258 at the beginning of song no. 6 (Example 1').

The cadential occurrences in the preceding songs and those in song no 6 are
interpreted as transcendental acts of affirmation when directed towards the main tonality
of the cycle and as negations when they attempt to move the music to a distant tonal goal.
Especially when the music collapses to distant minor modes of various degrees the
resulting negations are interpreted as metalinguistic negations which are able to refer to
other previous occurrences of the minor mode. What specific reasons can be found in
support of this central position of Ab-minor chord? There are several pertinent
dimensions in the song cycle which influence the formation of the narrative trajectory.
Because it is a question about a transformation that is happening within a dialogue
between the interlocutors over a long distance it is advisable to see which dimensions
change and which do possibly remain constant.

In this paper a conjecture is put forward that this is the moment where the Beloved
emerges as a conversational companion in the dialogue. Since the beginning of the cycle
is largely about remembrance one has now reached the now-moment (Temporal change).

! See Appendix image no. 1.
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In addition due to the diminishing distance the interlocutors have at least in a fictive
sense reached here the mutual location (Spatial change). The development of narrative in
An die Ferne Geliebte can in fact be largely seen through this Ab-major chord and those
tonal, semantic and pragmatic meanings which are attached to it. In quest of narrative
trajectory as we are it can be shown that many narratively significant progressions have
their origin in the corresponding handling of the Ab-major chord.

We shall start to unravel the narrative logic of the song cycle through the events
which precede the Ab-major chord. Given the central position of Ab-major chord and the
Ab-major tonality in the cycle as a whole its significance deserves to be examined from
various perspectives.

Ab-chord and the respective tonality bear the elements of choice in many respects.
[t carries with it a choice between pastoral and heroic topics: The heroic topic in song no.
3, and the pastoral topic in song no. 4. Also the Ab-major chord carries with it the
possibility of modal mixture, as is evident at the end of song no. 3. Here the sinister and
fateful Ab-minor threatens to overcome when the last straws of sunshine fall beneath the
horizon (“meine Seufzer, die vergehen wie der Sonne letzter Strahl”, Example 2%). A
related event takes place at song no. 6 where C-minor is momentarily reached before the
turn into the Bb-major (“und sein letzter Strahl verglithet hinter jener Bergeshoh”,
Example 1). Significant in view of the role of Ab-major chord is that it is in Ab-major
that one finds both pastoral and heroic topics. In this sense it might be thought that both
of the topics have an indexical relation to Ab-major. This can be seen to have a great
impact later in the situation at m. 258 when piano takes up the Ab-chord and starts to
seek the tonal direction. In a topical sense the chord can be indexed to either one of these
chords based on the preceding topical trajectory.

The Shifting Schenkerian Interpretation

Ab-major seems to have a position of a watershed tonality/chord in the cycle. The
intriguing position of the Ab-major chord can be further illustrated through the possible
implied tonal goals which it may have (see Figure 1). If Ab-major chord is established in a
subdominant function (IV), if will through dominant-chord (Bb7th, V) resolve into Eb-
tonality. It may however also be interpreted as an upper neighbor to G and the latter
functioning as a dominant resolve into C-minor, the parallel minor which has a tragic
meaning. It is also possible that one reaches Ab-minor as the tonal goal through modal
mixture. Having been almost entirely avoided in the song no. 1 it appears in an extremely
marked vein as Ab-major tonality in the two consecutive songs (nos. 3 and 4) of the
central section. The precarious position of the Ab-major chord is emphasized by the fact
that it is surrounded by the somewhat distant G-major (song no. 2) and C-major tonalities
(song no. 5). This foregrounds the coming role of the chord as the pivot point in the cycle
where several major tonal and narrative tensions are centered. A complicated network of
significations is thus foregrounded in the central section of the song cycle.

? See Appendix image no. 2.
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C-
major,
C-minor

Figure 1. Implied Tonal Goals for the Ab-major Chord

[t seems inevitable that in a situation between two interlocutors where uncertainty
is one of the main characteristics there is a push and pull —type of mental activity
concerning the kinds of voice leading interpretations just presented. These tonal goals also
prescribe the way that the longing for the distant Beloved develops and that prescribe the
possible moment of the re-encounter between the interlocutors. As will be become clear
in the course of the paper it is towards the painting of this kind of musical landscape that
Beethoven is aiming at in the song cycle when he is describing and living through the
longing for the distant Beloved.

NARRATIVE PRINCIPLES IN THE CYCLE

In the first song of the cycle a narrative lack [10] is established, which provides a
starting point for the narrative trajectory of the piece. The first and the most general
species of lack can be derived from an epistemological point of view. Since the Beloved is
non-present, she has been disconnected from the events of the story (Debrayage) and thus
obviously unreachable, one cannot possess infallible knowledge about her feelings, desires
or intentions in the first place. In this sense there is an inevitable and wide ranging
epistemic lack, a lack of knowledge, in the first song when seen from the perspective of
the whole cycle®. From an actorial point of view the song cycle seems to start out from a
situation where the Beloved is in such a location which is so far away that practically she
can be considered absent and to form an object of yearning. In Greimassian narratological
terms this is an example of a heterotopic space [11] i.e. an “elsewhere”, which is able to
imply both kinds of lack, and therefore it may also serve as a starting point towards the
development of an Embryage, the re-entry of an actor. This which will indeed eventually
take place as will become evident later. The above narrative principles will form the
background for the topical interplay which will take place in the song cycle. The
trajectory of topics will punctuate the skeleton of narrative events and along with tonal

? The epistemic perspective shall be dealt with in more detail in a presentation to be given at the conference
The Communication of Certainty and Uncertainty, October 3-5% University of Macerata, Italy. That
presentation will examine the analysis of epistemic modality in more detail in constructing the narrative
trajectory of the piece.
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events it will participate in the build-up of that conjectured moment where the Beloved
emerges and the process gets started where the dialogue between the two interlocutors
begins.

From Metalinguistic Negation to Transcendental Tragic

One has now established a path through the piece which consists of negating and
affirming transcendental acts and within this development a network which consists of
negations or denials, which are here interpreted as metalinguistic in the sense that they
are capable to object the previous negations in the network. Pastoral and heroic topics
alternate in the course of the cycle as was describe above in the first chapter. There are
however certain moments where the topic which usually covers the whole song in
question is negated. These kinds of denials of the prevailing topic occur two times in the
cycle. The first one takes place at the end of song no. 3 (Ab-minor, Example 2) and the
second one at the end of song no. 5 (c-minor, Example 1). In terms of voice leading they
are modal mixtures i.e. minor variants and they acquire a much more wide ranging
meaning when they are set into a signifying context. Basically this comes down to the
above mentioned relation of the central section of the song cycle to the outer, framing
parts of the cycle and to the question about how a sense of suspension is built between the
two.

Through an analogy in pragmatic linguistic theory a negation can be interpreted as
specifically a metalinguistic negation. It is something which is not part of the semantic
content of the topical layer of the piece, but it can pragmatically object some aspect of an
expression. It can then be seen to intrude the semantic layer [12] and in this way its
influence can reach over a longer period of time. In this sense it is reminiscent of
signifying processes in existential semiotics.

Being established as a negation of the desired state the tragic fate is in practice
represented as a modal mixture and appears in both songs no. 3 (Ab-minor) and 5 (c-
minor). These minor mode passages may according to existential semiotics be interpreted
also as transcendental acts of negation [13], usually coupled with the transcendental act of
affirmation. In this sense the tragic topic, when encountered in a context such as the
present one, acquires for itself the quality of transcendence. In doing so, they will attempt
to keep active the constant awareness of the possibility of the tragic fate. This in turn
causes the very awareness to be bound to loom over and above the individual songs. The
thing which will provide the essential countervailing force for the metalinguistic negation
is the tonal motion towards Bb-chord the dominant of Eb-major. This is the tonal force
that has been avoided throughout the cycle until the moment when Bb in "Molto adagio”-
passage enters (bar 283). Here it is introduced with doubled octaves along with a sensation
as though the time was arrested as the Bb octaves sound out. Hence this appearance
provides what may be termed affirmation in order to complement the previous negations.
In fact it appears in a row since a second affirmation follows in b. 295, the first proper
dominant seventh chord in the entire cycle. The appearance of this seventh chord and
especially the effort that has been allotted to establishing it most effectively testifies that
the distance has indeed now been moved aside.

Yet, as it appears the transcendental act of negation here works against the
principle of Embrayage, which was introduced at the beginning. The result is an intriguing
tension between these dimensions of the work. Left by itself the principle of negation
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would suggest the negation of the domain of utterance [14], which would imply the
impossibility of Embrayage, the re-entry of the Beloved into the domain of discourse.
Accordingly the absence of the Beloved would endure and the tragic fate would persist
(see Figure 2). However the negations are effectively resisted as the negated utterances are
metalinguistic entities they are projected over the central section of the cycle all the way
until the transformational passages starting from the beginning of the song no. 6*. The
very moment where both tragic negations, the one in C-minor and the one in Ab-minor,
confront each other in b. 283 (“molto Adagio”, Example 1) can be considered to form a
Grentzerfahrung as described by Karl Jaspers [15] and EeroTarasti [16].

Song No 6, "Tragic"
topic, Blocked
Dialogue, Collapse of
communication,
Persistent Isolation

Songs No. 2-5,
Decreasing
Uncertainty,
Emerging Dialogue

Song No. 1, "Pastoral"
topic, Weak or No
Dialogue

Figure 2. Alternative, Undesired Development Path

THE TOPICAL CONTRIBUTION: TOWARDS MUTUAL UNDERSTANDING

What will the trajectory of topics now start to look like when it is put into
interaction with the kind of narrative principles which were delineated above? In
connection with landscape poetry topics on a general level participate in the description
of the outer, natural world. On the other hand they are also capable to depict the inner,
psychological states and processes of the human psyche. Therefore a change in topical
content reflects a change in psychological states and a change in the topical relations may
be a sign of a change in mutual interaction between such psychological states.

Songs in the central section (songs nos. 2-5) have been fairly simple by character,
but yet illustrating the topical content in question. They almost tend to bear a
resemblance to folk song. Their tonalities on the other hand form a most interesting tonal
constellation: G-Ab-Ab (Ab-minor)-C (C-minor) — this tonal scheme being framed by
songs in Eb-major on both sides (see Table: 1). There are, however, no strongly directed
tonal tensions between the songs in the same sense that one finds in a thorough composed
work. These tonal relations carry and contribute to the character of the topics that are

* (Meta)pragmatic inference is a complicated and partly controversial topic since it is a question of rather
recent theoretical work. Its musical applications will be examined more in detail in a presentation to be given
at the conference The Communication of Certainty and Uncertainty, October 3'-5® University of Macerata,
[ealy.
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present in the central section and later on they will be set into interaction in the course of
the last song and the coda.

In terms of topics one arrives at the crucial moment when the piano enters at b.
258 signifying the newly discovered Beloved. Here a new element intrudes the preceding
clearly separated landscape that has hitherto consisted of alternating pastoral and heroic
topics. This is the moment of Embrayage of the Beloved that one has been preparing for
all the way throughout the cycle. The topical merging which is about to take place is a
central component in the psychological transformation which is taking place here
between the interlocutors. Based on the above discussion the Ab-major chord can be
considered to be related to both pastoral and heroic topics in an indexical manner.
Therefore the overall signifying process seems to work in favor of drawing the two topics
towards each other and then causing them to merge with one another.

Finally the merging of the topics is able to explain even the peculiar outlook of the
piano theme at the beginning of song no. 6. With regard to motives it seems to be closely
related to the theme at the beginning of the cycle, which indeed is the case. The
underlying reason behind this however is that Beethoven deliberately combines the
topical world of the beginning pastoral with the heroic undertones of songs no. 3 and 5.
Therefore when % time signature is changed into a 2/4 time signature the motivic
characteristics are bound to undergo a metamorphosis of a kind.

ON THE CONCEPT OF AMBIGUITY: A SYNTHESIS

What is required from a concept that is set to become the central aesthetic
principle of the analysis at hand? Since pragmatic processes are context dependent they
are usually subject to some kind of negotiation. This on the other hand may serve as a
source of ambiguity since due to contextual factors indexical terms and pragmatically
enriching processes may be interpreted in alternative ways.

Ambiguity can be born out of various sources. In this respect An die Ferne
Geliebte may be considered almost an exemplary case where there is an ambiguity
between the intended meaning and the recovered meaning or between the speaker’s and
addressee’s meaning. It is partly a question of just not knowing how things stand, which is
not ambiguous as such. Yet there are also genuinely ambiguous situations where a term or
an utterance has multiple meanings. In this paper such cases are the problems concerning
indexing and the ways to make pragmatic inferences. On the other hand the very position
of the two songs in Ab-major tonality in the central section is ambiguous since they are in
the middle of tonal degrees (G, C) that as such are not part of the framing Eb-major
tonality and the song at the end of central section seems to directed to a C-based tonality
instead of Eb.

In which ways does ambiguity then come up from this overall picture? It can be
seen to emerge at several interlocking levels. As a result of text-music —interaction there
arises epistemic uncertainty which is reflected as an ambiguity of the actorial identity of
the Beloved and accordingly also an ambiguity concerning the relation between the
interlocutors, which is the central feature of the song cycle. The trajectory in any case
develops from ambiguous to non-ambiguous, from uncertainty to certainty. The resulting
certainty is epitomized by the words at the notorious and affirmative moment (b. 283)
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where the dominant of Eb-major is reached: “und du singst, und du singst was ich
gesungen, was mir aus der vollen brust ohne Kunstgepring erklungen” (Example 1).

CONCLUSION

The cycle is based on a delicate interaction between tonal, semantic-topical and
pragmatic factors. As a justification for the inclusion of the pragmatic vocabulary to the
analysis here it can be deemed that the song cycle does not seem to be based entirely on
the idea of tonal coherence. Instead there appear several pragmatic inferences and the
type of continuity that is to be derived from therein. It has been shown that the kinds of
alternation between belief states (p, =p) which are peculiar to the cycle can be
characterized through linguistic relations that appear in Moore’s sentences and the related
paradox.

In a psychological sense the overall effect is one of diminishing the uncertainty of
actions starting from a description of an almost infinite space and distance in nature and
ending in the innermost human sentiments. As a result of the inquiry it is suggested that
interlocutors’ identities are more fully represented in the form and through the mediation
of the topical landscape — pastoral and heroic topics and their transformations - in the song

cycle, not perhaps so much in certain kinds of theme actors or thematic characters as the
case would customarily tend to be. This increasing degree of dialogue is represented in
figure 3, where the sense of a dialogue reaches its highest level in the course of the song no.

6.

Song No 6 and Coda,
Embrayage, "Heroic" and
"Pastoral" topics merged
together, Strong Dialogue

Songs No. 2 (Pastoral), 3
(Heroic), 4 (Pastoral) 5
(Heroic), Decreasing
Uncertainty, Emerging
Dialogue

Song No. 1, "Pastoral"
topic, Weak or No

“ Dialogue

Figure 3. Topics and Degrees of Dialogue in Songs No. 1-6.

There is a rapproachement of interlocutors’ communicative intentions and a
corresponding merging of topics taking place in An die Ferne Geliebte at that moment
when the Geliebte emerges. It however takes place in such a manner that includes
bringing together strongly contradictory topical and dramatic gestures and a variety of
tonal implications and their deferrals in the course of the song cycle. It may even be that
no definite moment of the emergence of the Beloved after all needs to be pointed out. As
a result the Embryage of the Beloved is being achieved in a piecemeal manner while the
topical trajectory works its way towards the unification of communicative intentions.
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156-57, bars 134-152.

© Copyright 1990 by Henle Verlag Publications, Inc. Reprinted by Permission.



89

Situational Irony in Beethoven’s Late
String Quartets

Tamara Balter, Tel Aviv, IL

ABSTRACT

Although the structures of verbal and of situational irony have been shown to be quite
similar,” we cannot make a defensible argument about verbal irony in instrumental music,
i.e., about verbal meanings being manipulated; rather, musical events are best explained
as exemplifying situational irony—a type of irony that has been scarcely discussed in the
music theory literature.

Sewveral fundamental characteristics of music make it highly amenable to situational irony
(also known as "trony of events”). Classical music raises expectations, and competent
listeners anticipate situations that they consider right for the musical conditions at hand.
Furthermore, listeners compare and contrast the expected musical event with the one that
actually occurs in the work. But naturally, these traits are not sufficient conditions for
musical irony because contrasting situations and frustrating expectations have many other
uses as well. The main question is therefore: When does the presence of these features
indicate situational irony?

As analyses of several of Beethoven's late string quartets show, situational irony can be
used to account for a range of musical events that may be interpreted as ironic. Drawing
on Lars Ellestrom’s” discussion of situational irony in Magritte’s painting In Praise of
Dialectics, the present essay demonstrates how the closing-beginning contradiction in
Beethoven’s String Quartet in F Major, Op. 135 exemplifies situational irony. The
quartet’s opening, which contains comic elements, makes a mockery of the projected
normative beginning, undermining our stylistic expectations. Situational irony can also be
expressed in music by frustrating a meticulously prepared expectation for harmonic
resolution or key area. Indeed, in the Scherzo movement in Beethoven’s String Quartet in
C-sharp Minor, Op. 131, unexpected modulations may be interpreted retrospectively as
portraying situational irony. In Op. 131 such irony is related to the large-scale ironic
conceit of the movement.

! Zemach, E. and Balter, T., 2007. "The Structure of Irony and How it Functions in Music," In Philosophers on
Music: Experience, Meaning, and Work, ed. Kathleen Stock. Oxford, Oxford University Press, pp. 178-206.

? Ellestrom, L., 1996. "Some Notes on Irony in the Visual Arts and Music: The Examples of Magritte and
Shostakovich," Word & Image 12, p. 202.
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SITUATIONAL IRONY

Whereas in our daily life we often ascribe irony to situations, events, or certain
behaviors, most studies of irony and related tropes (such as parody, humor, and the
grotesque) attribute irony to literary works. An explanation of irony as modeled in literary
works is also present in the primary definition of the term in the Oxford English
Dictionary, which stresses the use of words. This approach has a long history that goes
back to treatises on rhetoric, which considered irony as one of the rhetorical figures. The
second definition in the OED presents other fields as well in which one can find irony: "a
condition of affairs or events of a character opposite to what was, or might naturally be,
expected; a contradictory outcome of events as if in mockery of the promise and fitness of
things [1]." Douglas Muecke explains that this ordering in the OED (defining verbal irony
first and situational irony later) "reflects the historical development of the concept of
irony: Situational Irony was called irony because, and when, it seemed to resemble Verbal
[rony, and this was not until the eighteenth century [2]."

From around the time we find situational irony in music, in the second half of the
eighteenth century, this type of irony was already recognized as resembling verbal irony. In
music we seem to have a combination of verbal and situational irony: we can identify
events but not speakers and their intentions. Yet, because we know that there is no
chance or fate involved in a fine artwork (unlike events in real life), we tend to assume
that it is the creator’s voice that (intentionally) invents ironic situations in the work.
Situational irony does not require an ironist, only an onlooker who discerns the irony
exemplified in the situation or state of affairs. Although the structure of verbal and
situational irony is fairly similar, one cannot explicitly speak of verbal meanings that are
manipulated in music (as in verbal irony), but musical events may readily be explained as
exemplifying situational irony in which the situation is constructed, and hence controlled,
by the composer. Thus, although irony of events in life does not require intentionality or
an ironist (Muecke explicitly states that only events and situations may be unintentionally
ironic [4]), in music we similarly do not require any agential intention, but we must
substantiate our interpretation of musical events as displaying situational irony if we were
to attribute it to the work and its composer (or to its "implied author," to use Wayne
Booth's term [5]).*

In situational irony, just as in verbal irony, the perceiver contrasts the situation at
hand with an idealized projected situation [6].” A situation in reality or a musical event is
perceived as ironic if it leads us (the perceivers) to project (envision) a possible situation
that may be considered a counterpart of the situation/event at hand. Irony typically
involves criticism, a dramatic exposition of imperfection; as such it differs, for instance,
from endearment or amicable understatement, which may have a similar structure. The
contrast between the superior situation and the one at hand enhances the deformity of the

3 Knox [3] notes that "before the late eighteenth century little attempt was made to carry the explicit definition
of irony beyond the type of the dictionary entry and the traditional rhetorical classification."

* Despite the centrality of intentionality in theories of irony, Booth often employs his notion of an "implied
author" as a means to escape the problematic reliance on intentions when interpreting texts or works of art, as
previously explicated by Wimsatt and Beardsley's "intentional fallacy."

> In the theory presented there, the structure of both verbal and situational irony is shown to be the same
(unlike, for example, that of parody) in so far as a perceiver is led to project a possible situation that is
understood to be superior to the actual situation. In situational irony our norms lead us to project an idealized,

"apt" situation that is in sharp contrast to the actual situation.
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target of irony. The essence of irony lies in the projection of a situation that makes reality
(or in our case, aspects of the musical work) look deformed or imperfect.

In verbal irony, a speaker uses language to indicate an ideal situation (contrasted to
the one mocked); in situational irony, the ideal situation is indicated by our norms. We
have strong intuitions about how things should be: what is right, just, and fair in a
particular case. For example, Joe is a clumsy and reckless driver but has never caused an
accident. His wife, Jane, is an adept and scrupulous driver, yet she is killed in a traffic
accident. The real situation here (the good driver is killed and the bad one comes to no
harm) is ironic in that it is perceived against a just counterpart (where people get what
they deserve), a possible world that puts it to shame. The projected situation makes us see
the real situation as a grotesque and deformed version of it. Many of O. Henry's short
stories are filled with ironic situations.

Although the following example of situational irony is taken from a literary work,
it also exemplifies non-linguistic irony, demonstrating that it may occur in literature, too;
it also serves as a "modulation” to our discussion of situational irony in music. The science
fiction novel, Camp Concentration by Thomas Disch, is alleged to be a report of a poet
ordered to describe the life of scientists and artists incarcerated by a totalitarian
government in a concentration camp [7]. The inmates had been intentionally infected
with an illness similar to syphilis, which made them more creative but killed them in less
than a year. The beginning of the report (that is, the beginning of the novel itself)
illustrates the mediocre and dull style of an uninspired poet. Gradually, the writing
improves, until it becomes a superb work of art, written in a poetic, vivid language. A
sensitive reader discerns the gradual improvement in the writing and understands, before
the protagonist himself realizes it, that the latter had also been infected. The disease has
caused him to become more creative, but will kill him very soon. Only at the end of the
novel do we find a literal statement that the poet was indeed infected; until that point,
that crucial plot element can only be inferred from the quality of the writing. This is non-
linguistic, situational irony: the irony in that novel is revealed not by the meaning of the
text but by its aesthetic properties.®

This example brings me to a significant distinction between linguistic and non-
linguistic (or behavioral) irony. First, one may speak of irony as linguistic expression. For
example, when [ say ironically "That was a really smart thing to say," my intended
meaning may be: "That was a really dumb thing to say." Irony operates here on the literal
meaning of a linguistic expression. In its second, non-linguistic form, irony operates on
the properties of ordinary objects rather than on the meanings of linguistic expressions. For
example, a speaker behaves in a way that he believes to be noble, and his opponent
mimics this behavior in an ironic way, making him appear ridiculous. Here the irony
moves from one property (nobility) to its opposite (ridiculousness). This counter-meaning
embedded in irony is therefore generally critical of the object of the irony. I believe that
irony in instrumental music appears primarily in the second form.

% Disch’s novel presents not only an irony of events (situational irony) but also a dramatic irony, from the
perspective of the reader, who is first to realize what the narrator does not yet suspect.
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SITUATIONAL IRONY IN MUSIC

There is almost no discussion of situational irony in the music theory literature
despite the fact that two central, commonly accepted characteristics of music make it
highly amenable to situational irony. First, classical music raises expectations: competent
listeners project situations they consider right for the (musical) conditions at hand.
Second, listeners compare and contrast the anticipated situation (a musical event) with
the one that occurs in the work. As Frank Samarotto notes in an essay addressing
determinism and causality in music analysis, "the idea of a logical succession of events is as
central to the presuppositions of music theory as we currently practice it that all else seems
to fall outside its purview" [8]. Lastly, in situational irony it is not always necessary to
assume an ironic agent (except the author). Note, however, that the above traits are not
sufficient conditions for musical irony because contrasting situations and frustrating
expectations have many other uses too: they create tension, drama, or simply add interest
to the work. Therefore, the main question is: When does the presence of these features
indicate situational irony?

A situation may challenge our assumptions about what is proper and right by
frustrating our expectations about the proper location of musical material of a certain
kind. Thus, a piece that begins with a closing gesture flies in the face of our expectations of
a musical event that is appropriate for the beginning of a work (in the given style). Such
"closing-beginnings" exist in the music of Haydn (notably in Op. 33) and of later
composers, and may be found in any number of string quartets. Jonathan Kramer and Judy
Lochhead discuss the contrast between these two states, the projected and the actual
(Kramer names them "clock-time" and "gestural-time"), in Beethoven’s String Quartet in F
Major, Op. 135 [9]. The musical event at the beginning of that work, shown in Ex. 1 (mm.
1-10), suggests closing or cadencing, contradicting its actual (clock-time) place at the
beginning of the piece. At that hallowed location we expect (hence project) normative
tonic stability and clear periodicity, but instead we find a compound, ten-measure
sentence that closes with a final cadence (in m. 10 all four parts have an F in four different
registers). Two surprising Phrygian cadences open the piece, each followed by a sprightly
three-note motive that mocks its serious mood and questioning gesture (mm. 1-4). A
nonchalant sequence follows and further develops the mocking three-note gesture,
integrating it as a motive. A terminal cadence occurs in m. 10 (note the atypical unison
ending), and then a new, unrelated musical idea begins. Thus, the quartet’s opening
derides the projected normative beginning: it undermines our stylistic expectations and
contains comic elements, hinting at irony.
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Example 1. Beethoven: String Quartet in F Major, Op. 135, I, mm. 1-10.

One of the few who investigated situational irony in art is Lars Ellestrom, who used
Magritte’s painting In Praise of Dialectics as an example. The painting shows the inside of a
room through an open window, but the room contains only the fagcade of another building
[10] (Figure 1). Instead of the stylistically expected domestic scene we find an inferior
situation: a forbidding externality. The frustration of our expectation by the exterior wall
that stands where an inside scene should have been parallels the above closing-beginning
contradiction in Beethoven’s Op. 135. In Magritte’s work we topologically understand the
inside to be the outside; in parallel, Beethoven shows us that the beginning can be the
end.” The competent listener’s tendency to project the norm leads to a paradox.
Beethoven seems to resolve it at the end of the work, but that solution only intensifies the
irony. The "closing" sentence that opened Op. 135 reappears at the end of the first
movement, performing, so to speak, its "duty" of concluding the movement.® Yet this
ending redoubles the irony: after we consented to forgo our previous conceptions and have
accepted a new musical idiom in which that musical event plays the role of a commencing
gesture, the new norm is forfeited: we must abandon our newly acquired norm and go back

TFollowing Muecke, Ellestrom writes that an ironic situation is one "that displays a striking incongruity
between an expectation and an event" [11]. But that condition, although necessary, is not sufficient because it
fails to distinguish an ironic situation from a merely surprising one. Ellestrém himself goes beyond it when he
claims that in music, "when we feel that two contrasting moods are mutually exclusive, and yet in a way make
sense when jumbled together, it is irony that tickles our ears" [12]. This is reminiscent of Lee Miller’s notion of
the overall appropriateness of the ironic situation, to be addressed below [13].

¥ A somewhat similar stratagem is employed in the late bagatelle Op. 126, No. 6 in E-flat Major. The bagatelle
begins with a short (6 bar) closing gesture: a fast, virtuoso passage marked "Presto," that has little to do with the
main body of the piece, which is a lyrical Andante in 3/8. This closing gesture reappears in the end, "restoring"
its normative function, where — to use Kramer's terminology — gestural time and clock time are aligned.
Concluding the movement with the same closing gesture that opened it turns the structure into a circular one,
but may also be understood as "framing" it, emphasizing its artificiality.
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to the old one. The opening sentence concludes the very work that taught us not to
expect it there. The destructive irony here is radical and most effective. Understanding
the paradox in the opening movement helps us comprehend a similar paradox in the final
movement.

Figure 1. Magritte, In Praise of Dialectics, National Gallery of Victoria, Melbourne®

The "Muss es sein?” question in the finale is presented in unison (Ex. 2). Its
implied harmony is dominant (seventh) to tonic; that is, from unstable to stable harmony,
which seems more suitable for an answer than for a question. But the absence of a
resolution of the leading tone and the leap to the tonic’s third undermines the harmonic
closure of the motive: its harmony suggests an answer, but its contour and voice-leading
suggest a question. This "oxymoronic" feature disappears in the recapitulation, where the
entire questioning motive is harmonized with a dominant harmony, hence sounding more
like a question.!® This paradox, as well as several other resemblances between the finale
and the beginning of the first movement, further hint at irony.!!

Another way of expressing situational irony is by frustrating a meticulously
prepared expectation for harmonic resolution or a key area. The sudden dislocations of the
apparent tonal stability in the finale (sonata-rondo) of Beethoven’s Violin Sonata in G
Major, Op. 30, no. 3 are ironic according to Longyear [14]. There are two tonally
surprising shifts in that finale. First, after the second episode of the finale, there is a false
reprise of the theme in the major mediant (mm. 133-36), which is carefully prepared but
abruptly abandoned. The movement proceeds to prepare for a correct recapitulation (m.
141). Second, in the coda there is a surprising shift to the flat submediant (m. 177) after a
prolonged dominant; this unexpected tonality is "stated in a ‘vamp’ accompaniment” and
precedes another statement of the main theme in a wrong key [15]. Longyear maintains
that these shifts display Romantic irony because they destroy an illusion. Leaving aside, for
now, the question of Romantic irony, is this even situational irony? Even if the major
mediant or the flat-submediant are not expected, their surprising appearance does not
amount to contradiction, as required in situational irony. Listeners are led to project a
more normative, perhaps a commonplace tonic area, which does not materialize; but the
projected situation (tonic area) does not mock the realized situation (major mediant) and
does not diametrically contradict it.

? http://www.ngv.vic.gov.au/col/work/4157

191 thank Naphtali Wagner for pointing this out to me.

" Both movements begin with off-tonic harmony, in piano and low register. The mysterious opening gesture is
played by the cello and viola, followed by a contrasting texture with close imitations between the three upper
parts (compare mm. 3-5 in the opening movement with the close imitation in m. 2 of the finale). In the
recapitulation of both movements the gesture appears in fuller texture over a prolonged harmony (D-flat [bV]]
in the first movement and prolonged dominant in the finale). Finally, the coda of the finale dismisses both the
question ("Muss es sein?" in minor, marked Grave) and the answer ("Es muss sein!" marked Allegro).


http://www.ngv.vic.gov.au/col/work/4157
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Example 2. Beethoven: String Quartet in F Major, Op. 135, IV, mm. 1-4.

There is, however, a late movement by Beethoven, the Scherzo in the String
Quartet in C-sharp Minor, Op. 131, where unexpected modulations to the mediant may
be retrospectively interpreted as portraying situational irony. In this movement,
Beethoven modulates to the mediant very early in the scherzo section, then directly
moves from the dominant seventh chord of the mediant (V7/iii, marked with a fermata)
to the tonic, E major. This shift brings to mind the above-mentioned deceptive move in
the coda of the Violin Sonata Op. 30, no. 3, from a dominant seventh chord with a
fermata to the flat submediant. In Op. 131 the deception is double, because what may
sound as the submediant in G# (an E major chord) is, in fact, a correct (tonic) reprise of
the A section of the scherzo (Ex. 3).'?

These early modulations to the key of the mediant are ironic because once it
becomes clear that the E major chord (m. 45) is a correct beginning of the reprise, the
modulation to G# minor sounds wrong. Beethoven makes it sound as if this
(unconventional) modulation to the key of the mediant was a mistake by writing no
modulation back to the home key. Instead, he makes the players slow down and appear
utterly confused. They hesitate, as if they wonder how they arrived at this G# minor area
and got stuck there, not knowing how to return to E major. Eventually they give up and
start all over, without modulation. Note, however, that the dominant-seventh chord in m.
44 resolves in the right register to the tonic chord in m. 45, reinforcing the possibility of
momentarily hearing the tonic in m. 45 as a deceptive resolution in G# minor. To clinch
the matter, it does make sense to modulate to G# minor in bridging to the next movement
(i.e., at the end of the presto), which is in that very key, and is linked to the present
movement without a pause; but no such modulation occurs there: instead, the players state
G#, the new tonality, in the last two bars in the wrong register (the cello plays in the
register of the violin and the latter plays in the register of the cello. See Ex. 4)."* It thus

"2 A similar "deception" can be found in the preparation of the reprise in Haydn's "Kyrie" movement in the
Harmoniemesse (1802), which refers back to the highly surprising first entrance of the choir on a diminished
seventh chord.

" In a quartet where all the movements follow upon each other as a continuous stream, one may expect a
modulation to G# minor at the end of the Scherzo; the abrupt two-bar section that links the Scherzo with the
next movement is therefore highly comical and brings to mind Beethoven’s whimsical note to Schott (the
publisher) that the quartet "was put together from pilferings."
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appears as though things got mixed up: the operative modulation comes at the wrong
time. The composer has intentionally made the actual situation look like an aberration, a
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Example 3. Beethoven: String Quartet in C-sharp Minor, Op. 131, V, mm. 30-48
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Example 4. Beethoven: String Quartet in C-sharp Minor, Op. 131, V, mm. 484-96.

' Elsewhere I show that the situational irony in this movement is related to another, large-scale ironic conceit
of the movement and to Romantic irony. Whereas in many cases of Romantic irony the presence of the author
is very much felt, as a means of shattering the illusion of the artwork, in cases of situational irony, as in the
irony of life events, intentionality is not implicit.
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As these examples show, musical events, similarly to real-life situations may seem
ironic even without the help of text. In one of the few philosophical articles devoted to
situational irony, Lee Miller [16] requires an additional condition for an ironic situation:
although ironic situations run contrary to the hopes and efforts of those involved, they
display a particular propriety, a type of poetic justice, whether good or bad. He notes that
"What turns out contrary to conventional wisdom and habitual belief is quite fitting when
measured in some wider context" [17]. In music, where we never assume events to be an
outcome of fate or chance, we explain ironic situations as carefully crafted by the
composer; thus the overall poetic quality is even more prominent. The aptness of ironic
events may be related to the old "paradox of art," as explained in Hepokoski and Darcy’s
discussion of deformations as compositional surprises: "the paradox of art is that the nature
of the game at hand also and always includes the idea that we are to expect the
unexpected ... What is ‘non-normative’ on one level of understanding becomes
‘normative’ under a wider span of consideration" [18]. In the movements discussed here,
unexpected events become part of a poetic conceit that includes situational irony,
functioning as such wider context.

Although in theory I construe dramatic irony as a kind of situational irony, I
avoided any attempt to trace dramatic irony in Beethoven's instrumental music because of
the more complex issue of agency involved. Dramatic irony presupposes the ignorance or
unawareness of an agent in the text to the nature of the situation at hand. Theorists who
deal with agency in music, however, may well apply the theory of situational irony
presented here to reveal instances of dramatic irony in instrumental music.
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of Mendelssohn’s Italian Symphony:
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ABSTRACT

The expressive course of the slow movement of Felix Mendelssohn’s Italian Symphony
consists of two clearly defined topics, march and pastoral. They both occur at specific
formal locations, the pastoral occupying the secondary-theme area of both the exposition
and the recapitulation, the march governing the rest of the movement. This outwardly
simple and conventional framework becomes much more nuanced when the movement’s
formal and harmonic idiosyncrasies are taken into account. This paper concentrates on
these idiosyncrasies and their consequences, examining three interrelated issues: 1) In the
movement, march and pastoral both have expressive connotations that can be defined
historically. Most importantly, pastoral is seen as representing longing, Sehnsucht
characteristic of early nineteenth-century aesthetics. So pastoral is invested with a positive
value and is therefore sought for. 2) Owing to their expressive connotations and struggle,
the two topics assume a narrative function, to be elaborated in the paper through the
“tragic archetype” as described by Byron Almén. March is seen as representing “order”
and pastoral “transgression”. The former will ultimately outweigh the latter. 3) The
unfulfilled longing of the pastoral (its primary narrative function in this movement) is
mainly conveyed by the work’s harmonic structure, to be examined from the Schenkerian
perspective. Neither the secondary key in the exposition nor the major-mode tonic in the
recapitulation (the two locations where the pastoral governs) is fully established, as there is
neither a structural tonic nor a confirming perfect authentic cadence. Thus the harmonic
structure, like the pastoral topic, features unfulfilled longing. The paper concludes by
arguing that in the movement the underlying topical opposition triggers a subtle interplay
where expressive and formal as well as historical and analytical factors constitute one

unified narrative trajectory.

OVERALL FORM AND JUXTAPSITION OF MARCH
AND PASTORAL TOPICS

Apart from the youthful First Symphony, Mendelssohn’s symphonic output has
often been seen to include programmatic features. Occasionally the programmatic

allusions are quite direct, like the quotation from the Lutheran chorale “Ein’ feste Burg ist

unser Gott” in the closing movement of the Fifth Symphony or the sonic imitation of a
storm at the end of the opening movement of the Third Symphony. At other times the
programmatic references are less direct, primarily suggesting evocation of moods. These
two layers have been seen to intertwine in the slow movement of the Fourth Symphony,
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the so-called Italian, which forms the topic of this presentation. As the movement has
either no title or word painting or musical quotations, it may be seen primarily as an
evocation of moods. Yet there are also more precise programmatic features and it has often
been suggested that the movement refers to a sacred procession that Mendelssohn
apparently saw while travelling in Italy.! One of the main musical factors supporting the
view of the movement as a description of a religious procession is the march topic that
dominates much of the movement. I will start by considering this musical factor.

The movement’s opening clarifies the significance of the march. After the
introductory fanfare, the primary theme begins in bar 3 and a steadily moving quaver
motion in the bass characterizes this theme. This unbroken bass rhythm then dominates
much of the work, and its direct allusions to walking establish march as the movement’s
primary topic. Expressively, this minor-mode march is tragic.

A more joyous major mode twice interrupts the minor. The first of these
occurrences is in bars 45-56. The music has now modulated to a contrasting key, A major,
and the bass gives up the steady quaver motion that has dominated so far. The major, the
new texture and the joyous expression also suggest a topical change from the initial march
to a contrasting pastoral. The alternation of march and pastoral interacts with the
movement’s form, as shown in Table 1. The work is in a modified sonata form without a
development. (The formal idiosyncrasies will later be addressed in some detail.) The
march and minor mode dominate the primary theme, transition and coda, while the
pastoral and major occur in the secondary theme. As a result, the march and minor both
begin and end the work, whereas the major and pastoral provide passing escapes from their
gloom.

TOPICS AND TONAL STRUCTURE

In the movement, march and pastoral are not only topics whose expression and
mode contrast with each other; rather, they are also underlain by very different kinds of
tonal frameworks. Most importantly, while march and minor often occur in a solid tonal
environment, the pastoral and major are never given firm tonal support. I will now
elucidate this contrast in tonal stability from a Schenkerian perspective.

Example 1 is a middleground graph of the exposition’s primary theme and
transition. The primary theme consists of a small ternary form whose a-sections both close
in a perfect authentic cadence in the tonic, a harmonic arrival that also closes a
descending fifth-progression from the movement’s Kopfton A. The primary theme
therefore confirms the tonic very strongly. The ensuing transition shows a quite common
tonal progression where the opening tonic is transformed, through a chromaticised voice
exchange, to an augmented sixth chord. This dissonant sonority is then resolved to a half-
cadential dominant of the secondary key; a “medial caesura”, as such gestures are called in
the recent formal theory of James Hepokoski and Warren Darcy [2].? As the half-cadential

! See, for example, [1].

? The addition of a seventh to the V of V might challenge its function as a half-cadential arrival. William
Caplin, for example, has argued in his detailed study on Classical cadence that a seventh chord cannot
function as a half cadence [3]. Janet Schmalfeldt, by contrast, has argued that in the nineteenth century
seventh chords do constitute half cadences, and she has used the term “nineteenth-century half cadence” when
referring to such cadences [4]. A clear instance, not discussed by Schmalfeldt, of a half cadence with a seventh
chord can be found in bar 29 of Schubert’s song “Der greise Kopf” (Winterreise).
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dominant occurs in the key of A minor, the listener assumes the secondary theme will
begin in this key. Indeed, dominant minor is a common option for the second theme in
sonata expositions of minor-mode works, and here this option would retain the opening
tragic expression. But as we have seen, Mendelssohn begins the secondary theme in A
major, at the same time introducing the contrasting topic, pastoral. It is as if the
movement refused to accept the course that has been predicted.

The major mode and pastoral topic prove unable to establish themselves securely,
however. This impression is conveyed both by the voice-leading structure, which avoids a
deep-level A-major tonic chord, and by the avoidance of a cadence securing A major as a
key. In the cadential articulation, the movement omits a perfect authentic cadence that
would confirm the secondary key, the gesture that Hepokoski and Darcy call the “essential
expositional closure”. Such a cadence is normative in Classical sonata-form conventions,
and its significance was already observed in the theoretical writings of the eighteenth
century.’ In the voice-leading structure, in turn, the dominant of A major is prolonged
throughout the secondary theme, as shown in Example 2, so there is no deep-level tonic of
the secondary key. That is, it is notable that the secondary theme does not begin with the
conventional structural tonic of the secondary key. The primary element carrying out the
prolongation of the underlying dominant of A major is the neighbouring D-major chord,
the subdominant of A major, which arrives in bar 49. As a predominant sonority, this
chord is expected to initiate a harmonic motion aiming at a cadential closure. Indeed, in
bar 51 the music seems to begin a cadential progression, reaching, at the beginning of bar
52, a sonority that first sounds like a cadential six-four chord. This is not the chord’s
structural function, however. As the inner-voice A descends to G-natural, rather than to
G-sharp as one assumes, the chord turns out to be a passing secondary dominant within a
prolongation of a D-major chord (as is indicated in Example 2a). In other words, the
music aims to reach both a cadential confirmation of A major and this key’s structural
tonic, but both turn out to be unobtainable. Ultimately, in bar 56 the D-major harmony is
transformed, through a chormaticised voice exchange, into a diminished seventh chord
that is then resolved, at the outset of the recapitulation in bar 57, to the underlying E-
major chord. The secondary theme is thus unable even at its end to securely reach the A-
major tonic and confirm its key.

The key of A major therefore turns out to be an apparent key only, a key that is
implied by its dominant but not confirmed by its tonic.* This tonal instability greatly
affects the dramatic role of the A major and pastoral. As they occur within a prolongation
framed by the dominant of A minor (first reached in bar 43 and regained in bar 57), both
the A major and the pastoral ultimately sound quite insubstantial, almost like a kind of
parenthetical insertion, a side-thought that has no lasting effect. Yet one might argue that
A major and the pastoral topic have clear, albeit indirect consequences. The march that
returns at the beginning of the recapitulation might be interpreted as having been affected

* In 1745, Johann Adolph Scheibe describes the first part of a symphony (= the exposition), observing that the
section must end in a cadence in the secondary key, the only cadence in this section that he mentions [5].
Similarly, in 1793 Heinrich Christoph Koch writes that the symphony’s first main period (= the exposition)
ends in a cadence in the secondary key, after which there may still be “a clarifying period” [6]. In the Classical
era exceptions to the exposition’s cadential closure are extremely rare. Yet there are movements whose
expositions do close without a perfect authentic cadence in the secondary key; see the opening movement of
Haydn’s G-minor String Quartet, Op. 20, No. 3. In the nineteenth century, the avoidance of a perfect
authentic cadence in the secondary key became more common.

* Carl Schachter has clarified the notion of an “apparent key” [7].
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by the previous pastoral; most importantly, the march lacks the stability with which it was
associated at the movement’s beginning. As Table 1 indicates, the recapitulation starts in
the dominant minor; furthermore, there is no root-position chord at the beginning of this
section. Moreover, the opening section of the recapitulation (bars 57-74) fuses the
functions of the primary theme and the transition; in other words, the section begins as a
primary theme but ends as a transition.” When the section reaches its closure, the tonic
key has returned and the half cadence of bar 71 functions as the recapitulation’s “medial
caesura”.

The voice-leading structure supports the somewhat insubstantial quality of the
primary theme that opens the recapitulation. This is shown in Example 3, a middleground
graph of the entire movement. In addition to the return of the primary theme in the
wrong key at the beginning of the recapitulation (the dominant rather than the tonic),
the section fusing the functions of a primary theme and a transition avoids the structural
tonic chord of both the initial key of the section (A minor) and of its closing key (D
minor). Instead, the section starts on the regained dominant of the secondary key, which
is, at last, resolved to an A-major chord in bar 65. (The A-major chord has already arrived
in the first inversion in bar 62.) This chord no longer locally functions as the tonic of the
secondary key, A major, however; this option was left behind with the end of the
exposition. Rather, the chord now functions also in the foreground as the dominant of the
main key, D minor. This dominant looks ahead to a resolution to the tonic, and it is the
task of the remainder of the movement, the recapitulation’s secondary theme, to bring the
music to a cadentially confirmed tonic — the first such sonority since the end of the
exposition’s primary theme.

The ensuing secondary theme repeats the music heard in the second part of the
exposition, now in the tonic major. The major mode here is significant; most importantly,
now that the movement is approaching its conclusion, the major mode and the pastoral
topic reign. As the primary-theme/transition fusion that opened the recapitulation was
tonally rather insecure, it might seem that the major and the pastoral are now going to
have the upper hand, their subsidiary role in the exposition notwithstanding. For the
briefest of moments this seems to be the case. In bar 86 the recapitulation reaches its end
in the perfect authentic cadence in D major, a harmonic progression that functions as the
“essential structural closure”, the movement’s formal goal in the theory of Hepokoski and
Darcy. In the voice-leading structure, in turn, bar 86 signifies, as shown in Example 3, the
completion of the Ursatz. If the movement had ended on the first quaver of bar 86, it
would have seemed quite clear that the music had moved from the opening D minor to a
firmly established D major and thus also clearly established the pastoral. But the
movement does not end here. Rather, the D-major tonic is a fleeting element that is
immediately transformed into a minor sonority. The coda then follows in D minor and in
the march topic. I would argue that in bar 86 the minor triad is the primary element, so
the inner-voice F-sharp should be understood as an embellishing pitch, basically as a
chromatic passing tone. (Therefore there is only the D-minor chord in the middleground
graph of Example 3.) In other words, the fleeting major-mode resolution retrospectively
turns out to be only an illusion; the reality of the music, so to speak, returns to the minor.

3 Such a fusion of functions, where the beginning of a formal section suggests one formal function while its end
suggests another, has been discussed in detail by Janet Schmalfeldt, who uses the term “becoming” for referring
to this phenomenon [§].



103

So the major and pastoral are also secondary and unstable in the recapitulation, the same
way they were in the exposition.

TOPICS, STRUCTURE AND NARRATIVE

In the Mendelssohn movement, march and pastoral are more than just neutral
topics that alternate with each other; they both have expressive connotations that make
their dialogue nuanced.® Pastoral, in particular, has a rather distinct content. In the
eighteenth and early nineteenth centuries, pastoral was often associated with longing for a
past that has now been lost for good, yearning for the time when people were still
innocent and in a direct dialogue with nature. In the early nineteenth-century musical
writings this view was shown, for example, in Heinrich Christoph Koch’s comment on
“pastorale” in his Musikalishes Lexicon, published in 1802 [10]. More generally, yearning for
the past innocence that one may associate with the pastoral can be related to Romantic
longing, the Sehnsucht characteristic of early German Romantic literature. This longing
was not toward something concrete and clearly defined, but rather toward the ineffable
and infinite. Owing to its unspecified nature, Romantic longing eternally remains
unfulfilled, and the Romantics themselves referred to it with the expression “longing for
the infinite” (Sehnsucht nach dem Unendlichen) [11]. Raymond Monelle has described this
quality aptly: “Lyric time is the present, a present that is always in the present. And for the
Romantic, the present is a void...All that could be felt in the present time was a longing
for the absent life that lay outside it [12].”

Like pastoral, the “blue flower” that appears in Novalis’s novel Heinrich von
Ofterdingen, arguably the best known single symbol of Romantic longing, also draws a
connection between yearning and nature.

But I long to behold the blue flower...I never have heard of such a strange passion for
a flower...I might think myself mad, were not my perceptions and reasonings so clear;
and this state of mind appears to have brought with it superior knowledge of all
subjects. | have heard, that in ancient times beasts, and trees, and rocks conversed
with men. As I gaze up to them, they appear every moment about to speak to me; and
[ can almost tell by their looks what they would say. There must yet be many words
unknown to me. If I knew more, I could comprehend better [13].

Thus, pastoral may, as a musical topic, be associated with the more general notion of
Romantic longing (albeit the two are, of course, by no means identical). In the
Mendelssohn movement, the object of longing in the pastoral topic clearly represents
something positive, which, at the same time, is fundamentally unobtainable. In addition
to the pastoral topic, the major mode conveys this positive expression.

At a general level, the expressive connotations of the march, the other of the
movement’s main topics, are less specific. In the Classical and early Romantic eras march
had no fixed expressive content. Rather, its expression could extend from the tragic effect
of a funeral march to the heroic quality of a military march. In the Mendelssohn
movement, the minor mode and the slow tempo draw associations, indirect but clearly
audible, to the funeral march. Thus the march here has a gloomy quality.

¢ Raymond Monelle discusses the historical context and signification of march and pastoral in great detail [9].
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The positive but unobtainable quality of the pastoral and the tragic nature of the
march provide a foundation for elucidating the movement’s narrative unfolding.
Technically, this narrative can be described by applying Byron Almén’s terminology [14]
[15]. He makes a distinction between two types of musical elements: those that are
securely established and conventional (he refers to these with the term “order”) and those
that depart from conventions and are less secure (these are denoted by the term
“transgression”). Almén argues that the listener sympathises with one of these poles, so
this chosen pole is considered positive. Narrative archetypes then consist of an initial
tension between the two poles and of the final outcome in which one of the two ends up
being primary. If the pole with which the listener sympathises turns out to be the primary,
the narrative’s outcome is positive, while the result is negative in cases where the pole not
sympathised with dominates at the end.

The archetype that Almén calls “tragic” is valuable for our present purposes (Table
2a). Here the order is deemed negative while the transgression is positive. The right-hand
side column indicates that this opposition provides a foundation for a narrative
transformation. The tragic narrative archetype ends in a “defeat of transgression by order”;
that is, the initial juxtaposition of order and transgression leads to a state in which only
order remains. As the listener sympathises with transgression, this outcome is unwanted.

The tragic archetype provides a framework in which we can interpret the narrative
quality of the harmonic-structural and topical features of the Mendelssohn movement that
have been analysed above. Table 3 shows that the narrative course can be divided into
five phases, each of which exhibits a definite structural and topical state as well as a formal
section. The first phase covers the exposition’s primary theme and transition, introducing
the order. This phase’s tonal clarity, perfect authentic cadences in D minor and the
underlying top voice fifth-progression all convey the view that the minor and march
represent the stable state of affairs, the order. Phase 2, the second theme of the exposition,
challenges the order by introducing transgression, the major mode and the pastoral topic.
These elements remain somewhat insubstantial, however. As A major is not cadentially
confirmed, and as the middleground voice leading includes no structural tonic of this key,
transgression remains a non-confirmed element. Yet it may be interpreted as having an
effect on the movement’s continuation. When order (that is, march and minor) returns in
phase 3, in the recapitulation’s opening section that merges primary theme with
transition, the order no longer has the stability it initially had. The music avoids the
structural tonic of both the section’s opening A minor and of its closing D minor, so tonal
solidity is evaded. Therefore we may argue that the previous transgression has removed the
self-assuredness that the order initially had.

The middleground voice leading, shown in Example 3, indicates that the tonal
events of phase 3 can be seen to grow directly out of the two preceding phases that
introduce the juxtaposition of order and transgression. The first phase (order) closes in bar
43 on a dominant of A minor, a chord that is still prolonged when the third phase begins
in bar 57. The same chord is also prolonged in the second phase (bars 45-56), but locally
it is transformed from a dominant of A minor to a dominant of A major. Thus the
expression, together with the pastoral topic, changes the extensively prolonged chord from
the realm of order to that of transgression. When the resolution into an A triad finally
arrives in bar 65, it is to a major triad, the type of chord one would have expected to arrive
in the second phase. But this chord is no longer the tonic of A major, so it is reached in
the tragic world of order.
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After this conflict, phase 4 attempts to confirm transgression and give it primacy
over order. Now we do have a cadence in what one assumes to be D major, a cadence
whose significance in enhanced by the descent of the Urlinie here. But the D-major chord
is only an embellishing element that is immediately transformed into a primary minor
triad. Firm confirmation of the transgression thus turns out to be impossible, and the
movement’s final fifth phase conclusively seals the primacy of order; that is, of minor and
march.

EPILOGUE

My analysis has indicated, I hope, that the slow movement of Mendelssohn’s Italian
Symphony has a strong dramatic quality, which has been analysed above from a number of
perspectives: form, voice-leading structure, topics, Romantic aesthetics and narrativity. I
argue that the power and subtlety of the movement’s drama is not created by any one of
these aspects alone, but is rather an outcome of their interaction. So a comprehensive
elucidation of the movement’s drama benefits from an application of a variety of analytical
perspectives.

[ started this paper by referring to the common view that the slow movement of
the Italian Symphony has a programmatic quality, which grows out of its alleged references
to a sacred procession that Mendelssohn saw in Italy. Yet, in the analysis above I have not
spoken about this direct programmatic reference. As my analysis has addressed the
Andante’s musical elements alone, the movement’s narration can be appreciated even
without a direct extra-musical reference. In other words, the movement’s topical
opposition, form and voice-leading structure create its drama, and these factors suggest
musical narration even in the absence of an unequivocally stated programmatic reference.
The inference of allusions to a sacred procession may well deepen individual listeners’
emotional reaction toward the piece, thus they may be valuable for that given listener’s
reception of the movement. But I argue that such direct programmatic references are not
required for appreciating the deeply affective narrative of the movement, the drama that
fundamentally consists of the music’s intrinsic features.
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APPENDIX
Bars bars 1-35 | bars 3545 bars 45-57
Sonata form exposition
Formal zones primary theme (P) transition (TR) secondary theme (S)
Keys d d—a A
Closing perfect authentic cadence half cadence (HC) in no cadences;
cadences (PAC) in D minor A minor (bars 43 essential expositional
(bar 35) and 45); closure (EEC)
= medial caesura (MC) avoided
Topics march march pastoral
Bars bars 57-74 | bars 74-86 bars 86-103
Sonata form recapitulation coda
Formal zones primary theme (P) secondary theme (S) coda
becomes transition
(TR)
Keys a—d D d
Closing half cadence (HC) in perfect authentic cadence in perfect authentic
cadences D minor (bars 71 D major (bar 86; the major cadence in D
and 73); tonic is immediately minor (bar 102)
= medial caesura transformed into a minor
(MCQC) sonority); = essential
structural closure (ESC)
Topics march pastoral march

Table 1. Mendelssohn, Italian Symphony, op. 90, 11, overall organization
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Example 1. Mendelssohn, Italian Symphony, II, bars 1-43, middleground voice leading
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Example 3. Mendelssohn, Italian Symphony, 11, middleground voice leading

underlying opposition

temporal, narrative transformation

order (negative)
vs.
transgression (positive)

defeat of transgression by order

order vs. transgression — order

b)

order transgression
march pastoral
minor major

Table 2. Tragic narrative archetype after Byron Almén (Table 2a) and narrative function of
‘march’ and ‘pastoral’ in Mendelssohn’s Italian Symphony, II (Table 2b)
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phase 1 phase 2 phase 3 phase 4 phase 5
(bars 1-45) (bars 45-56) (bars 57-74) (bars 74-86) (bars 86-103)
exposition, exposition, recapitulation, recapitulation, coda
Pand TR S P=TR S
order transgression order returns transgression order
established introduced but but without attempts in established
not secured strong vain to confirm
confirmation itself
D minor fully A major as a from a from the D minor fully
confirmed key but no dominant of A dominant of D confirmed
structural tonic minor to a major to a
or cadential dominant of D cadential
confirmation minor; no confirmation;
structural tonic cadential
arrival turns
out to be in D
minor,
however, not in
major
march pastoral march pastoral march

Table 3. Narrative phases in Mendelssohn’s Italian Symphony, 11
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Dynamic Similarities between Liszt’s Au lac

de Wallenstadt and Byron’s Childe Harold’s

Pilgrimage

Grace Yu, Hong Kong Academy for Performing Arts, HK

ABSTRACT

In this paper, I aim at explicating the nature of intermediality by illustrating the dynamic
similarities between the musical signifiers of Liszt's Au Lac de Wallenstadt and its cultural
source of inspiration, Byron’s Childe Harold’s Pilgrimage. The mapping of oppositional
pairs across musical and cultural domains reflects the intrinsic importance of the notion of
paradox in different art forms, which elaborates upon Monelle’s’ idea that the pastoral
milieu “invokes an opposition of nature and art”.

While Au Lac de Wallenstadt uses an abundance of pastoral topical markers (e.g.
opening pentatonic melody, pedal point, regularly pulse repetition)’, the other overtly
non-pastoral musical features, e.g. transformation of the melody in the different A
sections, the harmonic oscillations, the contrasts between A and B sections in terms of
phrase structure and harmonic complexities, and the liquidation phenomenon likewise play
fundamental role in establishing oppositions that are intrinsic to Romantic pastoral
manifestations.

My paper offers a systematic intermedial explication of Au Lac de Wallenstadt: while the
title of the piece points to physical properties of a lake, the contrasting pairs found in
Liszt’s deliberate quotation of Byron’s Childe Harold’s Pilgrimage signal connection with
the contrasting pairs in the culturally contextualized reading of Bryon’s Harold, which
signals further connection with the contrasting pairs of Liszt's own biographical states.
Musical-stylistic contrasting pairs map readily onto these culturally and biographically
contrasting pairs that are by their very nature tightly interconnected with one another.
Such cultural and biographical facets also provide further cues for the interpretive paths
leading to particular or enriched iconic and indexical associations of a multitude of musical
stylistic constructs, e.g. melodic rhythmic gestures, woiceleading subtleties, formal
manipulations, harmonic treatments, and temporal procedures. My analysis reveals an
interconnecting system of cultural and biographical facets, in addition to the composer’s
sophisticated culturally mediated expression of complex states and emotions.

" See Monelle, R., 2006. The Musical Topic: Hunt, Military and Pastoral, Bloomington, Indiana University

Press.

% See Grabocz, M., 1996. Morphologie des oeuvres pour piano de Liszt: Influence du programme sur
l'évolution des formes instrumentals, Paris, Editions Kimé.
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DYNAMIC SIMILARITIES ACROSS MUSICAL AND CULTURAL DOMAIN

Monelle identifies that pastoral milieu “invokes an opposition of nature and art
[1].” In effort to further elaborate on the oppositional nature of pastoral topic in addition

to explicating the nature of intermediality, I illustrate the dynamic similarities between
the musical signifiers of Liszt's Au lac de Wallenstadt and its cultural source of inspiration,
Byron’s Childe Harold’s Pilgrimage. The mapping of oppositional pairs across musical and
cultural domains reflects the intrinsic importance of the notion of paradox in different art

forms.

Au lac de Wallenstadt (Table 1).

Before my furthering on paradoxical notion, below is a formal overview of Liszt’s

Formal Intro. A A’ B A” Tonic
Section extension
Key Ab Ab Ab Db-E- Ab Ab
V/Ab
mm. 1-4 5-20 21-36 37-62 63-78 79-112
Remarks | The opening | The right The right At the Rhythmic The melody
consists of hand hand melody | beginning of | displacement | that begins
the markedly | commences of A’ is the this section, | is evidentin | this part is
static atm. 5 as same as that | the melody is | the melody similar to that
“ripple-like” | the cantabile | of A, butin | rather at mm. 63- of the B
left-hand single line octaves. The | similar to 64 and mm. section, but it
pattern. melody section that of A 71-72. The is harmonized
while the likewise section but melody is differently;
introductory, | closesonlin | in the key of | also varied there is a
static left- Ab. Db major. through meter change
hand pattern The section | registral from 3/8 to
undulates. includes expansion. 2/4 at m. 103,
The section modal which can be
closes on [ in mixture and seen as the
Ab. enharmonic beginning of
modulation. the coda.

Table 1 Form diagram of Au lac de Wallenstadt

PASTORAL FEATURES IN AU LAC DE WALLENSTADT

Liszt’s use of pastoral topical markers in the piece can be assigned by stylistic

conventions, e.g. the pentatonic melody at mm. 5-12, the use of the pedal point, the use
of a relatively simple theme, the use of calm rhythm, and the regularly pulsed repetition in
the accompaniment [2] and the connection of these pastoral topical textures creates the
pastoral isotopy used throughout the piece [3]. Grabdcz’s accounts on the use of pastoral
figures and motifs resemble Ratner’s parameters of topical categories. e.g. opening

pentatonic melody, pedal point, regularly pulse repetition. The other overtly non-pastoral
musical features as shown in the formal treatment of the piece (refer to the form diagram
of Liszt’s Au lac de Wallenstadt), e.g. transformation of the melody in the different A
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sections, the contrasts between A and B sections in terms of phrase structure, harmonic
complexities notably in B section, and the liquidation phenomenon through retention of
the drone-like pedal tones and the continuous diminution of the previously syncopated
melody in A” section, in addition to the fundamental harmonic oscillations in the left
hand part of the opening accompaniment figure likewise play fundamental role in
establishing oppositions that are intrinsic to Romantic pastoral manifestations.

PHYSICAL VS. CULTURALIZED NATURE

Nonetheless, it is crucial to articulate the difference between physical and
culturalized nature. For instance, the modification of the final title from the first
publication of the piece Le lac de Wallenstadt (The Lake of Wallenstadt) to become Au lac
de Wallenstadt (By the Lake of Wallenstadt) is a significant one. More than depicting the
physical property of the lake, the piece also ties to emotions and thoughts triggered by
contemplating the lake. The cultural perspective of a reflecting Romantic subject indeed
intersects dynamically with both the literary and the biographical.

CONNECTION OF CONTRASTING PAIRS IN LITERATURE AND ITS
CULTURAL CONTEXT

Au lac de Wallenstadt was written during Liszt’s elopement with Marie d’Agoult in
Switzerland. Both the first and the second versions are likewise prefaced by a quotation
extracted from Stanza 85 of Canto III in Lord Byron’s Childe Harold’s Pilgrimage:

... thy contrasted lake,

With the wild world I dwell in, is a thing
Which warns me, with its stillness, to forsake
Earth’s troubled waters for a purer spring [4].

Merely from reading Liszt’s quotation of Bryon, the notion of “contrast” stands out:
“wild world” is contrasted with “stillness,” just as “troubled waters” is contrasted with
“purer spring.” Reading Byron’s own image of Harold in context, Calenza points out that
“Byron blended the popular image of poet as rebel and as a bearer of freedom with that of
the social outcast and solitary wanderer [5].” The dualistic culturally contextualized images
of Byron’s Harold as “rebel” and “social outcast” are contrasted with “freedom bearer” and
the nobler “solitary wanderer.” These two contrasting pairs connect dynamically with the
contrasting pair of Liszt's quotation of Byron of “wild world” vs. “purer spring.”

FURTHER CONNECTION OF CONTRASTING PAIRS WITH LISZT’S OWN
BIOGRAPHICAL STATES

The above-mentioned interconnected contrasting pairs further intersect with
Liszt’s own biographical states as he composed and revised the musical work. When Liszt
composed the first version of the piece, his violation of the social norm of the time by
eloping with Marie d’Agoult connect to the culturalized notion of “rebel,” and Liszt “the
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lone pilgrim ... whose travels across Switzerland as the scenic prelude to a full artistic
awakening in Italy” [6] intersects with the “solitary wanderer.” Later on as Liszt was
revising the piece in Weimar for the second publication, the social disapproval of
cohabiting with Princess Carolyne Sayn-Wittgenstein (who repeatedly failed to pursue an
official annulment from Prince Nicholas) [7] connects also to Harold’s image of “social
outcast,” and Liszt’s pursuit of artistic freedom by settling in Altenburg near Weimar
where the city was deemed by Liszt as a “Mecca” for contemporary music [8] intersects
with Harold’s image of “freedom bearer.” Please refer to following table (Table 2) that
tabulates the above-mentioned dynamic connection of the contrasting pairs between
Liszt’s quotation, cultural context of Byron’s Harold, and Liszt’s different biographical

states as he was composing and later on revising the piece for publication.

Contrasting pairs

Liszt’s quotation from Byron’s

Childe Harold’s Pilgrimage

Stillness

Wild world

(Heaven’s) Purer spring

Earth’s troubled waters

Interpretive context of
Byron’s Harold

Freedom bearer

Rebel

(Noble) Solitary wanderer

Social outcast

Liszt’s own biographical state
during the composition of the
first version (Le lac de

Wallenstadt)

“The lone pilgrim...whose
travels across Switzerland as
the scenic prelude to a full
artistic awakening in Italy”

Violation of social norms by
eloping with Marie d’Agoult

Liszt’s own biographical state
during the revision of the
second version (Au lac de

Wallenstadt)

Settlement in Altenburg near
Weimar where the city is a
“Mecca” for contemporary
music of Liszt

Unrest resulted from social
disapproval of cohabiting
with Princess Carolyne Sayn-
Wittgenstein (who repeatedly

failed to pursue an official
annulment from Prince

Nicholas)

Table 2 The Dynamic Connection of the Contrasting Pairs in Liszt’s Quotation, Cultural
Context of Childe Harold’s Pilgrimage, and Liszt’s Biographical State

NATURE OF INTERMEDIALITY AS REFLECTED BY LISZT’S AU LAC DE
WALLENSTADT

In the course of derivation of the musical meaning of Au lac de Wallenstadt, the
dynamic connection as explained explicates the nature of intermediality: the connection
is found on the basis of traits of similarities across the different domains (the physical
properties of the natural source, the literary references, cultural contexts of Byron, and
Liszt’s own biography). One facet of the extramusical source of inspiration (e.g. imagery in
Liszt’s quotation of Byron) triggers a representation of the similar trait in another domain
(e.g. a culturally contextualized reading of Byron’s Harold) that leads to the tie with
another representation in another domain (e.g. Liszt’s own biographical states). The
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interconnectedness across the different domains consolidates the systematic basis of
informed interpretive reading of the work.

MAPPINGS BETWEEN MUSICAL CONTRASTING PAIRS AND CULTURALLY-
MEDIATED CONTRASTING PAIRS

Mappings occur between musical contrasting pairs onto culturally-mediated
contrasting pairs as well. In addition to Byron’s preface, d’Agoult’s memoir indicates that
the shore of Lake Wallenstadt was a place where she and Liszt spent some time:

The shores of the lake of Wallenstadt kept us for a long time. Franz wrote there for me
a melancholy harmony, imitative of the sigh of the waves and the cadence of oars,
which I have never been able to hear without weeping [9].

As mentioned previously, the contour of this accompanying figure iconically
resembles the rise and fall of waves; here, Marie d’Agoult suggests another icon—that of
the cadence of oars. The contrasting phenomenon, stillness of the lake in Byron’s quote, is
captured iconically by the endless rhythmic repetitions of the accompanying figures in the
left hand throughout the piece.

THE MUSICAL MEANING OF LISZT’S AU LAC DE WALLENSTADT

Hence, the musical meaning of Au lac de Wallenstadt is something more than being
a depiction of a calm pastoral lake. The contrasting stylistic phenomenon in music maps
readily onto the contrasting pairs of the cultural lake in Byron’s quotation, the cultural
Harold, and Liszt’s own biographical states. Such musical contrasting pairs discussed
include textural contrast (static left hand and active vs. “leapy” right-hand melody),
sectional contrast (harmonic static sections A vs. harmonically adventurous section B),
and harmonic contrast (use of pedal tone vs. harmonic oscillations between tonic and
dominant harmony) etc.

Byron’s literary reference to the stillness of the lake, however, cannot be signified
just by the music itself; rather, the iconic reference is culturally mediated and enriched by
Byron’s quote. Also, the icon is not established as an isolated short motive or musical
figure, but as a process that unfolds across time throughout the piece. More than mere
undulations, these waves are indexically ascribed with human emotions, evoking the “sigh
of waves” mentioned by d’Agoult. Here, wave is not merely an agency” of Nature, but at
the same time, waves are heard as embodying human sighs. Newcomb adopts Donald
Davidson’s notion that “anything understood as an action must be understood as
intentional [10].” Without knowing the intention of d’Agoult as shown in her memoir
(just as the intention of Liszt to give us cues with Bryon’s quotation), we would have only
a general nineteenth-century stylistic association between gesture and sign—and little
direct evidence to claim the emotional underpinning of sighing.

The embodiment of sighs is also reflected by the repeated use of E-flat octaves in
the right hand at mm. 55-60. These E-flat octaves reiterate initially once a measure, and

ency is the capacity, the condition, or state of acting or of exerting power.
? Agency is the capacity, th dit tate of acting or of exerting p
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they then wind down to once every two measures. The bass notes in the left hand and the
grace-note octaves in the right hand present a chromatic descent coupled in 10ths. In
addition, this motion of winding down and dying away appears with the expression
perdendosi. This temporal indication can be indexically interpreted as an emotional
utterance associated with a sigh.

ICONICITY, INDEXICALITY AND EMOTIVE EXPRESSIVENESS

To evaluate the contextual motivation between d’Agoult’s biography and Liszt’s
music, the association of the left hand accompaniment figure with waves relies on an
iconic resemblance between the rise and fall of melodic contour in the musical figuration,
and the rise and fall of physical waves. Through indexicality, this wave is embodied with
the human action of a sigh. While music narrates through actoriality,” the association
with the sigh of waves also relies on an intention, one that is established by means of the
cultural associations of the quote from Marie d’Agoult’s memoir. The interpretation of the
human emotions as embodied in waves becomes a sign itself. Through further
indexicality, it leads to an association with traumas in life, struggle in relationships, or
emotional unrest, which is supported by biographical knowledge of Liszt’s experiences. We
may outline these motivations as shown in Figure 1.

Figuration of triplet----Icon----Waves (as an agency of nature) and 16ths

|

Index 1 (cultural associations, established by repetition)
|
|

Sigh of waves (an interpretant, which serves in turn as a sign,
|  sigh as anthropomorphic action)

Index 2 (cultural and psychological agent of waves,
| suggests action, situations relevant to actions)

“waves” in life; instability of emotions

(interpreted in the context of the elopement of

d’Agoult and Liszt; explanation based on biographical
inference)

Figure 1 The path to emotive expressiveness from a musical figure in Au lac de Wallenstadt

Unlike accounts suggestive of the expressive qualities of a purely instrumental
piece without an extramusical source of inspiration, this interpretation incorporates
culturally mediated icons and indices that lead to contextually more specific meanings.

Based on this generalized process of signification, one may go still further; the
repeated Eb octave in mm. 53-60 implies further potential interpretations through

* For example, Tarasti’s application of Greimas’s actoriality concepts. See [11].



iconicity and indexicality (see Table 3, which includes interpretations of other stylistic

types as well).

Figurations/stylistic Iconic Indexical Index as sign —

phenomena further
indexicality

Figuration of triplet Ripple of Personified as “sigh” of “Waves” in life;

16ths and four 16ths waves waves (culturally instability in

(accompaniment figure (culturally mediated by d’Agoult’s human

in the left hand through mediated) memoir)—contemplating experience

the entire piece except in empathy with motion

the coda)

Repeated Eb octaves Slowing Personified as Emotional

(mm. 53-60) with down of “melancholy” (culturally utterance

perdendosi indication motion mediated by d’Agoult’s

and chromatic inner memoir)

line

The use of regular Simplicity Personified as pastoral Overt simplicity

sectional rounded
binary form

in structure

simplicity (culturally
mediated by topical

as an overall
expectation

conventions) towards life
Oscillation between Db Oscillations Personified as dwelling in Instability in life
major and its parallel in life the wild world (mediated
minor C# minor (Db by Byron’s quote)
minor)
Liquidation of the Withdrawal Personified as withdrawal Spiritual
initial melody at section on earth to reach transcendence

A” and the change of
meter from 3/8 to 2/4

transcendental serenity

Table 3 Musical Figurations in Au lac de Wallenstadt

The second column of Table 3 shows the signification of musical figures through
iconicity. Knowledge of the cultural background already contributes to the iconic, but
interpretation may go beyond iconicity by means of indexicality, when cultural
associations are triggered by extramusical sources of inspiration. Further indexicality is
analogous to Peirce’s chain of interpretants.’

FORM AND ITS EXPRESSIVE PATH

A further example of iconicity is suggested by the use of form. As shown previously
in Table 1, the form of this piece is sectional rounded binary. The choice of a simple form
may be interpreted iconically in terms of simplicity (see Table 3). The notion of simplicity
may perhaps tie to the notion of “purer spring” found in Liszt’s quote of Bryon, and hence
interconnected to the mapping of the cultural Harold as well as facets of Liszt’s own
biographical states mentioned in Table 2.

> Hatten explains that “for Peirce, a sign (vehicle) is related to an object (designatum) in such a way that it
brings forth an interpretant for a knowledgeable user (interpreter) of that sign; in turn, the interpretant is
brought forth according to the ground of the relationship, its “rule of interpretation.” See [12].
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HARMONIC MANIPULATION AND ITS CULTURAL CONNECTIONS

Other than reliance on iconicity and indexicality, the traditional parameter of
harmony may also be strategically interpreted by taking cultural and historical
backgrounds into account. For example, the piece is in the key of Ab major, but the
middle section of the piece modulates to Db major and reaches E major. These large-scale
harmonic motions inevitably suggest a change of emotion (mm. 37-50). The use of modal
mixture harmonies that recall “Schubertian oscillations” can likewise be interpreted as
emotional disturbances. At the end of this major and minor oscillation, Db minor is
reinterpreted enharmonically as C# minor (=vi of E major) at mm. 43-44, but this is
primarily a notational convenience. This C# minor then leads to E major diatonically. E
major and Ab major (four sharps versus four flats in the key signature) are apparently
distantly related on the surface, but they are linked by the fact that E major is
enharmonically bVI of Ab major with a common tone of Ab (G#). This change in key
relationship can be strategically interpreted as a “contrast” as observed in the lake, as
indicated in Byron’s quote (“thy contrasted lake”). The subtle changes in harmony that
represent the “contrasted” appearance of the lake can be mapped onto an emotional
contrast— perhaps inferring the “wild world” in Byron’s quote.

The pensive dominant prolongation that accompanies the chromatic descent (mm.
53-59) and ascent (mm. 95-99) can be interpreted strategically as “melancholy”
harmonies mediated by the memoir of d’Aguolt. Again in the above interpretations, the
cultural and historical backgrounds provide the basis for reconstruction of meaning.

PASTORAL GESTURE AND ITS STRATEGIC INTERPRETATION

The arpeggiated patterns may be related to the pastoral topic according to classical
conventions (following Ratner’s approach), but what is the implied significance of the
pastoral in this piece? The incorporation of syncopations, in addition to the expansion of
register and elaboration of texture in the repetition of the initial theme at section A” can
be strategically interpreted as Liszt’s “forsak[ing] the earth’s troubled waters for a purer
spring”; furthermore, the use of the tied-over notes in the bass line at mm. 102-103 and
the subsequent diminution of the opening melody ascending in the right hand at m. 103
are icons of escape from reality that reinforce the notion of forsaking the earth. In
addition, the halt of the ongoing accompaniment pattern, the change to the arpeggiated
texture in the right hand, and the incorporation of the non-syncopated (quasi-
diminished) return of the melody can be strategically interpreted as transcendental
serenity. This strategic interpretation again has taken Byron’s quote into account.
Without the quote, this relationship with the music would not be as clear.
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DYNAMIC MAPPING OF OPPOSITIONS AND SIGNIFICATION
IN DIFFERENT ART FORMS

My interpretive reading of Au lac de Wallenstadt explicates systematically the
nature of intermediality: while the title of the piece Au lac de Wallenstadt points readily to
physical properties of a lake, it is the contrasting pairs found in Liszt’s deliberate quotation
of Byron’s Childe Harold’s Pilgrimage that signal connection with the contrasting pairs in
the culturally contextualized reading of Byron’s Harold. This signals further connection
with the contrasting pairs of Liszt’s own biographical states. Musical-stylistic contrasting
pairs map readily onto these culturally and biographically contrasting pairs that are by
their very nature tightly interconnected with one another. Such cultural and biographical
facets also provide further cues for the interpretive paths leading to particular or enriched
iconic and indexical associations of a multitude of musical stylistic constructs, e.g.
melodic-thythmic gestures, voice leading subtleties, formal manipulations, harmonic
treatments, and temporal procedures. The dynamic mapping of oppositional pairs across
musical and cultural domains goes beyond affirming the intrinsic significance of the
notion of paradox across different art forms; my study elucidates the interconnectedness
and dynamism across musical, cultural, and emotive domains.
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Problematization of Apotheosis in Liszt’s
Symphonic Poems — on the Example of
Hunnenschlacht

Ddniel Nagy, Lordnd Eétvés University, Budapest, HU

ABSTRACT

It seems at first sight, that Liszt's works, especially the symphonic poems of the 1850s,
usually end with an apotheosis. Examining the topoi of these works, after the general
theory of musical and symphonic topoi by Constantin Floros, Raymond Monelle or Eero
Tarasti among others, and the specific description of Lisztian intonations by Madrta
Grabécz — one can find that the final topos is that, what they would call the triumphant.
Does this automatically mean an apotheosis? Analyzing the process of musical signification
and the narrative content of one particular symphonic poem — Hunnenschlacht, and
examining the possible readings in a broader cultural and historic context, it can be
revealed as a result, that Lisztian apotheosis is far from being unambiguous.

INTRODUCTION

The examination of the musical intonations (or topoi) in 19th century music is a
very interesting and edifying task, especially in case of the music of Liszt.! There are
already some very important studies on this topic by Marta Grabdcz, Eero Tarasti, Keith T.
Jones among many others [1]. Examining the endings of Liszt’s musical works —
particularly the symphonic poems from his Weimar period such as Tasso, Mazeppa,
Prometheus or Hunnenschlacht — one can find that the final musical topos of these works
is the intonation, what we could call triumphant [2]. The explanation seems to be quite
obvious: Liszt’s profoundly religious view of the world and his belief in the advancement of
humanity did not allow him other kinds of ending [3]. The apotheosis was the only
possibility. In my paper I will attempt to prove, that this issue is much complicated than it
seems at first sight. I chose one particular symphonic poem to show, that even the most
unambiguous Lisztian apotheosis can be problematized through a detailed analysis of the
process of musical signification.

[ have decided to use Hunnenschlacht as an example, because in my opinion of all
the narrative symphonic works by Liszt, Hunnenschlacht’s “story” seems to be the less

" Intonation in this sense covers approximately the same meaning in French and Eastern-European
terminology as musical topos for the English speaking scholars. See Grabécz M., 2003. Zene és narrativitds,
[Music and Narrativity] Pécs, Ars Longa — Jelenkor, p. 8.
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controversial, but after a detailed analysis it can easily become questionable, that the
story, told us by the musical narration would perfectly match with the written programme.
In my paper I would like to offer an alternative reading of this symphonic poem - based
mainly on the analysis of musical topoi - which questions the unambiguity of the Lisztian
apotheosis (which is often considered as an aesthetic problem in the music of Liszt by
some analysts) [4].

HUNNENSCHLACHT - TRADITIONAL INTERPRETATION
AND DETAILED ANALYSIS

The symphonic poem Hunnenschlacht (The battle of the Huns) was composed in
1856-1857 in Weimar, after the monumental fresco of the German painter Wilhelm von
Kaulbach (1805-1874) depicting the sanguinary battle at Catalaunum 451 C. E. between
the army of the legendary Hun king Attila and the Roman-Visigoth allied troops lead by
the roman Aétius and the gothic king Theoderich [5]. According to the written
programme (originally in French, under the name of the composer himself) the story is
quite simple: the Christian troops of the roman-gothic alliance, the defenders of
civilization fighting under the protection of the Holy Cross, defeat the pagan, barbaric
hordes of the dreadful Attila, and the piece ends with their triumph. From this point of
view Hunnenschlacht could be considered as traditional battle-music. The origins of that
tradition can be traced back as early as the 16th century, to the chanson entitled La
Guerre by Clément Jannequin, and the instrumental genre called battaglia in the 17th
century, based on the influence of Jannequin’s piece [6]. | have no information about
whether Liszt had known anything about that tradition or not, but the depiction of battle
in instrumental music has other antecedents adjacent to Liszt, for example Beethoven’s
op. 91 Wellingtons Sieg oder die Schlacht bei Vittoria, in which the two sides are represented
by different characteristic musical themes (the Rule Britannia and the God save the King for
the English, and the melody of a taunting song from the War of Spanish Successsion,
Marlborough s’en va-t-en guerre for the French in that case) [7]. Another important
antecedent of that kind is the ending of Meyerbeer’s opera Les Huguenots (visualizing the
St. Bartholomew’s Day Massacre in 1572) in which the Catholics are represented by their
bloodthirsty march, and the Protestants by the well-known choral tune Ein feste Burg ist
unser Gott. Liszt must have known this music by Meyerbeer very well, because he wrote
one of his opera-paraphrases from Les Huguenots (in which he concentrates especially to
the final scene) [8].

Eero Tarasti states that in Liszt’s symphonic poems the mythic functions are closely
connected to the musical themes, or in another way, themes equal heroes of the narrative
(or narrative actors). [9] In case of Hunnenschlacht there are basically four or five of such
themes. The great Hungarian Liszt scholar, Klara Hamburger distinguished four major
themes — two for each side, one to depict both protagonists, and one for their “battle-cries”
[10]. The “Hun-theme” (fig. 1) appears first at the very beginning of the piece in a deep
register, it gains a certain Hungarian-colour by the so-called “gipsy-scale” with its
characteristic augmented second (this particular scale is extremely frequent in Hungarian
verbunkos music, which by the 19th century usually played by gipsy bands in Hungary, and
was commonly considered as the Hungarian national musical style that time) [11].
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Figure 1: Hun-theme (exposition)

This is followed by the introduction of the Hun “battle-cry” (m. 11 marked feroce,
fig. 2) on horns, which is simply a seventh-chord based on A-flat. According to Raymond
Monelle, the two main forms of the military topic in music are march and fanfare, [12] we
can be sure about that this motif belongs to the second one. The most important
characteristics of the fanfare are the use of brass instruments and the triadic melody [13].
The “Hun battle-cry motif” fulfills the second feature only partially, because although it is
based on a chord actually not triadic, but a seventh chord, and just like the “Hun-theme”
with its exotic augmented seconds and weird rhythm, this battle-cry also arouses a certain
sense of amorphousness.
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Figure 2: Hun “battle-cry” (exposition)

The “Christian-themes” are the complete opposite of the “Hun-themes” in this
sense; they are well-shaped, diatonic, with unambiguous rhythmic figures. The main
theme of the Christians is not composed by Liszt himself, it is the melody of a Gregorian
plainchant antiphon Crux fidelis inter omnes arbor una nobilis, which was originally the
refrain of the hymn Pange lingua gloriosi lauream certaminis, attributed to the bishop
Venantius Fortunatus (6th century C.E.) [14]. The head of this motif, known as the
Cruxmotif, has a huge importance in the music of Liszt. We can find it in many other
major works of the composer, such as the Gran Mass, the Dante-symphony and the Piano
sonata in b minor among others [15]. It is not seem to be a reckless assumption, that Liszt
used this melody as the symbol of the Holy Cross, which was carried by the Christians in
the battle, and which occupies a very important position on Kaulbach’s painting at the top
left corner. According to the foreword in the score of the oratorio St. Elizabeth (in which
the cruxmotif is also used):

Finally it must be noticed, that the intonation [so la do] is very frequent in gregorian
plainchant; e.g. in Magnificat, or in the hymn Crux fidelis. The composer of this work
uses this particular series of tones [...] as the acoustic symbol of the Cross [16].

In Hunnenschlacht this theme appears for the first time in m. 98, played by
trombones, unharmonized (fig. 3).
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Figure 3: Choral (exposition)

The “war-cry” of the Christians appears earlier, in m. 77, with the epigraph
Schlachtruf (or Cri de Guerre). It is apparently a fanfare-like motif for it’s certainly triadic,
although it is in minor mode (clear c-minor) and played by violoncellos and bassoons for
the first time (fig. 4).
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Figure 4: Christian “battle-cry” (Schlachtruf) (exposition)

In his book about Liszt’s symphonic poems, Keith T. Jones calls our attention to an
other important theme in the exposition, which could be marked as “secondary Hun-
theme”. This theme comes up for the first time in m. 31, marked violente on the violins
(fig. 5). It is undoubtedly belongs to the musical world of the Huns, with its elevating
sequence-based melody and ferocious triplet-based rhythmic figures [17].
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Figure 5: “Secondary Hun-theme” (exposition)

After the identification of the musical actors, the following task is to re-read the
symphonic poem concentrating on these themes and their intonations. According to Eero
Tarasti, Liszt’s symphonic poems usually depict some kind of a conflict — and in their
narratives the certain themes are attached to certain mythic-narrative functions [18]. In
the Lisztian narrative, the diverse appearances of the certain themes mark the mythic
functions [19]. In case of Liszt, it is the process of thematic transformation, and the series
of themes and intonations construct the chain of mythic functions after which the
narrative meaning is constructed [20]. By Liszt, the musical structure is always parallel
with the immanent mythic structure [21]. In my opinion, the two most important issues in
the construction of meaning in Liszt’s music are the thematic transformation and the
genetic relations between particular themes at the paradigmatic level, and the succession
of various musical topoi at the syntagmatic level.
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If we now examine Hunnenschlacht in this sense, we will certainly find the
traditional reading of the story - given by the written programme itself - not completely
satisfying. Tarasti states, that in the symphonic poems of Liszt the relation between
programme and music is not “completely unambiguous” [22]. The programme is not the
description of the musical structure, rather the verbalization of the mythic content,
signified by the musical sign system [23], but what is exactly this mythic content? One
could not find a better example than Hunnenschlacht to prove, that in some cases, a much
more complex narrative reading can be adumbrated by the musical structure, than the
verbalized meaning of the programme. In my opinion, meaning always comes into
existence in some kind of a discourse. In case of musical works, such as Hunnenschlacht,
this discourse takes place between a piece of music (the musical process) and the listener.
Programme in this sense, plays a very important role in the process of generating musical
meaning, since its main function is to guide the listener’s expectations, which can be
affirmed or disaffirmed by the musical process. Programme therefore has a key role in
meaning construction; however it is by no means the verbalized meaning itself. In
Hunnenschlacht, the written programme states, that the battle ends with the glorious
victory of the Christian troops. It is obvious then to examine the recapitulation carefully,
because the depiction of the victory stage will surely give the key to the whole narrative. It
is also an ambiguous feature of Liszt’s music that we can talk about recapitulation and
victory at the same time. On the one hand, the musical form of the piece certainly refers
to ternary form, or in some way even a kind of sonata form, for the third section
(recapitulation) is obviously based on the themes introduced in the first section
(exposition). On the other hand, however, the third section is far from being merely the
recurrence of the main themes, on account of a very important device in Liszt’s music —
thematic transformation. All important themes appear in the final section in a more or
less transformed way, carrying a more or less different musical topos. Therefore Liszt’s
musical structure can be described as circular (because of the use of ternary form) and linear
(because of the series of transformed themes and musical topoi) at the same time [24].
Though the question of musical form is also a very interesting and important question, |
am going to concentrate on the problems raised by an analysis of the narrative content of
Hunnenschlacht in the rest of my paper [25].

In my opinion — as mentioned above — the key to this narrative content is the final
(or recapitulation) section of the piece. In m. 271 the orchestra is silenced, the tempo
mark changes to Lento and the Crux fidelis melody comes to the surface again, played by an
organ (or harmonium) behind the scenes (according to the composer’s instruction), with a
choral-like harmonization instead of the unisono by brass instruments on previous
appearances (fig. 6). This section is marked dolce religioso and it has a really
transcendental, religious character which clearly opposes the march like setting of the
same theme in the earlier stages of the piece.
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Figure 6: Choral (recapitulation)

The first line of the choral is followed by the exultant, major mode version of the
Christian fanfare-motif, fortissimo, in an orchestral tutti, which is of course followed by
the second choral-line. The alternation of these two themes ends at mark K, when a
transitory material comes on the violins. This piano marked violin theme based on an
elevating sequence, is undoubtedly the transformation of what I marked above as
“secondary Hun-theme”, but its character is completely different — nothing left of its
original ferocious, aggressive, violent nature. That time it is perfectly tamed, gaining an
almost transcendental intonation (fig. 7).
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Figure 7: “Tamed secondary Hun-theme” (recapitulation)

[t is followed by another theme played by the strings — this theme is marked
espressivo pietoso, and has a gentle, unquestionably religious character, although this theme
can be considered as a transformation of the brutal “Hun-theme” (fig. 8). It is not self-
evident then, why the Hun-themes appear again in the recapitulation, since — according
to the traditional interpretation of the piece — they are defeated. Klara Hamburger states,
that the Hun-themes are missing from the “victory” stage (the section starts at m. 271)
[26]. I think it can be easily proved that this is not the case, but the most striking
discovery is yet to come. The espressivo pietoso theme seems to be closely related also to the
Crux fidelis theme, and that retrospectively reveals the genetic connection between the
main themes of the two opposing sides. It looks like as the original Hun-theme would be a
distortion, the wild, pagan, uncivilized version of the theme depicting the Holy Cross.
Liszt often used this kind of treatment of his themes, characterizing the anti-hero as the
corrupted counterpart of the hero (such as in Faust-symphony or in the b minor sonata).
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Figure 8: Espressivo pietoso theme (recapitulation)

Certainly the third Hun-theme is not missing from the recapitulation — it re-
appears in m. 375 on flutes, stripping off its original feroce, or furioso character (fig. 9).
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Figure 9: “Tamed Hun battle-cry” (recapitulation)

There is one other transformation of a Hun-related theme in the final section of
the piece, in m. 398 (at the Stretto mark) — the main Hun-theme, tamed to the gentle
espressivo pietoso before, now shows a brand new face. This time it appears in a-minor, on
strings and woodwinds, and it gains a restrained but proud, slightly ceremonial, almost
march-like character.

Figure 10: ‘Stretto’ (recapitulation)

Finally the piece ends with an apotheosis of the choral in a splendid orchestral tutti.
Hunnenschlacht — Problematization

Persisting in the traditional interpretation of the musical narrative of
Hunnenschlacht (also given by the written programme), one can be faced with some quite
puzzling feature of the musical process. First of all, there is the problem of themes and
thematic relations on the paradigmatic level, the strong connection between the Hun-
theme and the Crux fidelis, and the presence of the Hun-themes — though in a radically
changed form — in the final, victory section. The second problem arises on the
syntagmatic level, with an analysis of the succession of the applied musical topoi — it must
be noticed then, that not just the Hun-themes appear in the final stage of the piece in a
transformed way, but even the Christian ones. The two occurrences of the plainchant
based theme for example, have a perfectly different character, being combative and
march-like in the exposition on the trombones, but religious and transcendental in the
recapitulation on the organ. Like it would be no more a picture of the Christian troops,
but the Holy Cross itself.

The arising doubts about the interpretation of the written programme — adopted by
many former analysts of Hunnenschlacht — even invigorating, if we pay attention to extra-
musical considerations, namely the question of Liszt’s Hungarian identity. According to
the common view in the 19th century Hungary, Hungarians thought about themselves as
the descendents of the Huns. That time, Attila, the Scourge of God, was considered in
Hungary as the forefather of the medieval Hungarian monarchs. This historic myth of
origin has of course no serious evidence, and today it is commonly rejected in Hungarian
historiography, but it was widely accepted at the time, when Liszt’s symphonic poem was
written. It is evident, that the ideal of Christianity had been the goal for human history
according to Liszt, after his readings of the catholic-humanist authors such as Francois-
René de Chateaubriand or Félicité de Lamennais [27]. But is it possible that this ideal of
religion was so utterly important for Liszt, that he composed a symphonic poem about the
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elimination of his own pagan ancestors? Is it possible that the composer of Hunnenschlacht
opposed the two main identities he had, in such way in his composition? I think if we
really want to get closer to the idea of this work, we have to change the basic oppositions
according to which we interpret the musical narrative. Instead of Christians against Huns,
the elementary semantic categories of Hunnenschlacht can be the idea of Christianity and
Civilization against Heathendom and Barbarism, [28] and the principles of Love and
Peace against Hatred and Destruction.

CONCLUSION

What is this piece about eventually? Victory — but who is victorious, and who is
defeated? Conversion — but who is the converter, and who is converted? Redemption — but
who is the redeemer, and who is redeemed? If the Huns are simply defeated, why are their
themes appear again and again in the final section, and why is their main-theme initially
connected with the choral? If the Huns are finally converted to Christianity, why is it
needed that the Christian-themes are also going under serious transformation in character
across the process of musical narration? If Hunnenschlacht is about redemption, whether
the Huns are redeemed of their pagan brutality, or the corrupted, decadent Roman,
“Western” culture needs redemption by the young, pure and vigorous “Eastern”. Is this an
early example of the so called Eastern messianism reverberated later by important Eastern-
European thinkers, such as Great Russian writers like Tolstoy and Dostoevsky? Or is it just
a case of Erlésung dem Erléser quarter of a century before Wagner’s Parsifal?

[ do not think that one can answer these questions unequivocally, but I hope that I
have successfully shown how many of these kind of questions can be raised about one
single symphonic poem, which by the way seems to be completely unambiguous at first
sight. My main goal has been to reveal, that although the vast majority of Liszt’s works has
the so-called “triumphant-ending”, it does not automatically mean, that these works are
simply didactic, and aesthetically problematic for this reason. I do not think — of course —
that my interpretation would be the only correct reading of this piece. But I do think that
this is one of the possible readings, which can be legalized by the musical structure. The
possibility of this kind of an interpretation proves in itself, that the musical narratives of
Liszt are much more complex than it is stated by their traditional interpretations. Maybe
Liszt had not been able to deny his teleological conception of history and human
existence in construction of the narratives of most of his musical pieces, but he would not
have been a real artist if he had not been sensitive to this kind of reasoning.
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Mahler’s Wunderhorn Music and its World

of Meanings

Joan Grimalt, PhD, Universitat Internacional de Catalunya, SP

ABSTRACT

This paper presents the results of the author’s PhD research, a new way to interpret and
classify Gustav Mahler's orchestral songs on Des Knaben Wunderhorn. The song
analyses, which constitute the basic material of the present study, follow methodologically
Marta Grabdcz's and Raymond Monelle's topical analysis. The latter supervised this
thesis until his decease in March 2010.

The analyses' results are organized according to a Semiotic Square that Greimas
redesigned, in the 1960s. The whole configures a structural map (an imago mundi) that
represents the world evoked by Mahler's Wunderhorn music.

Among the topics not described before, the musical laughter and the pastoral march stand
out.

AN INTERPRETER’S RESEARCH

The final version of my thesis started with a new analysis of a group of Mahler’s
orchestral songs based on Des Knaben Wunderhorn. These songs are closely related to his
first four symphonies, often called the Wunderhorn symphonies. He uses their meanings as
if they were musical signs, flowing from the lyrical medium into the symphonic language
with great naturalness. An example of a recurrent topic in the Wunderhorn songs is the
soldier as a victim of the army. A new topic indeed. Up to the World Wars, the military
topic had mostly positive, patriotic connotations. Mahler instead uses it as a critical
metaphor of the relationship between the individual and society.'

For the analysis of the Wunderhorn songs, one of the terms used by music
semioticians remained central in my analyses: the musical topic. As there is no consensual
definition among the experts, I had to find an operative one, adapted to the music I
intended to analyse. A musical topic, in my thesis, is a recurrent musical motif, with a
constant meaning, in a given context, be it historical or within the work of a composer.
Mahler has his own characteristic topics: musical gestures that appear frequently in his
music, and that can be interpreted depending on the contexts in which they appear. |
soon realised that discovering these signs in Mahler’s language was a first step towards a
global representation of the world his music evokes. A second step would be to classify
them.

" The voice of this “sacrificial soldier” is implicit in many passages of Mahler’s instrumental output. Its often-
grotesque character reminds the Fateful Adventures of the Good Soldier Svejk During the World War,
contemporary of Mahler’s work. They were written by Jaroslav Hasek (1883-1923) as a reaction to World War
One, and published posthumously in 1923.
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The two topics I consider the most significant had surprisingly not been described
before. That is why they were studied more in depth, tracing them down not only in the
songs, but also in the four Wunderhorn symphonies. They are the musical laughter and the
pastoral march. The former has been presented and published in 2007, in a semiotic
congress [1]. The latter, a subgenre typical of European late romantic music, is described
next.

THE PASTORAL MARCH

This complex musical sign gathers together two different, apparently incompatible
genres: the march and the pastoral. In Robert Hatten’s terminology, it could be called a
trope [2]. But the pastoral genre is a problematic one, in Mahler’s music. It has been
defined as the mediation between Nature and Man [3]. Arcadia represents fulfilment on
earth, the most perfect adaptation possible to terrene life conditions. However, in
Mahler’s musical world, the pastoral tends to appear as in question, and nature as a threat
to the individual, i.e. as an extension, or a metaphor, of the world’s evil. Musically, the
most frequent sign of that is the perpetuum mobile which animates most of his symphonic
Scherzi. This constant, busy bustling finds its paradigm in the brutal song ‘Earthly Life’,
Das irdische Leben.”

Whenever in Mahler’s world the Arcadian idyll appears, often with Alpine and
water motifs, a demolishing irony is near, as if the music would question itself. That is
what happens in the songs Rheinlegendchen, Fischpredigt, and in most of the Fourth
symphony.

Still there is a strip of pastoral meaning in Mahler’s Wunderhorn music. It can be
included into a broader category, that of Lyricism, one of the fundamental tones in
Mabhler’s oeuvre. In my semiotic map (see infra, §3), it takes the opposite place to the evil
world, the enemy of the aforementioned soldier. Lyricism conveys the subjective
expression of all fulfilment that shall not be. It is thus a negative manifestation, just as
irony means the contrary of what it states. Mahlerian lyricism appears under three main
affective categories:

e Full of yearning, as if Fulfilment were attainable through effort, in a
projection into an ideal future;

e Mourning in elegy, looking back on the past, or

e Pastoral, where the illusion of a present Fulfilment is at its closest.

The best features of the last one are what [ have been calling the Pastoral march. It
derives from the hiking song, itself a popular stylization of the military march. Mahler uses
it as if he were conscious of its etymological meaning, i.e. of its derivation from the
military to the civil, keeping its collective character, and taking on a political nuance. In
Raymond Monelle's words:

There were, after all, whole categories of folksong connected with the national spirit:
Soldatenlieder, Heimatslieder, Heldenlieder. This is the other side of the semantics of
folksong. [...] Its origins lie in the same doctrine of the Volksseele that inspired the

? In its turn, this sign has a direct relationship with the Storm topic of the 18® centruy opera (and Beethoven’s
Pastoral symphony), with Monteverdi’s stile concitato, and with the madrigalism of Fire.
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pastoral side of the nineteenth-century topical signification, Herder's belief in the
mysterious truths understood by the unlettered masses, and Arnim's applying of this to
the spirit of the German nation [4].

The distinctive musical feature of the pastoral march is its accompaniment in
descending fourths, typically on double basses, pizzicato:
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Example 1: Typical accompaniment for a Pastoral March®

That is what brought me to look for its etymology in the German songs students
and other merry makers would sing in the 19® century. In German, this repertoire is called
Studentenlieder or Wanderlieder; thus Wayfarer songs. They were gathered in innumerable
songbooks that were published up to the end of World War Two, with a patriotic
background.

A good example of these songs is Geliibde (‘Oaths’): Mahler adapts and uses it
dramaturgically in his Third symphony, as if that melody were the main role of a narrative.
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Example 2: Geliibde.

Johannes Brahms quoted the song too, in his Academic Owerture (1880). Maybe it is
the openly nationalistic tone of its text what prevented it, to my knowledge, to find its
place in the Mahlerian bibliography. The first stanza goes:

1. Ich hab mich ergeben I have surrendered

Mit Herz und mit Hand, With my heart and my hand

Dir Land voll Lieb" und Leben, To you, country full of love and life,
Mein deutsches Vaterland! My German fatherland!

Besides its distinctive accompaniment, the pastoral march presents the following
musical features:

3 . o
All music examples are my own transcriptions.
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A stylized march metre, replacing its dotted, aggressive thythms with some
simple, peaceful ones, and in a slower tempo.

Besides the regular F-major, the keys of C-major, G-major and E-major
seem to ring Arcadic too in Mahler’s ears.

The major/minor seal, as Adorno [5] or Floros [6] call it, i.e. Mahler’s
emblematic shifting from major to minor, reinforces often the ambiguity of
the pastoral march.

The diastematic tends to the notes proper to the natural horn, the
pentatonic scale or just pure diatony. The preferred melodic intervals are
the fourth, the second and the quint. Often bird imitations or references to
Alpine music (Jodeln) appear, especially in contexts of False Appearances.
The instrumentation favours the typically pastoral instruments, i.e. oboe or
cor anglais, flute and horn.

Often the pace is stopped and resumed, suggesting a walker —or a singer—
lost in her thoughts, or in their lyrical utterings.

Chronologically, the first example of the pastoral march is paradigmatic: in the

second song of the Wayfarer cycle, Ging heut” morgen, the poetic self is euphoric about a
beautiful, sunlit morning. Disenchantment arrives at the end of the song: in his world
there is no hope of a flourishing such as nature presents him with. The typical wayfarer
fourths form not only the head of the motif but also its accompaniment, as in a polyphonic
imitative design:
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Example 3: Ging heut’ morgen, mm. 29-33.

Or, still in the same cycle, Die zwei blauen Augen, in the episode where, as it

happens with the wanderer in Schubert’s Winterreise, peace is found under a lime tree.
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Example 4: Die zwei blauen Augen, mm. 40-44.

The instrumental introduction to Das himmlische Leben, ‘Heavenly Life’, is another
example of a pastoral march. The song complements the aforementioned ‘Earthly Life’:
the starving child in the latter comes here to a heaven where cooking and eating are the
main facilities.
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Example 5: Beginning of Das himmlische Leben.

A last instance among the numerous pastoral marches in Mahler’s symphonic
vocabulary®, the Adagio of the Fourth symphony, where that seemingly vacillating pace
can be observed:
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Example 6: Fourth symphony, Adagio, begin.

* In other Wunderhorn songs: the central part of Urlicht, or the 3d section of Wo die schonen Trompeten blasen. In
the First symphony, 3d mov., n° 10; Second symphony, 1st mov., n® 7-10, 15-16; Third symphony, 1st mov.,
n® 11-12, n® 39; 5th mov., 6th mov. (esp. mm. 250-252, 316-321); Fourth symphony, 1st mov., n° 1, n® 4-5, n°
10, etc.; 3d mov. (esp. n® 4, n° 12, etc.).
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Summarizing: the march is a constant presence in Mahler’s music. Military and
funeral marches often signify a hostile world to the individual, but there is another kind of
march that has received little attention, if any, in spite of its frequency. It is the pastoral
march, derived from the wayfarer marching songs. Its meaning is often deceptive, but it
depicts an oasis of an imagined fulfilment of the subject.

A TYPOLOGY OF THE MUSICAL SIGNS

As musical signs emerged along my analyses, they would tend to gather into some
classification. These larger groups could offer a representative image of the musical world I
was trying to study. I have called such groups of related meanings Isotopies, adapting
Greimas’s terminology. Four of them finally emerged. One of the most pleasant surprises
during the investigation was to find that these four isotopies were confirmed a posteriori by
two important references.

One of them is Greimas’s semiotic square.
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Figure 1: Greimas’s semiotic square.

Algirdas Julien Greimas is the founder of the Paris semiotic school. His semiotic
square, adapted from Aristotle, gathers in an outline the global results of my investigation
[7]. The fact that I did not look for it corroborated the Greimasian filiation of my
methodology. After all I had been oriented, above all, by Grab6cz and Monelle.

The other reference is a quote by Mahler himself, dividing the world of musical
meaning in a way very similar to my final diagram. I did not pay attention to these reports
until after reaching them by deduction. Maybe because I tried to base my analyses on a
hermeneutic tradition, thus not inventing, but interpreting.

The semiotic square representing Mahler’s Wunderhorn world, according to my
findings, is as follows:
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Figure 2: Semiotic square with the four isotopies of Mahler’s Wunderhorn music.

The pastoral march figures within the isotopy of the Subject’s Fulfilment, which in
Mabhler’s music appears as basically impossible. On the other hand, the isotopy of
Transcendence gathers the religious aspects that interest Mahler so lively, especially the
eschatological ones.

Beside the opposition between Transcendence and Fulfilment on earth there is a
connection between these two meaning fields. In psychological terms, it is euphoria; in
musical terms, their signifyer is harmony, consonance. Whenever the many tensions give
way to a release, this moment takes place in one of these areas: on an ideal terrain, related
to the old pastoral tradition, or in a religious beyond.

What distinguishes them is their degree of reality. Whereas in Mahler’s music
Transcendence appears as an affirming assertion, the possibility of a fulfilled life on earth
takes on the realm of fantasy and dream. In this Wunderhorn world, the subject’s fulfilment
is yearned for, not experienced as real. This becomes transparent in the terrible words the
composer pronounced on his deathbed: ‘I lived a paper-based life!”’

[s there an opposite to that Subject’s Fulfilment? According to Greimas, negation
or contradiction are terms which exclude one another. What makes the subject’s bliss
impossible is what Adorno calls the Worldly Tumult, i.e. the musical image of a hostile,
chaotic world. That is another fundamental isotopy in Mahler’s music, including its whole
repertoire of grotesque marches, blows, screaming, and violent contrasts.

There is still a last isotopy to complete this map: [rony and, more generally, False
Appearances. Irony comes to unmask, once and again, beauty as a fallacy, and can thus be
understood as contrary to a life in plenitude, a negation of Transcendence, and
complementary to the Worldly Tumult.

> Ich habe Papier gelebt! In Alma Mahler Memories: p. 56.
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Correspondingly, the Worldly Tumult is contrary to Transcendence, just as heaven
and hell. Finally, the vertical axe of our semiotic square asks for an opposite to Euphoria,
i.e. Dysphoria. Its musical manifestations are dissonance and tension.

These could be the four cardinal points of a graphic representation of Mahler’s
Wunderhorn world, as a map to orient further explorations. It can be read thus: Mahler’s
Wunderhorn music asserts the existence of a hostile world to the subject — a stupid, vulgar,
cruel world, as in the first movement of the Third symphony— and hence the impossibility
of a fulfilled life. In this situation, two alternatives are offered: irony, to unmask False
Appearances, and a Transcendent reality, albeit as a promise, e.g. in the Finale of the
Second symphony.

CONCLUSIONS

In the first pages of the dissertation, reference indexes are meant to be useful for
continuing analytical work, as well as a list with 44 different topics, including their
location in the songs and symphonies, and their corresponding isotopy. Finally, all 25
referenced songs appear in chronological order, with their main isotopies and topics.

In a way, the results of the thesis are more, and in another way less than I expected,
as I started the investigation. I then envisaged an exhaustive analysis of the Wunderhorn
songs and the four symphonies, as belonging to one only land of meaning. Finally, I could
thoroughly study just some of the topics that seemed most significant, searching out their
presence in the songs and in the four Wunderhorn symphonies. On the other hand, it was a
pleasant surprise to reach to a map with the four winds of the explored territory, in which
later research could be integrated, and which constitutes an image of Mahler’s musical
world, at least up to 1901.

ACKNOWLEDGMENTS

As a young interpreter, I remember my perplexity trying to find out the meanings
of instrumental music. One day I got the irresistible offer to conduct Mahler’s First
symphony with the Spanish Youth Orchestra (Jonde): it was the spring of 1997. The
intuition that the work was telling a musical story, irreducible to words, was
overwhelming.

The close affinity between semiotics and language made a study on musical
semiotics a propitious enterprise, due to my degree in Philology. Of all the experts of our
time who have helped with my research, there are three I would like to mention and
thank for founding my intuitions with semiotic tools: Constantin Floros, Mérta Grabdcz,
and Raymond Monelle. The latter generously guided and inspired me in what we could
not imagine would be his last years, not only supervising the thesis I present here, but in
the way he was able to restore the art of sound to its proper field, humanities. I feel truly
honoured to be part of this homage to the memory of this accomplished musician and
humanist.

This contribution was possible thanks to the kind support of the Humanities
Department of the Universitat Internacional de Catalunya.
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Mahler, Secession style and his Symphony
No 4. Musical Topics Read Anew in the
Light of Semiotics
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ABSTRACT

In the fine arts, the turn of 19" century saw the triumphant march of a new style, known
in different countries under different names. In Austria, where, from 1897 to 1907,
Mabhler served as director of the Vienna Court Opera, the term Secession was given to this
style. This nomenclature derives from the artists’ society Secession, founded in 1897.
Secession style wasn't a matter of indifference to Mahler. He was closely connected with
the Vienna Secession movement from 1902. But do connections exist between the epoch
influenced by Secession and Mahler’s music? Can one find signs of Secession style in his
works? [ will suggest that Mahler’s Fourth Symphony, written in 1900, is a good example
of the Secession style in music. Three levels of consideration of this symphony make
possible an analogy between Secession style in art and in music: 1) structure of elements
of the work with musical topics used by the composer; 2) fundamental aspects of its form;
3) cultural context. In my paper I will analyze these levels, and also will examine the
features of musical Secession style, comparing them with features of music from the
Classical and Romantic epochs. This comparison will give a new insight into the analysis

of Mahler’s Symphony No 4 in a light of semiotics.

INTRODUCTORY REMARKS: VIENNA SECESSION AND GUSTAV MAHLER

The turn of 19th century saw the triumphant march of a new style in the fine arts,
known in different countries under different names. Its main name was “Art Nouveau”
(French for “new art”) 1, but this international philosophy and style of art was also known
as “Jugendstil” (German for “youth style”), “Stile Liberty” (London)2, “Modernisme” (in
Spain: in Catalonia), “Stile Floreale” (in Italy means: floral style) and as “Sezessionstil”
(in Austria).

Artists who resigned from the Association of Austrian Artists coined the term
“Vienna Secession” for the movement founded on 3 April 1897 “in protest against the
rigid academicism of the official Artists' Society and the cramped outmoded venues for
exhibition” [1], housed in the Vienna Kiiunstlerhaus3. The organization of “Vienna
Secession” attracted such recognizable persons as Gustav and Ernst Klimt, Koloman

Moser, Josef Hoffmann, Joseph Maria Olbrich, Alfred Roller and Otto Wagner, and

" In France Art Nouveau was also known as style Guimard, after the French designer Hector Guimard.
? After British Art Nouveau designer Arthur Lasenby Liberty.
? Secession comes from the Latin “secessio plebis”, meaning withdrawal of the common people.
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followed the examples of its predecessors, the Munich and Berlin Secessions, by practicing
“new art” (art nouveau).

The aims of the “Vienna Secession” were formulated in the Secession magazine
“Ver Sacrum” (“Sacred Spring”) published from 1898 to 1903. The goals of the
organization were summed up by the motto “Der Zeit Ihre Kunst, Der Kunst Ihre Freiheit”
(“To the age its art, to art its freedom”), which was inscribed on the wall of Secession's
Exposition Hall in Vienna (1897-98), designed by Joseph Maria Olbrich.

The “Secession” broke with the cult of forms of past epochs, with imitation of
styles of the past, and with the historicism and eclecticism of the 19th century. It
proclaimed the right of each epoch to its own art, understood to be an expression of the
era’s unique aims, aspirations and preferences. Secession tried to create a new art.
Secession artists, seeking “Novelty at any price” - one of the movement’s
maxims - original and unconventional, and even if these aspirations led, at times, to a new
eclecticism. Artists of the “Secessionist” movement admired the decorative and
ornamental aspect of the rococo and incorporated it into their respective styles [2]. Klimt
particularly stands out among Secession painters because ornamentation he employed
served much more than a purely decorative function. It provided “a means of bringing
together antithetical themes” [3] or “the profusion of surface beauty distracted from more
ominous objects” [4] or “the nature of the association was with a cult of aesthetic beauty.
This, by no means, precluded darker romantic images” [5]. Artists of the “Vienna
Secession” formulated positive attitudes toward foreign art. And Secession's statement of
purpose read [6]:

We desire an art not enslaved to foreigners, but at the same time without fear or
hatred of the foreign. The art of abroad should act upon us as an incentive to reflect
upon ourselves; we want to recognize it, admire it, if it deserve an admiration, all we
do not want to do is to imitate it. We want to big foreign art to Vienna not just for the
sake of artists, academics and collectors but in order to create a great mass of people
receptive to art, to awaken the desire which lies dormant in the breast of every man
for beauty and freedom of thought and feeling.

This might explain why fin de siecle Vienna was characterized by a unique cultural
dynamic which brought separate areas of art, literature and intellectual developments into
fertile and innovative contact.

Gustav Mabhler lived in this cultural (artistic) climate in Vienna near the turn of
19th century, where he had served as director of the Vienna Court Opera since 1897 and
was officially elected conductor of the Philharmonic a year later, on September 26, 1898.

Zoltan Roman [7] reminds us that,

while Mahler had never displayed much interest in the visual arts, it seems reasonable
to assume that, sooner or later, he had to become aware of an artist like Klimt, either
through his connections with the Vienna Secession or through Alma and her circle.
While there is no evidence of a closer connection between them, it is well known that
Mahler and Klimt (who appeared to have had a life-long infatuation with Alma) often
met socially after 1901.

We also should remember that Mahler’s close association with the Secessionists
began in 1902 because of the Fourteenth Exhibition of the Viennese Secession (I5th
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April-27th June 1902), for which the central theme was Beethoven, and for which, Max
Klinger's Beethoven freeze sculpture was the centerpiece. Twenty-one artists collaborated
on the exhibition under the direction of Josef Hoffmann. Gustav Klimt — the first
president of the “Vienna Secession” - created for the exhibition the famous Beethoven
Frieze, which covered three upper walls of a main exhibition room, “presented an allegory
of Beethoven as savior, not so much of all mankind as of the individual soul” [8]. And the
wind-players from the Vienna Philharmonic, under Gustav Mahler's direction, welcomed
Klinger as a guest of the Secession “with the strains of Mahler's own re-arrangement of
part of the last movement of Beethoven's 'Choral' (Ninth) Symphony” [9].4

In 1903 Mahler hired Secession artist Alfred Roller to make radical changes to the
concept of the Vienna Court Opera design, a final stage of the artistic reform he had done
there. As I. K. Rogoff put it “The many set and costume designs [...] for productions in
which Roller worked under Mahler trace a process by which a reflection of external reality
and the crumbling of previous grandeur infiltrate the ideal of the illusionistic
Gesamtkunstwerk” [10].

Wailliam Ritter (a French reviewer contemporary with Mahler, initially an
opponent and later a devotee of his works) found similarities between Mahler's
symphonies and Viennese Secession. He wrote: “Mahler's music kept with the century,
which is it faithfully reflected in it. It is performed in Otto Wagner's architectonic space
filled with works of Klimt and Moser. One day it will symbolize modern Vienna” [11].

But can we find in Mahler's music tokens of “secession style”? Is it at all possible to
draw an analogy between “secession style” in fine arts and in music?

[ suggest that when trying to draw parallels between “secession style” in fine arts
and in music we must accept the following premises:

1) we must agree that music does, or should, partake in the artistic climate of its
time in ways that are demonstrable and meaningful. “The years around 1900, which saw
many sustained contacts and associations between artists working in different media, seem
a logical place to look” [12].

2) we must — following the most common method in writings on music and
Jugendstil - “isolate several aspects of the visual art, either of technique or of subject
matter, and seek parallels in music of the fin de siecle” [13]. And, as Historians of art and
design, we must “agree on at least three basic elements of Jugendstil: the primacy of the
dynamic, flowing line; flatness or two dimensionality (Jugendstil has been called a
Flachenkunst); and the profuseness of ornament” [14].

Accepting these premises, let me refer also to the article of Polish scholar Rafal
Augustyn, The notion “secession” applied to music [15], in which the author proposes to
analyze “secession style” in music on three levels:

1) structure of elements of the work;

2) fundamental aspects of its form;

3) cultural context.

Following his suggestions I will examine these three levels in Mahler’s Fourth
Symphony. The work was written between 1899 and 1900, except for the song—finale Das

* Music attendant the exhibition had its sources in the Ninth Symphony of Beethoven, and Mahler -
conducting this work - transformed it slightly. He made some changes in cast and in orchestration, choosing a
fragment from the final part of Ninth Symphony: “Ihr stiirzt nieder, Milionen?,Ahnest du den Schopfer, Welt?
Such ihn tibern Sternenzelt!,Uber Sternen muss er wohnen”, resigning (I think you mean deleting the choir at
this point] a choir and charging brass instruments with its fragment), see Blaukopf [13], p 176.
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himmlische Leben, which was composed in 1892 but never used in a large-scale work until it
was incorporated into the Fourth Symphony. “Mahler worked on the fair copy of the
Symphony during the 1900-1901 conducting season, and finished it in spring 1901. The
Fourth Symphony was given its premiere in Munich in November 1901” [16].

STRUCTURE OF ELEMENTS OF THE WORK

One of the main artistic means of Secession was line: curved, long, smooth,
twisted, wavy, seeming to be in motion. This line generally is broken into two fragments
of two different curvatures: smaller and larger. It also can change its thickness, and these
changes remain in relation to the degree of curvature.

In an essay entitled Das neue Ornament (1901), Henry van de Velde [17], one of
the most brilliant and influential theorists of art nouveau, observed that

it was the idea that lines are interrelated in the same logical and consistent way as
numbers and as notes in music that led me to go in search of a purely abstract
ornamental style, one which engenders beauty of its own accord and by means of the
harmony of construction and the harmony of the regularity and equilibrium of forms
which compose an ornament.

In his later study Point and Line to Plane (1926), Kandinsky seems to echo directly
Endell's theories about line, asserting that

length is a durational concept [ . . .] the time required to follow a straight line is
different from the time required to follow a curved line even if the lengths are the
same, and the more animated the curved line is, the more it stretches itself out in
time. In line therefore, the possibilities of using up time are very manifold [18].

Let us assume that flowing and dynamic line in fine art can be transferred to music.
Musical line is a coherent succession of tones (melody and rhythm), changeable in
dynamic and tone-colour. We can give as example an irregularly curved line the first
theme of the first movement of Symphony No.4 (bars 3-6). Note that it is divided into two
fragments, the first of greater and the second of smaller curvature.

Similar features also are characteristic of the first violin theme of second
movement of the Fourth Symphony (bars 6-11), which begins with intervals of thirds and
with longer rhythmic notes (crotchet with a dot), and which later is taken by fluent
motion of seconds in semiquavers. This repeats regularly every four bars.

The second theme of the third movement of the Symphony (bars 57-70) is similar
to scroll-work (like spirally twisted) curvature, developing from small intervals to larger
and characterized by progressively increasing rhythmic diminution.

[t is worth noting that “secession style” especially valued lines of helical shape,
which spiralled upward. It may be seen in decorative art as runners of grape-vines, shoots
of ferns, and arms of an octopus.

Secession’s aim to connect with the same single line the background and the
primary object, and sometimes also to incorporate an ornament - can be found most
especially in the Fourth Symphony in the second and third movements. In the second
movement (bars 81-87) the accompanying violin’s part becomes the main theme, taking
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the leading role from the winds. Similarly, in the third movement one and the same line
unites the main melody, fading eventually into the “musical background”.

One finds a typical feature of secession art - many lines mutually interlaced, from
time to time branched and sometimes in parallel - in the Trio of the second movement
(bars 87-101). These lines should not be considered as isolated melodic lines; they are
made of two equivalent instrumental passages.

Sharpness of outline, roundness and dynamic of frequently curved “secession” lines
with large spans and with many changes of direction can be applied in music as large
interval leaps, as smooth portamento passages between distant notes and as extreme
changes in dynamic within a short time span. A good example of this in the Fourth
Symphony is the second theme of the third movement (bars 62-70).

[t was typical in Secession art to connect spaces of different colours without
chromatic transition, and usually with merely a line of demarcation. We find these
distinctively sharp contrasts of action in the Fourth in the domains of harmony and of
tempo. The third segment of the development of the first movement: uses a juxtaposition
of different keys without modulation or even chromatic passages. The keys are: C major,
D-flat major, C major, F-sharp major, G major.

" 1 f

it iR

2

]

Figure 1. First movement — three segments of development (the first segment -53 bars, the
second segment — 54 bars, the third segment — 30 bars).

In the third movement, Mahler uses in close proximity the tempi: Allegretto
grazioso, Andante, Allegretto subito, Allegro subito, Allegro molto subito, Andante
subito.

In the second movement of the Fourth the insistent motion of the first theme
contrasts with the regular thythmic sequence of the introduction and of the first bridge
(bars 25-26). Within the introduction, a “laughter- like” sound of winds is contrasted with
a horn motif (bars 1-12).

In many of Klimt's pictures and Beardsley’s drawings, "empty places" or "empty
spaces," containing only a few lines abut richly ornamented areas with vivid actions and
abundant details. In Mahler’s Fourth Symphony, an example of a contrast between rich
musical action and empty space set next to each other is found in the first theme of the
second movement with its background and refrain based on the empty sounding fifths c-g
(bars 34-45).

[t is worth adding that this typical Secession predilection for huge empty spaces,
called “amor vacui”, arises from the mutual appreciation of both values: that which is
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“empty” and that which is “full, rich”. In consequence, it has a specific and meaningful
power, a significance and an intensifying strength of expression.

Secession’s fancy for asymmetry and irregularity has frequently been listed as one of
its main characteristics. When ideal symmetry is felt as something perfect but "lifeless", a
slight asymmetry is felt as something imperfect but alive. "Asymmetric work provokes the
receiver's imagination, helps him to make in his mind a perfect object of something that
in reality is imperfect. Therefore asymmetry in works of art is more valuable than is
symmetry." —With these words Japanese aesthete Kakuzo [19] gives evidence of Secession’s
applicability in the art of Far East.

A special kind of asymmetry also may be traced in Mahler's Fourth Symphony,
both in microstructure (particular themes) and in macrostructure (form). As an example
of microstructure I propose the first theme of the first movement, which is organic in
construction, fluent, asymmetric, and deprived of proportions conditioned by arithmetic
or by mechanical repeatability.

On the level of macrostructure the whole symphony, with respect to form, can
be perceived as incoherent. The song-finale instead of a more typical final movement,
contributes to this incoherence. The song about the “Heavenly life” (from an ironic point
of view) destroys symmetry and deforms the shape of the symphony — a shape that we have
might expected, being familiar with the tradition of the evolution of symphonic form.

Carl Niekerk [20] writes:

Mahler's instructions to use a childlike female voice raises the question of whether the
utopian moment is intended seriously and whether the listeners were to consciously
perceive it as a child's fantasy, or both at once. The expression of two diametrically
opposed but equally valid feelings-another stylistic marker of early Romantic irony- is
clearly recognizable here in Mahler's Fourth. A telling moment with regard to this
irony is the passage in the song when the child sings of the lamb's slaughter (Wir
fiihren ein geduldigs, / Unschuldigs, geduldigs, / Ein liebliches Limmlein zum Tod).

FUNDAMENTAL ASPECTS OF FORM OF THE FOURTH SYMPHONY

One of the features of “secession art” is evolution into linearity. In music this
might be seen as the domination of a horizontal way of thinking, as the importance of
melody or the coexistence of two or more equally important melodic lines. These features
are found in each of the four movements of Mahler's Fourth, most obviously in the second
movement Trio and in the third movement, as already discussed.

Coexistence of geometric and organic elements [21] is typical of secession art and
symbolizes the coexistence of two worlds: one of the "order of intellect" and a second of
the "order of nature". These two elements of two worlds are, in arts and architecture,
placed close together, without intervening trim or transition. In Mahler’s Fourth, as an
example, | propose the juxtaposition of the geometric Scherzo (second movement), with
respect to its metro-rhythmic dimension, tonality and texture with the organic Adagio
(third movement).

Secession art also invented a new type of interdependence between external shape
of the work and its bearing structure. If in music we cite texture and harmony, respectively
[22], then a multitude of voices was replaced by the variety of different musical plans
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achieved by the juxtaposition of different themes, timbres, tone-colours, and orchestration
(introduction, bars 1-12, and coda of the second movement, bars 358-64).

A multitude of dynamics (poli-dynamic) is noticeable in the constant alternation
of dynamic of different musical lines, which occurs with simultaneously with the
alternating thematic lines (second movement — Trio and third movement of the Fourth

Symphony).

CULTURAL CONTEXT

Secession style is characterized by a fascination with the Orient. Following the
Orient’s example, both “empty spaces” and soft (gentle) shapes became important in fine
arts. “Empty spaces” in Mahler’s Fourth are easily heard as pedal-notes, passages of ostinato
of fourth and fifths (in the second, third and fourth movements)” and in passages based on
(long-held intervals (passages between the variations of the third movement).®

The influence of the East made an impact on artists’ treatment of colour. In music
those techniques which helped to support tonality lost importance while the values of
sonority and of instrumental effects were enhanced. Mahler’s interest in tone-colour was
reflected, in my opinion, in the introductions to the first” and second movements, where
the orchestral strains resemble “glockenspiel” and “laugher”, respectively.

These same sounds also revealed the tendency to use music in its illustrative or
symbolic function. Using ‘fiedel’-like sound (in the second movement) — and fiedel was a
prototype of the violin and an original instrument hitherto played merely in the Far East —
might serve also (though not necessarily) as evidence of the Oriental influence.

The simultaneous coexistence of “high” style and “common” (low) style was also
typical for secession style in fine arts. This tendency to juxtapose vernacular and classic
traditions was especially present in Josef Hoffmann's architectural designs [23]. Mahler
also employed this hybrid style in his music. The best example usually is given as the Third
Symphony (in the fourth and fifth movements, where Mahler's generative material
included passages from both Das trunkene Lied (Thus Spoke Zarathustra, Nietzsche) and Es
sungen drei Engel (Des Knaben Wunderhorn) [24].

But this tendency also may be found in Mahler’s Fourth Symphony, where the first
theme of Allegro (first movement) is dance-like, probably of folk provenance, or in the
signal motif of the first bridge, contrasting with the “high style” of the whole of that
section, especially of its development. Tina Marlowe-Storkovich goes so far as to claim
that Mahler’s music, generally, demonstrates that the composer “strove to elevate
vernacular to its monumental dimension” [25].

5 See the ostinato of fourth-fifths in the third movement, bars 49-56.
8 See passages between the variations of the third movement (“empty spacer”), bars 283-86, and 311-14.
7 See the introduction to the first movement (“Glockenspiel”), bars 1-13.
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FINAL REMARKS

Having located some essential features of "secession style" as typical in fine arts also
in Mahler’s Fourth Symphony we may ask: do these features contribute to the neo-classical
character of the analyzed work or, quite the opposite, are they contradictory to it?

The answer seems to be positive for classicism. “Secession” threw away everything
that was romantic, subjective, and exuberant and penetrated into deep emotionality. It
was a style, or an icon of the movement, that was characterized by simplification,
reduction of dynamic strength and reduction to classical values of art both in form and
substance. Its desire was to become closer to common people, to create a universal art
outside the confines of academic tradition that would convince everyman, would speak to
everyone through its simplicity, clarity and beauty.

Secession and classical style both delighted in virtuosity. Both were characterized
by cheerfulness, lightness and capricious charm. Classical artists preferred to suggest as
much as possible by saying as little as possible. La Fontaine [26] said: “I think that it is a
need to leave in the most beautiful themes something to think”. And secession’s artists
used elements devoid of precise meaning as symbols in their multifarious levels. Mallarmé
[27] said: “Instead of describing one should suggest! To name a subject means to destroy
three-fourths of the satisfaction coming from the poem; coming from joy of progressive
guessing: merely to suggest the subject — that is the dream”.

The main rule of Classicism was: “to be attractive" and in 17™ century this meant
to appeal to an audience experienced in culture and difficult to please. The main trend in
Secession can be dubbed “aesthetic-like”, because their representative works should have
incited aesthetic contemplation, were made to be enjoyed by human eyes.

The true motto of Secession reads [28]: “I believe in everything that is beautiful,
pleasant and useful, as the need arises”.

According to these assumptions, Secession’s features found in the music of
Mahler's Fourth Symphony, read in a light of semiotics, can supply additional proof of the
“neo-classical” style of this composition.
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The Jewish Florio: Eichendorffian

Narratives in the First Movement of
Mahler's Seventh Symphony

Danielle Hood, University of Leeds, UK

ABSTRACT

In 1900 Mahler exclaimed to his friends “Death to Programmes! [...] The language of
music has communicated immeasurably more than the word is able to express.” With the
advent of topic analysis, however, Monelle and others have begun to suggest narratives for
his work [1]. La Grange proposes that Mahler had in mind two specific works by
Eichendorff when he wrote the Seventh Symphony: the poem, “Das Stindchen”, and the
novella “Das Marmorbild”. These works have, thus far, only been connected to the two
Nachtmusiken (movements two and four). While the two Nachtmusiken are inspired by
the poems within “Das Marmorbild”, a topical analysis of the first movement reveals it
mirrors the literary narrative of the novella. The analysis demonstrates that while the
correspondences between the two plots are not exact, they are close enough that the
similarities seem unlikely to be wholly coincidental, not least given Alma Mahler’s
testimony regarding the specific influence of Eichendorff, even if she seemed to think that
this was restricted to other movements of the symphony. The musical narrative not only
elucidates the correlation between music and literature but also highlights cultural themes
prevalent within fin-de-siécle Vienna, for example the Jewish overtones and the conflict
between the ethical rational life over instinctual, emotional life exemplified by the rivalry
between the real love of Bianca and the magical seduction of Venus.

DAS MARMORBILD

Eichendorff’s Das Marmorbild, written in 1818, tells of the story of Florio, a young
nobleman, freed from responsibility and travelling through Italy. On his approach to the
city of Lucca he encounters stranger, the singer Fortunata, who leads him to a celebration
of spring. There he meets a beautiful maiden, Bianca with whom he appears to fall in love
at first sight, and she with him. At the feast he composes a song to her, declaring his love,
and she allows him to kiss her. At the end of the feast, however, a dark stranger, the
cavalier Donati, steps into the marquee and greats Florio as an old acquaintance but
Fortunato immediately dislikes Donati. That night Florio is plagued by dreams of Bianca
as a siren who attempts to sink his ship and waking he decides to go for a walk. In time he
comes upon a garden next to the lakes edge where a marble statue of Venus stands. Florio
stares, unable to avert his gaze as the statue appears to look back at him whereupon he
started and ran in fright back to the inn.
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The next morning Fortunato gently chides him for his moonlight wanderings,
before leaving Florio. The young noble returns to the lake but cannot find the statue
again; instead, he finds himself in a garden by a palace eavesdropping on a beautiful lady’s
song whose features closely resemble the marble statue. As he attempts to find the singer
he instead stumbles upon Donati, lying asleep, appearing as if dead. Upon waking the
cavalier he extracts a promise that he will be introduced to the lady the next day and
leaves in a state of exultation. The next day Donati instead invites Florio to a hunt. The
young noble is repulsed by the idea that he should hunt on the Sabbath and Donati leaves
in disgust, whereupon Florio goes to church plagued by thoughts of love and lust.

The next evening Fortunato invites him to a masked ball with the intimation
that there Florio will meet an old acquaintance. He dances with Bianca, who is disguised
as a Greek girl, but the lady is also there dressed identically and Florio becomes confused
as to who is who. After the lady takes off her mask and reveals herself to him she invites
him to her house the next evening. When he then sees Bianca he becomes indifferent to
her, as his mind wanders to the impending meeting. At this indifference Bianca becomes
distraught, she had dreamed of marrying Florio the night she met him and now he has
acted as if a stranger to her.

Eventually Florio finds himself at supper with Donati in the house of the
mysterious lady. The lady herself leads Florio by the hand and begins to seduce him. Florio
feels he has known her since childhood, as do all men, the enchantress herself remarks. At
these words Florio descries paintings of her on the walls and remembers where he has seen
her before, as he had seen paintings like these in his youthful fantasies of eroticism. The
strain of a song filters through the window, sung by Fortunato, and seems to waken Florio,
as he exclaims: “Lord God, do not let me lose my way in this world!” As a thunderstorm
approached Florio saw the enchantress begin to turn back into the marble statue he had
first seen and he runs from the room.

The next morning finds him leaving Lucca and meeting three other travellers
on the way: Fortunato, Pietro (Bianca’s uncle) and a young boy. As they leave the city
Fortunato relates a myth of the ruined temple on the hill which Florio recognises as the
palace of the Lady. The myth recounts the story of Venus, who haunts her ruined temple
and tempts young men into losing their souls to her. At this story the young boy lifts his
head to reveal that it is in fact Bianca. Florio sees her and falls in love with her anew,
telling her: “I feel like a new man; I sense that everything will turn out aright, now that I
have found you again.”

FLORIO

If the musical narrative of the first movement of the Seventh Symphony maps on
to that of Das Marmorbild, then the forty-nine bar introduction of the first movement
introduces both the character, Florio, and the plot of the movement/novella: the conflict
between the supernatural and the rational. In Eichendorff’s novella Florio rides into town
and is instantly distracted by the “delicate fragrance[s]” and the “colourful procession” of
people walking along the avenue [2]. His poetic nature (the aspiration of which he shyly
admits to the singer Fortunato) is expressed by an arioso melody in the tenor horn. The
arioso, a style of opera singing between recitative and aria (theme A, example 1),
humanises the instrumental solo and evokes its literary stylistic counterpart, poetry, as a
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form of expression that lies between speech and song. The accompanying topic (example
la) symbolises the supernatural sub-plot through the utilisation of the ombra topic. This
topic is signified by the slow tempo instigating a creeping terror, the dotted rhythms
symbolising heartbeats or footsteps (either the approach of impending menace or the
procession of a funeral) and the tremolando in the strings and clarinets, which, when
combined with fp markings at bar 6 create fear and agitation. The rational sub-plot is
expressed by the noble march topic that begins at bar 19 (example 2); the stability of the
march represents the solidity of the rational ideology, while the noble aspect refers more
to the alleged morality of that ideology within this narrative than to just the social class of
the character. As discussed above, while the ideology undoubtedly stems from a religious
viewpoint, the religion now associated with the character is Jewish. This is suggested by
the use of the trombone as a solo instrument at bars 27-31 and the flute cadenza at bar 39,
which displays Jewish connotations from the placement of chords either side of the
neighbour-note based flourishes and the accidentals providing a minor key [3].

THE HUNT TOPIC

The first subject begins at bar 50 with the hunt topic. The tempo marking is 2/2
which could also indicate a cavalry march, however, with the use of the horns as the
melodic instrument, combined with the driving ostinato signifying the galloping horse it
seems more likely to signify the hunt. The hunt topic illustrates three different aspects of
the novella. It not only suggests certain aspects of Florio’s character, and at the same time
the moral of the story, but also situates the action within a natural environment and, as it
is associated with myth and adventure gives an overview of some of the themes of the
storyline. This topic is associated with the ideal of hunting, rather than the brutal reality;
it is hence correlated with nobility, courage, joy and being one with nature. Fitzpatrick
suggests that “the hunt stood for all that was desirable in worldly virtue, representing a
new embodiment of the older ritterlich-héfisch [chivalrous-courtly] ... ideals which were at
the centre of aristocratic thought” [4]. The valiant associations of this topic connote two
levels of signification here. They describe the character’s aristocratic bearing, but also his
personality traits, which lead to the happy ending of this cautionary tale as it is through
his moral and pious nature that he escapes the clutches of Venus and narrowly avoids
losing his soul to the enchantress. The hunt topic also symbolises nature, immediately
placing the listener outside. The horn evokes the woodland, and thus also mystery,
romance and the unknown, so once again two levels of signification are represented: the
first level is the superficial pastoral setting of the novel [5]. It begins in a park with a
celebration of spring, and throughout the novel most of the important moments of the
plot happen in gardens. The second level is the evocation of mystery and romance
suggested by the topic, which as discussed above are the primary sub-plots of the novel.

As the plot develops throughout the first movement, the reoccurrences of the
hunt topic also change. When it returns for the second time at bar 145 it is beginning to
develop. Theme B returns but in a semi-canonic manner so that between bars 148 and
154, the fanfare figure (from bars 53-54) enters five times in different instruments. At this
point in the narrative, Florio has met Bianca (represented throughout the narrative by
theme C, shown in example 4, and outlined fully below), but not yet Venus (contrastingly
represented by the Sturm topic) and as such his character is confused by the emotions that
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he is suddenly faced with, hence the development of the theme. It is also the point at
which he wanders into the garden to clear his head, and therefore the introduction of the
mythical aspect of the story.

The third time the hunt topic returns, at bar 373, it lasts only six bars before
giving way to the noble march juxtaposed with the learned topic signified by the imitation
in the strings and brass throughout the section. This embodies the rational/moral/religious
victory, represented by the hunt and noble march, over the pagan deity’s seduction,
symbolised by the preceding ombra topic.

THE CENTRAL CONFLICT BETWEEN RATIONAL AND MAGICAL LOVE

The syntagmatic placement of the topics and their development through the
movement represents the conflict between Florio’s real inamorata and her magical rival.
Notably the “real” beloved, Bianca, is denoted by theme C (example 4), while the topical
narrative develops around her dependent on the action of the plot. This suggests an
element of intransigence in her character such that she is signified by a physical presence:
a specific motive, hence identifying her as the actual love interest. The supernatural love,
Venus, is represented instead by the Fantasia and Sturm und Drang topics, both of which
are of a transitory nature and neither of which have a specific motive associated with
them. Venus therefore has no physical presence within the music, confirming not only the
supernatural nature of the character but also the hallucinatory element to her relationship
with Florio. The struggle is seen from Florio’s view-point, it is an internal battle which is
awakened within the nobleman from his first realisation of his love for Bianca. The
previously unburdened young man is suddenly confronted with the concept of responsible
love and its consequences. This leads to his dream of her manifestation as a siren sinking
his ship, the trauma of which leaves him susceptible to the charms of Venus. His conflict
is illustrated by the placement of the topics within the musical narrative and the way in
which they interact with each other, through juxtaposition and integration to create the
literary narrative of Das Marmorbild.

As Florio enters the city Fortunato directs him to a park where a spring celebration
is underway. It is here he first glimpses Bianca as she plays badminton, and she notices
him. A brief flirtation ensues signified by the salon music in the transition at bar 79
(example 3). The section’s compound duple time and minim upbeat suggest a dance while
the elegant Straussian melody (still based on fourths) and countermelody in the strings
give this section a galant air retrospectively reflecting the romance topic which appears as
the second subject at bar 118. The dance element is given a dream-like, almost drunken
quality as the main theme in the violins begins on the weaker third beat of the bar, rather
than the strong beat as is usual. The horns contribute to this effect with falling chromatic
interjections thereby setting the scene of the feast.

Soon after he first catches sight of Bianca Florio has declared his love for her by
composing a poem and persuading her to kiss him. This love is expressed by a lyrical
romance topic complete with octave doubling in the strings, expressive pauses at the top
of the arch-shaped melody and ascending pizzicato figures in the bass. The romance topic
accompanies the introduction of the second subject: Theme C.

This dream of inner conflict is shown at bar 174 as a development of theme A, the
arioso melody which represents Florio himself, is accompanied by the salon music from bar
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79. Both keep their original signifiers, but now, in a B minor key, the effect approaches
the Fantasia style, the 3 against 2 rhythms, chromatic horn lines and full texture making it
harmonically and rhythmically ambiguous. It is the fantasia element that suggests this is a
dream, the minor key, chromaticism and the rhythmic divergences creating an
unstructured atmosphere, while the solitude of the arioso point to the internalisation of
emotion that Florio experiences at the thought of Bianca, signified by the salon music.

At bar 196 there is a reiteration of theme C, but the topic is now the sensibility
style, a musical aesthetic expressing intimate sensitivity. Heartz and Brown suggest
Empfindsamkeit served as an early defence of sense over reason and rationalism and it is
certainly used in this way here [6]. As Florio’s senses overtake him he stumbles outside to
take a walk ending eventually at a garden where he finds the statue of Venus. His panic
over his dream and the events preceding it he begins to let his let his emotions overbear
his reason; the fact that it is theme C, the theme which the romance topic initially
accompanies, that is accompanied by the sensibility topic provides the evidence of what
Florio is affected by, i.e. his love for Bianca.

The remainder of the development (bars 212-272) is concerned with the battle
between rationalism and sensibility (between Bianca and Venus). At bar 212 theme B is
accompanied by both the military and the Sturm und Drang topics: constant changes in
rhythm, dynamics and texture signifying the latter topic, while the dotted rhythms and
fanfare figures throughout signify the former. The Sturm topic has connotations of an
earlier time, the term originally coined to refer to retrospective links with romanticism
seen in the music of Haydn, and is therefore seen as a classical topic. The ‘past’
associations of this topic, in addition to the turbulence and instability also caused by its
utterance clearly represent the mythological magic inherent to the mysterious lady to
whom Florio becomes obsessed. The representation of Venus by the Sturm topic is
ultimately confirmed by the way in which she is revealed to be the marble statue:

Meanwhile the thunderstorm seemed to be coming ever nearer; the wind, between
whose gusts a solitary strain of the song would fly up and rend the heart all the while,
swept whistling through all of the house, threatening to extinguish the wildly
flickering candles. The next moment, a lengthy flash of lightning illuminated the
duskening chamber. Then Florio suddenly started back a few steps, for it seemed to
him that the lady was standing before him, rigid, eyes shut, with extremely white
countenance and arms [7].

The military topic in contrast is epitomised by its stability, characterised by its
steady rhythm and even phrases, and used in this context to symbolise the real and
rational beloved. The conflict between the magical and real are therefore symbolised by
the juxtaposition of the Sturm and the military topics as Florio is thrown between his
beloved and her rival.

Just as Venus begins her seduction a pious song is heard through the open window,
an old song familiar to Florio, but the song troubles Venus, unsurprisingly, as it is the
catalyst which frees Florio from her grip. In the musical narrative this is illustrated by the
appearance of a chorale at bars 259 to 261, punctuated by fanfares (example 5). This
learned sub-topic is heralded by a complete change in sonority as the Sturm topic is
banished by the topics which form the rational topical class (the chorale topic, learned
style and the alla breve topic at bars 313-316). Here the chorale is an example of double-
coding, a way in which we can perceive two different, and often opposed meanings of the
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same sign. In this instance the chorale is associated not only with the Lutheran
congregational hymn, but also with the rationalist “science” of music which is embodied
within the learned topic. The chorale is the epitome of the rule-based logic which has
driven composers for centuries, and therefore an essential part of the rational topic, while
at the same time symbolises the very concepts that rationalists opposed: religion and faith
in an un-provable power [8]. At the same time the Lutheran hymn is a religious song, so it
symbolises that element of the narrative, even though it doesn't exhibit the Jewishness
that is elsewhere required of it. Thus it expresses the Jewishness that is needed elsewhere,
while not actually being a Jewish topic at all. It's coded, on the one hand, as the religious
song the narrative requires, while simultaneously ‘being’ the learned topic.

The ancient song, which takes Florio back to his childhood, is replaced at bar 367
by a pastoral section with nationalist overtones, signified by the chromatic repeated notes
in the violins, the solo violin and cor anglais. The national topic is often used to signify a
longing or reminiscence of home, folk songs often expressing a wish to return to the green
hills/land/fields of home. Here it coincides both with the familiar song and with Florio’s
realisation that he has indeed seen Venus before in pictures from his childhood: “Then the
feeling suddenly flew through him, as if borne on the strains of the song outside, that at
home, in the days of early childhood, he had ofttimes seen such a picture” [9].

The last section of the development, from bars 298, begins with what Floros calls
“a religious vision”, while La Grange comments that it is “a moment of pure ecstasy” [10].
This moment is signified by the military chorale from bars 256, which returns as a series of
fanfares from bar 299. The learned style is associated with an ecclesiastical locale, which
gives this section the religious atmosphere and is also signified by the cadences affected
from bars 304-307, the first an interrupted cadence before the perfect cadence at bar 307,
and the alla-breve topic which emerges at bars 313-316. The power of Fortunato’s song
swells “with ever increasing power” causing the seductress to turn back to the statue and is
symbolised by the religious fervour that proliferates this section. This spiritual
understanding, as Florio sees her for what she is, leads to the lyricism of the major key
romance topic, which includes the “light” figure and develops themes B and C together.
His final rejection of the rival explains the disappearance, from bar 317 of theme A, the
internal obstacle to the fulfilment of his love for Bianca which manifested within his
dream. The light figure represents, as it does in Des Knaben Wunderhorn and
Kindertorenlieder, the acknowledgement of God, and the hope that that this acceptance
gives to those that may be on the wrong path.

This moment of rationality does not last, however. Themes B and C, joined by the
funeral march and romance topics, bring to the fore once again Romanticism, the
integration of which creates a slow, ombra topic, confirmed by the tremelo strings,
woodwind and string drones, and solo trombone and tenor horn melodies. With Florio’s
understanding of the situation comes a “deadly horror” for as Venus begins to turn back
into a statue other supernatural occurrences begin:

Tall flowers in planters had begun to hideously wind and intertwine like colourfully-
spotted rearing snakes; every cavalier on the arrases suddenly looked like him and gave
him a malicious smile; both of the arms that held the candles strained and stretched
themselves longer and longer, as if a giant were struggling to work his way out of the
wall; the hall filled up more and more, the flames of lightning threw horrible lights
among the forms, through which throng Florio saw the stone statues thrusting for him
with such violence that his hair stood on end.



154

Florio then attempts to find the cavalier Donati, but finds only a “lowly hut,
completely overgrown with vine leaves.” The funeral march and ombra topic symbolise
Florio’s experiences and his comprehension of the supernatural nature of his adventure.

The recapitulation sees a return of the hunt topic, integrated with the noble
march and the learned style to indicate rationalism’s victory and leads to a recapitulation
of the salon music and the romance topic in their original forms, which is to say they are
not integrated with any other topic and are again accompanying theme C. This is
significant as when they appeared in the exposition they represented Florio’s relationship
with Bianca, and in this position they represent the resurgence of this relationship as she
joins him, her uncle and Fortunato on their travels.

The musical structure itself is also innovative within this first movement. The
topics relationship with the conventional sonata form is different from the way in which
they worked in earlier symphonies (for example the Fourth). In Mahler’s Fourth
Symphony the motivic development is the central variant throughout the first movement.
Each motive has its own topical correlation and as each returns, even with the
development inherent to the sonata form, the topic returns with it. In this way the topical
language is often layered depending on how many themes are being used at a time. In the
Seventh Symphony, however, the relationship between theme and topic is reversed.
Adorno describes the motivic process succinctly as an “always different yet identical
figure”, indicating that the motives (although differing enough to be able to identify three
recognisable “themes”) are all built on the interval of a fourth and all consist of a quaver-
dotted quaver-semiquaver rthythm (although often temporally augmented or diminished)
[11]. Without this clear motivic definition to signpost the structural sections (exposition,
development etc.) the topics provide structural signification instead. This can be seen
through the use of the hunt and the romance topic as subjects one and two. Theme B had
already appeared in the introduction, but the hunt topic was not used until the exposition.
[t subsequently returned at the start of the development and the recapitulation effectively
marking these structural points.

The topical narrative of this movement can therefore be seen to act in different
ways. One topic, the hunt, can be seen to have three different levels of signification:
representing the ethical personality of the main character, the plot of the story and to
situate the story within the natural surroundings of parks and gardens. Other topics are
used to represent only one aspect of the plot or character. For instance the salon music
represents Florio’s first meeting with Bianca, the Sturm topic represents Venus and the
rational topic symbolises one side of the conflict between magical and real love. These
topics are then developed into a narrative through their interaction with each other,
through integration, juxtaposition or their placement in respect of other topics.

In an ostensibly abstract symphonic first movement where one would not expect to
find a narrative--where the composer, indeed, specifically claimed that there was no
narrative--a topical approach enables the construction of a narrative analogous to that
which appears in Eichendorff's novella, emphasizing the ways in which music, specifically
topics, index other cultural media. The historical specificity of such indexing is suggested
by the presence of topics which appear to be particularly linked to fin-de-siecle Vienna,
such as the Jewish and the Rational topics, which mirror contemporary social issues and
interests: here, particularly potent appears to have been the political issues of anti-
Semitism and the “failure of liberalism” that Schorske suggests was caused by the
movement away from the rational life towards the 'instinctual' emotional existence. The
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topical references and the narrativisation which is communicated through them suggests
that, even if Mahler was right to claim that “the language of music has communicated
immeasurably more than the word is able to express”, this ‘more’ is key: that music's
referential frame is always already in excess of a linguistic one, it does not mean that it was
not simultaneously capable of expressing, topically, narrativisations of and commentaries
upon the world in which Mahler, for one, lived.
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Example 5: The chorale and fanfare topics, bars 258-263
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Example 6: The ‘light’ figure, bar 317
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Signification by Dying Away: Mahler's
Allegorical Treatment of the Funeral

March Topic in Der Abschied
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ABSTRACT

This paper offers a new reading of the funeral march topic found in the last movement of
Mabhler’s Das Lied von der Erde (“Der Abschied”), drawing on Monelle’s study of
Mabhler’s use of musical topics. Traditional analyses naively view the funeral march as
simply signifying the death of the protagonist, which then stands as the negative
counterpart to his blissful transfiguration and union with the earth at the end of the piece.
However, 1 argue that the negativity of the funeral march fundamentally stems from a
linguistic anxiety and, as allegory, highlights the transience of all signification. Moreover,
the piece’s allegorical mode actually deconstructs the text’s supposed binary opposition of
eternal nature and human transience.

Monelle hears two conflicting impulses in Mahler’s use of topics: both an “abdication of
subjectivity” (nature expresses itself) and “rawness” (i.e., places of exaggerated
construction, such as when Mahler overstresses topical features). Both tactics undercut
authoridlity, for either unshaped materials stand unassimilated (Monelle: “montage”) or
Mabhler seems to work them too much. In the latter case, by forcing a clichéd topic to
speak when it can no longer speak, the topic becomes self-referential, hence alienated from
itself. I demonstrate that it is precisely through montage and alienation that the timeworn
funeral march topic in “Der Abschied” acquires a second-order, allegorical expression. As
described by Benjamin and Adorno, in allegory, reified musical objects are “lit up”
momentarily and find expression again as the expression of convention: the conventions
themselves become “opaque,” their materiality made palpable.

Throughout, I discuss how allegory can be an extension of Monelle’s theory of topics,
namely, allegory—a large part of which hinges on self-referentiality—becomes crucial for
a topic’s expressive ability as that topic nears the end of its lifecycle.

THE DYING OF A TOPIC AND ALLEGORY

In both The Musical Topic and The Sense of Music, Raymond Monelle is concerned
with the emergence—the birth—of musical topics, addressing such questions as what
socio-cultural conditions need to be met for a topic to be born and what in fact constitutes
a full-fledged topic, for, in Monelle’s own words, “not all signifying items are topics” [1].
Monelle specifies two criteria for a signifying musical object to qualify as a new topic. First,
a musical sign should already have passed from literal imitation (iconism; resemblance) or
stylistic reference (indexicality; signification by contiguity or causality) into signification
by association. That is, the immediate object of a musical figure itself has acquired a
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broader range of meanings; Monelle terms this “indexicality of the object” or “indexicality
of the content.” For instance, the pianto figure—a falling minor second—initially
accompanied textual mentions of tears and weeping, but over time it also came to signify
grief, pain, and regret, for these associations are contiguous with the original, more literal,
meaning. Second, there ought to be a level of conventionality in the sign. In the initial
stages of a topic’s formation, a musical figure is complex and particular; it is its own direct
content (ratio difficilis). Through continuous exposure and habit, complex signs become
“stylized” so that a body of learned rules and codes begin to govern how these signs are
interpreted. Yet Monelle is also at pains to stress that even as musical topics form a code,
they do not refer to the empirical world but derive their meaning from within the system
of musical, literary, and cultural history. Thus the “musical horse,” for instance, conveys
more cultural information than the semantic horse of everyday life, for the “noble horse”
topic correlates to a cluster of imaginative attributes, such as maleness, adventure, and
high status [2].

But what of the fate of a musical topic as it approaches the end of its “life cycle,” as
it were! More specifically: After centuries of usage and possible expansion and adaptation,
what happens to a topic as its signifying and expressive potentials are exhausted? A variety
of outcomes are possible. A topic may fall into disuse or may be completely transformed in
the hands of an idiosyncratic composer and emerge once again as new. Yet there is a third
possibility which is the focus of my paper today — the allegorical “jolting” of a topic
(allegory as defined by Walter Benjamin and Theodor Adorno), implicitly developed by
Monelle in his analysis of Mahler’s use of topics. In this sense I am using Mahler as a case
study to illustrate one category of possibility as a topic is decaying and reaching its limit.

According to Monelle, Mahler inherits one of the paradoxes of Romanticism, at
once asserting “arbitrary subjective self-expression” and “renewing the impersonal, semi-
anonymous conventions of the Volkslied” [3]. On the one hand, Monelle hears an
“abdication of subjectivity”: the composer’s subjective will recede and musical nature (that
is, musical materials) manifests or expresses itself, unassimilated. Thus Mahler “seemed to
write in many styles” [4]. In Adorno’s words, “in [Mahler’s music], as in a theater,
something objective is enacted, the identifiable face of which has been obliterated” [5].
On the other hand, Monelle detects certain “rawness” in Mahler’s topical references, for
instance, a slight exaggeration or overstressing of topical features, or “a failure of
technique” in the treatment of texture [6]. These are signs of a hyper-subjectivity which
due to its self-consciousness actually alienates the listener. Again, to quote Adorno,
“[Mahler’s] symphonies do not exist in a simple positive sense... whole complexes want to
be taken negatively... Negativity for him has become a purely compositional category...
through a hyperbolical expression in excess of the music’s actual meaning” [7].

In fact, the two seemingly opposed tendencies in Mahler’s music identified by
Monelle can both be subsumed under Adorno’s and Benjamin’s concept of allegory. As
defined by the Stanford Encyclopedia of Philosophy, allegory “is not the conventional
representation of some expression... but an expression of convention. Allegorical
expression includes as its object this very conventionality of the historical.” Another way
of understanding allegory is through its opposite, the Romantic symbol: the latter stands
for an immediately intuitable unity between the sensuous (concrete, particular) and the
extra-sensuous (abstract, general), that is, the illusion of aesthetic essence. By contrast,
allegory comes to pass when the symbol has become a stereotype and can no longer
provide access to immediate, living meaning. Allegory, then, is the foregrounding of
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convention, where reified, alienated objects—that which lie in ruins (“second nature”)—
are “lit up” momentarily and find expression again precisely through this alienation.
Hence, there is a moment of self-consciousness in allegory. In Michael Spitzer’s words,
allegory designates the “becoming opaque” of conventions: that is, one gazes at the
conventions themselves, and not merely through them [8].

In what follows, I take the last movement of Das Lied von der Erde, “Der Abschied,”
as a case study.' First, I shall give a formal overview of the movement and analyze a few
isolated passages that exemplify the two modes of allegory as identified by Monelle. Then,
[ offer an “against the grain” reading of the song’s two nodal, antithetical points — the
central, “negative” march section and the “positive,” transcendent coda, arguing that
Mahler’s allegorical mode of composing problematizes the text’s supposedly
straightforward “death and transfiguration” narrative.

SUBJECTIVE ALLEGORY AND OBJECTIVE ALLEGORY

Broadly speaking, “Der Abschied” is in modified strophic form, comprised of an
orchestral introduction, four rotations, and a lengthy coda. Each rotation begins with an
accompanied recitative followed by two or more arias, into which a number of
instrumental interludes are weaved. Collectively, the recitatives, arias, and orchestral
passages function as “episodes.” Mahler’s treatment of the form is flexible, for the number
of episodes and the length of each vary from rotation to rotation; that is, upon repetition,
corresponding episodes can bear much resemblance to each other or be drastically altered.
This is especially the case with the third and fourth rotations, the former being a purely
instrumental march (the English horn takes the place of the alto voice in the recitative,
and the first-person arias become a “klagende Lied” for orchestra) and the latter
substantially reworked so as to be sung entirely in a manner that hovers between
accompanied recitative and arioso, abolishing the earlier recitative-aria distinction.

The two contradictory impulses Monelle discerns in Mahler—a “subjectlessness”
on the one hand and the deliberate overworking of materials on the other—constitute two
different modes of allegory. In the first, expression emerges when convention reaches a
limit, a saturation point. That is, the absence of a subject forces a conventionalized
landscape to manifest itself as convention. I call this “objective allegory.” In the second
case, where stock figures and overplayed expressions are exaggerated and hence made to
sound “unnatural,” the figures do not so much correlate to cultural units (the typical way
musical items signify, according to Monelle) as they become self-referential and point to
their own inauthenticity. I call this “subjective allegory.”

Subjective allegory itself can be broken down into two varieties, most noticeably
perceived in (1) Mahler’s idiosyncratic manner of melodic writing, especially in the purely
orchestral passages, and (2) the intentional use of musical formulae from kitsch to set an
equally sentimental line of text. The common idea that underlies both instances is
extreme self-referentiality, where the “over-clarity” of these conventional figures and
overwrought melodies points to their own taking place, as if they are saying “I” (the
positing of oneself in speech).

Examples of orchestral passages where melodies seem over-determined—
“commandled]... against their wish,” as it were [9]—can be found at Fig. 11 (a “neurotic”

! Readers are encouraged to have a score at hand for the rest of the essay.
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response from the orchestra to the protagonist’s description of nature), Fig. 17 (an
orchestral postlude marked zart, leidenschaftlich), and Fig. 24 (a gratuitous interlude
inserted between the second recitative and its ensuing aria, marked aber mit innigster
Empfindung). Specific techniques include: large leaps (6s, 7s, octaves, and 9"s) and,
relatedly, the technique of “reaching over” where a line descends by step then suddenly is
pulled back up again to its initial register, only to descend once more; strategically placed
accents (usually three or more in a row); fragmentation and the repetition of fragments in
an ever more urgent and compulsive manner. All these factors contribute to make the
melodies sound contrived and hyperbolic; they acquire a yearning, “insatiable” quality
because Mahler whips them on relentlessly. In extreme cases, overexertion and a desperate
desire to “speak” lead to a forced tone and a melody’s voice may “crack” (see, for instance,
1 bar before Fig. 26, where a high A simply cannot sustain itself or reach any higher, thus
dwindles away, pianissimo leggiero). Adorno argues that, for Mahler, allegorical expression
lies precisely in these imperfect, “broken” moments, because the state that musical
language finds itself in is exhausted, unable to support untroubled expression.

Notable examples of kitsch in “Der Abschied” include the stylized “nature music”
episodes (Figures 7-10, 13, 23) and an extended recitative in the fourth rotation that is
not found in previous rotations, setting the text “Wohin ich geh’'n? Ich geh’, ich wand’re
in die Berge. Ich suche Ruhe, Ruhe fiir mein einsam Herz!” (Figure 53-54). It is this latter
passage | wish to examine, for it openly displays its inability for genuine expression. To
begin with, the text “Ich suche Ruhe, Ruhe fiir mein einsam Herz!” in the early-Romantic
tradition (one thinks of Schubert) would have been authentic—in the sense of ringing
true with the attitudes of a particular era—but by 1906 the idea of Weltschmerz was just a
cliché in literature and music. Mahler’s setting only adds to the unoriginal quality of the
poem: note, for instance, the obligatory upward glissando in the voice at 6 measures after
Fig. 53, the use of modal mixture (E and EP, scale-degrees 3 and 23), and the utterly
conventional cadence at Fig. 54 — a turn figure about EP which then rises to a G, only to
fall by a 6™ to the leading tone, itself a substitute for scale-degree 2, before resolving onto
the tonic. Immediately after the cadence (Fig. 54/m. 1), the strings section and the high
winds swell up in response to the protagonist’s intimation of death by restating the voice’s
melody twice, the first time a sixth higher, the second time by an octave, as if
sympathizing with her. As a matter of fact, this may very well be the most explicitly “false”
passage to be found in “Der Abschied,” in the sense of Mahler knowingly cueing
saccharine music—familiar to everyone from kitsch—to accompany the emotional core of
a drama. Markers of banal sentimentality include the wide glissandos in the first and
second violins (G to G, and C to a high EP), the harmonization of the main melody
exclusively by parallel thirds or sixths — which coupled with the high-strings timbre
produces an ingratiating sweetness, and the manneristic treatment of dynamics — a gradual
crescendo is followed by a sudden decrescendo to pianissimo, only to swell up once more.
While Adorno may insist that,

Not despite the kitsch to which it is drawn is Mahler’s music great, but because its
construction unties the tongue of kitsch, unfetters the longing that is merely exploited
by the commerce that the kitsch serves [...] [10].

[ read this entire recitative and orchestral postlude as negative expression, that is,
allegory, the allegorical moment deriving from the fact that the text’s and the music’s
distancing artificiality (due to their having been overplayed and degraded countless times
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by popular showpieces)—one could even say “deadness” or “staged-ness”—at once longs
for expression yet simultaneously acknowledges the impossibility of authentic expression
within an aged, exhausted idiom. Instead of attempting to wring expression out of these

maudlin passages, Mahler draws attention to their material existence as such.

Contrastingly, a number of episodes in “Der Abschied” end by disintegrating,
thereby laying bare their material and letting the listener “gaze” at them as material. The
universal agent of disintegration in this movement is a chromatically descending scale,
introduced early on in m. 14 (played by the oboe, starting at the sforzando diminuendo
marking). Frequently, motivic fragmentation and prolonged pauses accompany this fast,
chromatically sliding scale in passages of decay, lending them an air of uncertainty. Thus
one hears a different type of allegory, objective allegory as opposed to subjective allegory;
that is, now music “gapes open.” In place of construction and artistic semblance one hears
a loosening of art’s spell.

An example will substantiate my position. It occurs near the close of the recitative
of the purely instrumental third rotation, at 2 bars before Fig. 40. The recitative begins at
Fig. 38 and, similar to previous rotations, is comprised of three textural layers — a low
pedal, the Baroque gruppetto turn figure, and the rhythmically precise, sighing march
theme, the latter two being thoroughly conventional. Yet at Fig. 39 an additional motivic
element is introduced: the notes EP-B-C, which are reminiscent of the opening melody of
Orpheus’s lament, “Tu se’ morta,” from Monteverdi’s opera L’Orfeo. From Fig. 39 onward,
the four distinct layers coalesce into a sentential structure, with the proportions “2+2+4,”
but the continuation phrase does not complete itself (see the half rest followed by a
fermata over a quarter rest at 2 bars before Fig. 40). Textural dissociation then begins to
take hold, and two more pauses—both palpably longer than the first—only make the
passage sound even more hesitant, as if the music is somehow constricted and gasping for
air. Salient details to note from these six measures include the ubiquitous presence of
chromatically descending scalar fragments, their seemingly haphazard—hence dissonant—
juxtaposition with both the sighing march theme and the “Tu se’ morta” melody, and the
doubling of lines by a tritone (see the first two bars of Fig. 40). Motivic and textural
dissociation become the most pronounced at 3 bars before Fig. 41, for neither the “Tu se’
morta” melody nor the sighing march theme is heard in their entirety. Against these two
fragments, the cellos play a chromatically rising line. In essence, three independent and
dissonant lines coexist but are unrelated to each other. The rising cello melody reaches no
conclusion; it ends like a question mark, uncertain about what the next formal section will
bring.

[ argue that this less structured, disintegrating section ending exemplifies a
different type of allegory than the overtly constructed passages that seem to possess
agency, to explicitly desire speech and vocality (but failing); instead, one hears what
Adorno terms Rauschen — a murmuring, rustling nature. Rauschen becomes audible when
the momentary semblance of something distinct wanes, and material is left as material, left
forlorn. In the relinquishing of subjectivity, worn-out materials which have become
musical “nature” are exposed as mere “second nature,” that is, as something historical, thus
contingent and transient. Furthermore, these “dead” figures and motives can only appear
by dying away, for that is the very condition of their expression, to always be in transition.
In his explication of Adorno’s notion of allegory, Ulrich Plass notes that Adorno often
substitutes the word Abgebrochensein for allegory, referring to “the broken-off quality of art-
works, their damaged, truncated character” [11]. In the above two examples, damage and
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brokenness are manifested in multiple parameters. Motives and lines either disintegrate
(usually following a fast, descending chromatic run) or simply break off mid-stream.
Harmony is either rendered ambiguous by the addition of non-resolving consonant
suspensions or is extremely dissonant, the latter often accompanied by textural
dissociation (that is, the loosening of counterpoint) as well. Finally, with the gradual
exiting of instruments as a formal section comes to an end, and as the dynamic level
decreases, each remaining instrument’s timbre becomes distinct, which, in the context of
an already dissonant counterpoint, causes the overall sound to lose its “roundness.”

On the other side of the coin, Rauschen can also stand for mere “noise” — a
disruption to, or loss of, meaningful language. In passages such as the two examples above,
the not-quite-integrated lines, harmonies, and motivic fragments cause a breakdown of
unitary signification (or at least the appearance of unequivocal signification), so much so
that these bits of dead, “abandoned” material are at least somewhat purified of
conventional meaning and “enriched with enigmatic confusion” [12]. In place of the
quasi-rational “language character” of music, one hears musical language’s asemantic,
purely sonic, tendency, freed from the dictates of artistic expression — sensuous sound as a
remainder of meaningful language. Simultaneously, one becomes aware of one’s own
attitude: that, all along, one has been trying to hear something significant in the
murmuring, meaningless noise of Rauschen, “as if ‘Rauschen’ were meaningful language.”
Plass writes, “Allegory here means specifically: the noticeable semblance-character of
meaning (rather than the unnoticed semblance-character of meaning in the symbolic mode
of signification)” [13]. Mahler’s relinquishing of construction renders visible the illusory
claim to meaning, to significance that underlies all artistic activity, thereby achieving (at
least in certain moments) a self-reflexivity that pushes “Der Abschied” outside of the
symbolic realm: in place of aesthetic absorption one can understand these truncated,
fractured passages as a commentary on the typical attitude one assumes when
contemplating artworks.

THE GRAND MARCH

The two types of allegory I have discussed so far—one linked to a lyric, and often
impassioned or even exaggerated, subjectivity; the other perceived in the rustling,
decaying objectivity surrounding Mahler’s “fallen,” “abandoned” materials—come to a
head in the central march section (the third rotation) of the song. It is my contention that
the march induces uneasy reflection in the listener not simply because of its supposed
“semantic content,” the “what,” but because of the two opposing categories of allegory it
exhibits: the march is the most structured rotation of the entire piece (that is, the least
free; the most determined and purposeful), yet it also betrays a certain heterogeneity and
non-integration, where disparate materials collide and are swept along, as if traveling
downstream in a river (to invoke Adorno’s favorite metaphor, which he applies to both
Eichendorff and Mahler). The naive programmatic reading of this march tells one that,
beginning with a ritualistic stroke on the tam-tam at Fig. 38, a funeral march passes by,
within which the wailing, lamenting voices of the masses are heard. Since the poetic text
seems to take death and finding rest and transfiguration in death as its subject matter, it is
apt that the song should include a central funeral march, which, in the blissful and lushly
orchestrated coda, is then exorcised or transcended.



163

But if one would take a step back from this program, one immediately sees that the
march is cobbled together from scraps of conventional, and mostly vocal, melodies and
figures, including the sighing, scalar march theme in strict 8"-notes and rhythmically
augmented versions of the same scalar idea functioning as upper-voice melodies, the “Tu
se’ morta” motive (treated as a cantus firmus, appearing in all registers and assuming
various mensural proportions), and a weakly functional bassline which mostly revolves
around pre-dominant harmonies in the key of C minor. On a larger scale, there is also a
blurring of genre, for the vocal origins of Mahler’s materials combined with his
contrapuntal treatment of them undermine the march as such (the paradigmatic march
being homophonic, and driven by strong harmonic progressions, not melodic writing).
Thus what is nominally a march is also a “klagende Lied” for orchestra, carrying along but
barely containing all of its reified musical expressions (or, alienated cipher-like objects);
the latter mix and collide yet remain undissolved. Bits and pieces of music history sweep
by, but they resist Mahler’s shaping hand.

On the other hand, the march is in many ways the most “strictly composed” part of
the entire movement, as demonstrated in its clear phrasing and phrase types, its ability to
achieve a perfect cadence in the home key of C minor (the first unambiguous cadence in
any key), and the gradual emergence of mannered (that is, contorted and “unnatural”)
melodic writing in especially the second half of the orchestral aria (Figures 44-47). The
aria is comprised of two lengthy phrases — Figures 41-44, and 44-47. The first phrase
initially states a compound-period-like structure made up of two mini-sentences (Fig. 41 to
1 bar before Fig. 43), then repeats the same structure with different melodic content,
beginning at the up-beat to Fig. 43 and cadencing at Fig. 44. A quick counting of measures
reveals the obvious fact that Mahler’s phrases do not follow balanced, Classical
proportions, nor do they employ strong, functional basslines (again, the emphasis is on
pre-dominant harmonies and evaded cadences); yet, the prototypes linger in the
background and nevertheless offer the listener something familiar to rely on, if only as a
distant reference point.

The perfect authentic cadence at Fig. 44 is crucial for my reading of the march. To
begin, it is the first unambiguous cadence in the entire movement: the harmonic
progression i — PII® — V9455 _ i supports a thoroughly conventional melodic descent to
scale-degree 1. However, this cadence ought not to be taken at face value, as simply
indicating the one extreme pole of music—namely its language-like, rational aspect—for
its clichéd-ness is so blatant, so patent, that it appears to deliberately foreground the
concept (that is, the philosophical category) of “construction” (or, meaning, “sense”) as
such for the listener’s consideration. I shall return to this argument shortly but, first, the
second phrase needs to be analyzed.

The second phrase (Figures 44-47) is indeed the most lyrical section of the march,
but its lyricism is troubled: here Mahler’s idiosyncratic melodic writing draws attention to
itself, more so than any of the other sections of the movement. Specifically, the melodies
sound overwrought and over-determined, partly due to Mahler’s obsessive quoting and
transposition to various keys (for instance, D minor) of the “Tu se’ morta” motive, and
partly due to his “forcing the melodies against their wish” — for example, awkward (and
sometimes dissonant) leaps of a diminished-4™", tritone, or 6™ abound. Especially in the 11
measures leading up to the cadence at Fig. 46/m. 5, the upper-voice melodies sound less
and less natural, stemming from Mahler’s pushing the technique of “substitution” to its
extreme. That is, instead of having a scalar, melodically fluent line, he substitutes a
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“foreign” note so as to make the melody disjunct. The “Tu se’ morta” motive already hints
at substitution, for instead of scale-degrees 3-2-1, it sounds 3-57-1. Mahler goes one step
further and incorporates larger leaps, frequently, 6s (see Fig. 46/mm. 3-4, D-C-EP-Ab, C-B
5-D-F). Through these tortured melodies, one hears an excess of compositional control
and subjective will, which, paradoxically, lends a speaking quality to these passages, as if
they desire significant speech, although forever denied it.

Opverall, then, the march hovers halfway between the complete abandoning of
subjectivity to reified materials (which Adorno also detects in Eichendorff) and the
absolute, “forced” shaping of them. To amplify: the march as allegory is able to temporarily
push back the sediment social meanings inherent within Mahler’s banal materials, thus
achieving the expression of convention as (1) a disintegrating, objective Rauschen (pure
sound) and, (2) paradoxically, a co-product stemming from extreme—hence self-
conscious—rational construction. Thus, the wailing and lamenting orchestral march is
not simply, or crudely, “about” death, but musically and as pure music puts into sharp focus
a self-referential and inescapable anxiety surrounding the contingency of musical language
as such.

THE CODA, PROBLEMATIZED

If the march, as the centerpiece of “Der Abschied,” constitutes the negative pole of
the song, then one possible reading of the extensive coda sees the latter as balancing and
ultimately redeeming that negativity; here, the protagonist is released from the inexorable
march toward death and achieves an ecstatic, Tristan-esque merging with nature. While
such a reading is certainly plausible—even encouraged by several musical indications
within the coda—it is also too one-dimensional, for the coda does not and cannot stand
outside of the time frame of the movement absolutely, and therefore still needs to be
understood in context of the allegorical mood of the whole.

Indeed, there are a few persuasive reasons in support of the “transcendent” reading.
Harmonically, both the ubiquitous presence of added-6"s to triads and the weakened
status of dominant harmony lend the coda a “floating,” static atmosphere, as if forward
moving time is dissolved (see, for instance, Mahler’s reinvention of the standard German-
augmented-6™ to V7 progression at Fig. 61. Typically the strongest of discharges, here it is
rendered almost non-functional by the addition of modally mixed tones and chromatic
neighbor notes). In terms of orchestration, the “heavenly,” shimmering timbre of two
harps, celesta, and finally mandolin is said to signify the protagonist’s blissful dissolution of
self and transfiguration. Melodically, there is an emphasis on upwardly moving lines,
forming an opposite contour compared to the earlier “reaching over” passages where lines
would leap up but then descend stepwise. Lastly, Mahler’s style of text-setting for the coda
contrasts with what came before. Instead of syllabic, clear text declamation, each word’s
syllables are so drawn-out that semantic meaning becomes less important than each
vowel’s phonic quality, ultimately leading to a dissolution of sense in sound (note
especially the ii and e sounds of “alliiberall” and “ewig”).

Yet, because allegorical expression spreads itself across the entire song, I argue that
the ending ought not to be taken in a purely positive, unproblematic way. In addition to
the two modalities of allegory I identified and analyzed above, the entire piece as a whole
actually deconstructs the text’s supposed “meaning” and binary oppositions. On the surface,
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the text holds an opposition between nature (eternity) and history (human transience); in
a very literal—even mundane—sense; it also is “about” transitioning from life to death.
However, Mahler’s allegorical mode performs a pun on the text: in “Der Abschied,” nature
is not just commonplace, imitative “nature music” (such as birds and brooks) but also what
has become “natural” through music history; that is, lifeless, conventional materials seem
like nature but should more properly be termed “second nature.” Mahler is playing entirely
within the realm of (music) history when he conjures up “dead,” second nature. From
within the strictly “human” realm he exposes “second nature”—hackneyed and alienated
musical objects—as artificial, as history. Thus “pure nature” is revealed as impossibility.
Moreover, because allegory repeats momentarily, and ghost-like, a life that is no longer
alive, it is a signifier of transience and transition, a process of transition that is forever
taking place. Thus, although the coda seems to suggest an eternal union with the earth
and the stilling of longing—a static and ecstatic mode of being—the entire piece as
allegory prevents such a positive reading.

In conclusion, in this essay, I have theorized about one possible consequence of
decaying topics which are reaching the limits of their lifespan, namely, that they become
self-referential. To invoke an oft-cited Benjaminian metaphor—by incinerating itself, a
timeworn topic again achieves expression, but one without “natural” immediacy, for the
reverse side of self-referentiality is an awareness of the historicity of all cultural objects.
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ABSTRACT

According to Raymond Monelle, Debussy was a prolific inventor of topical signifiers, and
one of these was an imitation of the ancient syrinx, which can be heard in the opening bars
of the Prélude a I'Aprés-midi d'un Faune, among other works. This essay offers an
outline of the pre- and subsequent history, the cultural grounds, and the main uses of this
topic, which can be defined more generally as an invocation topic, taking into account its
ritualistic function within Debussy’s musical poetics. Special emphasis is placed on the
paratextual and intertextual relations forming the background to Debussy’s uses of the
topic in the Prélude, at the intersection of various domains, such as the pastoral, the
exotic, the erotic and the elegiac, as a contribution towards an understanding of musical
topics as dynamic semantic networks.

THE RELEVANCE OF PARATEXT

Debussy’s Prélude a I’ Aprés-midi d’un faune (1894) has become such a firm repertoire
staple that we hardly notice the work’s originality any more. For one thing, the Prélude
begins like no other piece in the 19th-century orchestral canon, with a strictly
unaccompanied, amorphous, ambiguous flute solo sounding like nothing so much as a free
improvisation, as distant from the symphonic ethos as could possibly be imagined in an
age of post-Wagnerian overstatement. There is no orchestral introduction, not even the
merest pair of chords that might help establish the basic coordinates of the musical space,
such as pulse, meter, tempo or key. For a few seconds, with the full orchestra sitting still on
the concert platform, the effect can be slightly baffling; the piece is clearly meant to open
up an imaginary space in the listener’s mind, and as such it is probably better served by an
acousmatic performance.

If we let ourselves be guided by Debussy’s title (and only the most unsympathetic of
listeners would not), we enter into a kind of hermeneutic pact with the composer, being
invited to identify the solo flute as an attribute of a mythological, Dionysian creature:
more precisely, the protagonist of Stéphane Mallarmé’s eclogue, which Debussy originally
meant to set as a “Prélude, Interlude et Paraphrase finale pour ’Aprés-midi d’un faune”,
but ended up ‘paraphrasing’ within a single movement.'! Drawing on terminology
introduced by Gérard Genette, we could say that the title (together with the composer’s

'Cf. Lesure [1].
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signature) functions as a paratext with regard to the musical text (and by extension, to its
performance), a crucial threshold in the transaction involved in the act of listening — the
paratext being understood as “the privileged locus of a pragmatics and of a strategy, an
action on the public with the aim, successfully or unsuccessfully understood or attained, of
a better reception of the text and of a more pertinent reading — more pertinent, needless
to say, in the eyes of the author and its allies” [2]. Genette defines the paratext (with
regard to the literary work) as the repertoire of verbal or non-verbal features such as the
author’s name, titles, dedications, epigraphs, chapter headings, prefaces, notes,
illustrations, etc., which support and accompany the text and contribute to its
presentation, in the ordinary, but also in the strong sense of making the text ‘present’ to
the reader and facilitating the latter’s reception of it. Typically, the paratext occupies a
blurred zone between the ‘inside’ and the ‘outside’ of the text proper, as a threshold (seuil)
between the texte and the hors-texte.

For his part, Roland Barthes [3] drew attention to the anchoring function (ancrage)
of titles, providing a measure of stability to the ‘flowing chain’ of the signifieds implicit in
the polysemic image — and there seems to be no a priori reason why the principle should
not apply to music as well as pictures. The programme for the premiere of the Prélude,
moreover, added a further paratextual layer, in the form of a note, probably written by the
composer himself, describing the music as “a very free illustration” of Mallarmé’s poem,
through a sequence of moving décors, against which the faun’s desires and reveries unfold;
weary of the chase after elusive, half-imaginary female creatures, the faun lets himself
succumb to the noontide heat, eventually fulfilling his dreams of “total possession” in
sleep [4]. Interestingly, in the case of the Prélude a I’ Aprés-midi d'un faune, the paratext
itself provides a window onto the intertext, for Debussy’s score is itself a kind of
commentary on a pre-existing, independent work of art. Notice the striking economy of
means involved in the paratextual framing: a title is often all it takes to activate an entire
semantic ecology. To further complexify matters, it is worth recalling that the poem itself
was originally destined for the stage; in a letter of June 1865, Mallarmé stated, in his
typically paradoxical manner: “je le fais absolument scénique, non possible au théitre, mais
exigeant le théatre” [“I am making it entirely with the stage in mind, not possible for the
theatre, but demanding the theatre”],* thus reminding us of the inextricable confluence of the
literary, the visual and the aural dimensions of that cluster of meanings we came to know
as Debussy’s Prélude a I’ Aprés-midi d’'un faune.®> As in a number of works similarly
conceived in the spirit of Symbolism, it might be helpful to think of Debussy’s early
masterpiece as a latent Gesamtkunstwerk (call it a multimedia work if you will), in which
the non-sonorous media simply inhabit the plane of the virtual; which really amounts to
saying that the work will always remain incomplete without the staging provided by the
listener’s imagination.

[ have proposed my own interpretation of the manner in which Debussy’s music
interacts with Mallarmé’s poem in a previous essay [6], and I shall not deal with this
matter in detail here.* For our present purpose, a brief summary may suffice: (a) Debussy’s
work, no less than Mallarmé’s, bears witness to the fin-de-si¢cle fascination with the

2 Letter to Cazalis, cit. in Mallarmé [5].

? A cluster made more complex by the choreographic realizations of the Prélude, starting with Nijinsky’s 1912
ballet, which, in a sense, could be seen as a belated vindication of Mallarmé’s conception of L’ Aprés-midi d'un
faune as a stage work.

* For a thorough investigation of Debussy’s musical appropriation of Mallarmé’s eclogue, cf. Code [7].
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dissolution of ‘solid’ materiality into a play of forces, where, furthermore, the phenomenal
realm is no longer conceived of in terms of a succession governed by the chain of causality,
but rather as a merging, or flowing, of one experience into another; (b) The concomitant
non-developmental logic tends to favour the fragmentary motif as against the more stable
sujet, or theme; (c) Both the poem and the music are indebted ‘hypertextually’ (as Genette
would say [8]) to the mythological story of the nymph Syrinx, who, in an attempt to resist
Pan’s advances, was changed into a reed that made a plaintive sound when blown through
by the wind, thus inspiring the god to invent the panpipes; (d) In accord with its distant
Ovidian origins, Debussy’s Prélude offers an allegory of endless metamorphosis, doubled by
endless frustration (as experienced by the protagonist, a projection of the desiring subject
as well as the artist), to be redeemed, if at all, on the plane of the imaginary. The work as a
whole projects the image of music as a kind of fluid, akin to water and air, an element of
the universal flux, where breath becomes the symbol of artistic inspiration. It is against
this background that I wish to focus on the initial bars of the Prélude, those very bars
which, in Pierre Boulez’s oft-quoted phrase, represent the awakening of modern music.
There is some irony in the fact that this icon of modernism should have deep and readily
recognizable roots in a repertoire destined to be rendered obsolete by modernism itself.

A DEBUSSYAN MUSICAL TOPIC

According to Raymond Monelle [9], to whom we owe some of the most perceptive
writing on the theory and practice of musical topics, Debussy was a prolific inventor of
topical signifiers, and one of these was an imitation of the ancient syrinx — itself a variant
of the more familiar shepherd’s pipe, to be heard, among many other examples, in Berlioz’s
Symphonie fantastique (1830), Wagner’s Tannhduser, Act I, scene 3 (1845), Tristan and
Isolde, Act 111, scene 1 (1865), and Tchaikovsky’s Eugene Onegin, Act I, scene 2 (1879).°
In its peculiar Debussyan form, the topic can be more or less readily detected in “La fliite
de Pan” (Chansons de Bilitis, 1897-98); the cor anglais solo in “Nuages” (Nocturnes, 1897-
99); “Le faune” (Fétes galantes, 2™ series, 1904); the opening solos in “De 1’aube a midi sur
la mer” (cor anglais doubled by muted trumpet) and “Jeux de vagues” (cor anglais alone)
(La mer, 1903-05); “Les parfums de la nuit” (Iberia, from the Images for orchestra, 1905-
08); “Voiles” (Préludes, 1* book, 1909-10); the Rapsodie pour orchestre et saxophone (1901-
11); “Canope” (Préludes, 2" book, 1911-12); the transition before the 1st Dance in
Khamma, scene 2 (1911-12); Syrinx for solo flute (1913; formerly known as La fliite de
Pan); and several numbers from the Six épigraphes antiques (1914-15; based on the
discarded incidental music for Chansons de Bilitis, 1900-01).° Its characteristic musical
gesture, ' as illustrated in exemplary fashion by the opening bars of the Prélude (a
transposition of the faun’s “sonore, vaine et monotone ligne”), is thus described by
Monelle: “Debussy imagined that the lips were applied to the pipe of highest pitch, then
slid across the instrument, producing a rapid downward scale or arpeggio (or perhaps the

> The ‘rustic’ panpipe had of course been used by Mozart in Die Zauberflote (1791) as Papageno’s instrumental
attribute.

% More conventional pastoral variants of the topic include the pipe figures in “The Little Shepherd” (Children’s
Corner, 1906-08), “Bruyeres” (Préludes, 2! book, 1911-12), Gigues (Images, 1912) and La boite a joujoux, scene 3
(1913). For a discussion of Syrinx that takes into account the notion of paratext, see Cobussen [10].

"My use of the concept of musical gesture is informed by Robert S. Hatten’s definition of the same as a
“significant energetic shaping [of sound] through time” [11].
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reverse)” [12].% Incidentally, by mentioning “[les] deux tuyaux” (line 18) and “le jonc
vaste et jumeau” (line 43), that is, the ‘twin pipes’ of the faun’s ‘flute’, Mallarmé betrays a
curious confusion as to the precise nature of the instrument, which he probably mistook
for an aulos; that confusion, however, seems to have been turned to good account by
Debussy, as an invitation to create his own composite instrument by alternating, or
combining, various members of the wind section as he deemed appropriate.

Debussy’s topic, however, has a complex physiognomy, for unlike the humble
shepherd’s pipe, the faun’s syrinx is far from evoking the world of erotic innocence and
serene ideality more commonly associated with the traditional sphere of the pastoral. In
many (though not all) cases, the ‘syrinx’ topic illustrates a subcategory of the typically
Debussyan ‘monophonic opening’, one of several structural patterns investigated by James
A. Hepokoski.” Hepokoski reminds us of how Debussy’s openings function ritualistically,
as “thresholds linking secular and sacred/aesthetic space” [14], even when, as in the case
with the Prélude, this sacralised aesthetic is carried out within a context of sensual
pleasure. Since the exact nature of the instrument — syrinx, flute or any kind of reed pipe —
may vary from one work (or part of work) to another, it seems apposite to define the
musical typology in question in terms of its ritualistic character, rather than a definite
organological category. For this reason, I will henceforth refer to the ‘syrinx’ topic as an
invocation topic. Before Debussy, this kind of typology could be heard in such exotica as
the “Mélodie hindoue” for the flute in the Act III Divertissement from Massenet’s Le roi de
Lahore (1877), which, appropriately enough, is set in an Eastern Paradise; in a form more
directly reminiscent of Debussy’s version, in the oboe solo from the Persian dance in the
Act II ballet in Delibes’s Lakmé (1883); or, in a work roughly contemporary to Debussy’s,
in the passage for the flute underscoring Thais’s invocation of Venus in Act II, scene 1 of
Massenet’s eponymous opera (1894; revised version, 1898).'° Even more interesting, of
course, is the post-Debussyan history of the topic, which can hardly be broached within
the scope of the present essay: a catalogue of its many incarnations would have to include
suitable examples from Ravel’s “La fliite enchantée” (Shéhérazade, 1903) and Daphnis et
Chloé (1909-12), Nikolay Tcherepnin’s Narcisse et Echo (1911), Reynaldo Hahn'’s Le dieu
bleu (1912), Maurice Delage’s Poémes hindous (1914), Szymanowski’s “Dryades et Pan”
(Mythes, 1915), Charles Koechlin’s Les heures persanes (1913-19, orchestrated 1921), Carl
Nielsen’s Pan og Syrinx (1917-18) as well as Roussel’s Joueurs de fliite (1924); whereas a
piece such as Dukas’s La plainte, au loin, du faune... for piano (1920) bears a more
immediate intertextual relation to Debussy’s Prélude as a tribute to its composer, by means

¥ http://petrucci.mus.auth.gr/imglnks/usimg/c/c3/IMSLP07757- une Faune _trans. Borwick - piano .pdf, p.
1.

? According to Hepokoski, this structural pattern itself consists of three gestural phases, of which the second
describes the faun’s monody well: “An unaccompanied melodic line breaking the silence. Typically, the
melodic line begins with a relatively prolonged initial pitch, piano or pianissimo, and glides gracefully into more
active rhythmic motion in a manner that is not emphatically metrical. The line is often undular, returning at
points to its initial pitch in a supple curve, and it generally implies a rather weak tonic, because of the use of
pentatonicism, chromaticism, modality, gapped scales, or other such devices” [13].

10 http://javanese.imslp.info/files/imglnks/usimg/1/12/IMSI. P20429-PMI.P28148-Delibes-LakmeVSheu.pdf,

p. 126;

http://javanese.imslp.info/files/imglnks/usimg/7/73/IMSL.P20437-PMLP10664-Massenet-ThaisV Sfe.pdf,

p. 93. There is a parallel Russian branch of the topic, for which Rimsky-Korsakov’s Mlada, Act 111 (1892)
provides a veritable primer. For a classic example of the orientalist line in Russian music, cf. Rimsky’s

symphonic suite Sheherazade (1888).



http://petrucci.mus.auth.gr/imglnks/usimg/c/c3/IMSLP07757-_une_Faune__trans._Borwick_-_piano_.pdf
http://javanese.imslp.info/files/imglnks/usimg/1/12/IMSLP20429-PMLP28148-Delibes-LakmeVSheu.pdf
http://javanese.imslp.info/files/imglnks/usimg/7/73/IMSLP20437-PMLP10664-Massenet-ThaisVSfe.pdf

170

of explicit quotation.'" Incidentally, a neo-primitivist variant of the same topic (an
imitation of Slavonic spring pipes, or dudki) provides the opening idea of another mythical
modernist landmark: no less than the Introduction to Stravinsky’s Le sacre du printemps
(1913).

Describing the invocation topic as a subcategory of the pastoral is, however, not
entirely satisfying, for it is my contention that musical topics tend to operate by
juxtaposing diverse semantic fields, thus multiplying the connections that allow those
topics to function as dense networks of meaning rather than static signs with fixed
signifieds, of the kind that lends itself to being neatly tabulated in lists of rhetorical
figures. Accordingly, I should like to suggest an approach to musical meaning based on a
genuinely differential view rather than one based on the oppositional properties of signs: a
view in which meanings (much like the Debussyan experience of temporality itself)
occasionally merge and flow into one another without much concern for fixed boundaries.
The rhetoric of fluidity intrinsic to Debussy’s music somehow seems to suggest a more fluid
approach to musical rhetoric itself. Beyond the pastoral mode thoroughly scrutinized by
Monelle, the Prélude opening gesture seems to call up no less than three further distinct,
albeit overlapping, semantic fields, all of which, it seems to me, are essential to an
interpretation of the work as a whole, namely the exotic, the erotic, and the elegiac. Let
us briefly examine each of these in turn.

MAPPING OUT SEMANTIC FIELDS

Exoticism

The pastoral sources of the faun’s music are clearly evident, not least thanks to the
prominence of woodwinds and horns in the score, but the effect is more sylvan than
merely bucolic. Crucially, the immediate impression is one of (pleasurable) strangeness:
the flute monody (in the medium-low register, piano, marked “doux et expressif”),
beginning on a sustained note (the return of which will signal the successive waves of the
musical metamorphosis), gives only the vaguest hint of a tonic, breaking off after less than
four bars.12 From the initial pitch C#, the melody slides lazily downwards, first by a
whole-step, then chromatically, to G — thus outlining a tritone — before moving back
hesitantly, by whole-tones plus a semitone, to the initial pitch. Details are important here:
the fact that the falling chromatic segment is preceded by a whole tone, and that the
upward whole-tone segment accommodates a quasi-leading note (B#), shows that a simple
chromatic vs. diatonic dualism is not necessarily the best framework within which to

1 http://imslp.us/php/linkhandler.php?path=/scores/Klingsor Tristan 1966/Ravel -
Sheherazade (voice and piano).pdf, p. 29;

http://conquest.imslp.info/files/imglnks/usimg/c/c7/IMSL.P211854-SIBLEY1802.20308.fccd-

39087012874626score.pdf, p. 12;
http://javanese.imslp.info/files/imglnks/usimg/1/11/IMSLP26227-PMIL.P58402-

Szymanowski_op30 Mythes piano.pdf, p. 28;

http://imslp.eu/linkhandler.php?path=/imglnks/euimg/4/47/IMSLP17466-Roussel -
Joueurs de Fl te Op. 27.pdf, p. 1;

http://javanese.imslp.info/files/imglnks/usimg/2/2d/IMSLP229141-PMLP06661-Dukas -

La plainte pf Sibley.1802.21420.pdf, p. 2.
12 http://petrucci.mus.auth.gr/imglnks/usimg/c/c3/IMSL P07757- une Faune trans. Borwick - piano .pdf, p.
1.
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http://imslp.us/php/linkhandler.php?path=/scores/Klingsor_Tristan_1966/Ravel_-_Sheherazade_(voice_and_piano).pdf
http://conquest.imslp.info/files/imglnks/usimg/c/c7/IMSLP211854-SIBLEY1802.20308.fccd-39087012874626score.pdf
http://conquest.imslp.info/files/imglnks/usimg/c/c7/IMSLP211854-SIBLEY1802.20308.fccd-39087012874626score.pdf
http://javanese.imslp.info/files/imglnks/usimg/1/11/IMSLP26227-PMLP58402-Szymanowski_op30_Mythes_piano.pdf
http://javanese.imslp.info/files/imglnks/usimg/1/11/IMSLP26227-PMLP58402-Szymanowski_op30_Mythes_piano.pdf
http://imslp.eu/linkhandler.php?path=/imglnks/euimg/4/47/IMSLP17466-Roussel_-_Joueurs_de_Fl__te__Op._27.pdf
http://imslp.eu/linkhandler.php?path=/imglnks/euimg/4/47/IMSLP17466-Roussel_-_Joueurs_de_Fl__te__Op._27.pdf
http://javanese.imslp.info/files/imglnks/usimg/2/2d/IMSLP229141-PMLP06661-Dukas_-_La_plainte_pf_Sibley.1802.21420.pdf
http://javanese.imslp.info/files/imglnks/usimg/2/2d/IMSLP229141-PMLP06661-Dukas_-_La_plainte_pf_Sibley.1802.21420.pdf
http://petrucci.mus.auth.gr/imglnks/usimg/c/c3/IMSLP07757-_une_Faune__trans._Borwick_-_piano_.pdf
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situate Debussy’s musical gesture; moreover, the falling whole-tone interval will pervade
the work as a whole, both melodically (as an appoggiatura) and harmonically (as an ‘added
sixth’, suggestive of a double tonal focus). The process is repeated, after which the melody
seems to gain a more affirmative drive, reaching upwards to E (notice the false relation
G/G#) and settling for an instant on what would sound like an arpeggiated tonic triad if
only the melody were not to swerve at once towards a new tritone, A#; the latter pitch in
turn triggers the first harmonic event in the score, a verticalization of the prominent
melodic pitches A#-C#-E-G#, in a sonorous ripple (a harp glissando) followed by an echo
that accords well with the pastoral setting, and marks the transition from the phenomenal
to the noumenal plane of the musical narrative, to borrow a distinction made by Carolyn
Abbate in the domain of opera [15].13

Monelle’s description of the musical figures from bar 4 onwards as pentatonic [16]
seems less helpful here, because it unduly overstresses the opposition between the horn
calls and the flute solo — the former being a distorted echo of the latter (as if half-
remembered in a dreamlike state). Not only does the description fail to account for the
semitone E-F, but it leaves unexplained the presence of another prominent tritone
between the notes D and A b — thus linking the flute and the horn motifs more
intimately than the chromatic/pentatonic divide would suggest.'* Not only is the melody
tonally ambiguous, it is not even possible to pin it down to a recognizable scale, for its
constituent pitches, freely mixing the chromatic, the whole-tone and the diatonic genera,
cannot be subsumed under any standard arrangement — and neither will it eventually
allow any conclusive harmonization."” The intended effect is that of a foreign musical
object, in both spatial and temporal terms: the imaginary music of an archaic culture,
freely ‘synthesized’ by Debussy from the accumulated resources of 19™-century orientalism.
Owing to the undulating, thythmically flexible and ornamental-melismatic quality of the
musical figuration typified by the faun’s improvisations, the image of the arabesque has
become a standard metaphor in many descriptions of Debussy’s music; the composer
himself sanctioned the usage in a note addressed to Mallarmé a few days before the
premiere, '® and the term could be used as a general designation for a whole array of topics,
which often intersect with the invocation typology, thanks to the associations of the
arabesque itself with magic.

Eroticism

In a time of colonial expansionism, the exotic almost inevitably carried
connotations of voluptuousness and the desire for the other — or even the desire of the

" The term ‘phenomenal’ is applied by Abbate to a musical event that declares itself openly or implicitly as a
‘real’ performance, as opposed to the ‘noumenal’ status of a musical passage assumed to emanate from an
indeterminate locus.

14 Cf. also Monelle [17].

'3 This ambiguity serves another important compositional purpose: by keeping the harmonic background to the
recurring melody in constant mutation throughout the work, Debussy emphasizes the relative non-
homogeneity of foreground and background, in keeping with his multiplanar, spatially-oriented conception of
sonority (which, needless to say, cannot be captured in any kind of linear progression graph).

' In this document, dated 20 December 1894, Debussy describes his work as “les arabesques qu’un peut-étre
coupable orgueil m’a fait croire étre dictées par la Fliite de votre Faune” [“the arabesques which I have been led
to believe, through a pride perhaps blameworthy, were inspired by the Flute of your Faun”] [18]. Among the
classic literature on the subject, cf. Gervais [19] and Zenck-Maurer [20].
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other — allied to sundry fantasies of possession, with wide-ranging cultural, political and
psychological implications. Not surprisingly, the ‘Orient’ of the Symbolist and decadent
(male) imagination frequently finds itself embodied in female figures (the temptress, the
odalisque, the captive) combining seductiveness and submissiveness to varying degrees.
This kind of imagery finds its way into Debussy’s Prélude by way of Mallarmé’s intertextual
play with the Syrinx story: Pan’s sublimated libido seems to be echoed in the faun’s
attempt to ‘recover’ his absent nymphs through art (to make them ‘permanent’, according
to the opening line: “Ces nymphes, je les veux perpétuer” [21]) — in an ironic hint at the
faun’s (or the artist’s) naive hopes for a reversal of metamorphosis: as if the music could
grow back into a nymph (or preferably two — since there are two pipes in the aulos). The
presence of the feminine in the opening sequence is essentially metonymic and indexical
in nature, because the kind of material given by Debussy to his syrinx-playing faun derives
from musical typologies centred on a ‘yielding’, descending kind of chromatic progression
with connotations of erotic promise, notably in the world of French (or French-inspired)
opera — usually set in faraway lands and widely suggestive of carnal indulgence. Among
many representative examples with a strong family resemblance, one could cite Aida’s line
(marked dolcissimo) in the Andantino section of her duet with Radames in Verdi’s
eponymous opera, Act III (1871), an evocation of erotic utopia par excellence (the
accompaniment being provided by three flutes in their medium-low register, moving in
parallel sixth chords); Dalila’s aria of seduction in Saint-Saéns’s Samson et Dalila, Act 11,
scene 3 (1877, first performance in France, 1890); and the figure signalling Hérode’s erotic
obsession for Salomé in Massenet’s Hérodiade, Act 11, scene 5 (1881, revised version
1884)."" An earlier prototype could even be found in the modulating passage introducing
Susanna’s (false) acquiescence to the Count’s advances in the Duettino at the beginning
of Act III of Mozart’s Le nozze di Figaro (1786), where a descending chromatic figure in the
flute (doubled by the second violins at the lower octave) is immediately mirrored and
amplified in the longer note values of the bass line.

Elegy

One of the common objections to the claims of music rhetoric is the apparent fact
that codifications of music-rhetorical figures tend to be inconsistent and admit of too
many counter-examples. Downward movement by semitones being associated in different
contexts with the lament, one may wonder why Debussy’s invocation topic should
conform to an intervallic pattern akin to the older theoreticians’ passus duriusculus and the
pathopoeia, or more generally to musical figures evocative of pain or even death. One
might of course argue that as contexts vary, so do significations, but there is in fact an
important link between the faun’s re-enactment of Syrinx’s fate and the lament, for the
mythic invention of the panpipes is itself predicated on the melancholy of irreversible loss,
foreshadowing a vision of music in general as a sonorous memento for the irretrievable — a
vision deeply ingrained in fin-de-siécle culture. More generally, this vision seems reinforced

' http://conquest.imslp.info/files/imglnks/usimg/9/94/IMSLP30368-PMLP17351-AidaVSie.pdf,

p. 240;
http://petrucci.mus.auth.or/imglnks/usimeg/4/43/IMSLP41636-PMILP48364-SaintSaens-SamsonDalilaVSf.pdf,
p. 163;

http://petrucci.mus.auth.gr/imglnks/usimg/9/91/IMSLP70055-PMILP71734-Massenet - Herodiade VS.pdf,
p- 80.
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by Vladimir Jankélévitch’s observation that ‘geotropism’ is “the fundamental intention of
the Debussyan melisma” [22], and as such, a token of Debussy’s fascination for figures of
decline. This aspect of Debussy’s poetics in itself opens up a whole field of inquiry, which
cannot be pursued within the scope of this essay.

ENVOI

To sum up: the invocation topic seems to be an important element in Debussy’s
musical language, but topics tend to be more polysemic in nature than the taxonomic
impulse would lead us to believe; it would be a serious mistake, however, to equate
polysemy with semantic indeterminacy tout court. Oppositions, on the other hand, may or
may not play a primary role in the construction of meaning; if some 19®-century examples
seem to fit binary schemes so well, this may be because binarism is itself part of the
axiological framework of the period, rather than a universal precondition of signification.
It would appear that musical semantics could be more productively approached from a
hermeneutic, rather than a strictly sign-centred perspective (at least in the canonical, still
current structuralist-derived sense). For, as the linguist Emile Benveniste observed long
ago [23], a message cannot be reduced to a sequence of units, to be separately identified
and described as such; it is not the sum of signs that produces meaning, but meaning,
taken as a whole, that realizes itself in particular signs. It is my contention that a
comprehensive theory of musical topics as dynamic and multi-dimensional semantic
networks could profitably take such a premise as a starting point.
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ABSTRACT

The music of Charles Griffes represents a unique moment in the history of the pastoral.
A wvisionary American composer at the turn of the century, Griffes was an artistic
polyglot, drawing inspiration from a wide spectrum of sources, ranging from fin-de-siecle
French harmony and Japanese exoticism to the Aestheticism movement in late-Victorian
England. The thread linking these diverse sources is a new conception of the pastoral in
which he transformed the siciliana-based tradition he had inherited into a multi-
dimensional topical field that integrates elements of drama and irony. My paper
mtroduces three types of pastorals in Griffes’s work: (1) simple; (2) dramatic, which
includes a prepared climax coinciding with motivic synthesis and a new religioso topic; and
(3) ironic, which is defined by a modern-day peripeteia or reversal.

INTRODUCTION

Today I wish to begin with an anecdote about the city and the country. Charles
Tomlinson Griffes, a neglected American composer at the turn of the century had a
voracious appetite for literature. In his later years he found inspiration in a wide range of
poems by Samuel Coleridge, W. B. Yeats, Edgar Allan Poe, and Oscar Wilde that depicted
various scenes of nature such as gardens, sunrises, lakes, and night winds. By his own
admission, he composed the opening phrase of his most famous work, “The White
Peacock,” while gazing at a sunset on his commute between a rural boarding school, where
he worked, and New York City. Yet, when asked if he liked living in the country, he
responded: “I long to be in the city. The country does not inspire me especially. I get
much more inspiration from reading Oriental folk tales than I do from looking at a tree
[1].” While composers’ own statements about their music are often less than reliable, in
Giriffes’s case the concept of paradox is inseparable from his treatment of the pastoral.

The music of Charles Griffes represents a unique moment in the history of the
pastoral. A visionary American composer at the turn of the century, Griffes was an
artistic polyglot, drawing inspiration from a wide spectrum of sources, ranging from fin-de-
siecle French harmony, ancient Japanese poetry to the Aestheticism movement in late-
Victorian England. The thread linking these diverse sources is a new conception of the
pastoral in which he transformed the siciliana-based tradition he had inherited from his
eighteenth- and nineteenth-century predecessors into a multi-dimensional topical field
that integrated elements of drama and irony. In his magisterial work The Musical Topic,
Raymond Monelle established a rich interpretive legacy for understanding the pastoral
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tradition in literature and music [2]. In this paper [ will enrich his legacy by exploring a
geographical area and historical period he never considered: American art music during
the early twentieth century.

This essay consists of three parts: a brief sketch of Griffes’s mature style as well as a
summary of the assumptions and methods used in the study; followed by an introduction
to two types of pastorals found in Griffes’s work—the dramatic pastoral, which includes a
prepared climax, and the ironic pastoral, which is defined by a fundamental reversal or an
adaptation of Aristotle’s notion of peripeteia. Representative musical examples will be
drawn from two piano works, “The White Peacock” and “The Vale of Dreams.”

Historians have long considered early twentieth-century American composers like
Griffes as marginal, occupying a stylistic oblivion, neither Romantic nor Modern. There
are two principal reasons for this historical judgment. The first reason is the so-called
“Emerson” problem, that is, the over-reliance by American artists on European traditions.
Giriffes grew to maturity at a time when American musical life was dominated by the
aesthetic ideals of Europe, in particular, of Germany. Alex Ross argues, in his award-
winning book, The Rest is Noise, that composers of this generation “failed to find a
language that was singularly American or singularly their own [3].” When Ralph Waldo
Emerson bemoaned in his 1837 essay “The American Scholar” that “too long have we
listened to the courtly muses of Europe,” little did he know that seventy years later the
problem would still exist [4].

The other reason Griffes’s music has been neglected is that during the so-called
Roaring “Twenties, especially in New York, “modernist” music began to roar. Whatever
its merits, Griffes’s music paled in comparison to the soaring sirens of Edgar Varese or the
well-armed tone clusters of Henry Cowell. In this view, Griffes fell into the cracks of
history because he reached maturity when the embers of late Romanticism were burning
out and the torches of the Modernist revolution were just being lit.

But to treat G’s music as lost in a stylistic crevasse does it a serious injustice.
Instead we should focus on what makes it “marginal.” In some works he could be
considered late-Romantic, content to speak the late nineteenth-century “lingua
chromatica” of Wagner an