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THE ESSENCE OF MUSIC

seem to me to be admissible. No, as soon as one wishes to work

seriously, it is advisable not to join in any compromisc with the
stage. The opera which stands for cverything improbable,
unbelicvable and impossible, may claim the right to do so on
the surcst and best of grounds.

With my three fundamental theorics, the three-part division
of whole tones, “Young Classicism”, and the transformation of
the opera through the perception of the inherent Oneness of music,
important material has been collected for further action. To the
youngest I cry: Build up! But do not content yoursclves any
longer with sclf~complacent experiments and the glory of the
success of the scason, which flares up quickly; but turn towards
the perfection of the work scriously and joyfully. “Only he
who looks towards the future looks cheerfully.”
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THE FUTURE OF MUSIC
OPEN LETTER TO HANS PFITZNER¥

Ziirich, June 1917
Honoured Fricnd,

You pay me the honour of expressing your opinion openly
about my little book. But whercas what I wrote was intended
to be of an abstract and conciliatory nature, and to be aimed at
no onc individually, you make a controversial reply which is
openly directed against onc person, changing the general into
the particular, the temporary and the personal.

By the title alone, “The Danger of Futurism”, you lead
your reader astray by heaping on my name, in the cyes of the
public, all the weaknesses and faults with which you could
possibly reproach a certain group of people—a group from
which I am far removed.

The word “Futurism” is not used on any page of my little
book. I have never attached mysclf to a scct—Futurism, a
movement of the present time, could have no connection
with my arguments.

You consider it a defect in my work “that I have not drawn
up something like an aesthetic law”, while the whole tenor of
the little book is against the drawing up of general rules as
being a hindrance to a frec art.

But also, you belicve that your view of the questions started
by mc lies nearer to many people than mine. You say: “It will,

* Hans Pfitzner published a pamphlet called “Futuristengefahc” (“The
Danger of Futurism”) in the Siiddeutsche Monatshefie which was chicfly aimed
against the Entwurf einer neuen Aesthetilk der Tonkunst (*New Aesthetic of
Music”). This “open letter” was a reply published in the Vossische Zeitung,
Berlin, June 1917.
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THE ESSENCE OF MUSIC

perhaps, not be unwelcome to these to learn something more
i . . - "
in accordance with their views. o "

is j < ritten, so that for

It is just for these people tl.mt my bo‘?k is wluttc e o
once they may hear something from “the other si ¢” as well.

But whilst I have never questioned your art publicly 01t.11c1
with your followers or with anyone clse, you draw an unjust
and ugly picturc of me from which they get to know me for
the first time. _ . -

You proclaim me openly as a disowner and despiser of a
great composers of the past without quoting any of my
sentences as proof of such a monstrous accusation; but you rely
solcly on “the impression as a whole, which onc has from the
reading of this little book”. -

I must, first of all, refer you and your readers to my cdition
of Bach’s Well-tempered Clavier, which certainly cannot appear
to be written in a tone of disavowal or disrespect. )

When I cxclaim, on page 10 of my little book: “Mozart,

the Sccker and the Finder, the great man with the child-like -

heart, we gaze in astonishment at him, we hang on him”, 1o
one will be able to misunderstand the absolute reverence which
is manifest therein. . .

I am a worshipper of Form! T have remained sufficiently a
Latin for that.

But I demand—no! the organism of art dcmal.lds—that
cvery idea fashions its own form for itsclf; the organism—not
I—rcvolts against having one single form.for all 1dc-as; today
especially and how much more in the coming centurics.

The “law-givers” (and you know who and .what is intended
by this symbolic word) have constructed ‘thc1r formulas after
the creations of the masters, the latter go in front, the former
follow after, and at a good distance. “The creator Ip. 31 of my
book] only strives for perfection and as hc' brmg-s this into har’-:
mony with his individuality a new law ariscs umntcntlon‘.ﬂly.

From the “magic child”, music, I still look for what is yet
undrcamt of, and towards which my “desire” goes: the all-
human and the super-human. It is the desire which acts as the
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first mainspring of realisation. Therefore, I cannot and should
not like to say preciscly what form such a development will
take; no more than, thousands of years since, the longing of
men to be able to fly could describe the apparatus which today
fulfils this longing.

If my “promises” remind you of Jules Verne’s romances do
not forget that much technical fantasy in these books has now
become fact.

But how do you describe the course of life of the “magic
child” music?>—“After [sce p. 10] it had grown to a wonder-
fully vigorous and healthy baby with his nurse from the
Netherlands, he passed happy times in the Italian boarding
school, and after a hundred and fifty years is now at home in
our Germany where, as a beautiful and strong youth, it is to be
hoped he will thrive for a long time yet”.

Consider, honoured friend, how with time cven the most
beautiful and strongest youth matures to an old man, and for
the maintcnance of a powerful race, cross-breeding is a well-
known cxpedient.

I belicve you are too honest intentionally to misrepresent
my book, which is well-meant and full of peace, as harmful
teaching; thercfore a misundcrsmnding must cxist, which [
consider it my  duty—confronted by such an estcemed
opponcnt—to put right with thesc few lines.

YOUNG CLASSICISM*

Ziirich, January 1920

Dear Herr Paul Bekker,
I have read your article—"Impotence or Potency”—with
interest and sympathy, and for much that is said T am heartily
indebted to you. Even if Phiezner cannot awaken my interest

* This letter to Paul Bekker was a personal one which arose out of the
controversy between Pfitzner and Busoni. It was first published in the

Frankfurter Zeitung, 7th February 1920, and then reprinted in the Busoni
number of Anbruch, 1921.
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THE ESSENCE OF MUSIC
and sympathy to the same extent—and indeed he does not wish
to do so—yet I cannot quite overcome the fear that there is
some misunderstanding between him and what he attacks;
not only do I believe that all of us whose intentions are honest
strive for the best and utmost possible perfection in music—a
common starting-point which should abolish all antagonism-—
but I believe further that there arc certainly dissimilaritics in
the compositions of today, that is to say dissimilarities in talent!
But not chasms separating them; I belicve they arc more alike
than we supposc or willallow oursclves to believe. (Dissimilarity
in theattitude of mind is another thing altogether. . . )

At all times there were—must have been—artists who clung
to the last tradition and others who sought to free themselves
from it. This twilight condition scems to me to be the stable
onc; dawn and the full light of day arc considerations of per-
spective for historians who gather them together and gladly
arrive at results, .

The appearance also of isolated experiments which stand
out as caricaturc is a usual concomitant of evolution; the
strange, ape-like forward-springing gestures of those who
stand for something; cither defiance or rebellion, satire or
foolishness. This type has appeared again in greater numbers
during the last fiftcen years and it strikes one all the more
forcibly after the standstill of the "cightics which remains quite
isolated in the history of art. Unfortunately it coincided with
my own youth. Exaggeration, with which the beginner today
alrcady makes his first appearance, is becoming gencral and
portends the end of such a period; and the next step is that
which inclines towards Young Classicism (which opposition
is bound to stimulate).

By “Young Classicism™ I mean the mastery, the sifting and
the turning to account of all the gains of previous experiments
and their inclusion in strong and beautiful forms.

This art will be old and new at the same time at first. We
arc stecring in that direction, luckily, consciously or uncon-
sciously, willingly or unwillingly.
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But this art, in order to arise intact in its newness, so that it
will mean a genuine result to the historian, will be founded on
many hypotheses which today are not yet fully apprchended.
I'feel the idea of Onencess in music as one of the most important
of these as yet uncomprehended eruths.

I mcan the idea that music is music, in and for itself, and
nothing clse, and that it is not split up into different classcs:
apart from cascs where words, title, situations and meanings
which are brought in entircly from outside, obviously put it
into different catagorics. There is no music which is Church
music in itsclf, but only absolute music to which sacred words
are put or which is performed in church. If you change the
text, the music apparently changes also. If you take the text
away altogether, there remains (illusorily) a symphonic
movement; join words to a movement from a string quartet
and an operatic scena grows out of it. If you play the first
movement of the “Eroica” Symphony to an American-Indian
film, the music will appear so changed that you will not
‘tfcognisc it. For this rcason you should not use the terms

mstrumental music” and the “truc symphonic composer”
which you let fall in your article about chamber symphonics,
I do not permit mysclf to criticisc you but I am under the
impression that by using these words you surely place yourself
nearer to Pitzner than you intend.

With “Young Classicism” I include the definite departure
from what is thematic and the return to mclody again as the
ruler of all voices and all emotions (not in the zs>cnsc of a
pleasing motive) and as the bearer of the idea and the begetter of
harmony, in short, the most highly developed (not the most
complicated) polyphony.

A third point not less important, is the casting off of what is
“sensuous” and the renunciation of subjectivity (the road to
objectivity, which mecans the author standing back from his
work, a purifying road, a hard way, a trial of fire and water)
and the re-conquest of serenity (serenitas). Neither Becthoven’s
wry smile nor Zarathustra’s “liberating laugh” but the smile

21



THE ESSENCE OF MUSIC
of wisdom, of divinity and absolute music. Not profundity,
and personal fecling and metaphysics, but Music which is
absolute, distilled, and never under a mask of figures and ideas
which arc borrowed from other spheres.

Human sentiment, but not human affairs, and this, too,
expressed within the limits of what is artistic.

The measurements of what is artistic do not refer only to
proportions, to the boundarics of what is beautiful and the
preservation of taste, they mean above all not assigning to art
tasks which lic outside its nature. Description in music, for
mstance.

This is what 1 think. Can this, to rcturn to what was first
said, can this opinion be contested by honest people? Do I not
much rather hold out my hands to universal understanding?
Is it possible that thesc theorics could be considered injurious
and dangcrous on the one side and as retrograde and com-
promising on the other side? I entrust them to you.

E. B.

My dcar boy,* alrcady more than two years ago, as you
know, I threw the expression “Young Classicism” into the
world and prophesicd popularity for it. For me there is some-
thing strange about it, for today the expression is circulated
and there is nobody who knows who coined it. So it is said at
times that Busoni also follows the “Young Classicism”. . .!
It is not necessary to be a prophet to imagine it. After a seriously
large number of experiments from the original *“Secessionists™
to the “Anti-Sccessionists” and finally, after the manner of
crowds, to separate groups getting further apart, the necessity
for a comprchensive certainty in style must be met.

But, as with everything clse, I was misunderstood about this
also, for the masses look upon Classicism as upon something
turning back. This is confirmed in painting by the rchabilitation
of Ingres for instance who, a Master himsclf, is a terrible

* From a letter to his son, 18th June 1921, taken from Decbusmann’s

Ferruccio Busoni {1948).
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example of dead forms (the impression made by this opinion
is intended to be sharp).

My 1dc;cl1 is .(tluslls feeling, personal necessity rather than
constructed princi ici igni

onstruct p dlCILl))IC) that Young Cl.assmsm significs com-
p M a double sense; completion as perfection and
completion as a close. The conclusion of previous experiments

SIMPLICITY OF MUSIC IN THHE FUTURE*

IN the cditions I posscss of Poc, there are many carcfull

arranged, good, and characteristic portraits of the poct to bZ
found. But a picturc of Poc by Manct, ctched with a few
strokes, sums up all the other pictures and is exhaustive
Shoulc‘i not music also try to express only what is most impor-
tant with a few notes, sct down in a masterly fashion? Docspm

Brautwah! with its full scorc of scven hundred pag.cs achicv)c,
more than Figaro with its six accompanying wind instruments?
It scems to me that the refinement of chnomy is the ncx;
aim after the refinement of prodigality has been learnt. Perhaps
this .will be the third phase of the first book in the h.istory gf
music; then new starting-points and new means may have to
arisc to produce in sound the longing which is the pedal note

lof hun.lan polyphony. This might lead cventually to frecing
wmanity from what is most difficult. )

THE NEW HARMONY?

Chicago, Januar

. . _ 190, Y 1911

?ETdWEEN Minncapolis and New York I have somec hours of
unday rc . s i thi i

pund. )trl ‘ posc Tjhc travelling bag, which contains my work,
1 at the station; there is no pianofortc in the room, so [ am
thrown on my own thoughts. With your permission I will
tmpart onc of them to you.

* » “ . ” -

' {Xr/m.n the Aufzcichnungen” in Von der Ginheit der Musik (1922)

1 Written in Chicago, January 1911, for the petiodical Signale, Berlin,
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THE ESSENCE OF MUSIC
The prcscnt—day harmony and that of th(f fL‘lturg mtcr_cst n;&c;
as they do the musical world and with a similar intensity. g
. nd groping but I sce the roads.

i ing a
resent there 1s a scarching — -
'P}hcrc arc five in all and as yct no composer has walked up

the end of any of them.

The first new harmonic system Ics
according to customary scales. (Dcbussy, OL; of 113 o
which I have compiled, only cmploys the whole-tone ,
and that only in the mclody.).

By the symmctrical ixllvcmon i

ichn shows me the sccon . . .
hai?cf{)ing the voices i11dcpcnc¥cnc of cach (;thcr in piygl{lo(ili(-:-
compositions produccs the third r(?ad. (I 1mvc, as ¢ ispin X
ment, constructed a five-part fugue in Wth. 1 cvery VO coisin g
different key so that the harmony flows in quitc ne

ts upon chord formation
t of 113 scales

of the harmonic order Bern-

successions.) ‘ . .
A fourth road is anarchy, an arbitrary placing of intervals,

next and over onc another, according to 1119od :1‘11d.t:(1’sttc(;
Armnold Schonberg is trying it; but already he is beginning
in a circle. ' .
tur';hrco‘flxlt}tclll will be the birth of a new key system which will
include all the four aforc—mcntionc.d ways. g -
I believe this list is as clear as 1t s complc.tc., 11t fcofnra.thc
cnough material to fill an extensive volume. This ts cft ((1) e
latest theorist. For every good theory can be cxpresse in 2
short sentence, whercas every fundamental sentence cm;dalso
the stuff for an extension as long as you pleasc. tl‘hcdwTr L,l °
be sure, usually only allows itsclf to be convinced throug

works of scveral volumes.

CONCERNING HARMONY*
Berlin, January 1922

ar Herr Windisch, .
DCI’lilavc alrcady pointed out and cmphasised the fact several

ally appeared as an open

" b
ut “Harmony origiil : .
* These arguments abo Y first published in Melos.

letter, written in Berlin, 17th January 1922, and
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times, that in our art the mind, the skill and the content sct the
standard for the estimation and the endurance of 2 work. A
changc has been brought about amongst the more progressive
critics of today and a standard sct which docs not differentiate
according to the value of a picce but according to the direction
in which it moves; it rcjects good things moving in older
dircctions, and honours bad productions with the newest
tendencics.

But therc is an art which stands “‘jenscits von Gut und Bése”
(beyond good and evil), and which remains a great art in every
age; before this art critics of the most advanced kind bow
down instinctively as before that of Bach or Becthoven and
nolens volens . . . Wagner. These critics are concerned with the
living, and amongst thesc their discriminations divide what is
old and what is present-day with the sharpness of a knife and
those in the former catcgory arc turned aside, the latter
honoured. Now a picce is not good because it is new and (this
is the comical thing) it is not new becausc it appcars without
form or becauty!!

There are three things which are made use of by nco-
expressionism: harmony, hysteria and tempcramental gestures.

The harmony can do no other than draw from the twelve
half~tones standing at our disposal, all possiblec combinations of
which have been tried and made usc of. The only remaining
charactceristic is the removal of the consonance, leaving the
dissonance unrcsolved. Whereby the harmony is stunted as a
means of cxpression, and the individuality of the author
effaced: to me, at least, the harmonic structure of all nco-
expressionists sounds alike, whatever the composer’s name may
be. This is especially the case in the excessive use of octaves and

fifths which onc mects everywhere.

The “hysteria” is maintained by using short disconnccted
forms of sighs and of runs, in the obstinate repetition of one or
more sounds, in fading away and using the highest of the high

11n the end onc can recognise in such a picce a relic from Wagner, a dis-
guised Debussy, shameless salon and dance music.

25
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THE ESSENCE OF MUSIC

and the deepest of the deep sounds, in the pauscs and in the
accumulation of different rhythms within onc bar. All available
mecans of cxpression are uscd as far as they can have a place
appointed for them within the structure of a composition.

The “tcmperamental gestures” appear chicfly in orchestral
works on which, by a semblance of polyphony, still more rest-
lessness is imprinted.

Generally speaking, it is a characteristic that at the com-
mencement of a picce, all means and formulas appear immedi-
atcly, in full strength and arc exhausted, so that cvery possi-
bility for making any further stress during the course of the
composition is forestalled. In general, renunciation is the order
of the day in the place of enrichment; to all appearances more
has been joined on to the work already done, but in reality this
work is blasted by what is joined on to it so that no inter-
mediary road lcads to a new starting-point.

There is a pleasant anccdote in which the Shah of Persia,
during a visit to foggy London, was asked whether it was truc
that they prayed to the sun in his country. The Shah is said to
have replicd: “If you knew the sun you would also pray
to it.”

Stravinsky told me once, through a third person, that he
found it strangc to hear that I admired the German classical
composcrs. Whercupon I commissioned the third person to
reply to Stravinsky that if he knew the classical composers he
would also value them. (I have not been able to ascertain if the
reply was delivered.)

But why docs harmony (called cacophony by opposers and
atonality by adherents) play such a very privileged and decisive
role? Because it 1s produccd on a system which demands
neither skill, nor imagination, nor fecling, and gives cveryone
the possibility of the right to stagger backwards and forwards
at will. But new harmony could only arisc naturally from the
foundation of an cxtremely cultivated polyphony and establish
a right for its appearance; this requires strict tuition and a con-
siderable mastery of melody. This system does not exclude the
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possibility of retaining the traditional harmonic changes where
they are in place, and where they would cvoke contrast; it does
not exclude the use of simple formulas for simple thoughts.
And there is certainly a difference between sctting a silt;plc
“Good morning” to music, and an ironical grecting, or a
greeting quite hostilely felt. It is not sensible, with a simple
“Good morning” to put harmony which is not simple. I have
replicd already to the objection that what, to our cars, may
sound strange today, may sound simple to other cars in the
future. To allow for cvery differentiation is only possible on
these lines. I know too that I have occasioned a great deal of
misunderstanding through my little book A New Aesthetic of
Music. T retract no sentence which stands there, but against
certain interpretations of my sentences I must defend mysclf.
By “freedom of forn” I never meant formlessness, by “‘Oneness in
music” I did not mean an illogical and zigzag harmony, by the *“right
of individuality” I never meant the noisy expression of any
blunderer.

If a doctor adviscs the enjoyment of wine, he docs not wish
his paticnt to become a drunkard. The state of freedom must
not be confused with anarchy, because in anarchy every
individual is threatened by the other. Magnanimity is not the
mania of prodigality and frec love is not prostitution. More-
over, a good idca is not an artistic creation, somcone with
talent is not a master; a sced of corn, however strong and fruit-
ful it may be, produces no harvest for a long time. )

Far from advising against cvery cffective resource being
taken up in the workshop of our possibilitics, I only desirc, that
it shall be applied aesthetically and intelligently; that the 'pro-
portions of the measures, sounds and intervals shall be artistic-
ally distributed, and that a creation, however it is planned or
formed, in its final completion should rise to the rank of a
classic in the original sensc of the word. I think I have expressed
myself sufficiently clearly and remain,

Yours,
F. B.
27
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FUTURISM IN MUSIC*

IN the spring of this year Futurism in Music was preached in
the Paris paper La Liberté—the number rcached me late. The
lcader of the movement preserves his incognito but openly
CXPIesscs his opinion in a manifesto:

The composers of today who are modern devotees of
the past only descrve our contempt, for they labour in
vain, composing original works with worn-out means. . . .
Hecar then the aesthetic laws of Futurism. These laws
consist, in fact, of nothing morc than the division of the
octave into fifty intervals. The idea is physical in origin
and has been considered repeatedly. Know that shortly we
shall have completed “chromatic” pianofortes, stringed
instruments, harps, in fact a complete “chromatic”
orchestra. Simultancously with the futuristic composcr’s\
work, the work for the rcalisation of it is carricd out.
In the shadows of the workshops, the forms of familics of
instruments arisc, whosc unsuspected perfection will make
the perfect reproduction of futuristic compositions pos-

sible.

At the same time similar ncws comes to me from Moscow
where musical Nihilists arc at work.

That is right. It pleases me, and I stood on this side long ago,
if only as a theorist. Already in the year 1906 I proposed the
division of the octave into thirty-six intervals, two rows of
tripartite tonces (cach tone divided into three) at a distance of a
scinitone from onc another.!

“The universal instrument” has already been made in
Amecrica: the clectric dynamic organ. It cost a million, re-
maincd untouched and fell into ruins.

* Written in Berlin, September 1912; appcared in Pan.

1 Compare the “Beriche iiber Dritteltdne” (1922).
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«

There arc just two questions left:

First, before we begin a new way, can we do cverything
in the old way as well as it has been done in the past?
Sccondly, in addition to this have we the talent?

The first question is disposcd of in concise style in the mani-

festo. “We wish to approach music with a virgin soul. ... We
trample traditions under our fect. . . . The musical gods are

dead. We soar with them no longer at the touch of their
creations.”

Until the curtain goes up we cannot say whether the answer
to the sccond question will be in the affirmative.

Futurism must wait for that moment. Then it becomes the
present. And the manifesto itsclf teaches: “The present is a
vain idea; say ‘it is’ and alrcady it is no more. . . .”" Tout passe.

REPORT ON THE DIVISION OF THE
WHOLE TONE INTO THREE PARTS*

[F there is one thing which is Just as bad as wishing to retard
progress, it is this: forcing it stupidly. It is sixtcen years since I
drew up, theorctically, a possible system for the division of
toncs into three (a tripartite tonc) and I have not yet decided
to make a conclusive publication of it. Why? Because I am
conscious that a responsibility falls on me as the originator of
the proposition. The possibility of practical cxperiment is still
withheld from me; and I know very well that I could only put
forward my idcas with exactitude through a scrics of conscien-
tious and thoroughly tricd-out investigations. T have accom-
plished little. In New York an intelligent and aged pianoforte
maker from Trentino rebuilt for me an old harmonium which
had three manuals, giving it two rows of tripartitc toncs at a
distance of a semitone from onc another. The arrangement of

* Written in Berlin and published in Melos, August 1922.
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the intervals proved so impracticable that it was not possible
to strike them casily one after the other, but still I had heard the
new intervals. I played a chromatic scale in tripartite tones to a
little circle of intclligent musical friends in the next room. The
result, it was agreed, was that they thought they had heard an
ordinary chromatic scale in semitones. This impression con-
firmed my supposition that the car is able to separate tripartite
tones onc from another clearly, and not feel them as something
like scmitoncs out of tune. In order not to renounce the semi-
toncs, and conscquently the minor third and perfect fifth, I had
a sccond row of tripartite toncs added to the first row at a
distance of a semitone. Through this, cvery third tripartite
tone preserves its semitone. The blending of both rows pro-
duces, of course, sixths of toncs. Thus the melodic system
becomes capable of considerably more power of expression,
but it complicates the harmony so much that it demands a very
strictly thought-out systematisation. This is still unborn and
can only begin to exist through the cars. But according to my
principle, progress implics an cnrichment and not a lessening
of means. Innovators without any head on their shoulders,
begin with the rejection and oblitcration of what alrcady
exists. I prefer to place the younger acquisition on what is
existent. Thercforc in the foregoing case I keep the semitones in
the clear consciousncss of their value in the power of expression,
knowing that to relinquish them would be the most super-
ficial tomfoolery.

The whole-tone scale with Dcbussy, and with Liszt before
him, is like an anticipation of the whole-tonce interval being
filled in with the not yet existent tripartite whole-tone inter-
vals. In this cxpectation the semitonc is passed over. But only
in the melodic parts; the accompanying harmony remains the
one that has long been established. Thercfore one docs not
destroy, onc builds up! Time automatically rubs off what is
wrong and unnccessary and automatically takes up what is
good and beneficial in order to keep it. And the great and
beautiful thrive.

30
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MELODY OF THE FUTURE*

Meclody is the watchword of the dilettanti; only ask them
what they mean. SCHUMANN
Three things belong to composing, first of all mclody;
then again mclody; then finally, for the third time,
mclody. JADASSON, Book of Instruction
That something, greater than oursclves which does not so
much exist as seck existence, palpitating between being
and not being, how marvellous it is! It has worn the form
and visage of ten thousand different gods, sought a shape
for itsclf in stone, ivory and music, and wonderful
words. . . . H. G. WELLS, The New Machiavelli

IT can be said—contradict it who may—that Wagner was the
first to use melody as a universal law. Before Wagner, this was
always “‘rccognised”.

The older art of composition neglects mclody, the older the
art the more emphasised this is.

Unconsciously we feel the rule of another standard in the
classical works and we measure them with a smaller measure.

The broad sweep of the newer symphony diverges from the
music before Wagner. There, the cight bars still rule—with
short breaths on great heights—and what fills them out is of a
morc primitive formation. With Becthoven it is most pro-
nounced in his sccond period—the weakest of the three—in
the Fifth, the “Waldstein” Sonata and in the Three Quartets,
op. 59.

Again it might be said—again, contradict who may—that
in the first of Beethoven’s creative periods fecling overcomes
helplessness, in the third period this same feeling, coming up
from the depths, drowns the acquired mastery.

In the middle period, on the other hand, feeling withdraws

* Published 2nd July 1912 in the Zeitschrift fiir Musik. The first sketch was
a letter to his wife, 15th March 1911.
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before symphonic expansion and splendour of forms. This
second period of Beethoven’s is the exploitation of the strong
idcas in the first period. The passionate defiance of the “Pathé-
tique” remained the basis for ideas in all similar moods of
sound during the following periods, from the Fifth Symphony
onwards, only morc expanded, adorned, and underlined. But
the expansion stands in bad rclationship to the extensiveness of
the melodic clement which gets lost ona kind of—what shall
I say?—platcau of modulatory and figurative cloquence.

I am thinking, for example, of the cexposition in the first
movement of the “Appassionata” where the great rising and
persistence in temperament takes the place of subject-matter.
It is the thrilling cloquence—his own—the infectious convic-
tion of the orator, instcad of his theme, which affects the
listener here; it has an cffect on larger masscs of people and
makes a more sudden impact. Temperament puts a mask of
more physical uncontrollability before thought and the cmo-
tion of fecling, that is without thought or fecling. )

It has become a permanent commonplace in the history of
music to reproach every composition, appearing for the first
time, with a lack of mclody. Don Giovanni mct with that re-
proach on the occasion of the first performance in Berlin; it
was the same with Beethoven’s Violin Concerto, and with
Wagner’s music dramas. And again, the increase in technical
discoverics is always put as the rcason for decrease in melodic
invention. It almost scems as if technical mastery could make
its cffects more through what is unusual, and melodic expres-
sion only through what is familiar. But, in fact, Mozart was a
richer maker of meclodics than his predecessors; Becthoven
broader, more ingenious than Mozart; Wagner morc luxuriant
than Becethoven, if also less noble, morc dependent, more
material, more of a characteriser, less of a psychologist. It is
against this materialism that a group of living composers is
attempting to react.

Immateriality is the real essence of music that will ring out
in a blossoming and sublime melody.
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AN ATTEMPT AT A DEFINITION OF MELODY*

A ROW of repeated (1) ascending and descending (2) inter-
vals which (3) organised and moving rhythmically (4) contains
in itself a latent harmony and (5) which gives back a certain
atmosphere of feeling; which can and does exist (6) indepen-
dent of text for expression and (7) independent of accompany-
ing voices for form; and in the performance of which the
choice of pitch (8) and of instrument (9) exercisc no change
over its essence. (The nine arguments noted as numbers in
brackets should be commented upon cxplanatorily.)

This “absolute” melody, at first a sclf-sufficient formation,
united itself subscquently with the accompanying harmony,
and later melted with it into onencss; out of this oneness the
continually progressive  poly-harmony aims to free and
liberate itsclf.

It must be asserted here, in contradiction to a point of view
which is deeply-rooted, that melody has expanded continu-
ously, that it has grown in linc and in capacity for expression,

and that it must succeed in attaining universal command in
composition,

PROPORTIONT

TI-IERE arc three kinds of proportion which surpass all the
rest in importance: measurement in time, contrast in sound,
and rclationships in modulation. And three subordinate ones:
movement, scquence of intervals, and atmosphere.

It would be possible to writc a detailed chapter about each
of them, and a book about them collectively making use of
existing and especially composed examples. The section on
sequence of intervals leads directly to the system of melody
which it is among my plans to draw up. Alrcady in the year

* Draft published in Von der Einheit der Musik, 1922. The first sketch was a

letter to his wife, 22nd July 1913.
1 Written in Berlin, Scptember 1922.
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1915, I wrote in Part II of the Wcll—tcmpcr_edfClavwr:d lltn“t,l;:(l)&
retical literature thercisno book on melodic olrnlls an twoud
be a valuable publication, if not in or.dcr to 11c p tows rds the
production of new and beautiful mc,mvcs, at uxslt- md 0 .«
help in the ‘recognition of beauty whc? llt a dxczl1 c)}:lsct:;bl;
Perhaps also to hinder a further gr.owth o t 1?1; C{l et : o 35
wrong, melodic formation, which, since cclt 11ov ‘,‘mCd
sometimes been met withicven among the most l}lg ; y cf:_stu 4
German composcrs. It 1s cven c01.1cc1vablc that. mnt 1c uturi:’jl'c
aim, developed to the highc.st pomt.of Brc-—cgwlcmg;ﬂ.hy :u:d
the place in art of the instmct‘ wlnch.ls fa Tlg“grnc L{uczcib
produce compositions ofa quahtly' as alive as those Rroc hatcvc};
inspiration. But in the comp051t‘10ns of Ehc fu;gu (w ever
the origin of the motive power) mcloFly shpu é;'ovlcr\n -
absolutc sway and in tl’l’c perfected manifestation of 1t there
“final’ polyphony. .
bcI;; fg:c‘llcrpth):lmf “th}; alm may develop to the highest pre-
cminence”, it s necessary to examine the laws of profplomol;
thoroughly. Looked at as laws and subscqucznly 1c tt :lxlxc !
ractised frecly as an acquired ballm.lcc, tl}Fy h.:n to the s e
turc which they scrve that durability which inspiration alon

does not guarantce. .
Conception is the same as gift. Intention a mattcr of char

srection a sign of the epoch. .
aCtIir.isDtﬁscts;Zn wl%ich first 1':5scs couccptim?, i.ntcntlm} and
dircction to the rank of a work of art. And 111:§1flc t(lllc omcxla,
proportion is onc of the strongest and most sensitive clman s.
In 2 later volume, which will treat of these questions, I hope to

mecct thC I'CfldCI.' agam.

TIE THEORY OF ORCHESTRATION*

ONE day lately I read an announcement of a publication,
‘ i rhoz’ 2 on instru-
which was shortly forthcoming, of Berlioz” book o

* Written for Die Musik, Berlin, November 1905.
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mentation revised by Richard Strauss. It is to be hoped that
this revision will avoid the fundamental defects of all instruc~
tion books on instrumentation up to the present, and in so far
as a dumb book is able to teach a free and cloquent art, that it
will accomplish this also. In my review of Breithaupt’s book
Die Natiirliche Klaviertechnil, I remarked that cvery gifted artist
forms his own technique, but there are however rules about
things which cveryone must avoid and others which everyone
must make usc of. This applics to instrumentation also. But
what arc these unchangeable rules?

Above all it must be emphasised and impressed upon the
learncr from the beginning, that there are two kinds of instru-
mentation: that which is demanded and dirccted by musical
thought—absolute orchestration—and the instrumentalisation
of what was originally only an abstract musical composition,
or one conccived for another instrument. The first is the only
genuine one, the sccond belongs to “arrangements”. Neverthe-
less up to now there are more composers who transcribe for the
orchestra than those who invent and feel purcly orchestrally.
Above all, I count Mozart, Wcber, Wagner as the foremost
“genuine” composers for orchestra, and in the first rank,
Berlioz. Even Wagner lapses into orchestration, as for cxample
in the working out of the Meistersinger Overture, and there he
has endeavoured as clearly as possible to transcribe for orchestra
an abstract musical composition. Becthoven almost always
“orchestrates”. To him the musical idea and the poetic human
valuc arc the most important things for him and the first to
arise.

True, “orchestral moments” hover in places before everyone
who plans an orchestral picce, yet they are mostly only
moments and the learner is directed to these places for the
manncr in which to design the whole work with all the details.
And these moments arc constantly as follows: sustained horn
notes, roll of kettledrums, flourishes on the trumpets—the
childish maladics of instrumental writers. What comcs in
between is gencrally “arranged”. It must be taught therefore
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that the orchestra is a single instrument, a connccted organism
in which all the organs are active at the same time. There is
nothing more unorchestral than long passages for the strings or
drawn-out passages for the woodwind, with no participation
for the other instruments. Once in a way such writing can be
employed as contrast, or as illustration to a special situation, and
then not again. Thatisa “special” cffect, and teachers of instru-
mentation generally busy themsclves much too much with
such “special cffects”. “‘Special cffects”, thercfore—a third
point———should be placed in an appendix, or better still, left to
the imagination and individuality of the orchestrator who is
alrcady mature.

A fourth rulc which I do not find even mentioned anywhere
and which is yet always confirmed in all Mozart’s and Wag-
ner’s scores, is that every instrument whether it is used singly or
in groups, has to convey its passage with mcaning from the
beginning to the end, so that it always represcnts a scparate
picturc. This is not only morc beautiful but it sounds better.

The fifth: the woodwind, flutes, oboes, clarinets and bas-
soons are still always represented in storeys one after the other.
But if the bassoons reach the lowest and the fAutes the highest
notes, one must not forget that the bassoon rcaches up a whole
octave into the compass of the flute, and that the clarinet
reaches down deep into the bassoon’s range of tone, and that
for all woodwind there is a stratum of unison in existence: the

octave

Ex.l

Y S—
EES Pa—
hsd

the common-room in which all the occupants of the different
storcys ncct together.

The sixth is to learn that nccessary arrangement whicl, in
the orchestra, takes over the function of “the pedals” in the
pianoforte. At times onc plays the pianoforte without pedal,
yet the right foot 1s usually active, continually helpful, filling
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out and joining together, not to spcak of the pronounced bi
pedal cffects. This “right foot” is also indispensable in th%
orchestra. The teacher should devote a whole chapter to it
A seventh chapter must deal with pianissimo and fortiss'imo
The rule exists, in spitc of model examples to the contrar .
that for pianissimo as few instruments and for fortissimo Z;
many as possible should be used. Yet it is proved that one can
cﬁicct a velvety-soft piano with trumpets and trombones and
quitc a brilliant forte without them. ‘
) That lc.ads to an cighth chapter which I'should like to call the
Dynamic Atmosphere” and which should afford the proof
that the cffect of the planc of intensity is relative and depends
upon its surroundings.
. The idea of the degree of intensity leads to an extraordinaril
important ninth chapter—that which discusses sound propor}—,
tions. A good scorc could be created in such a way that the
so'uixd gradatiolns are included in it and allowed to be heard
without special assistance from the executants. “promi-
nent” middle voice must be orchestrated, notS siglcdcinx?lrg:c
loudly or more fully. The crescendo must take place through
the arrangement of the instruments, the theme must shiTlc
forth of itsclf. A strict proportion should govern the doublin
or trcb%ing of the voices. If a doubled instrument docs nogé
rca§h h.lgh or low cnough, onc should put a substitute at once
which is suitable in character and streneth. With many voice
there arc different conditions and the ;)ound—clnmc; Y i }CLS
_ aracteristics of
the register are to be weighed preciscly, and at the samic time
onc must not forget the melodic design!
. A tenth chapter could be called: “%Vhat is Necessity? What
is Luxury?” They should be in the same relation to ca}éil oth‘cr
as the skeleton is to the flesh~covered body, as the naked bod
to the dressed, as the dress to the ornamentation. One lcam);
ﬁrst' of all to put down nccessitics. .
| Fma‘l‘ly, onc Icar'ns that orchestral music is, in a pronounced
sense, *‘public music”, and that its cffects arc to be measured for
that. As chamber music is allotted to intimate effects, virtuoso

37



THE LSSENCE OF MUSIC
music to the large and small salon, choral m.usic to socicties,
festivals and special occasions, military music to strects and
squarcs, orchestral music is stan_lpcd for.thc b.1g public hall
without which it cannot exist. It is after this fashion that.I l}avc
in mind a book of instruction on instrumentation and it is to
be hoped that the realisation of it will be made by Richard

Strauss.

INSUFFICIENCY OF TIIE MEANS FOR MUSICAL EXPRESSION*

A CONVERSATION that I had a few days ago with two
friends of mine, musicians, opened my cyes in many respects
but chicfly to the insufficiency of the means for musical ex-
pression, especially with reference to the present-day orchestra.
In fact cven if the ideas of most of the living composcrs do not
exceed the possibilitics offered, and if our “Master” hardly
knows how to manage the existing material, it is on the other
hand not to be denied that:

1. The incompleteness of the orchestral instrument singly, as
well as in the formation of the orchestra as a wholc, ham-
pers imagination and the power of crcation.. .

2. Possibly there are musicians and will be musicians v'vho, for
sound cffect, long to go far beyond the boundarics now
drawn (that such musicians in the future will go beyond the
boundarics of form, of harmony, indecd perhaps of the
wholc system of tonality, is now alrcady more than an idea).

But it is to be feared a genius such as this could not succeed
in carrying his conception into cfect so long as the richer
means desired arc cither not invented, or are not in regular usc.
So far as a short reflection and the use of what imagination

* Written to the editor of the ausikalischen Wochenblattes gL W. Fritsch,
New York), 14th November 1893, and found in Busoms'posthumous
papers.  The letter should have been published there but this cannot be
ascertained.
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nature has given me allows, I have tried to classity as follows

necessary improvements that arc possible and improvements
not yet invented.

1. Instruments that arc permanently in use only in large or-
chestras of the first rank. As for instance: English horn, bass
clarinet, contra-bassoon, harps, bass tuba, Glockenspiel,
three and four drums. Although today they cannot be
replaced, they are not sufficient in an orchestra of instru-
ments in general usc,

2. Instruments used in isolated bars with decided success still
count as exceptional means but are to be found permanently
in small orchestras. Examples: The family of saxophones,
the tenor tubas, the viola-alta, the cymbals (the gypsy
cymbals); as far as I know the employment of the latter has
not been tried at all yet.

Instruments which might be desired, and arc capable of

being perfected, or the number of which could be increased.

Examples: A complete family of flutes, bass-obocs, soprano

bassoons, low contra-bassoons, chromatic harps, pedal

drums (which can perform passages and other things).

4. New instruments of the future. For example: A glocken-
instrument, with a compass of six octaves with keyboard;
filling out all gaps in the sound and in the technique of
every individual instrument.

(F%)
.

THE FUTURE OF OPLERA¥*

THE sung word will always remain a convention on the stagc,
and a hindrance to any scmblance of truth; to overcome this
deadlock with any success a plot would have to be made in
which the singers act what is incredible, fictitious, and improb-
able from the very start, so that onc impossibility supports the

* Extracts from the Entiwurf einer nenen Aesthetik der Tonkunst, Written in
Berlin, March 1913. »
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other and both become possible and acccptablc. e It is for
this reason and because it disregards this most 1mportz1mc;
principle from the beginning, that I look upon the so-calle
Italian ““verismus” for the musical stage as untcnable. . x

On the other hand if the form of a plot ‘accompamcd by
music and illustrated by song is considered without the text, it
might produce a kind of “sung mime”. . ..

It is necessary to be clear about a sccond point in c?‘nncctxon
with the question of the futurc of opera, 11:1’1’nc1y: At what
moments is music indispensable on the stagc?“ .

To this question the precise answer is: “During dz}llccs,
marches, songs, and at the appearance of the supernatural in the
action.”

The idea of the supernatural as a thcrpc follows, thercfore,
as a possibility for the future. And there is yet another: t'hat lt;hc:
stage should be accepted openly as a pretence, as nothing but

“acting” and sustained make-belicve; with the idea of jest and

unrcality being contrasts to the seriousness and veracity f)f life.
Then it is not out of place for the singers to declare their love
and unload their hate and fall into a mclodif: c'lucl, and hold on
to high notes in pathcetic outbursts. There it is in c.)rch for them
to bchave intentionally in a way contrary to life, instcad of
turning cverything upside down un.intcntlonally (as happens
in our theatres now and particularly in opera).

The opera should take possession of the supc_rnatural or un-
natural as its only proper sphere of representation and fcc':hn.g
and should create a pretence world in such a way that hfc': is
reflected in cither a magic or a comic mirror, presenting
consciously that which is not to be foupd in rcgl life. The magic
mirror is for grand opera, the comic for hg.ht opera. And
dances and masks and apparitions should be interwoven, so
that the onlooker never loses sight of the charms of pretence or
gives himself up to 1t as an actual cxpgricncc. ‘

The artist, if the control over his medium at certain moments
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is not to be lost, must not be moved when he wishes to move
others, and in the same way the onlooker, if the artistic enjoy-
ment is not to be debased to human participation, must never
consider it as reality. The performer “acts”, he docs not cx-
perience. The onlooker, being incredulous, is thereby unim-
peded in mental reception and keen cnjoyment.

On such assumptions a future for the opera can well be
expected. But the first and greatest obstacle for us will be, 1
fear, the public itsclf,

In my view the public has a thoroughly criminal attitude to
the theatre for most people demand a strong human experience
from the stage, no doubt because such expericnees do not come
into ordinary lives and also because they crave for excitement
for which they lack the couragc; and the stage deals out these
excitements without involving the audicnce in the accom-
panying dangers and disasters and, above all, sparing them any
exertion. For the public docs not know and does not wish to
know that in order to reccive a work of art, halfthe work must
be done by the recciver himself,

WHAT IS IAPPENING AT THE PRESENT TIME*

EVERYWHERE, not least in Germany, similar symptoms of
revolution appear in musical endeavours, They arc alike in all
countrics, and cvidently the outbreak of this present-day move-
ment is a post-war expression; in the sense of being transferred,
new conditions bring about new manifestations, in art they
call forth new expression and the supposed prerogative of the
individual to proclaim it. The principle of one single individual
is pushed forward; many cven renounce this and hammer on
the principle of freedom of opinion; the idca of establishing
thosc of their predecessors is simply scorned. The older men,

* The first publication of an autograph manuscript, found among
Busoni’s posthumous papers, that has no date or title.
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who appear to be liberal and open-minded, arc'in scarch of a
sceming juvenescence in it which they agree with and follo“;
and which gives them the illusion that they are at the head o
the movement. The youth of the demonstrators and ic
irregularity of their productions scem. to be the outstanding
features of the movement; gift and ability are only a sccondary
consideration, sometimes not considerations at all. ‘

But the movement is too general and consolida.tcd for it to
be ignored, nor must it be so. It must be dcalt'wuh, the facts
registcred, and looked at as objectively as possible.

The sceds of these blossoms, however, were sown before the
war. Schénberg, the Vienna Sccessionist, Stravinsky, the
Russian acrobat of sound, laid the foundation for mlsun.d‘cr—
standings which through over-trumping pass today for positive
eruths. A little book of mine published in 1906 but only' read
ten years later, in theory also mi'ﬂc‘d many through a particular
interpretation being applied to it in the war. And here over-
trumping came forward in the place of the power to convince,
and I felt both annoyed and satisfied because, however croo‘kcd
the result, I could sce an effect which came from my tcaclung.
I spcak of it in the past becausc already in t.hc year 1920 (this
time in Ziirich) I foresaw the end of expressionism, t1101‘1 at thc
zenith of its importance. From it we have got some pOSSl.blhtICS
which we add gratefully to our uscful means and of which we

shall make usc from time to time. Therc is a kernel of trth‘ in
cach of the bigger movements, the crror lics in cxgplmsxsmg
this fact, for then one thinks and acts in an cxclusive, cxag-
geratedly intolerant and ridiculous way. .
Inborn gift and acquired knowledge will always give the
casting votc in the valuation and permanency ofa W(?l‘k of art.
The “direction” remains a transitory sign of the time frgm
which it sprang, and if the particular type rcach?s pcrfc_ctlon
then it becomes a “classic” and (without further dispute) is put
into the existing stock of what is good. Ifit c_loc.s not reach this
perfection the type disappears as it came and it simply marks an
“incident” in history which bore no result.
42

« THE FUTURE OF MUSIC

It depends therefore on the gift of the individual, on his self-
discipline, sclf-renunciation, on the tenacious cultivation of his
abilitics, wherever something “lasting” is formed out of the
“dircction” he takes or in which he was sct going. An achicve-
ment such as this cannot emanate simultancously from a
group of pcople aged about twenty. The craft requires too
long a training for that, life too great a number of experi-
ences.

The newcomers deceive themselves, too, in thinking they
can break, or have broken, with all their predecessors. This is
not the case, in spite of their unshakable conviction, for every
child has a mother to whom it is still attached by the navel
even after birth. These newest-comers are in fact less original
than they themsclves suppose. On the other hand it is undeni-
ablc that the cyes of the human being arc set in such a way that
he is obliged to look forward, for only then, if he lives in the
present, is he passably compctent to exist. It is a question of
destiny if the times arc confused and have indistinct and oscil-
lating outlines. The creators who are sentenced to come into
this confusion have to endure it. Therefore, unless he is narrow-
minded, it is the duty and task of anyonc who sces this con-
fusion to bring light into these conditions, to differentiate and
support wherever there is darkness, complication and oscilla-
tion. Besides this, in the development of the artist, whether it
appears singly or as a whole group, a manifestation has been
obscrved which changes the initial unruliness into quictude—
often into the life of a Philistine. The man who is a considerable
innovator at first, turns back and becomes a reformer. Think
of Schumann, think of Becethoven. It is more consistent for
thosc who have learnt about practically all that existed in the
past, to be satisficd with it no longer and to devise something
new; again it is also natural that the store of opposing ideas and
encrgics in the young revolutionary should soon be exhausted
and cither languish through repetition or return to what is
morc normal through reaction. Thus it is preferable for a dis-
turbed epoch to close on future order resulting from it; against
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this the storm gathers in a heavily laden atmosphere and makes
the marincr uncasy.

Now there is an absolute, demonstrable beauty and per-
fection and there arc things that please certain people at certain
times and will be looked upon as beautiful by them. Which-
ever direction the work of art adopts it falls ultimately to one
of two destinics, it cither remains lost or becomes a classic, just
as it happens to belong to the first or second species. Further-
more it is the direction that changes and the perfection that is
permanent. The first is accidental and dependent, almost with-
out importance, the second is important, independent and law-
ful. Not lawful in the sense of dry rules, but in relationship to
itself.

The question is not: Is such and such different from the old?
But rather: Is it just as good, is it much better than the old? And
at intervals it happens that the answer to the latter question is
in the affirmative, through cither clarification or comparison,
but only, and without exception, owing to the combination of
gift and ability. It is to be supposed that among such a number
of youths a personality will appear sometime—perhaps soon—
who will show the revolution’s good kernel in its complete
circle; he will naturally rise to be a classic, thereby scparating
himsclf from his previous companions. It is to be supposed
cach thinks that this particular one is himsclf and in this way
from among thosc who were once like-minded, adversaries
arise later on. Alrcady one can discern, among the groups,
similar dispositions of the whole “school”” as well as individuals
to make a divergence—in the mass as well as singly (the
school lacking a head). Both sides of an angle diverge more
and more, the further they go. At first from inborn race chat-
acteristics, coming out of the darkness of nationality—the
different countries dared not make themselves known to cach
other. Inside these countries the chosen one will become visible.
At present, however, the Germanic people clearly hold more
closcly together; the Latin people the same; opposition and
insufficient training arc common to them all.
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But on the whole, at all times, the rotation takes place and
only what we had not experienced before causes us surprise.
But these expericnces must recur again at regular intervals of
time and under unparallcled conditions. The whole preceding
occurrence, for example, was disconcertingly present-day
ncarly a hundred years ago and was put down in the conversa-
tion between Mephistopheles and Baccalaurcus (Faust I). Two
hundred ycars before that Cervantes said the same thing, And
he was hardly a Philistine any more than Gocthe.
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