
Erabm
s the Q

rogrersive-,'
I

Ir H
as BEEN

 SAID
 that Brahm

s' social m
anners w

ere often
characterized by a certain dryness. This w

as not the "U
nknow

n"
Brahm

s.2 Vienna knew
 his m

ethod of surrounding him
self

w
ith a protective w

all of stiffness as a defense against certain
types of people, against the obtrusiveness of oily bom

bast,
m

oist flatter/, or honeyed im
pertinence. It is not unknow

n
that those annoying bores, those sensationalists w

ho w
ere out

for a good anecdote and those tactless intruders into private
lives got little better than dryness. \X/hen the sluices of their
eloquence w

ere open and the flood threatened to engulf
him

, dryness w
as no protection. This is w

hy he w
as often forced

to resort to rudeness. Even so, his victim
s m

ay have tacitly
agreed to nicknam

e w
hat had befallen them

 "Brahm
sian dry-

ness"; and it m
ay be assum

ed that each one rejoiced at the
other's m

isfortune, but thought that he him
self had been

done w
rong.

D
ryness or rudeness, one thing is certain: Brahm

s did not
w

ant to express high esteem
 in this m

anner.
C

ontem
poraries found various w

ays to annoy him
. A m

usic-
ian or a m

usic lover m
ight intend to display his ow

n great
understanding, good judgm

ent of m
usic, and acquaintance

w
ith "som

e" of Brahm
s' m

usic. H
ence he dared say he had

observed that Brahm
s' First Piano Sonata w

as very sim
ilar

I This essay w
as originally a lecture delivered in February, 1933, on the oc-

casion of Brahm
s' 100th birthday. This year, 7931, w

^s also the 50th anniver-
sary of W

agnet's death. This is a fully reform
ulated version of m

y original
lecture. M

any things and som
e of m

y opinions have changed during that tim
c,

and now
 1947 is again rn anniversary of Brahm

s; he died fifty yeats ago.
2 As rnisrepresented by R

obert H
aven Schauffler in his book of the sam

e
nam

e.
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to Beethoven's H

am
m

erklauier Sonata. N
o w

onder that
Brahm

s, in his straightforw
ard m

anner, spoke out: "D
as

bem
erkt ja schon jeder Esel." ("Every jackass notices that!")

A visitor m
eant to be com

plim
entary w

hen he said: "You
are one of the greatest living com

posers." H
ow

 Brahm
s hated

this "one of." \flho does not see that it m
eans, "There are

a few
 greater than you, and several of equivalent rank?"

But doubtless the m
ost annoying w

ere those visitors (like
one com

poser from
 Berlin) w

ho told him
: "I am

 an adm
irer

of \W
agner, the progressive, the innovator, and of Brahm

s,
the academ

ician, the classicist." I do not rem
em

ber w
hat

kind of dryness or rudeness he applied in this case, but I know
there w

as a great story in Vienna about the m
anner in w

hich
Brahm

s presented his esteem
 for this flattery.

But, after all, it w
as the attitude of the tim

e; those w
ho

disliked \W
agner clung to Brahm

s, and vice versa. There
\r/ere m

any w
ho disliked both. They w

ere, perhaps, the only
non-partisans. O

nly a sm
all num

ber w
ere able to disregard

the polarity of these tw
o contrasting figures w

hile enjoying
the beauties of both of them

.
\7hat in 1883 sem

ed an im
passable gulf w

as in 1897 no
longer a problem

. The greatest m
usicians of that tim

e, M
ahler,

Strauss, R
eger, and m

any others had grow
n up under the in-

fluence of both these m
asters. They all reflected the spiritual,

em
otional, stylistic and technical achievem

ents of the preced-
ing period. \7hat then had been an object of dispute had
been reduced into the difference betw

een tw
o personalities,

betw
een tw

o styles of expression, not contradictory enough to
prevent the inclusion of qualities of both in one w

ork.
Form

 in M
usic serves to bring about com

prehensibility
through m

em
orability. Evenness, regularity, sym

m
etry, sub-

division, repetition, unity, relationship in rhythm
 and harm

ony
and even logic-none of these elem

ents produces or even
contributes to beauty. But all of them

 contribute to an organ-
ization w

hich m
akes the presentation of the m

usical idea
intelligible. The language in w

hich m
usical ideas ate e:r-

I13]
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pressed in tones parallels the language w
hich expresses fe_el-

ings or thoughts in w
ords, in that its vocabulary m

ust be
proportionate to the intellect w

hich it addresses, and in that
ihe-aforernentioned elem

ents of its organization function like
the rhym

e, the rhytl-rm
, the m

eter, and the subdivision into
strophes, sentences, paragraphs, chapters, etc. in poetry or
Prose.

The m
ore or less com

plete exPloitation of the Potency of
these com

ponents determ
ines the aesthetic value and the classi-

fication of the style in respect to its popularity or profundity.
Science m

ust explore and exam
ine all f.acts; art is only con-

cerned w
ith the presentation of characteristic facts. Even

Antony, w
hen addressing the R

om
an peoPle, realizes that

he m
ust repeat his ". 

and Brutus is an honotable m
an"

over and over, if this contrast is to penetrate into the m
inds

of sim
ple citizens. R

epetitions in M
other G

oose songs are of
course on a different level, and so is the organization of pop
ular m

usic. H
ere one finds num

erous slightly varied repeti-
tions, as in the otherw

ise very beautiful BIue D
anube lYaltz.

H
ere are six repetitions, and alm

ost all are based on the
alternation of tonic and dom

inant.
Though richer in harm

ony, the exam
ple from

 Verdi's //
Trcaatore is of no higher order:
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Exalrpu 2
An artist or an author need not be aw

are that he accom
-

m
odates his style to the listener's capacity of com

prehension.
An artist need not think very m

uch, if only he thinks correctly
and straightforw

ardly. H
e feels that he obeys the urge of a

spring w
ithin him

self, the urge to express him
self, just like

a clock, w
hich indicates tw

enty-four hours every day, w
ithout

questioning w
hether it m

eans "this" day, this m
onth, this

y-ear, or this century. Everyone know
s this, except the clock.

The artist's response to the urge of his m
otor occurs auto-

m
aticalLy w

ithout delay, like that of every w
ell-lubricated

m
echanism

.
It is obvious that one w

ould not discuss the splitting of
atom

s w
ith a person w

ho does not know
 w

hat an atom
 is.

O
n the other hand, one cannot talk to a trained m

ind in
M

other G
oose fashion or in the style of w

hat H
ollyw

oodians
call "lyrics." In the sfhere of art-m

usic, the author respects
his audience. H

e is afnid to offend it by repeating ovei and
over w

hat can be understood at one single'hearirig, even if
it is new

, and let alone if it is stale old trash. A diagram
m

ay tell the w
hole story of a gam

e to a chess expert; u cle--
ist recognizes all he w

ants to know
 by glancing at a few

sym
bols; but in a m

athem
atical form

ula-are com
bined the

distant past, the actual present, and the m
ost rem

ote future.
R

epeatedly hearing things w
hich one likes is pleasant and

need not be ridiculed. There is a subconscious des]re to under-
stand better and rcalize m

ore details of the beauty. But an
Irr]
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alert and w

ell-trained m
ind w

ill dem
and to be told the m

ore
rem

ote m
atters, the m

ore rem
ote consequences of the {-p1,.

m
atters that he has already com

prehended. An alert and w
ell-

trained m
ind refuses to listen to baby-talk and requests

strongly to be spoken to in a brief and straightforw
ard

language.
ilI

Progress in m
usic consists in the developm

ent of m
ethods

of prJsentation w
hich correspond to the conditions just- dis-

cusied. It is the purpose of lhis essay to prove that Brahm
s,

the classicist, thi academ
ician, v/as a great innovator in the

realm
 of m

usical language, that, in fact, he w
as a great

progressive.
^ tYfris m

ay seem
 contestable to an incarnate "old-Yagnerian,"

no m
atter w

hether he is one of the prim
igenial tW

agnerians

w
ho has grow

n old, ot sim
ply an "old-tW

agnerian" by birth'
There w

eL still fireproof "old-\tragnerians" born at the tim
e

of m
y ow

n generati^on and even ten years later. Pioneers of
m

usiial prog-ress on the one hand, and keePers of -the H
oly

G
rail of trie art on the other, they considered them

selves
entitled to look w

ith contem
pt at Brahm

s the classicist, the
academ

ician.
G

ustav M
ahler and R

ichard Strauss had been the first to
clarify these concepts. They had both been educated in the
traditional as w

ell^ as in the progressive, in the Brahm
sian

as w
ell as in the \Tagneriar philosophy of art (lYeltan'

scbauung). Their exam
ple helped -us to rcalize that there

w
as as ririuch organizatioial order, if not pedantry i1 \flagn9r

as there w
as diring courage, if not even bizarre fantasy in

Brahm
s. D

oes not the m
ystic correspondence of the num

bers
of their dates suggest som

e m
ysterious relationship betw

een
them

? Brahm
s' one-hundredth birthday anniversary in 1933

w
as the fiftieth anniversary of the death of \7agner. And

now
, as this essay is being rew

ritten, w
e cofilm

em
orate the

fiftieth anniversary of Brahm
s' deaih.

M
ysteries .o.tceal a truth, but direct curiosity to unveil it.

I16]
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IV
H

ow
 great an innovator Brahm

s w
as in respect to harm

ony
can be seen in this exam

ple from
 his string quartet in C

 m
inor,

O
p. 51, N

o. L. (m
s. 11-23).+Y

Exauprn 3

:YdI 
6m

 
C

This is the contrasting m
iddle section of. a ternary form

w
hose a-section is already rich enough harm

onically in com
-

lt7 )
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parison w
ith the I-V or I-IV-V harm

on/, interm
ixed occasion'

iffy *i,ft a VI or III and som
etim

es a neapolitan :tiud',:i
Brahm

s' predecessors. To base a m
ain them

e on such a rlch
hur-ony'se"rrr"d a daring enterprise to the ears of the tim

e'
But tie harm

ony of this m
iddle section com

petes.success'
fully w

ith that of m
any a \Tagnerian Passage' Ev,en the m

ost
progressive com

Posers after Brahm
s w

efe caretully avoldrng
iem

"ote deviation from
 the tonic region in the beginning of a

oiece. But this m
odulation to the dom

inant of a m
inor region

tn B, and the sudden, uncerem
onious and prec-ipitate return

to the tonic, is a rare case. The successsion of thtee m
aior

triads on E flat, D
 flat and C

 respectively in the coda of
the first m

ovem
ent of the Etoica (m

s. t:r-:6L) and the- iuxta-
position of tw

o unrelated triads (on B and Bb) in the follow
-

ing e*am
ple from

 Schubert are cases of a sim
ilar procedure'

t: EI
rE: 

I

Ex.a.upre 4 (From
 Schubert's Lied: ln der Fem

e)

Exam
ples from

 \W
agner in w

hich. sim
ilar progressiont.ot*l

are ofteit not easily aialyzed, but then prove less com
plicated

than one m
ight have expected' For instance, the m

otive ot
the Todestraik, f.ro^ Ttistan m

d Isold'e,

Exauprr j
unm

asks itself as rem
aining w

ithin the closer relations of the
tonality. Also not very distant is the harm

onic deviation in
Isolde's order to Tristan: "Befehlen liess dem

 Eigenholde. . .',

Exaupm
 6

But the "Traurige'il/eise", the English H
orn solo of Act III,

Exauprr 7
show

s in its m
odulatory section no m

ore rem
ote m

odulation
than the end of the a-section of the aforem

entioned C
 m

inor
string quartet of Brahm

s:
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These are in essence chrom
atically descending triads, m

ost

of them
 inversions; their treatm

ent is sim
ilar to that ot

.r.uooii,un triads. Som
e exam

ples of their appearance in classic

-.rii. ^r. illustrated in Exam
ple 9 a, b, c'

ExaupH
 9 A, B, c

If there is no decisive difference betw
een Brahm

s and
\Tagner as regards extension of the relationship w

ithin a
tonfiity, it m

..it not be overlooked that \Tagner's. harm
ony

is richei in substitute harm
onies and vagrants, and in a freer

use of dissonances, especially of unprLpared ones' O
n thc

other hand, in strophic, songlike form
s and other structures,

such as represent the \Tagneiian version of arias, the harm
ony
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Inoves rather less expansively and m

ore slow
ly than in sim

ilar
form

s of Brahm
s. C

om
pare, for instance, the "\W

interstiirm
e

w
ichen dem

 \W
onnem

ond," the "Als zullendes Kind, zog ich
clich auf" or the song of the R

hine D
aughters to Brihm

s'
long "M

eine Liebe ist griin," or the m
ain them

e of the String
Q

uintet in G
, O

p. 111, w
hich starts roving in its third m

eas--
ure) or the R

hapsody, O
p. 79, N

o. 2, w
hich alm

ost avoids
cstablishing a tonality.

v
Ternary, rondo, and other rounded form

s appear in dram
atic

rnusic only occasionally, as episodes, m
ostly at lyrical rest-

ing-points w
here the action stops or at least slow

s dow
n-in

places w
here a com

poser can proceed along form
al con-

cepts and can repeat and develop w
ithout the pressure of

the progress of an action, w
ithout being forced to m

irror
rnoods or events not included in the chancter of his m

atefial.
D

ram
atic m

usic resem
bles in its m

odulatory character the
rrrodulatory elaboration (D

urchf i.ihrung) of'a sym
phonl, so-

nata, or other rounded form
. l7agner's "Leitm

otives" usually
contain som

e germ
inating harm

onies in w
hich the urge for

rnodulatory changes is inherent. But sim
ultaneously they ful-

I'ill another task, an organizational task, w
hich show

s the
form

alistic side of $Tagner's genius.
The recitative in pre-rVagnerian operas w

as also m
odulatory.

llut it w
as unorganized, if not incoherent, w

ith respect to
them

atic and even m
otive requirem

ents. The "Leitm
otiv"

tcchnique represents the grandiose intention of unification
of the them

atic m
aterial of an entire opera, and even of an

cntire tetralogy. An organization as fayteaching as this de-
scrves an aesthetic rating of the highest order. But if fore-
sight in organization is called form

alistic in the case of
llrahm

s, then this organization is also form
alistic, because it

stcm
s from

 the sam
e state of m

ind, from
 one w

hich conceives
;rn entire w

ork in one single creative m
om

ent and acts cot-
rcspondingly.

ExltrtprB 8

B ee t hooen,slring Q
w

rt et, op' 5 9' N
e 2

3+

[60]
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Vhen Brahm
s, tow

ards the end of the last m
overnent of his

Fourth Sym
phony, carries out som

e of the variations by a
succession of thirds,

Exauprn 10
he unveils the relationship of the them

e of the Passacaglia
to the first m

ovem
ent. Transposed a fifth up,

ExauprB LL
it is identicat w

ith the first eight notes of the m
ain them

e,

I 
trl 

r 
! 

i--<+ 
f escendins | '

tt--G
=--'

EXAM
PLE 12

and the them
e of the passacaglia in iis first half adm

its the
contrapuntal com

bination w
itli the descending thirds'

People uenerallv do not know
 that luck is a heavenly gift'

.q"i"4.1", to, *d of the sam
e kind as, talent, beauty, strength'

ett. tt is not given for nothing-ol l!. contrary, one m
ust

deserve it. SkJptics m
ight atiem

pt belittling this as a m
ere

162)
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.'lu5ky clrance." Such people have a w
rong evaluation of both

luck and inspiration ind- are not capablJ of im
agining w

hat
both can achieve.

It w
ould look like a high accom

plishm
ent of intellect'ar

gym
nastics if. alI this had been "c-onstructed" prior to in_

spired com
posing. But m

en w
ho know

 the pow
ei of inspira-

tion, and how
 it can produce com

binations ^no orr. .u., ior.-
see, also know

 that \(agner's application of the Leitm
otiv w

as,
in the gre^ft qrlio-rity of cases,-of an inspired spontaneity. Ai
often as .Siegtried cam

e to his m
ind, hii m

indis .y. *i .-
saw

 and heard him
 just as his m

otive depicts him
:'

VI
I assum

e that I have been the firsi to lay dow
n a principle

rvhich, about four decades ago, began direc[ing and regulating
rny. m

usical thinking and the form
ulation of m

y ideas, anl
w

hich played a decisive role in m
y self-criticism

.
I w

ish to join ideas w
ith ideas. N

o m
atter w

hat the pur-
pose or m

eaning of an idea in the aggregate m
ay bei no

m
atter w

hether its function be introductory, estat'lishing,
u?ry.ing, Pt:q?tilg, elaborating, deviating, dlveloping, coi-
cluding, subdividing, subordinite, or baiic, it m

ust"be an
iclea w

hich had to take this place even if it w
ere not to

serve for_ this purpose or m
eaning or function; and this idea

rnust look in construction and in them
atic content as if it

rvere not there to fulfill a structural task. In other w
ords,

a transition, a codetta, an elaboration, etc., should not be

rJ

IIl

Exauprr L4 A, B, c

r$l
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considered as a thing in its ow
n end. It should not aPPear

at all if it does nol develop, m
odify, intensify, clatify, or

throw
 light or color on the idea of the piece.

This does not m
ean that functions of these types can be

absent in a com
position. Br-rt it m

eans that no spacc should
be devoted to m

ere form
al D

Lrrposes. And it m
eans that those

segm
ents or sections w

hich fulfill structural requirem
ents

should do so w
ithout being m

ere trash.
This is no critique of classic m

usic-it m
erely presents

m
y personal artistic code of honor w

hich everybody else m
ay

disregard. But it seem
s to m

e that the D
ro,gress in w

hich
Brahm

s w
as operative should have stim

ulated com
posers to

w
rite m

usic for adults. M
ature people think in com

plexes,
and the higher their intelligence the greater is the num

ber
of units w

ith w
hich thev are fam

iliar. It is inconceivable that
com

posers should call "serious m
usic" w

hat they w
rite in an

obsolete style, w
ith a prolixity not conform

ing to the.con-
tents-repeating three to seven tim

es w
hat is understandable

at once.'\X/hy should it not be possible in m
usic to sav in

w
hole com

plexes in a condensed form
 w

hat, in the preceding
epochs, trad at first to be said several tirnes w

ith slight
variations before it could be elaboraied? Is it not as if a
w

riter w
ho w

anted to tell of "som
ebody w

ho lives in a house
near the river" should have to explain w

hat a house is, w
hat

it is m
ade for, and of w

hat m
aterial, and, after that, explain

the river in the sam
e w

ay?
Som

e people speak of the "dying rom
anticism

" of m
usic'

D
o they te^ily believe that m

aking m
usic,, playing w

ith tones,
is som

ething realistic, or w
hat? O

r is it that rom
anticism

 has
to resign in favor of senseless prolixity?

VII
In order to grasP thoroughly the developm

ent of m
usical

construction during the epoch from
 Bach to Brahm

s it is neces'
sary to go back tJ the period w

hen the style of contrapuntal
construclion w

as aband-oned and the aesthetic of the hom
o-
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phonic-m

elodic style w
as form

ulated. C
om

paring the com
-

positions m
anufactured in response to this aesthetic w

ith
those of J. S. Bach on the one hand and of H

aydn, M
ozaft,

Ileethoven and Schubert on the other, one understands w
hy

such ruthless propaganda had to be applied to elim
inate

J. S. Bach, but one is astonished that -such fruits can be
clerived from

 so scanty a soil.
U

nder the leadership of Keyser, Telem
ann and M

attheson,
com

posers w
ere asked to let alone "great art"; to strive w

ith
cffort to w

rite light (that is effortless) m
usic; to see that

a them
e is provided w

ith "a certain som
ething" (ein geuisses

titua,s) w
hich seem

s to be fam
iliar to everybody; to w

rite in
the light m

anner of the French. To M
atttreson, counterpoint

w
as a m

ere m
ental exercise w

ithout em
otional pow

er. As it
has happened frequently, these m

en w
ere highly-estim

ated in
their lifetim

e, w
hile Bach w

as little know
n. But one m

ust
rloubt that m

en w
ere inspired geniuses w

ho com
posed accord-

ing to such advice, like cooks obeying a cookbook, or som
e

of their m
usic w

ould have survived. This w
as not a natural

developm
ent; it w

as not evolution, but m
an-m

ade revolution.
O

ne can only express w
hat one possesses inw

ardly. A style
cannot m

ake one richer. Thus these m
usicians livi only be-

cause of the m
usicologists' interest in dead, decayed m

atter.
It is know

n that M
ozart and Beethoven looked on som

e of
their predecessors w

ith great adm
iration. Fortunately, how

-
w

er, the versatility, inventiveness and pow
er of em

otion kept
these m

asters free from
 the shackles of an aesthetic of popu-

lar com
plaisance.

VIII
True, m

uch of the organization of classic m
usic reveals,

by its regularity, sym
m

etry and sim
ple harm

ony, its relation
rvith, if not derivation from

, popular and dance m
usic. C

on-
struction by phrases of the sam

e length, especially if their
num

ber of m
easures is tw

o, four or eight tim
es tw

o, and if
[65]
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subdivision into tw
o equally long segm

ents adds a certain
kind of sym

m
etry, contiibutls m

oth to m
em

orability; know
-

ing the iirst haif, it is alm
ost possible to conjecture ,the

seiond half. D
eviation from

 regularity and sym
m

etry does
not necessarily endanger com

prehensibility' O
n-e m

ight ac-
cordingly w

onder w
hy in H

aydn's and M
ozaft's form

s irregu-
larity Is m

ore frequently present than in Beethoven's. Is it per'
haps that form

al'finesiei have diverted a listener's attention,
*tti.ft should concentrate upon the trem

endous pow
er - of

em
otional expression? There ire not too m

any cases like that
of the String Q

uartet O
p. 95 in F m

inor (see Exam
ple l!)'

C
onstructi'on by phraies of unequal length, accounts for

m
any of the irrigulatities in H

ayd-n's and M
ozart's m

usic'
Theie differences-are produced by extension of a segm

ent,
by internal repetitions or ba reductions and condensations.
Such is the caie in m

any of H
aydn's and M

ozart's M
enuets,

according to w
hich one m

ight be inclined to consider m
enuets

"r r *ig-like form
, rather than as a derivative of dance

m
ustc.
Exam

ple 15, from
 a piano Sonata by H

-ayfn, consists of
tw

o seghents of tw
o m

easures and tw
o of three m

easures:
z+)andz*3.
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Exam

ple 16 from
 the String Q

uartet in Bb m
ajor by M

ozart
is richer in organization: 3*1+1+3 (the latter is perhaps a
unit of 2+ I) .

The w
hole them

e com
prises eight m

easures; thus the irregu-
larity is, so to speak, subcutane (i. e. it does not show

 up on
the surface).

\7hile H
aydn's exam

ple is still sym
m

etrical, this is entirely
unsym

m
etrical and thereby renounces one of the m

ost efficient
aids to com

prehension. But it is not yet w
hat deserves to be

called "m
usical prose." O

ne m
ight rather be inclined to as-

cribe such irregularity to a baroque sense of form
, that is, to a

desire to com
bine unequal, if not heterogeneous, elem

ents into
a form

al unit. Though such a hypothesis is not w
ithout found-

ation, it seem
s that there is another, m

ore artistic and psy-
chological explanation.

M
ozart has to be considered above all as a dram

atic com
-

Poser.
Accom

m
odation of the m

usic to every change of m
ood and

action, m
aterially or psychologically, is the m

ost essential
problem

 an opera com
poser has to m

aster. Inability in this re-
spect m

ight produce incoherence-or w
orse, boredom

. The
technique of the recitative escapes this danger by avoiding
m

otival and harm
onic obligations and their consequences. The

"Arioso" liquidates rapidly and ruthlessly that m
inim

um
 of

[67 7

kcoto

ExauprE 15
166)

fr*--
iTt-r 

rt---=----rl--

Exauprr t6

t - 
7^l-." 

"

I



STYLE AN
D

 ID
EA

obligations in w
hich it m

ight have engaged. But the "Finales"
and-m

any "Ensem
bles" and even "Arias" contain heterogen-

eo,rs ele-er]ts to rvhich the technique of lyric condensation is
not applicable. In pieces of this !yp. u com

Poser m
usl be ca-

pable-of turr-ring w
ithin the sm

allest sPace. M
ozatt, antlclpat-

ing this ,recessiiy, begins such a piece w
ith a m

elody consisting
of" a num

ber of phrases of various lengths and characters,
each of them

 pertaining to a differelt phase of the action and
the m

ood. They are, iri their first form
ulation' loosely joined

together, and often sim
ply juxtapo.sed, thus adm

itting to be
b.Jken ,rr.rr.l", and usei'independently as m

otival m
aterial

for sm
all forrnal segm

ents.
A striking ""u-[1" of this procedure can be seen in the

Finale (N
oI rl) of ,t.t 2 of.'I'he M

artiage of-Figato' The
thircl seition of 'this Finale, an Allegro, starts after Susanna's
line "G

uardate, guardate quia scoso sari" w
ith a them

e in B
flat, consisting oT the three phrases a, b, c in Exam

ple 17'

v

lFreJr.e
_

eh
I +- 

G
 , t* 

?
3+++t#++

Exnltprr 17 A, B, c
[68]

ExaupH
 18 D

, E
This Allegro-section com

prises 160 m
easures and contains

an astonishingly great num
ber of segm

ents, all of w
hich are

built, alm
ost exclusively, out of variations of these five little

phrases in a constantly changing order.
Sim

ilar construction can be found in m
any of the ensem

bles,
of w

hich the Terzet (N
o. Z) and the Sextet (N

o. 18) are
outstanding specim

ens. But even duets, though one m
ight ex-

pect here not so loose a form
ulation, derive all of it from

 il-
lustrating segm

ents, w
hose features show

 little external rela-
tionship. It is adm

irable how
 closely the action and the m

ood
of the actors is portrayed in the opening D

uet (N
o. 1). Both

Figaro and Susanna are deeply concerned abort aff.airs of their
ow

n. Figaro is m
easuring the w

alls of their future apartm
ent,

Susanna trying on a new
 hat, adm

iring her looks-neither of
tlrem

 has an eat or an eye for the other person. Thus, w
hile

Figaro- lays out his m
easuring tape (Ex. 19, phrase a), ex-

tends it.(phrase b, the syncopation in the basi), and counts
the num

ber of iengths ("cinque," phrase c.)
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To this are added later d. in m

s. 22-23 and e in m
s. 25-29.

l6e l
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Exanprr 19
Susanna tries in vain to attract his interest to her attire.

Exaupn 20
\W

agner or Strauss could not do this better.
O

rganization based on different and differently shaped ele-
m

ents proves to be a vision of the future. A com
poser of

operas, of oratorios (as Schw
eitzer show

s in analyzing Bach's
m

usic to w
ords) or even of songs, w

ho does not prepare for
far rem

ote necessities acts as silly and brainless as a pedantic
perform

er w
ho insists on playing classic m

usic w
ilh m

etro-
nom

ically m
easured equal beats-as if it w

ere dance m
usic.

O
f course, in the stiff confinem

ent of a Procrustean bed, no
m

odification can fit, and even those ritardandi and accelerandi
(Schum

ann's "im
m

er schneller w
erdend") w

hich the com
-

poser him
self dem

ands w
ill never turn out satisfactorily.

A w
ise perform

er, one w
ho is indeed a "servant to the

w
ork," one w

ho possesses the m
ental elasticity of a rank

equal to that of a m
usical thinker-such a m

an w
ill proceed

like M
ozart or Schubert or others. H

e w
ill system

atize irregu-
larity, m

aking it a com
ponent principle of the organization.
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IX
Analysts of m

y m
usic w

ill have to rcalize how
 m

uch I per-
sonally ow

e to M
ozart. People w

ho looked unbelievingly at
m

e, thinking I m
ade a poor joke, w

ill now
 understand w

hy I
called m

yself a "pupil of. M
ozart," m

ust now
 understand m

y
reasons. This w

ill not help them
 to appreciate m

y m
usic, but

to understand M
ozart. And it w

ill teach young com
posers w

hat
are the essentials that one has to learn from

 m
asters and the

w
ay one can apply these lessons w

ithout loss of personality.
M

ozart him
self had learned from

 Italian and French com
-

posers. H
e had probably learned also from

 Ph. E. Bach. But
certainly it w

as his ow
n m

usical thinking that enabled him
 to

produce constructions like the abovem
entioned ones.

The preceding analysis m
ay have suggested the idea that

irregular and unsym
m

etrical construction is an absolute and in-
escapable result of dram

atic com
posing. If this w

ere true one
ought to find m

ore of it in W
agner's m

usic. H
ow

ever, \Vug-
ner, w

ho in his first period w
as strongly influenced by con-

tem
porary Italians, has seldom

 abandoned a tw
o-by-tw

o-m
eas-

ure construction, but has m
ade great progress in the direction

of m
usical prose--that is, tow

ard the goal w
hich Brahm

s also
strove for, but on a different road. The difference betw

een
these tw

o m
en is not w

hat their contem
poraries thought; it is

not the difference betw
een D

ionysian and Apollonian art, as
N

ietzsche m
ight have called it. Besides, it is not as sim

ple as
that belw

een D
ionysius and Apollo: that the one, in intoxica-

tion, sm
ashes the glasses w

hich the other has produced in an
intoxication of im

agination. Things happen thus only (if this
is not too pom

pous a w
ord for w

hat is so little and so late)
in the im

agination of a biographer or a m
usicologist. Intoxica-

tion, w
hether D

ionysian or Apollonian, of an artist's fantasy
increases the clarity of his vision.

[70]
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G
reat art m

ust Proceed to precision and brevity. It presup-
poses the alert m

ind of an educated listener w
ho, in a.single

ict of thinking, includes w
ith every concept all associations

pertaining to fhe com
plex. This enables a m

usician to w
rite

ior ,.rpp".-class m
inds, not only doing w

hat gram
m

ar and
idiom

 require, but, in other respects lending to every sentence
the full pregnancy of m

eaning of a m
axim

, of. a proverb,
of an aphoriim

. This is w
hat m

usical prose should be-a di-
rect and straightforw

ard presentation of ideas, w
ithout any

patchw
ork, w

ithout m
ere padding and em

Pty repetitions'.
D

ensity of texture is certainly an obstacle to popularity; but
prolixity alone cannot guarantee general favor. R

eal popular-
ity, lasting popularity, is only attained in those rare cases w

here
pow

er of eipiession is granted to m
en w

ho dw
ell intensely in

the sphere of basic hum
an sentim

ents. There are a few
 cases

in Schubert and Verdi, but m
any in Johann Strauss. Even

M
ozaft, w

hen, in the M
agic Flute, he tem

porarily abandoned
his ow

n highly refined and artistic style of presentation in
favor of the sem

i-popular characters he had to Portray m
usic-

ally, did not fully succeed; the popular parts of this opera
never attained the success of the serious parts. H

is stand w
as

on the side of Sarastro and his priests.
In the epoch betw

een M
ozarl and '$Tagner one does noi find

m
any them

es of an irregular construction. But the follow
ing

exam
ple, a transition from

 ihe end of the m
ain them

e to the
subordinate them

e in the first m
ovem

ent of M
ozart's String

Q
uartet in D

 m
inor, certainly deserves the qualification of

m
usical prose.
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Exarr.tprE 21

Even if one ignores the first four little phrases w
hich con-

clude the m
ain them

e, and also the im
itations (m

arked t4th
and fZth) by w

hich the m
odulation is finished, there rem

ain
nine little phrases varying in size and character w

ithin no m
ore

than eight m
easures. The sm

allest (the ith, 6th and zth) are
only three eighth notes long-in spite of w

hich they are so
expressive that one is alm

ost tem
pted to put w

ords under-
neath. O

ne regrets not possessing the pow
er of a poet to render

in w
ords w

hat these phrases tell. H
ow

ever, poetry and lyrics
w

ould not deprive it of the quality of being prose-like in the
unexcelled freedom

 of its rhythm
 and the perfect independence

from
 form

al sym
m

etry.

I72l
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X
Asym

m
etry, com

binations of phrases of differing lengths,
num

bers of m
easures not divisible by eight, four or even tw

o,
i.e. im

parity of the num
ber of m

easures, and other irregularities
akeady appear in the earliest w

orks of Brahm
s. The m

ain
them

e of the first Sextet in B flat, O
p. L8, consists of nine

m
easures (or, rather, ten, because of the upbeatJike m

easure
w

hich introduces the repetition of this them
e in the first violin

at*).

Exruprn 22
The construction then aPPears as 3 (or 1+2) +2+2+2+L=

10.
The subordinate them

e of the sam
e m

ovem
ent connects its

tw
o m

otive form
s a and b, first to build tw

o tw
o-m

easure
phrases follow

ed by a three-m
easure and a tw

o-m
easure

phrase, totaling nine m
easures.
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Exaupu 24
There are tw

o rhythm
ical shifts (at *), but the m

ost in-
teresting feature is presented by the am

biguity of the ending
of the second phrase. O

ne w
onders w

hether m
easures 9ff. do

not belong to this phrase.
Though these irregularities do not m

easure up to the art-
fulness of the M

ozaft exam
ples, they still present a m

ore
advanced phase of the developm

ent tow
ard liberation from

form
al restrictions of m

usical thoughts, because they do not
derive from

 a baroque feeling, or from
 necessities of illustra-

tion, as is the case in dram
atic m

usic.

O
ther asym

m
etrical structures occur in songs of Brahm

s.
They derive probably in part from

 the rhythm
ic peculiarities

of the poem
s upon w

hich they are based. It is w
ell know

n
that Brahm

s' aesthetic canon dem
anded that the m

elody of a
song m

ust reflect, in one w
ay or another, the num

ber of
m

etrical feet in the poem
. Accordingly, if there w

ere three,
four, or five m

etrical feet, the m
elody should consist of the

sam
e num

ber of m
easures or half-m

easures. For instance, the
first half of "M

eerfahrt" (H
. H

eine) consists exclusively of
three-m

easure phrases, on account of the poem
's m

eter of three
m

etrical feet.M
ein Liebchen w

ir s6ssen beis6m
m

en
tr4ulich im

 l6ichten Kd.hn

ExauprE 23
The Scherzo from

 the second Sextet, O
p. 36, starts w

ith a
them

e w
hich com

prises seventeen m
easures, though in the

seventeenth m
easure another phrase begins overlappingly.

/A-

l74l
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20

Exauprp 25

The Lied "Feldeinsam
keit" is based on verses of five m

etri'
cal feet; accordingly, one m

ight expect that the corresponding
first tw

o phrases w
ould be five m

easures of five half-m
easures

long. But the first phrase is condensed to tw
o m

easures, to
w

hi-ch the second pirase adds three m
easutes, thus reflecting

the m
eter of the verses.

Feldeinsam
W

t

-aan- 
blid< 

nach 
- 

- 
ben; 

(nach

Exauprp 26
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G

euss nicht so l6ut der liebentflam
m

ten Lieder
T6nr6ichen Sch6ll
Vom

 Bhiten6st des Apfelb6um
s hernieder

O
 N

6chtigdll
This poem

 has an interesting m
eter: 5+i+ 5*3 m

etrical feet.
N

ote also the spondaic m
eter of every second iine. The dotted

half note in m
easure 2 causes the extension of the first phrase

to six, or rather seven half-m
easures. The second line, if treated

proportionally, should com
prise about four half-m

easures, but
occupies, inclusive of the half-rest, five half-m

easures.

r9

ton-rc tl chen

Exaupre 28

, These irregularities are m
ore than the m

eter of the poem
ly""at 

In m
any other exam

ples the length of the pi,r"r"
dttters from

 the num
ber of m

etrical feetl for insta-rice, in
Exam

ple 29, the tw
o tim

es three m
etrical feet of the iirst

tw
o lines could fit w

ell in the space of seven or eight half-
m

easures, instead of the seventeen half_m
easures apiortioned

to them
.

The poem
 "Am

 Sonntag M
orgen zierlich angetan" has fite

m
etrical feet, but the m

elody consists of phrases three m
eas'

ures long, that is, six half-m
easures-the result of the_ pro'

longation of the pause betw
een the phrases, w

hich could be
a sixteenth-rest only.

zieht 
eg

,

und 
schaebt aie D

tfl

Exauprn 29
Sim

ilarly, the poem
 "An den M

ond,"
Exaivrprn 27

T76J

rhythm
 of four m

etrical
m

easure construction.
feet, does not

[77 J

w
ith its regular

require the three-

Exauprp 25

An di_e N
_achllssl!
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S"n^ 
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--lcnExauprr 

3O

"Beim
 Abschied" has lines of four rhythm

ical feet, but the

The irregularity is also not required by the m
eter (four

m
etrical feet) of the poem

 in "M
ddchenlied." It is the inserted

fifth m
easure, the stretching in m

easures 8 and 9 and the
addition of tw

o one-m
easure phrases that bring up to ten and

tw
elve m

easures respectively w
hat could be put into eight

m
easures.

I"lddchenlied
^1

Exauprn 32
[78]
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The irregularities of "Im
m

er leiser w
ird m

ein Schlum
m

er"
are partly caused by the changing rneter of the Poem

.

illustrates at once that the little piano interludes w
hich sepa-

rate and prolong the phrases are zuggested by the m
ood of the

poem
. Tiris loJser c6nstruction PrgPafe.s for an even richer

ireedom
 of phrasing w

hich occurs in this continuation.
The sam

e foresight m
ay be the cause of the extensions in

"Verrat" (Exam
ple-35). fhere is no m

etrical feature dem
and-

ing the fif'th and the tenth m
easures, both of w

hich are a-gain
piino intedudes. In Jater parts of.the poem

 deviations from
ihis m

eter occur, and this ls the place w
here deviations from

even-num
bered structures increase. In Exam

ple 35b a few
 cases

are illustrated. The length of the phrases is different, and the
upbeats w

ith w
hich they begin (m

arked A) fluctuate betw
een

one, three, and five eighths.

Exauprn 33
But an attem

pt to condense these phrases
ra;(.3

7m
 - - ad 

lci- 
- ser

phrases are stretched to occupy five m
easures.

Exairrpu 31

Exauprn 34

jingsten fog, 
- u! 

auf,- er' 
sleh'

ud 
gleich nach

leg' aie-der 
m

ich -

l7e)
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Exaupm
 35

, The m
ost im

portant capacity of a com
poser is to cast a

glance into the m
ost rem

ote future of his them
es or m

otives.
H

e has to be able to know
 beforehand the consequences w

hich
derive from

 the problem
s existing in his m

aterial, and to
organize everything accordingly. W

hether he does this con-
sciously or sukonsciously is a subordinate m

atter. It suffices
if the result proves it.

Thus one m
ust not be astonished by an act of genius w

hen
1 cgm

poser, feeling that irregularity w
ill occur liter, already

deviates in the.beginning from
 sim

ple regularity. An unpre-
pared and- sudden change of structural piinciplis w

ould'en-
danger balance.

XI
I cannot renounce the opportunity to illustrate the rem

ote-
1es; of_ a genius' foresight. In Exam

ple 36a (Beethoven's
String Q

uartet O
p. 9:) there appear in the first m

easure the
three notes D

b, C
q and D

[ (36a and b) .
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In Exam
ple 36c this succession is retrograded to D

h, C
h,

D
b and transposed a seventh up.
A com

parison of Exam
ple 37a, b, and c w

ith Exam
ple 36d,

e, f, and-g unveils the origin of the enigm
atic procedures in

the upper and low
er voices of m

easures 7-9 and sim
ultane-

ously show
s how

 the strange figure in m
easure 36 (exam

ple
37b) is related to the basic idea.

Ee.36d
etc

M
oteover, the relation of the still m

ore enigm
atic segm

ent
in m

easures 38-43 (and later in 49-54) w
ith the m

ain them
e

is thus revealed. The sam
e succession of tones, direct and

reversed, appears also several tim
es in the follow

ing m
ove-

m
ents. It w

ould be presum
ptuous to say that it is "the" basic

feature of the structure, or that it had a great influence on the
organization of this string quartet; perhaps its function is only
that of a "connective." I believe its reappearances, its re-
incarnation in other them

es can just as w
ell be caused sub-

consciously; the m
ind of a com

poser is dom
inated by every

detail of his idea, the consequences of w
hich accordingly w

ill
Exarrrpre j6 *c

[80]

ExauprE 37 A, n, c
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show
 up involuntarily and unexpectedly. O

f course, only a
m

aster w
ho is sure of him

self, of his sense of form
 and bal.

ance, car renounce conscious control in favor of the dictates
of his im

agination.

XII
lllustrations of the tendency tow

ard asym
m

etrical construc-
tion am

ong post-\Tagnerian com
posers are very num

erous.
Though the natural inclination to build tw

o- or four-m
easure

phrases is still present, deviation from
 m

ultiples of tw
o is

achieved in m
any fashions.

The m
ain them

e of Anton Bruckner's Seventh Sym
phony,

for instance, contains one segm
ent of five (l+21 m

easures
and another of three m

easures. N
either three-m

easure unit can
be classified as an extension of tw

o m
easures or a condensa-

tion of four m
easures. They are both "natural."

t.-' 
ab^ 

,,

---

L'?

ll

Exaupu 38
The asym

m
etry in the m

ain them
e of G

ustav M
ahler's

Second Sym
phony is due to the irregular appearance of one-

m
easure units.
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M

ahlertSym
ph.lfr.2 

o

Exair,rprE 39
The irregularities in the subordinate them

e of the Schetzo
in M

ahler's Sixth Sym
phony are only partly caused by its com

-
position of. 3/a, 4/8, and 3/4 m

eter. The units are also dif-
ferent in length. The first tw

o com
prise seven eighth notes,

the third com
prises ten eighth notes and in the continuation

even greater differences appear. Also these irregularities could
scarcely be traced back to even num

bers.

ExaM
prs 40

An extraordinary case, even am
ong contem

porary com
Posefs'

is the m
elody from

 "Abschied," the lastm
ovem

entof M
ahler's

Lied uon der Erde. AII the units vary greatly in shape, size
and content, as if they w

ere not m
otival parts of a m

elodic
unit, but w

ords, each of w
hich has a purpose of its ow

n in
the sentence.

4m
l 

I
See altu 0th.

{821
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Exauprn 4L
The m

ain them
e from

 R
ichard Strauss' Synpbonia D

onzestica
is distinctly an indivisible unit of five m

easures. It ends over-
lapping the entrance of the oboe.
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Exalrpm
 44

The 'cello solo from
 "Serenade" (fthoenberg, Pierrot La-

naire, O
p.21) consists of an irregular change of one- and tw

o-
m

easure units.

tm
s' t:%

prn4j

XIII
O

ne m
ight interpret som

e of the irregularities in the ex-
am

ples from
 H

aydn, M
ozart and Brahm

s as caused by special
pufposes, as, for instance, the desire to satisfy a baroque sense
of form

; or to accom
plish a m

ore definite separation of the
phrases by "punctuation;" or to assist in the dram

atic char-
acterization of various actors in an opera; or to com

ply w
ith

the m
etrical peculiarities of the poem

 of a song-as has been
show

n in previous discussions.[8r]

Another them
e of the sam

e w
ork consists of tw

o- and one-
m

easure units.

zl

Exaupre 43
Also, an indivisible five-m

easure unit is the first phrase of
M

ax R
eger's Violin C

oncerto. A three-m
easure phrase com

-
pletes this part of the sentence.

Exr.upl-n 42

[84]
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But none of these reasons w
ill explain irregularities such as

have been m
entioned in the m

usic of post-\f,/agnerian com
po.

sers. Evidently their deviations from
 sim

ple construction -no

longer derive from
 exclusively technical -conditions, nor do

they serve to provide a stylistic appearance. They have becom
e

incorporated into the syntax and gram
m

ar of perhaps all sub-
sequent m

usical structures. Accordingly, they have ceased to be
recorded as m

erits of a com
position-though unfortunately

m
any illiterate com

posers still w
rite tw

o plus tw
o, four plus

four, eight plus eight unchangingly.
XIV

Again: it does not m
atter w

hether an artist attains his high-
est achievem

ents consciously, according to a preconceived plan,
or sukonsciously, by stepping blindfolded from

 one feiture
to the next. H

as the Lord granted to a thinker a brain of
unusual pow

er? O
r did the Lord silently assist him

 now
 and

then w
ith a bit of H

is ow
n thinking? O

ur Lord is an extrem
ely

good chess player. H
e usually plans billions of m

oves ahead,
and that is w

hy it is not easy to understand H
im

. It seem
s,

how
ever, that H

e likes helping in their spiritual problem
s

those H
e has selected-though not enough in their m

ore m
ate-

rial ones.
Again: asym

m
etry and im

parity of structural elem
ents are

no m
iracle in contem

porary m
usic, nor do they constitute a

m
grit A contem

porary com
poser connects phrases irrespective

of their size and shape, only vigilant of harm
onic progiession,

of rhythm
ic and m

otival contents, fluency and logiC
. But other-

w
ise he chooses his w

ay like a tourist, freely and non-
chalantly if he feels he has tim

e, strictly and carefully if he
feels he is under pressure. If only he never loses sight of his
goal 

!

M
erits of contem

porary com
positions m

ay consist of form
al

finesses of a different kind. It m
ay be the variety and m

ul-
titude of the ideas, the m

anner in w
hich they develop and

grow
 out of germ

inating units, how
 they are contrasted and
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how

 they com
plem

ent one another; it m
ay also be their em

o-
tional quality, rom

antic or unrom
antic, subjective or obiective,

their expression of m
oods and characters and illustration.

C
ontem

porary com
positoriai technique has not yet arrived at

a freedom
 of construction com

parable to that of a language.
Iividently, how

ever, paity and sym
m

etry play a lesser role
today than they did in earlier techniques; and the aspiration
for a strictness resem

bling that of the hexam
eter or penta-

rneter, or that of the structures of the sonnet or the stanza in
poetry is rare. There are even com

posers w
ho preserve little

of the features of the them
e in their variations-a queer case:

w
hy should one use a form

 of such strictness, if one aim
s for

the contrary? Is it not as if one w
ould string a violin E-string

on a double bass? O
ne is ready to ignore discrepancies of this

kind and degree in favor of overw
helm

ing m
erits in other re-

spects. But the esthetic background for a just and general
judgm

ent has becom
e very questionable at present.

XV
This discussion w

ill be concluded by tw
o illustrations of

Brahm
s' contribution tow

ard the developm
ent of the m

usical
language: the m

ain them
e of the Andante from

 the A m
inor

String Q
uartet, O

p. 51, N
o. 2, and the third of the "Vier

Ernste G
esdnge," O

p. l2I, "O
 Tod, O

 Tod, w
ie bitter bist

du!".
Both these them

es are specim
ens of a perhaps unique artistic

quality, as regards their m
otival elaboration and internal or-

ganization.

[86]
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The second phrase consists of. e and d; w

ith the exception
of its upbeat (the eighth note e) and the tw

o notes c# and
b, it presents itself as a transposition of the first phrase (see
itbove at # ), one step higher. It also furnishes the interval
of a fourth, f.

The third phrase contains e tw
ice, the second tim

e trans-
I'osed one step higher.

The fourth phrase is distinctly a transform
ed transposition

of. c.
The fifth phrase, though it looks like a variant of the pre-

ceding phrase, m
erely contains c, connected w

ith the pre-
ceding by l.

The sixth phrase, consisting of e, d, and b, contains a
chrom

atic connective b#, w
hich could be considered as the

sccond note of a form
 of a. This b# is the only note in the

w
hole them

e w
hose derivation can be contested.

Skeptics, how
ever, m

ight reason that steps of a second or
cven fractions of a scale are present in every them

e w
ithout

eonstituting the them
atic m

aterial. There exists an enorrnous
rnultitude of m

ethods and principles of construction, few
 of

w
hich have yet been explored. I deem

 it probable that m
any

tnusicians are acquainted w
ith these tw

o analyses w
hich I

lrroadcast in L953 on celebrating Brahm
s' i00th birthday anni-

vcrsary. But one w
ho objects to m

y conclusions m
ust not for-

get that the second exam
ple exhibits a sim

ilar secret, this tim
e

rlealing w
ith thirds.

e'

Exr.v'pLn 46

_ As the analysis unveils, the A m
ajor Andante contains ex-

clusively m
otive form

s w
hich can be'explained as derivatives

of the interval of a second, m
arked by -brackets a:

& then is the inversion upw
ard of. a; '

c is a*b;
d is part of c;
e- is b*b, descending seconds, com

prising a fourth;
I is the interval of a fourth, abstracted frcm

 e, in inversion.
.The.first phrase--c-thus consists of. a plus &. It also con-

tains d (see bracket below
), w

hich also fur]ctions as a connec-
tive betw

een the first and the second phrase ("t *).
[88]
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Exauprr 47
This exam

ple has a certain resem
blance to the m

ain them
e

of Brahm
s' Fourth Sym

phony-in both the structural unit is
the interval of a third. The first phrase in the voice part con-
sists of a succession of three thirds b - g, g - e and € - c,
m

atked a.
Ie0]
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The second phrase is built from
 the inversion of a, cfi - e,

m
arked b, and r, w

hich is a w
ith an inserted passing note c.

The third phrase is a sequence of the second phrase and is
(characteristically!) a third low

er.
The fourth phrase, in w

hich the voice follow
s the piano

w
ith a sm

all canonic im
itation, inverts the interval of a third

(b - S and e - c respectively) into a sixth ,/. O
bserve also the

relation of a third betw
een the tw

o points * - * in m
easutes

6 - 7 in voice and piano.
The fifth and sixth phrases, w

ith part of the seventh, are
founded upon the notes m

arked f, g - b - d - f#, w
hich

e.re &n inversion of the three descending thirds of the first
phrase. Besides, the left hand in m

easures 8 and 9 contains
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the succession of thirds, though the first tw

o notes have
changed their places (see **). Furtherm

ore, the left hand in
m

easure L0 contains six tones building a chain of thirds e.
The voice part consists m

a"inly of thirds, som
e of them

 includ-
ing passing notes. Besides, here w

here the clim
actic concentra-

tion approaches a cadence, the interval of a third appears
abundantly, and e also occurs in successions.

See also Exam
ple 48a and b. H

ere again the third is reversed
as a sixth (4aa) in the voice and im

itated in the bass (48b).

The sense of logic and econom
y and the pov/er of inventive-

ness w
hich build m

elodies of so m
uch natural fluency deserve

the adm
iration of every m

usic lover w
ho expects m

ore than
sw

eetness and beauty from
 m

usic. But though I know
 off-

hand only one exam
ple of such com

plexity of construction by
a pre-Brahm

sian com
poser-by M

ozart, of course (see Exam
ple

J0 from
 the Piano Q

uartet in G
 m

inor)-I m
ust state that

structural analysis reveals even greater m
erits.

Exauprn 48 a and n

Ie21
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The Andante from
 the A m

inor String Q
uartet (Exam

ple
46) contains six phrases in eight m

easures. The length- of
these phrases is 6*6*6+ 4+4+6 quarter notes. The first
three phrases occuPy five and three-eighths (ol. five and one-
half) m

easores. Tit! first phrase ends practicaily "l the first
beat'of m

easure 2. In order to appreciate fully the artistic
value of the second phrase's m

etrical shift, one m
ust realize

that even som
e of thi great com

Posers, Brahm
s' predecessors,

m
ight have continued as in Exam

ple 49, placing the second
phrase in the third m

easure.

If, then, the next tw
o phrases w

ould fit into tw
o 4/4 m

eas-
ures, it m

ight be doubtful w
hether the accentuation of the

last phrase (ut *) is adequate, if. aLL the preceding -phrases
had iheir m

ain accents placed on first beats. But, besides, this
notation w

ould reveal the im
parity of the construction even

m
ore, because the them

e then becom
es seven m

easures.
In Brahm

s' notation these subcutane beauties are accofilm
o'

dated w
ithin eight m

easures; and if eight m
easures constitute

an aesthetic principle, it is preserved here in spite of the great
freedom

 of construction.
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The exam

ple from
 M

ozafi (Exam
ple 5i) is an enigm

a-
trot to the perform

er, but to the analyst w
ho is interested in

the gram
m

at, syntax, and linguistics of m
usic.

Exauprn 51- A-E
It consists of three little segm

ents, or phrases, w
hose m

etri-
cal position is intricate. The beginning of the first phrase on a
third beat is m

arked rf, dem
anding a stronger accent than the

lhird beat usually carries. The follow
ing first beat is m

arked

Ex,c,L{prs 49

Brahm
s m

ight have tried to place
into three 6/4 m

easves.
the first three phtases

le4f
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p and if this m
eans "cancellation of the accent,"2 one m

ight
assum

e that it m
eans a change of tim

e, as indicated in Exam
ple

51d and 51e, w
here the changes of the m

eter are carried out,
But in m

easure 2, the fourth beat is also m
arked sf and accen-

tuation of the follow
ing beat is also cancelled, or at least

reduced. For this reason one m
ight suppose that the second

phrase does not begin, as the brackets above indicate, at the
second beat of m

easure 3, but at the fourth beat of m
easure

2, w
ith the sf , as indicated below

 the left hand. It is also
possible that the note on the third beat (the f#) should retain
its accent, thus producing a spondee.

In addition to all these problem
s, the 'cello, w

hen this little
segm

ent is repeated, contributes a problem
 of its ow

n, by sf-
accents 1!ich partly contradict those of the m

ain voice (Ex-
ryPl. 51b). The structural intricacy of this exam

ple is paral-
leled by the polyrhythm

ic construction of the secoird variation
in the Finale of the String Q

uartet in D
 m

inor (Exam
ple 52a).

Today one w
ill w

rite this as in Exam
ple 52b.In Exam

ple 51c,
an exam

ple from
 the M

enuet of the C
 m

ajor String Q
uartet

m
ay serve as a further justification for entering into an exam

-
ination of such subtle problem

s. Exam
ple 5Zc is one w

hich
suggests a phrasing contrary to the m

eter. H
ere a unit of five

quarter-notes is repeated on different beats, w
hile the accom

-
panim

ent rem
ains unchanged.

- 2I use in m
-I_m

usic for sirn;ta1 purposes the sym
bols / 

and u, borrow
ed

from
 prosody. Thus changes of accentuation and rhythm

ic shifts are indicatcd.
See Exam

ple 51 c.

. Beethoven is a great innovator as regards rhythm
. R

em
em

-
lrcr, for instance, the last m

ovem
ent Jf ttt. piano C

oncerto
in Eb, or the M

enuet of the String Q
uartet, O

p. 13 N
o. 6, etc.

llut structuraliy, as previously stated, he is generally rather
sim

ple. Tlough, ho*ever, thi lucidity of presintation'balances
satisfactorily the heavy load of em

oti,ons his iders carry w
ith

lhem
, it is needless to say that abandonm

ent of M
ozari's un-

cqual and unsym
m

etric foundations w
ould have been an ex-

lrem
ely regrettable loss. The idea cannot be rejected that the

t'ental pieasure _caused by structural beauty can'be tantam
ount

to the pleasure deriving from
 em

otional quarities. In this sense
llrahm

s' m
erit w

ould be im
m

ense, even if he had preserved.
lhis w

ay of thinking only in the m
anner of a technical device.

llut-and this characterizes his high rank-he has surpassed
it.If a m

an w
ho know

s that he w
ill die soon m

akes his ac_
.runt w

ith earth and w
ith heaven, prepares his soul for the

rleparture, and balances w
hat he leavis w

ith w
hat he w

ill
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receive, he m
ight desire to incorporate a.w

ord-a P"t! ."l,,tl:
w

isdom
 he hai acquired-into the know

ledge of .Panktld' ]:
he is one of the G

reat. O
ne m

ight doubt about the sense of
iii. if it then w

ould L" u -.r. alcident that suchaw
ork'alife'

t.r-irr"ting w
ork, w

ould not represent.m
ore than iust another

oous. or is one entitled to assum
e that a m

essage from
.t

rri"r, *ho is already half on the other side progresses..:o,tle
utterm

ost lim
it of ihe still-expressible ? Is one not entttled to

"*p..t itr"refrom
 perfection bf "tt extraordinarl j^"gj:,*'

cause m
astership, a'fr""u."ty gift, w

hich cannot be acquired
;; ,h. ;J 

p"iit,^r.-! ^ttid"liy and.exercise' m
anifests- itself

;;it ;";., Jnly or,. sI"gle tim
e in its full entirety' w

hen a
;;;t"g" or t"itt im

portince has to be form
ulated?

- i i.frugir,. that at ihis point Brahm
s' protective w

all of dry'
,r.r, -i"gttt enter the piiture, and that he m

ight stoP m
e:

::N
l* iFs eno,rgh Poetry. If you have to. say som

ethin9,' ::'!,
it briefty and te"chriically w

itho_ut so m
uch sentim

ental tuss.
Before obeying this 'order, I am

-pressed to say that .this
third of the Viei Ernste G

esi)nge, "d Tod, O
 Tod, w

ie bitter
bist du," seem

s to m
e the m

ost"touching of the w
hole .cYcle-

;" ;* 
oi -it, p.rf.ction, if not becaise of it' Intuition' in'

riiri i"" ""d siontaneity in creation are generally. character'
iitically com

bined w
ith speed' But. "w

as glaubt,er' i:t,iti:"
t"in. .t.nae G

eige denki, w
enn der G

eist m
ich packt?".(D

o
vou reallv srrppose I think of your m

iserable vlolln' lt m
c

ip"ris"ii ;;id;i *"?)-this ii no* the arrist him
self feels

w
hether he creates in hard labor or onty by a kind of toying'
There is no doubt that Brahm

s believed in w
orking out the

ideas w
hich he called "gifts of Srace'" H

ard labor is' to a
trained m

ind, no torturi but rather a pleasure' As I have
stated on another occasion: if a m

athem
atician's or a chess

olaver's m
ind can perform

 such m
iracles of the brain' w

hy

i;;1ft""-;";i.i^r,'t'm
ind not be abte to do it? After all' an

im
proviser m

ust anticipate before playing, and com
poslng l3

a ilow
ed-dow

n im
provisation; often one cannot w

rlte tast
..roogn to keep op *itn the stream

 of ideas' But a craftsm
an
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likes to be conscious of w

hat he produces; he is proud of the
ability of his hands, of the flexibility of his m

ind, of his
subtle sense of balance, of his never-failing logic, of the m

ul-
titude of variations, and last but not least of the profundity
of his idea and his capacity of penetrating to the m

ost rem
ote

consequences of an idea. O
ne cannot do this w

ith a shallow
idea, but one can, and one can only, w

ith a profound idea-
and there one m

ust.
It is im

portant to realize that at a tim
e w

hen all believed
in "expression," Brahm

s, w
ithout renouncing beauty and em

o-
tion, proved to be a progressive in a field w

hich had not been
cultivated for half a century. H

e w
ould have been a pioneer

if he had sim
ply returned to M

ozart. But he did not live on
inherited fortune; he m

ade one of his ow
n. True, $Tagner

has contributed to the developm
ent of structural form

ulations
through his technique of repetitions, varied or unvaried, be-
cause they freed him

 from
 the obligation of elaborating longer

than necessary upon subjects w
hich he had abeady clearly

determ
ined. Thus this language adm

itted turning to other sub-
jects, w

hen the action on the stage dem
anded it.-

Brahm
s never w

rote dram
atic m

usic-and it w
as rum

ored
in Vienna that he had said he w

ould rather w
rite in the style

of M
ozart than in the "N

eudeutsche Stil." O
ne can be sure it

w
ould not have been M

ozart's style, but pure Brahm
s, and

though he m
ight have repeated w

hole sentences, and even
single w

ords of the text, in the m
anner of pre-S(agnerian

opera, he could not have entirely disregarded the contem
pora-

ry feeling for dram
atic presentation; he w

ould not let an
actor die during a da capo aria, and repeat the beginning after
death. O

n the other hand, it w
ould be frigtrty enlightening to

see all the dram
atico-m

usical requirem
ents carried out over

Brahm
s' im

m
ensely advanced harm

ony.
It m

ight be doubtful w
hether Brahm

s could have found a
libretto fitting to w

hat he liked and to the em
otion he w

as
capable of expressing. W

ould it have been a com
ic opera, a

com
edy, a lyric dram

a or a tragedy? H
e is m

any-sided, and
Iee]
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one can easily find in his m

usic expressions of all softs, w
ith

the possible exception of violent dram
atic outbursts such as

one finds in V7agner and Verdi. W
ho know

s ? If one considers
Beethoven's Fidelio, w

hich is distinctly sym
phonic in its or-

ganization, rem
em

bers the trem
endous outbuist at the end of

the second act, "O
 nam

enlose Freude!" (O
h inexpressible

joy!) and com
pares that w

ith the strictly sym
phonic-style of

th-e greater part of the third act, one m
^y gel an im

pression
of.w

hat a_ genius is capable "w
enn der G

eist ihn paikt."
"O

,Tod, O
 Tod, w

ie bitter bist du" has been analyzed as
regards its em

inent m
otival logic. In Exam

ple 47 are also
m

arked the beauties of its phraling. It seem
i superfluous to

discuss these features here -in detall; a few
 rem

arks should
suffice to illustrate w

hat has been contended in the course of
this research.

The w
hole first part of this song contains in tw

elve m
eas-

ures thirty-six half notes. The phrasing (in the voice) appor-
tions six half notes to the first phrase,' four to the seiond,
five to the third, five and a ha.lf. to the fourth, three and
a half. to the fifth (counting only one upbeat eighth-note),
three to the sixth, four and a half to the seventh, and five and
a half. to the ending phrase. O

ne m
ay appreciate the rhythm

ic
shift of the third phrase to another belt and a further shift
produced through the beginning of the little canon in m

eas-
ures 6 and 7.

Brahm
s' dom

ain as a com
poser of songs, cham

ber m
usic and

sym
phonies has to be qualified as epic-lyric. The freedom

 of
his language w

ould be less surprising w
ere he a dram

atist. H
is

infiuence has already produced a further developm
ent of the

m
usical language tow

aid an unrestricted, though w
ell-balanced

presentation of m
usical ideas. But, curiously, the m

erits of
his achievem

ents w
ill shine brighter w

hen m
ore and m

ore
are incorporated into the dram

atic technique. The opera com
-

poser w
ill then becom

e able to renounce a m
akeshift iechnique

w
hich is a shortcom

ing not only in the operas of the great pie-
\W

agnerians. As the contribution of tlie singer-actor to the
[1oo]
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rlram

atic expression is only a paft of the dram
a, the orchestra,

:tt first only an accom
panying factor, has developed into a

.lom
inant one. It not bnly illustrates m

ood, character and
:rction, but also determ

ines the tem
po of the action, and,

tlrrough its ow
n form

al conditions, eitends or lim
its all that

lrrrppens. In order to rcahze the consequences of the orchestra's
lrredom

inance, one m
ust rem

em
ber the frequent repetitions of

lcxt in pre-$/agnerian operas. They serve to correspond to the
lrcnd tow

ards expansion of the form
 originated in the orches-

tra. Then there are those occasions w
hen a m

elody does
rrot accom

m
odate to the text. These are the places w

here the
singer dw

ells on the dom
inant of the chord w

hile the orches-
lra continues to build up the form

al and them
atic elaborations

rrf his part. These are the places in m
ore recent w

orks w
here

lhc orchestra plays like a sym
phony, show

ing little regard for
llre requirem

ents of the singer, and-an ultiam
odern pseudo-

progressive accom
plishm

ent-com
plete disregard for w

hat is
Io bg sxpl.ssed by the stage, w

ord and voice] som
etim

es even
tounteracting them

.
Applying here Brahm

s' contributions to an unrestricted
rrrusical language w

iil enable the opera com
poser to overcom

e
the m

etrical handicaps of his libreito's proie; the production
,rl' m

elodies and other structural elem
enis w

ill not depend on
llrc versification, on the m

eter, or on the absence of possibil-
itics for repetitions. There w

ill be no expansion necessary for
Incre.form

al reasons and chanses of m
ood or character-w

ill
rr<rt endanger the organization. The singer w

ill be granted the
,pportunity to sing and to be heard; he w

ill not bi forced to
rccite on a single note, but w

ill be offered m
elodic lines of

irrtcrest; in a w
ord, he w

ill not be m
erely the one w

ho pro-
nounces the w

ords in order to m
ake the action understandable.

llc w
ill be a singing instrum

ent of the perform
ance.

It seem
s-if this is not w

ishful thinklng-that som
e prog-

rcss has already been m
ade in this direction, som

e progreis
in the direction tow

ard an unrestricted m
usical languag? *tictt

rvas inaugurated by Brahm
s the Progressive.
[101]
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