The Romantic Generation

s -

Baced o phe Charles Elinl Nortnn 1.ocimyes



BLANK PAGE



The Romantic Generation

..... — _ _._.’-d_ﬂ“"_ ""__H‘:_H"l
SISREND

CHARLES
ROSEN

Harpard University Press
Cambridge, Massachusets



{_lllﬁ}'Ti_E:hL 2 I9e S by Chieles Rasen
.'Ul riJ_l.l'lH r|;::;'.¢:n'|;e|.|
I'rinecd in the Tnited Scams of A merica
Jivth prinnng, 2603

Moblicerior wk this bowk mas been suppocted
through the goneecus prodisions of the
Maneice and Lula Eradley dnich Meamerial Fund

Firat Harvard Blaave n‘-it} Tresy {razae hack |.‘:|:|i|im|., 19443
Ersipned by Gowen Frankfelde

ity nf Congress Calaloging-i0- Pablicagion {als

Rasan, Charles, 1927-
The ramande geacration § Charles Basen.
oo
"Baued on che Charles Elot Moroon Lectuces™ - Half atle,
Imclodes mdea.
ISBM -674-T7953-Y (ciody)
ISBS 0-674-779534-7 [phi)
L. Teomanticienr im mes,
2 Mic—T19th centu re—Hiskry a1t coilicizam.
L Fidle.
ML 1T EsT 1895
TR T3 —14 94-4R13Y
cap
]



o ——

To Henri Zerner




BLANK PAGE



Conternts

Preface ix

oNE Music and Sound

Imagining the sound 1 . Romantic paradoxes: the absent melady 7 . Classical and
Romantic pedal 13 . Conceprion and reslization 27 . Tone color and stencruee 35

Two Fragments

Renewal 41 . The Fragment as Romantic form 48 . Open and closed 57 0 Words
ang music 5§ . The emancipation of musical langwage 68 . Fuxperimental cndings
and oyclcal forms 74 . Buins #2 . Disorders 2% . Quodarions and memories 28
Absence: the melody suppressed 112

THREE Mowwmtains and Song Cycles

Horn calls 126 . Landscape and nosic 124 . Landscape and the double time
scale 135 . Mountains 2 rumis 142 . Landscape and memory 153 | Music and
Memory I6é Lur.dm:ape and death: Schubert 174 . The ynfnished “ﬂr]-:ingﬁ of
the past 204 . Song cycles withoor words 229

rour Formal Interliede

Mediants 237 . Four-har phrases 257

FIvE Chopin: Counterpoint and the Navrrative Formis

Poetic inspiration and craft 272 | Coumerpoint and the single line 285 | Warrative
form: the ballade 302 . Changes of mode 342 . Italian opera and J. 5. Bach 344



s1x  Chopin: Virtuosity Transformed

Keybpard exercises 367 . Virwosity and decoration (salon music?) 383 . Morbid
imtensity 394

seviEN Chopin: From the Minigture Genre to the Sublime Shie

Folk mwgic? 410 . RKobato 413 . Modal harmony? 418 0 Mazucka as Romanoc
form 479 | The late mazatkas 439 | Freedom and tradition 452

gicAL Lisgt; On Creation as Perfurmance

Dhsreputalle wreamness 472 . Dfe Lorelsir the discraction of ifluence 474 . The
Sonara; the distracrion of respoerabiicy 479 . The invention of Romanfic plano
gound: the Erudes 492 . Conception and realieanon 508 The masks of Lisw 521,
.Ru:cm'np-m:ing: Soonct no. 134 517 | Self-Portrait as Don Juan 52

NiNE Berfing: Liberation from the Central Enropean Tradition

Blind idoleters and perfidions cretees 542 . Tradmion and eccencricity: the idée
fixe 346 . Chord color and connterpoint 550 . Lonp-range harmony and cootra-

punral rhyclhm: the “Scine d'amour” 556

1cx  Mendelssobn and the Invention of Religions Kitsch

Musrering Becthoven 5% . Teansforming Classicism 182 . Classical form and nood -
ern sensibility 585 . Religion in the concert hall 354

ELEVEN Ramantic Opera: Politics, Trash, and High Art

Politics and mclodrama §%% . Popular arr 62 . Bellini so8 © Meyerheer 635

TWELVE Schummann: Trivemph and Failure of the Romantic ldeal

The irational s46 . The nspication of Beethoven and Clara Wicck 658 . The inspi-
ration of E. T. A, Hoffmann £8% . Out of phase 487 . Lyoic irensity 649, Failuge

and rriumply 699

Index of Mames and Works 711



Preface

Tt iz cqually fatal ro hase a system and not o
have a system. COne must try 0 combine thom,

—FBraedeich Schlegel, Aeimtaemmn Fragmmers

The death of Beethoven in 1827 must have given 2 sensc of freedom to the
composcrs bom almost two decades earlier: Chopin and Schumann in 181483,
Mendelssohn the year before, Lizzt the vear after, Perhaps only Chopin was
noc intimidated by the commanding figure of authority that Beethoven repre-
sented for generations to come. [ think it is probable that Becthoven's death
hastened the rapid development of new stylistic tendencies which had aleeady
made themselves felt and which, indeed, even influenced his own music.

The death of Chopin in 1849 was not so signal an event for the world of
music, but it, ton, marked the end of an age. Schurnann was to dic only a few
years later, afver entering an insance asylum; i the 1850s Liszt renonnced muoch
of his adventucous early manner, pruned his voothful works of their excesses,
and developed new directions of style, many of which would be realized only
afrer his dearh by musicians whe took no account of his experiments. In 1850
the young Brahms arrived upon the scene, and it was clear that there was a
ncw and more conservative musical philosophy in the ain

[n these wrifings on muosic from the death of Besthoven to the dearh of
Chopin, T have limited myself to those compesers whose characteristic styles
were delined 1n the late 1820% and carlv 18308, a compact group in spite of
widely differing musical ideals and the evident murual hostility feequently met
with among them. Slightly clder than the composees barn around 1810, Berlioz
nevertheless belongs essencially with them, In addition, 2 consideration of
Bellini and [more bricfly) Meyerbeer is inescapahble for an onderstanding of the
period.

On the other hand, Verdi and Wagner are zhsent, as their stylistic individu-
ality was fully shaped only in the 1840s; their greatest achicvements belong
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with the next generation. A minor figure ke Alkan is omitted for the same
reason; he became interesting essertially after 1850 by his extension of the
Liszt tradition and the way he opened up planc music to the operatic effeers
of Meverbeer. Humimel condnued to weite in the garly 1830s, and Rossini for
severa) decades bevond, but they were botk, along with Beethoven, the imeme-
diare musical ancestars of the comprsers born around 1810,

This book originated as the Charles Eliot Noeton lectures, given in 193[}-31
and has been expanded ar the request of Harvard University l’ress—gjﬂmugh
hoth the Press and T were somewhar rzken aback at the mapnirede of the
cxpansion. | found it harder than 1 had expected to make some of the poings
hoth clear and conviocing, and I apologize it I have tricd che reader’s paticnee.
The position of Chapin, in particular, has been traditionally sureounded with
prejudice and misunderstanding which are only begloning to be cleared wp in
vur time, I do vot tey o provide 3 complete picture of the perind from 1827
to 1830, but only of those azpects of the music that most interested me—or,
rather, abour which [ choughe [ had somothing interestog 1o say—and che
project was more complex than I had at firsr envisaged. It was not so much
that, as William Ympson has somewhere remarked, the boring thing aboue
criticistn 35 that you have to put in all the obviows things or people will think
“He didn'r even see thar™; rather thar the muosic of the 1830z was cxplicicly
entangled with are, iterature, politics, and personal bfe i ways that were less
straightforward, morc ambivalent than the music of the decades just preceding.
The claim of artistic antonomy chat was made for music, rightly or wrongly,
by the fate eighreenth cenwury, was neither really ypheld nor abandoned by the
tollowing penerations: rather, an artempt was made o heorporate soine of the
artrst’s own ltle and experience into the claim of autonomy, to traasform part
of the artist’s world inte an independent seschecic abject.

In Chapters 2 and 3 I have tried to give an account of the place of music
within two importane literary tradicions: the fragment as an ariste form, and
the new feeling for Nature and landscape. The development of “characteristic™
music and of the Romantic Lizd, among the tnost remarkable creations of the
period, are bound up with the poctry and the scientific literature of the time
and of the immediately preceding age. I have prescned what amounts to a
selecied anthology of texts to illustrawe the discussion, and hope that they waill
e of more help for an undersianding than any more extensive explanation—
and more entertainiog. [t will be ohvious that, even if the relevance of the texts
to the subject was my main concern, T have shove all chosen ones that I
enjuyed, and of course T hope the reader will cojoy them as well.

In the fourth chapret, tiwn of the mast hasic technical chanpes in the tusical
tanguage of the time are discussed hriefly but with enough illoserations to allow
us tor see how they functioned: the use of mediant relationships, and the
four-bar phrase, Most of these illustrations, as well as those in the cest of the
baok, I cnjoy playing, Lstening to, and chinking abouat. | am more concerned
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here to explain the contiued survival of some of the music of the ome than
to resurrect those works which can he performed today only as hiscorical
curiosities. B I have written nothing about fignres like Stephen Heller, Sigis-
mond Thalberg, Ionaz Moscheles, and others, that is not beausc 1 do not
sonmerimes enjoy hearing their works but because | have noching to say about
them that bas net been betier said by others. This 15 also truc about mors
ponderable figures like Donizetti, Auber, and Marechoer Nevertheless, resur-
rection is an important aspect of historical crincism, and only works if the
revival is a practical suocess. Jr should be obvious, however, that very little of
{Chopin 15 m urgent need of revival: and with Schumann, Lisze, and Berlioz,
an esoreric concentrarion on the less frequentdy performed pieces is actually a
disservice to thern, There are, however, many Ltle-known works for which 1
should like to be a passionate advocate: Liszt's Die Lorelsi, Bellini’s Beatrice
2f Tenda, and Schumanns Canons for Pedal Piane, o name anly a few

There 15 ne atkemps bers o revive thaose fovw women composery whose work
remaincd almost completely repressed during chis tme. To do so would be, 1
think, a distortion af che real wragedy of the creative female musicizn in the
nineteenth century. I is misleading to emphasize the claim thar there were
women compoders whose considerable achicvements were pushed aside and
went unrccognized; the fave of the greater talents—Clara Schumann, for ex-
ample—was cven more crucl: they were never, 1o face, allowed to develop to
the point where they could have taken a justified pride in work chat was
unbeard, invisible—even that was denied them. They were harshly excloded
from history, and attempting to bring them uncritically and naively back into
it neither does them posthumouns justice nor acknowledges the difficult reality
of their lives,

. The music of Schuwnann, Chopin, and Liszt is still the center of almost every
planist™s activity, and a listing of all the baoks T have read om these composers
and their world and all che conversations T have had aboot them wonld be
mnpossible, and not very useful to anybody even if 1 could remember—although
T showld cire Andeé Monglond's Le Préromantisme (Paris, 1930) as an impor-
rant source for some of the litcrature discussed in Chapter 3, Some parts of
these locturcs date back many vears: the one on rhe Romantie Fragment, tor
examnple, was given, in somewhar similar focm, at Wesleyan University more
than thirty vears ago, and many of the idcas appeared in talks that 1 pave at
the Gavss Seminars at Princeton, and in the Messenger Lectures at Cornell. 1
have not tried to ucorporate any of the interesting tesearch and oriticism on
the period that have come out since the lectures were given and to make this
boak even longer by facrher discussion. | hope to have paid my major debts
by acknowledging help received, but 1 have preferred o avoid polemic and noc
always indicated whatever disapresments I might have had with other cotics.

The manuscript of this book was substantially in irs final form by February
of 1991, and the only major revision has been to expand the section on Bellini
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and to add a more dedsive conclusion to the final chapter. In the past few
vears, however, Chopin scholarship has taken a turn for the becter with
Nicholas Temperley's article in The New Grove and rhe wark of Jim Samson
and Jetfrey Kaltberg, The latter’s essays on the genres of the Prelude and che
Nocurie congerned what T had weanten so closely that [ have been foreed o
add a few pages thar take account of the important considerations rhat he
raised, bur T have neot tried o bring my own text vp-todate in any other
important respect. [ should Like, howeser, to mention here the excellent volume
of 1992 edited by Jim Samson, in which Kallberp's essay appeared and in which
the essav by Simon Finrlow, “The Twenty-Seven Etudes and Their Antece-
dents,” manages to give Chopion’s originality its due while pointing our his debie
to previcns works John Rink's essay, too, on renal architecture in Chopin's
carly music gives the best study of an aspear of Chopm that necded considera-
tion, in addition, in Niscteeanth-Century Piano Music, edited by R. Larry Todd
[Wew Yaorl, 1990), ¥ have recently come across s brillignn discussion of Schu-
mann’s planc music with the most oogent gecount of the lare period Dy
Anthony MNewcomb, which, to my regret, I read too late t6 use here. [ am swre
that T have heen influenced by the admirable writings of Edward T. Cone on
Berlioz and other composers, some of which I eead many years aga, but T can
no Innger remember what I have taken from him and what 1 thonght up on
my owi, just as it would be poindess to tey and disenrangie my own chinking
from my debts o Hermanod Abert, Dopatd Fraccs Tovey, sod Heionnch
Schenker. Any plagiarism has been inadvertent; in anv case 1 have always beon
Aattered on the rare occastons when someone has taken someching from me
withour acknowledpment: plagiarism is the sincerest form of flatiers

1 owwe a prear deal to the help of fricnds and colleagues. Philip Gossert’s
counsel on Tralian opera was invaluable, and Jetfrey Kallberg saved ow from
sevcral mistakes concerning Chopin; T am deeply grateful For their generasity
in ceading long parts of my manuscrpe. Knsana Mudeldt and David Gable
weie also generous wirth aid on both general and specific problems. Richard
Coln was very helpful indeed with Chaprer 4. Reinhald Brinkmana kindly
made gvailable some fascinating rescarch on Schumann’s Lieder Juseph Ker-
man gave me excellent advice and encouragement many years ago ar Oxford
o1 the subject of the fragment as Romangic form, The idiosyncracy of Chopin's
ornamentation in the early B Major Nocturme was shown o me some years
axe by Plerre Boulez, and when 1 was sixteen vears old Maorie Rosenthal
pointed out that the first tonic chord in root position in the Schomann © Mapor
Phantasie is found on the last page of the frst movement just befere the
quotation From Beethoven's Ar die ferme Geliebfe (tor this reason T have paid
no attention to recent speculation thae Hermano Abert was the Arst to notice
the quatation, as Roscnthal learned of it from Liszt—it would have been
astomishing if Liszt had not remarked on it).

Picro Wriss and Brune Lassure have generously made available their copies
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of original editions of Schumann, and Marta Grabacz helped me to obtain a
photograph of the manuscript of Schumann’s Phastasie from the libracy at
Budapest. (Tt contains the ooginal ending of the last movement discovered by
Alan Walker.) Walrer Frisch made it prossible for me get a photograph of the
London edition of Chopin’s Sonatz in B flat Minor, and discussing the subjecr
of this book with hie was very helpfol; T am grateful o the Library of Colymbia
University for the possibility of reproducing some pages of this odition. The
staff of the rare book room at che Regenstein Library of the Universicy of
Chicago was wonderfully helpful in allowing me ra use theit supeely collection
of Chopin fiest editions, asd [ have reproduced many pages here for the
lustrations. | want to thank Richard Blocker for preparing the example of
the opening of the love muosic from Berling’s Romdo et Julierte. T shauld like
o be able ra give a mare detailed account of all the help [ have received from
many friends and colleagues over the years, and the copversations and advice
that have contribured ro this heak. Finally, T must express my appreciation of
the kindness and patience of Kate Schmit and Murgaretta Fulton of [Harvard
University Pross.

Nofe an the musical illstrations

For Chopin and Schumanm, 1 bave used wich few exceprions the editions
published during their litetimes {T have not been ahle o find reproducible
copies of the priginal editions of Chopin's second scherzo and of vawo or three
of the mavackas, and have reproduced a fow pages from che Breitkopf 8 Hirtel
nineteenth-century criccal edidon). The original editions are not entirely aceu-
rare, of conrse, bue av least the mistakes are due to the inadvertence and
meoimpretence of the engravers and the carclessncss of the proofreaders (includ-
ing the compasers) rather than to the systematic interferenge of editors.

For many composers—Dhdozart, Beethoven, Brahms—satisfactory oditions
are avallable for modern performers, For Schumann and Chopin, however,
almost all twentieth-cennury editions are badly lawed, Chopin had inmost of his
wirrks published simultaneously in Paris, Leipzig, and London; in some cases
slightly different versions were sent to cach publishing house. The principle
that the last decision of the composer 15 che defimitive one is not helpful here:
the variations of phrasing, pedal indicarions, dynamivs, and even notes show
that the text was semething much more fluid for Chopin than for Beethoven.
The ald mineteenth-century crirical edition bas some volumes well edited by
Brahms (the Sonacas, Mazurkas, and Ballades), largely representing che texe
printed in Leipzipg and the manuscripts sent to Germany. The various editions
of Chopins students, like Mikuoli, hawever, mav be an msvaluaidle testimony tw
contcoporary iaterpretaccn, bur they dehberarely iotroduce articulations of
phrasing that Chopin wenr ro geeat pains to climinate, leave ont accents and
other dvnamic indications that che editors felt to he roublesome, and freely
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alter pedal indications and even the pitches. [n the twenticth contury, the mose
important publication was the so-called Maderewski edition, and its dehciencies
and inzccuracies were an inrernational scandal: it also contained a good deal
of textnal information in the hibtingraphical notes, not all of it crusteorchy, A
new and much berter edition was stanted in Poland wnder the direction of Jan
Ekier, but very fow volumes bave so far been 1ssued: a promise of a ranslation
of the rextual nores was made, but so far rhese have appeared only in Polish.
The volumes published by Henle are still governed by the iliusion that there
15 a definitive version of a work by Chopin and that all the variants cao be
consigned vo the texrual notes, Perhaps impatient with the slowness of his new
Polish crirical edinon, Ekier has published a fow excellent volemes for Univer-
gal, above all the Nocmrnes, Relations among the various editions published
by Chopin himself are very complex and are rendered even more dithenlt by
the annotations that Chopin made for his pupils, many of these representing
important and vaknable changes. 1 do not myself command any grear under-
standing of the full details of these relations, and have chosen my illustrations
tor their readabilicy and availability, confident only ¢hat the original copics
would supply a relative depree of aucthenricicy. (1 have given indications of
provenance only when these were pertinent to my argament, T do net claim
that the dlustrations are absolutcly anthortavve, aml providing all the hibli-
pgraphical intormation would have been interesting only to a very fow schol-
ars: | apologize to them, but they will have ro go back o che original copies
anyway for any further study.)

The editing af Schumann, particularly the piano muosic, is both better and
worse: most of 1t was writken before the composet was twenty-ning, and he
himszelf revised several of the parly works twelve or more years later, when he
was clearly out of sympathy with his youthful avdacity. The superiority of the
carlier versions is often at least tacitly acknowledged: the fiest phrase of the
Dhavidshiindlertinze, for example, is so moch worse in the second edinon that
I have never heard any pianist except Walter Giescking play it in that form.
Clara Schumann edited the first complete editton of her husband’s works and
sametimes printed successive versions separately. Gnfortunately, in many cases
she did not follow the advice given her by Johannes Brahms and reproduce
the original versivns with oo change; in the second piece of the Kreisleriana,
for example, she printed the second version with the dypamic indicarions of
the frst. Nevertheless, here edition is soifl the best one generally available, and
her changes are an important witness to contemporary performance and have,
naturally, a certain authorty as weil. The selection of the plano music cdited
by Wolfgang Boetticher for Henle gives important information and corrects
maoy minur puints but is one of the worst editions: Boctticher systematically
prefers the later and inferior versions and incompletely and imaccuraely gives
the variants of the early ones (there is no point, for example, in elling plamists
that there is 4 ritenuto in one bar with no further precision when there are
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right slow beats to the bar and the ritenuco is on the seventh beat). For chese
reasons, the orginal editiong, even with the ovcasional misprint, rermain the
most sadstactory sources. When [ have not been able 10 find a good copy, I
have used Clara Schumann®s edition, particuwlacly for the Tmpeomptus on her
vwn theme, where she hays edited the early and late versions scparately.

‘The most important piano works of Franz Liszt were edited with preat
hdefiey to the original natarion early in this century by the so-called Liszi-
Suftung editon, supcrvised by Eerruccio Busoni and printed by Breitkopf 8
Hirtel. Although incamplete, this edition repeoduces Liszrs rext with less
interkerence than the new critical cdition now being produced in Budapest,
Unformanately, the Liszr-Softung ceased publication betors the opera Eantasics
and Liszt's arrangements of songs by Schuberr. Chopin, and himself appeared.
and 1 have had to use uther sources for the illusirations of these works, The
Rémtiniscences de Dan Juan was scrupulously edieed by Busoni, who placed
bhis considerably rewricten version in larger print underneath Tiszt's oripinal (I
compared 16 with the two auogiaph manuscripts at the New Yook Poblic
Library, and found it accuratc),

Quotations boom the *Scéne d’amour™ in Berliozs Roméa e fulierte come
from the ptano score authurized by the composer.

Prepararory versions of soume of the following pages were printed in Nie-
teemth.Contery Music (Summer, 199Q); in The Pigun, edited by Dominic Gill
[Oxford, 1983); and in book reviews 1n The New York Review af Books (12
Augost, 1983; 12 April, 1984; 26 April, 1984 6 MNovomber, 1986; and 28
May, 13871 All have been cansiderably altered and revised.
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Music and Sound

Imaginimyg the sound

Inaudible music may scem an odd notivn, even a foolishly Romant one—al-
though it is partly the Romantic prejudice in favor of sensnous experience that
inalkes it seem odd. Stitl, there are details of music which cannot be beard bur
only imagined, and even certain aspects of musical form which wanmot be
realized in sound cven by the imaginaton.

We put our aural imagination to work as a matter of course every time wc
listen to music, We purify the music by suboracting what is irrelevant from the
undigested mass of sound that ceaches our eacs—the creaking chairs of the
concert hall, the ocrasional cough, the traffic owise from outside; we instine-
tively correct the cuning, substitute the right pitches for the wrong ones, and
erase from our musical perception the scratchy sound of the violin bow: we
learn in just 2 few minutes to Alter our some of the oboresive resonance of the
cathedral which 1oterferes with the clarty of the vowe Jeading, Listening w
muslc, like understanding language, is not a passive state but an everyday act
of creative umagination 50 commonplace that its mechanisim is taken for
granted, We separate the music from the sound.

We also add ro the sound whatever s oecessary for musical significance.
Thuing every performance we continually delnde ourselves into thinking we
bave heard thinps which cannot have reached our ears. Ac the climax af the
final movement of the Sonata in C Minor, op. 111, by Beerhoven, mast pianists
take (coreectly, [ think] o slow a wmpo that the culminating Bk has died away
long before i s resolved, but chat malkes no ditference—we all hear the Bb as
continuing to sound and take oo note of its actual disappearance:
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On one of Beethoven's planos ehe Bk decays very guickly, and even on a moedern
cancert grand it has diminished o inandibilicy before its resolution o an Ak
There are, in face, no dampers on 4 piano for notes in so high a register, and
holding the key down will nor allow the sound to last any longer. To woeld
make no difference on either an carcly ninctecnth<entury piano or a moedem
one if the Bb were weitten and played as a short sixceenth note with rests instead
of the tied long notes that Beethoven wrote:

but this notation, which corresponds to the physical and acoostical Faces,
wonld malee no musical sense. W hear the Pe as lasting for rwo reasons: it s
the end af a series of long notes, most of them sustained by trills—the thind
bear of each bar, indesd, sustained mvice as long as the others: more important,
the I in the bass turns the B into a dissomaoce which eequires the resolution
into the Ap, 2n0d we {not the instunent) make the link between the notes and
sustarmy the B unul the release of cension. We create the necessary comtinulry
that docs not actually take place—or, rathes, the expressive foree of the music
causes us to imagine as acrually existing what s only implied.

To a certain extent, this hearing of the inaudible is a part of the more geneeal
phenomenon of listening to the pizno: we ignore the decar of sound excepl
when it is cxploited by the composer On rthe piane a note decays mnmediarely
after the impact of the hammer on the string, reaches a lower platcan of sound,
and then starts a second and slower decay, No reue legata is therefore possible
an & prado. but this is not a fact of any importance m eigheeenth- nr nine-
teenth-century music: the plaving of a melody on the plane aspires o the
condition of 2 perfect vocal legaty, and the andience accepty the ideal ay 2
reality when it is approached closcly cnough by the performer The decibel
needle on a ecording machine may jump guickly to the right and then back
at once to the left as cach suwcessive note is struck on the piang, but our
pecceprion of the rousic knows nothing of thar, We are, indeed, aware of both
the jnitial and secondary decays of sound m a work like Boulez's Constelfation
because they provide the basic chythmic structure of the piece, but Beethowven
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never exploits the decay struvtucally—altnough he somctimes docs 20 atmo-
spherically—and we hear the soonds i 2 Besthovan piano sonaca as if they
were sustained by stning instruments or voices.”

Mevertheless, this climactic moment of opus 3171 s exceprional in that che
listener not ooy disregards the diminishicg of sonoty charactenivtic of the
instreuncnt, bur supplics w1 his imaginaton a sound which has actually ccased
to exist. At the point of greatest intens.x Beathoven opposes the mnst discant
regiaters of the keyboard—the weakest and the strongest—and implies from
each register an cqual power which no instrament is capable of giving and
which musc theretare be created by 1he listener. Moce than any compaser before
tirn, Beethoven understood the pathos of the gap between idea and realization,
and the sense of strain put on che listener's imagination is essential here. The
hest argument For using the pianos of Beethrwen’s rime in place of the modern
wrand plane is not the aptness of the old instouments boe their gecater inade-
guacy fur realizing such an cifcct, and conscquently che more dramatic effort
required nf the liscener. The modern piana, however, is sufficiemly inadegoare
to convey Beethoven™ Intentions,

As 1 have zaid, a passage like this is not isolated in mwsic: in lese cxtreme
ways, the listener must constaody alcer, purity. and supplement what he hears
in the intereats of mogicsl inrelligibility and expressiveness, rakimg his coe From
what ts implied by the performer. That 15 why the choreographic gyrations of
the virtuoso conducter are so mnportant to the audience’s comprehension, i
not to the orchestra’s: an accent accompanied hy an outflung arm seemns
litecally o become lauder and inare intense. This aspect of thusic is maudibile
coly in the physical sense: it 1 beard i the imaginaton, very much as the
composcr hears as he writes, or the muasician as he silently reads a score.

Inaudible music has g more radical form, however: the musicel concem
uarealizable as sound, even in the imagination. Carl Philipp Ermanuel Bach had
ceroarked that not cverything in nuusic can be heard (the idea is probably much
oldcr), and we take an example of the absnlutely inaudible—as npposed o the
pracrically inaudible—rFram the work of his Father the six-voloe ricercar of the
Musical Offering. Ar une point of this mascerly fugue, there is a false cotrance
in the bass followed b a real entrance in the haritone—chat is, an incomplece
statement of the theme [only the fese three notes here) followed by a fuli
statement:

1. Ic s the pianise, vacher than the carmser, wiho teckons with the levay of sooml 10 order
iy ashieve slano- and to mive che impression: of contiouioe (W may dismizg here as ahsued the
recent contenion ther che indicadon o in Besthoven—ar che opening of che Snnata Pachétigque,
for example—calls for the fast decay of the instromees of his time, IF the decay was inevitabhe,
there: wile oo puant in asking for . In pdano music, as in cvery ather kind, fy sseaie o longd aceent
in an ocherwise 2ofe passage.|
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The last note of the falsc seaternenr and the first of the real are the same nore,
and the overlap malkes it impossible to hear thac there are two different voices
and vwo different successive scatements, parcial and full. What one hears is:

e ————— I+

After the fact, ane can perceive that there are bwo vaices, as the last note of
the false siatement ig prolonged into the full statement. The passage, however,
15 preceded by a scquence of sumniiarly overlapping false statements, in which
che passing of one voice into annther @7 in no way perceprible. Only if the o
votces werk played on different instruments could we disonguish one from the
other, and, in spite of its being engraved and published in score, the six-voice
riccrear is a work for keyboard, The beaurtiful exchange from volce to voice
1z, therefore, perceptible only through che eye and not even porentially andible
in performance: it exists in the mind of the performer

There has been some misundetstanding abour this fugue, due partly to the
ariginal publication in full score, which gave rise in the twentieth cenracy to
the erranenus beliet thar it was for some unspecified combination of nstru-
ments. Mevertheless, the ricercar is kor keyboard alone. Both Carl Fhilipp
¥mamuel Bach (who was with his father when King Frederick the Grear gave
him the theme tor the ugue) and Borkel, the first biographer of Bach, are
decisive on this poini: the six-voice ricercar 18 “for two hands withouwre pedal”
trhat s, without the pedal keyboard found on argans and on scveral harpsi-
chords and clavichords of the rime). The manuscript is on two staves, and the
passape | have guoted was originally notated:
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The gap hetween the notation and the cffect for the car iz the point of this
passage: to make a singte voice oot of two, and to form one long contineous
line our of two scparate statements, one false and one real. The puklicanon in
tull scare was not simply tor clarioy: it also demonstrated the indepeodence of
the voices, clucklated the contrapuntal movement, and set inte relief those
aspects of the muosic that cannot be reahzed for the car.

The art of fohann Sebastian Bach ac its most learned—as in this ricercar—is
based oo a relation between the audible and the inaudible. The independence
of rhe voices in g fugue of this kind is absolute, but it can only be partialky
heard. The junction of two voices in a untson, wonderfully employed in the
six-voice ricercar bur a frequent effect in all contrapuneal writing, marks an
extreme: the mdependence of the yoices here passes over from the intcrmit-
tently perceptible ra the absolutely inaudible. The highest art of the composer
is to make the counterpoint blend together into a connnuum oue of which rhe
individual vnices rize and are set into relief. The prrpose of Baroque counter-
point 15 nor the oppeosition of different vnices but the crearion of harmonic
unity out of indepenident parts, Bach®’s way of serting one part after anocher in
relicf on the surface of the mass of sound was crucial to the Romantdes, Chapin
and Schumann i particufar. :

A constant aural perception of six indwvidual pares is neither a reasonahle
nor a desirable poal. An understanding of the achievement of this fugnee and
of the fugue in *antique style™ in general-—one of the limit points of Barogque
style—depends on the knowledge that behind what one hears—the mass of
sound and the intermittent prominence of the individual voices—lies g perfect
musical soucture of s1x voices, each beantfnl in isolatdon as well as in combi-
nation, 4 structute that can never be completely realized in saund. An gurare.
ness af the relation between sound and structure can be experienced with full
intensity by the performer alone, who not only sves the score {ax a friend
looking over his shoulder might aiso do}, but also senses the total independence
af the voices through his fingers while he hears the way they blend into 1 mass,
The absolure independence and the combination of voices 1s revealed by the
score, bur ir 15 not, properly speaking, visuai; neither can it be fully grasped
aurally. The harmonic movement of the mass of sound, which procesds as if
puided by a figured bass, s a witness to the complex barmeonic relationships
armang the voices; the inteemittent isolation of individuz| voices s a withess o
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their independence. The imperfect realization in sonnd of a perfect structure
is the foundation of this private a.

Untl now, we have been considering the question of music and sound as if
it were a general one, the answers valid for all time: with the concept of a
private agf, we enter o history, above all becanse an art whose foll ender-
standing is restricted to composer and performer has become somewhat dis-
tasteful ta os. It was already almost unintelliible a quarter of a century afeer
Bach’s death, by then, it was no longer conceivable that an aspect of musical
siructure should be unrealizable in sound even by the imagiation. Mozart
wtrote that fugues should always be plaved moderately slowly so that the
encrances of the theme can be heard—and, as we have seen, Bach sometitses
deliberately arranged his entrances so that they were impercoptible o the ean
The idea of music had changed radicaily since the death of Baci. That music
should be completely audible was as obvious to Mozart as it was irrelcvanr
for Bach. Furcher, Mozart arranped many of the fugues from the Well-Tent-
pered Keyvlboard and the Art of Frgue for small string ensembles 1o make cthem
public, ar gr leasy seripoblic for ehe salon of Bacan van Swieren, The history”
of rranseriving the keyboard fugues of Jobann Sebastian Back begins; therefore,
about thircy years after his death. Publication of the Well-Tempered Koy-
hard—in the lneral sense of maling public—=wag under way long belore the
first printing of the work n 1800 Mo thar all of Bach’s fugues were privare:
the great organ tugnes and those in the cantaras and Passions were intended
b he beard i public (and o these the enmrances of the theme are clearly set
in relictt. But the majority of his kevboard fugucs were for private pleasure
2nd instructon: che Well-Temperad Kevhoord, the Art of Frupne and the M-
sical Ohfferimg, In pacticular, the leacned fugue m “stile antreo™—that is, i glia
breve time with sophisticated stretto entrances, gencrally serous and cven
grave in manner—was tor either keyboard or charus, Fugues for instrumental
eriserible had ulways another character, with concerrolike openings and devel-
opments, and with bolliane and bght testures. A performance by several
inscruments of any of the tugues trom the Art of Fagge or of the nosrcars
from the Musical Offering would have heen uachinkable during J. 5. Bach’
liferimne.

{t is, no doubt, a good idea coday; the Webern transcription of the six-voice
ricercar has extended o a large apdience a preater if still imperfect knowledpe
of Bach’s achievement. By illuminanmg the interchange of voices rhraugh
instrumencation, by emphasizing the independence and opposition of yowes
through tone color and phrasing, it has made the arc of Bach more accessi-
hle—unless onc refloces thae this are depends upon 4 delricate halance berween
the simple beauty of what onc hears and the more complex hut never abtro-
sively gudible wechnigue which makes it possible. The keyboard fagues of Bach
rarcly explodt tone wofor, excepl ik the miost abstrace cerms of, for cxampie,
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