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Telling Tales: Narrative and Anti-Narrative Approaches in British Chamber Music, 1900-1930
Sacha Alexandra Grace Peiser, PhD

University of Connecticut, 2017

The aim of this dissertation is to apply a narrative analytical lens to selected cyclic British
chamber music compositions from the early part of the twentieth century: Ralph Vaughan
Williams’ Piano Quintet in C Minor (1903) and Phantasy Quintet (1912); Rebecca Clarke’s
Piano Trio (1921); and Frank Bridge’s String Quartet No. 3 (1927). This narrative reading will
examine both micro- and macroscopic elements of the selected works, including large-scale
formal structures, thematic recurrence and transformation, motivic manipulation, and pitch-class
conflict.

Chapter One contextualizes these works with respect to the musical, educational, and
compositional culture of the English Musical Renaissance. Chapter Two provides an overview of
the history of musical narrative, its main practitioners, and its critics, as the point of departure for
my methodology. The ensuing chapters proceed chronologically, from a mostly tonal
compositional language associated with traditional formal constraints to one that is mostly atonal
and formally less predictable.

Chapter Three compares two early works of Vaughan Williams in terms of their relative
success in incorporating influences from both his German compositional lineage and his
burgeoning interest in the national music of Britain. While the 1903 Piano Quintet attempts a
stylistic synthesis, the two languages never coalesce in a satisfactory way, and the work avoids
any convincing sense of closure. In 1912, the Phantasy Quintet more successfully merges the two

influences, leading to a sense of both structural and narrative closure.
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Chapter Four focuses on musical memory and its deployment in Rebecca Clarke’s 1921
Piano Trio. Written three years after World War I, Clarke’s composition features stark contrast
between diatonic and symmetrical pitch collections. The interaction of alternative scales and
pure modality, and the former’s corruption of the British folk idiom, serves to underscore the
devastation incurred during the war.

In the final chapter, the post-tonal language of Frank Bridge’s String Quartet No. 3 and
its gradual unfolding from a beginning state of formal convention to one of increasing ambiguity
combine to suggest an anti-narrative. In particular, the pervasive thematic recurrence sets up an

expectation of transformation but ultimately does not deliver.
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CHAPTER ONE: INTRODUCTION AND HISTORICAL CONTEXT

Introduction

The aim of this dissertation is to use a narrative analytical lens in understanding selected
cyclic British chamber music compositions from the early part of the twentieth century. The
works to be considered are Ralph Vaughan Williams’s Piano Quintet in C Minor (1903) and
Phantasy Quintet (1912), Rebecca Clarke’s Piano Trio (1921), and Frank Bridge’s String Quartet
No. 3 (1927). I will form this narrative reading by examining both micro- and macroscopic
elements of the selected works; these elements will include large-scale formal structures,
thematic recurrence and transformation, motivic manipulation, and pitch-class conflict within
specific movements and over the course of the multi-movement works as a whole. This
approach will be enhanced by and infused with a synthetic approach to music-narrative analysis
of instrumental music, influenced largely by the work of Michael L. Klein, Byron Almén, and
Robert Hatten. I also consider these works in a historical context, especially their place in the
lives of their composers.

It is beyond dispute that the music of the early twentieth century provides myriad
difficulties for the analyst: it often explores a hazy pitch-structural landscape that crosses
boundaries between tonality, extended tonality/intense chromaticism, free atonality, and
serialism, often combining several of these features. As such, it is difficult to apply one sole
analytical methodology to a specific composition. We also see a distortion of conventional forms
at this time, or dissolution of them altogether. Additionally, English chamber music from this
period poses unique challenges to the analyst for several reasons. Aside from the tonal and

formal issues, the attempt to reestablish a “national music,” the primary goal of the English



Musical Renaissance from approximately 1860 to 1940, calls into question what exactly is
English about this music, if anything. Continental influence, either from these composers’ travels
or studies abroad, their teachers and pedagogical heritage, and/or the music they were exposed to
in the concert halls, was manifest to varying degrees in their compositions. Determining what is
uniquely “English” in this music (or not) will have a strong bearing on both the narrative and
structural aspects of the analysis.

In light of these issues, it may appear foolhardy even to contemplate a narrative analysis
in the absence of clear tonal and formal expectations. Nonetheless, I propose that a narrative
approach, especially one that includes a range of analytical strategies and historical contexts, can
help provide an appropriate path into this difficult and ambiguous music. Aside from the
challenging musical language that works from this time present to the theorist, there are other
motivations for selecting these specific compositions. This music is decidedly underrepresented
in American concert halls and in the academic world, due to the lacuna of scholarship on these
pieces and their composers. Additionally, the musical culture in England surrounding World War
I is one of transition, particularly as these composers worked to create a distinctly British musical
identity through the English Musical Renaissance. Whether or not their attempt was successful
and how exactly it materialized in the music is still debated; but the inclusion of Anglican
anthems, folk tunes, modality, and the renewal of interest in works by Purcell, Tallis, and Byrd
were clearly concerns of many of the composers of this era. Imbuing a composition with
“Englishness,” while being undeniably influenced by compositional traditions from the continent
and the Great War, leaves a potentially fruitful trail of analytical paths to explore.

The historical context of World War I will be crucial in tracing the development of

compositional trends relevant to the works under consideration. In the two Vaughan Williams



works that predate the War, we find a style that features unexpected harmonic shifts, but
typically within triadic, modal, and pentatonic contexts. The relative placidity of these two pieces
gives way to a more expressionist style in the works of Clarke and Bridge, which approach the
dense, chromatic language of the Second Viennese School. Motives that echo the battlefield, the
use of thicker, grittier textures, and a general shift away from the diatonic and into chromatic and
symmetrical pitch spaces all may be understood as part of a compositional response to the
horrific events of 1914-1918.

Drawing upon current scholarship in the field of musical narrative, I formulate an
analytical methodology for the chosen compositions in chapter 2. In particular, the work of
Michael Klein, Byron Almén, and Robert Hatten provides a point of departure. Klein’s
consideration of intertextuality, cultural/historical factors, and their role in the process of musical
transformation will aid in understanding the music of early twentieth-century England;
moreover, his and Nicholas Reyland’s co-edited collection Musical Narrative Since 1900 is to
date the only collected volume solely dedicated to a narrative analysis of music from this time
period. Almén’s adaptation of Northrop Frye’s narrative archetypes helps interpret music-
structural elements with respect to the binary oppositions of victory/defeat and
order/transgression that enable a narrative reading. Hatten’s extensive work on topics and tropes
also proves useful; while my work will not attempt any sort of exhaustive topical survey of
Englishness in these compositions, his work can aid in the semiotic interpretation of particular
musical themes and gestures. Monahan’s and Tarasti’s writings on action and agency, along with
Maus’ publications on music’s dramatic characteristics, will help to identify the narrative
impulses latent in these compositions. Additional scholarly work on British musical culture

during this period, including narrative nostalgia, will prove useful. Finally, each of these multi-



movement works exhibits properties of the “cyclic sonata,” an important aspect of the formal
process.

Before launching directly into detailed analyses of each individual work, a contextual
framework needs to be established: first, for the social, political, and musical culture in England
at the turn of the twentieth century; and for the theoretical subfield of musical narrative and its
main contributors. To that end, the dissertation will open by discussing the musical climate in
England at the turn of the twentieth century, the English Musical Renaissance, the rise of
chamber music in society, and a capsule biography of each of the composers studied here, their
teachers, and how they were each affected by World War 1. Chapter 2 will focus on the field of
musical narrative. It will identify the main contributors to the sub-discipline and their
methodologies, the relative advantages and disadvantages of certain narrative analyses, and how
I attempt to circumvent the problems that invite criticism of musical narrative in my analytical
approach. Following the two introductory chapters, there will be chapters dedicated to the
compositions in chronological order: first, the Vaughan Williams’s Piano Quintet (1903) and
Phantasy Quintet (1912) from the pre-War era; then Rebecca Clarke’s Piano Trio (1921); and

finally Bridge’s String Quartet No. 3 (1927).

Nineteenth-Century Antecedents to the English Musical Renaissance

The word “renaissance” connotes an emergence from something that was formerly

moribund. In contextualizing the emergence of the English Musical Renaissance in light of the

musical culture in England from the mid-1800s to the turn of the twentieth century, it is clear that



the term may be a misnomer, as England was stirring with an active musical climate from the
1840s onward. This nationalist movement did not appear out of a vacuum: instead, it organically
developed alongside urbanization, the rise of the middle class, European tensions leading into
World War I, the firm establishment of concert culture, and the institution of high-ranking music
conservatories.

England in the mid-nineteenth century was in fact bustling with musical entertainment.
To grasp fully the importance of musical culture throughout the century and into the beginning
of the twentieth century, one may trace the development of concert life in nineteenth-century
England through two distinct paths: that of the public concerts and that of subscription concerts
held in private homes.

The establishment of the Philharmonic Society in 1813 changed the landscape of concert
life in London, bringing the orchestral and chamber works of the “great composers” to the
public.' Orchestral works were prioritized, with chamber music compositions scattered
throughout the individual concert programs. With the completion of the Crystal Palace in 1851,
there was a much larger stage from which to perform works from the canon. In addition to
hosting Handel festivals, a bi-weekly orchestral concert series began in earnest in 1854 under the
direction of August Manns and continued until 1901 ZIn 1858, St. James Hall opened,
establishing a “Pops” concert series on Mondays. The lower price for admission to these concerts
made music more accessible to a larger group of people, but the concerts did not skimp on
quality. Its inaugural concert, held in 1859, featured violinist Henryk Wieniawski and pianist

Charles Hallé. Such renowned musicians as Joseph Joachim and Clara Schumann performed

" W.W. Cobbett, Cobbett’s Cyclopedic Survey of Chamber Music, Volume II (London: Oxford University Press,
1930), 218.

? Colin Eatock, “The Crystal Palace Concerts: Canon Formation and the English Musical Renaissance,”9"-Century
Music Vol. 34, No. 1 (Summer, 2010): 92.



several times annually. Cobbett’s Cyclopedic Survey of Chamber Music cites the Pops concerts

»3 There were no orchestral works performed on

as the “cradle of chamber music in this country.
this series, only chamber works with an occasional solo work or vocal piece. The accessibility of
these concerts and their noteworthy success led to the addition of Saturday concerts, which
continued for forty-three years. There were various other public concert organizations as well,
including the Beethoven Quartet Society.

With the increase of urbanization and public concert life, efforts were made to expand
access to musical performances to the burgeoning middle- and poorer classes. To that end, the
South Place Concerts, begun in 1887, could be attended for free with the option of a donation.*
Shortly after that, the 1895 commencement of Promenade Concerts (or “Proms”) at Queen’s Hall
brought a wide variety of compositions to the general populace. Cobbett marvels in his Survey
that audiences were able to appreciate, understand, or even follow the high caliber of music
presented to them, while noting that the concerts were “more like a large gathering of friends

than a formal concert.””

Around this time there was an uptick in periodicals geared toward the
amateur performer and enthusiast.’ The appreciation for the Pops concerts, in addition to the
accessibility of the South Place Concerts, led to a de-emphasis on orchestral performances in
England. For musicologist Peter Evans, the recorded existence of over seventy chamber
ensembles at the turn of the century suggests that orchestral performances had fallen out of favor

with the general public; in turn this sets the stage for the resurgence of chamber music

consumption and composition at the turn of the twentieth century.” The trend of accessible

3 Cobbett, Vol. 11, 232-234.

* Cobbett, Vol. II, 437-438.

> Ibid., 438.

% Christina Bashford, “Historiography and Invisible Musics: Domestic Chamber Music in Nineteenth-Century
Britain,” Journal of the American Musicological Society 63, no. 2 (Summer, 2010): 313.

7 Peter Evans, “Instrumental Music I,” in The Blackwell History of Music in Britain: The Twentieth Century, ed.
Stephen Banfield (Oxford: Blackwell Publishers Ltd, 1995), 239.



chamber music continued into the 1900s with Sam Midgley’s Free Chamber Concert series,
which forged a new path by featuring early performances of works by contemporary British
composers.®

Along with the rise of public concerts of orchestral and chamber music, England was
already home to a very enthusiastic choral and glee tradition, and choral music was the heart of
English musicmaking. The preference was not for opera, but rather for oratorio.” Handel’s
oratorios were long a national tradition by the end of the 1800’s. Choral festivals were often the
main outlet for composers, as they were one of the only places a new work could be heard by
vast numbers of people. This could be a reason why Sir Hubert Parry and Sir Edward Elgar spent
so much time writing cantatas and large, sacred choral works—they were a great way to gain
exposure. The “singing mania” that arose among the public around mid-century was the result of
both the rise in musical literacy—music and solmization were starting to be taught in schools
around this time—and the low cost of printed choral music.'® Opera was a less successful
medium for the English, with the exception of operettas by Gilbert and Sullivan. There were no
real provincial opera houses, although there were decent audiences for the international operas
performed at Covent Garden. The London Opera House, backed by Oscar Hammerstein I, had
two short seasons before failing miserably.'' Though British composers, including Holst and
Vaughan Williams, composed operas, they were met with varying degrees of success.'* British

composers did not have much of a native operatic tradition to turn to, and grappled with the issue

¥ Herbert Antcliffe, “The Recent Rise of Chamber Music in England,” The Musical Quarterly 6, no. 1
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Books, 1985), 12.
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of setting a “number” opera versus a quasi-Wagnerian through-composed music drama."> Many
of these works were performed and then faded away because they seemed merely to imitate the
masterworks of Verdi and Wagner. Consequently, most English composers focused on oratorio
or orchestral formats. Chamber music and opera were still continental strongholds. With the
advent of what is now called the “English Musical Renaissance,” all of that began to change.

Despite the burgeoning interest in chamber music at public concerts, nowhere was its
consumption more obvious than in the home. Around 1840, freelance musicians began to hold
private chamber music concerts in their West End dwellings in an attempt to garner outside
performing opportunities.'* Shortly thereafter, this idea became a fashionable, elitist event with
the formation of the Musical Union by John Ella in 1830, appealing to the upper class and
nobility. The performers, often foreigners, would play for about 200 people in private homes.
Eventually the concerts moved to St. James’s Hall, but served as a subscriber event for 15 years.
An aristocratic air dominated, and Cobbett noted that the music being performed “made no

appeal to the masses.”"”

The concerts were expensive, their locations inaccessible, and the dress
formal. It was expected that the audience was highly musically literate and demonstrated a
passion for music. Their acceptance was only granted if they were nominated by a preexisting
member of the club and could prove their serious interest in music. This would have been

important, considering such acclaimed musicians and composers as Hector Berlioz would attend

concerts from time to time.'®
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In addition to exclusive chamber concerts in lavish, private homes, musical performance
was a frequent leisure activity of the upper and middle class in their own houses. As playing a
musical instrument was a mark of a genteel upbringing, people would gather together and have
quartet or quintet parties. Before 1870, it was not considered ladylike to play a stringed
instrument, so women would join on the piano to form piano quintets with an all-male string
quartet. After the social guidelines relaxed, it was not uncommon to have female violinists and
violists (although they still did not play the cello).!” The music played by amateurs inside the
home was almost exclusively continental as opposed to English, as that was what was available
for public purchase. British compositions were generally reserved for public performances,
households with links to a composer’s or professional musician’s social networks, or by
professional musicians themselves.'®

For relaxed social gatherings, provincial towns formed smaller music societies where
people would hear chamber works (primarily string quartets), but were encouraged to form their
own quartets and perform.'” Occasionally, these music societies would spawn permanent trios or
quartets who could rival some of the foreign quartets frequently brought in to perform for British
society. It seems this sort of hybrid amateur-professional subculture led to the establishment of
the People’s Concert Society in 1878. The Society’s goal was for enthusiastic amateurs to take
their zeal for chamber music and perform for the lower-class citizens of the East End of London.
The Society was still in existence when Cobbett published his Survey in 1930.%°

As mentioned above, most of the music performed by these organizations was from the

canon, and much of it was Austro-German. Haydn, Mozart, Beethoven, and Schubert appealed to

7 Bashford, “Historiography and Invisible Musics,” 294-307.
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2 Cobbett, Vol. 11, 212.



all members of society in England at the time, and this difficult repertoire demanded able
performers. Many of the players were professionals in established chamber groups, especially at

high-profile concerts like those at Wigmore Hall.*'

The Pops concerts, on the other hand, often
featured professionals who were not used to playing together in addition to the foreign guest
superstars. Any amateur performer would have only played in free concerts to benefit the
members of the lower class.

There was an economic side to such concert activity as well. All of these concerts—there
would often be at least one concert a day for weeks at a time—generated money for whoever
presented them, and they were often funded by wealthy, zealous businessmen. As musical
training was customary at the time, the performers were typically amateur musicians as well.
Occasionally, a former musician-turned-businessman would present a concert as a side project.
Subscription-based concert series, attended almost exclusively by the elite and nobility, were
practically supported by the audience alone.** These wealthy amateurs not only supported
musical performances but also composers. The Society of British Composers was established to
underwrite new compositions as well, but much of this fell to wealthy benefactors.”> The most
avid supporter of this enterprise was Walter Willson Cobbett, a lawyer, music (especially
chamber music) enthusiast, and amateur violinist. He funded many concerts, including premieres
by English composers, and invested much in publication of works and composition prizes. The

establishment of his Cobbett Competition fostered a resurgence in the field of British chamber

music, particularly the “phantasy” genre. Cobbett was a frequent contributor to the journal The
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Music Student, opened the Free Library of Chamber Music, and published his comprehensive
Cyclopedic Survey of Chamber Music in 1929.**

Another factor that led to the rebirth of English composition was the establishment of
several fine music conservatories. Prior to 1880, the primary place for music study was the Royal
Academy of Music (RAM), opened in 1822. The Guildhall School for Music and Drama opened
in 1880, with the Royal College of Music (RCM) following shortly thereafter. The RCM
replaced the failed National Training School for Music after Arthur Sullivan’s ineffectual
leadership.*® Once there were dedicated music conservatories of a high caliber in England,
burgeoning composers and performers no longer felt as compelled to study in Germany. Some of
the teachers at these institutions included Charles Villiers Stanford and Charles H.H. Parry, who
taught and influenced the main contributors to the twentieth-century English Musical
Renaissance.

This is not to say that universities did not encourage and support musical pursuits prior to
1880. Both Oxford and Cambridge had long-established musical clubs for performances of
chamber music.”® Undergraduates were encouraged to form chamber groups and perform
standard quartet repertoire. Occasionally, the two clubs would meet and perform for one another,
and professional musicians would give master classes.”” Additionally, Cobbett’s competition was
handed over to the RCM in 1923. After calling for compositions and commissioning them for 18
years, the competition and an endowment were passed to the college, and what was Cobbett’s

competition became a composition award for college students only.*®

** Ibid, 16.

** David Wright, “The South Kensington Music Schools and the Development of the British Conservatoire in the
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With the establishment of several highly reputable institutions for musical education,
native talent could study with native teachers. Add to this the vibrant orchestral and chamber
music culture that had been brewing in England for approximately 50 years along with the
twentieth-century creation of the Cobbett Competition, and we have the beginnings of a strong
English musical identity. With it, two of the most recognizable names in Edwardian English
music—Sir Edward Elgar and Gustav Holst—came to the fore, and would bring awareness to
British compositions and influence the generation of composers addressed here. This study does
not investigate compositions by Elgar and Holst. However, they deserve mention, because they
were contemporaries of Vaughan Williams, Clarke, and Bridge, and their early success drew

attention to a new school of composition in England at the end of the nineteenth century.

Musical Training on British Soil

With the rise of chamber music culture and education coupled with the emergence of two
noteworthy British composers, Edward Elgar and Gustav Holst, all factors were in place for
English chamber music to become less reliant on past compositions from mainland Europe. It
happens that the political and social climate in England was also primed for a nationalist
movement, leading George Grove to conceive of the mission of the “Musical Renaissance,” a
term coined by Morton Latham at a lecture titled “The Musical Renaissance in England” at
Stanford’s College, Trinity, in June 1888.* Until the last quarter of the nineteenth century,

Victorian England did not prioritize music or music education in secondary schools and

** Robert Stradling and Meirion Hughes, The English Musical Renaissance 1860-1940: Construction and
Deconstruction (London: Routledge, 1993), 34.
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Anglican churches, and largely kept the classes separate for musical entertainment, as mentioned
earlier. During this time, the work of Handel, an Anglicized German composer, was firmly
entrenched in the musical traditions. In his book on Charles Villiers Stanford, Paul Rodmell
writes,

Not only had Britain been wedded to Germany in musical terms since the time of

Handel, but it had been linked politically too; the accession of George I in 1714

created strong links between Britain and Germany...emerging racial theories in

the late nineteenth century also led to an emphasis on the ‘affinities’ of the

English and German peoples and their difference from the ‘Latin’ people of

France and Italy.”

Mid-century Victorians also gravitated toward Mendelssohn, an almost second coming of
Handel in their eyes, and who closely aligned with their conservative ideals. His death in 1847
occurred just as Austro-German music began to undergo drastic changes in texture, tonal
language, and form. Each major European country could claim some level of compositional
success as a source of national pride, and it was suddenly noticeable that England had not
produced any standout composers in quite some time.

All of this began to change as Arthur Sullivan showed promise and Prince Albert began
to champion the arts with his Great Exhibition of 1851, leading to the establishment of the short-
lived National Training School of Music. Governmental funding for the arts coupled with the
loosening of Victorian ideals changed the way music was perceived by the British people. They
were no longer satisfied with the perceived mediocrity of their own music and the stigma of
performing in or attending concerts of only continental music.

George Grove’s musical legacy and influence on the English Musical Renaissance can be

seen in two exceedingly important contributions: the publishing of his The Dictionary of Music

and Musicians (first published in 1879), and his spearheading and eventual Directorship of the

%% Paul Rodmell, Charles Villiers Stanford (Hampshire: Ashgate Publishing Limited, 2002), 368.
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RCM. As a railway engineer and architect, he was very involved in the Great Exhibition of 1851
and eventually became the secretary to the company that managed the Crystal Palace while
maintaining involvement in several literary projects. As he observed the development of musical
culture that resulted from the Crystal Palace concerts, Grove asserted that the progress of music
in England since 1850 necessitated a scholarly companion. The first edition of the Dictionary
was highly Anglocentric, certainly influenced by Grove’s abhorrence of the fact that two of the
most civilized countries in Europe were involved in the Franco-Prussian War. As these two great
countries had debased themselves, the distinguished, cultured people of England needed to have
their own music to present to the world.”'

To cultivate this English Musical Renaissance, there had to be a training ground for its
future contributors. Grove utilized his prior experience on the Prince of Wales’s fund-raising
team to bring his school to fruition, with three events attended by royal patrons. The Duke of
Edinburgh, Duke of Albany, and Prince Christian solicited funding from wealthy citizens to
build a “Central Public Institution” that would rival the great conservatories of the continent,
consistently citing the “civilising element” of classical music and the fact that England had
indeed been a musical nation in the past. However, this idea of early British musical supremacy
that had simply lay dormant for several hundred years may have been taken too far. For instance,
the Duke of Albany and Grove purported that Sumer is icumen in was the germ of all music that
followed, including Handel oratorios, Beethoven symphonies, and Wagner operas, because they
too explored nature’s sights and sounds through music. Stradling and Hughes write, “Thus,
Grove at a stroke dispossessed Germany’s musical culture of its ‘Germanness’. Henceforth the

Germans could only boast that their music was originally ‘Made in England.”** After a few

*! Stradling and Hughes, English Musical Renaissance, 21-22.
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more fund-raising efforts publicized (and spoken at) by the Prince of Wales and other nobility
outlining the unifying, civilizing effects of a truly British musical culture, the RCM opened in
1883 with Grove as its director.”

By providing a heightened level of musical education, Grove could ensure that his vision
was brought to fruition. The term English Musical Renaissance was also carefully chosen. It calls
to mind the Elizabethan Era and the age of Shakespeare, which was a source of pride for
contemporary British citizens and lent credibility to Grove’s mission. It also recalled England’s
previous golden age of navigation, exploration, colonization, the establishment of England’s
Protestant freedom, and the defeat of the Spanish Armada.’*

Approximately a decade after the English Musical Renaissance began in earnest with the
opening of the RCM, and as tensions with Germany were heating up in the years leading to
World War I, Cobbett started his Phantasy Competition. Cobbett wanted to contribute to the
reestablishment of a distinctly British musical culture that turned away from French and German
influences as well. He asked composers specifically to turn to what he considered to be the last
great national compositional style: the phantasy/fantasy (or fancy). These were typically chamber
works from the last time England “led the world in chamber music:” the Tudor-Stuart era up
through the compositions of Henry Purcell (despite the fact that the genre and its characteristics
were practically unknown to musicians at the time).”> Written for viol consorts that noblemen
would have in their homes—akin to the Victorian notion of having quartet parties—the fantasies
looked to a musical world that was not dominated by a single figure.*® They spoke to

accessibility and Englishness, two qualities that were important to Cobbett. Additionally, viol

 Ibid., 24-25

*Ibid., 35

*> Antcliffe, “The Recent Rise of Chamber Music in England,” 12.
3% Maw, “Phantasy Mania,” 99.

15



consorts could be used in sports or wartime to enhance the ideals of fair play and comradeship,
something particularly important before, during, and after the war.”’

In composing a “national” music, past compositional strengths were considered along
with other English traits and sources. The chamber music boom that had steadily progressed
reached a zenith with Cobbett’s competitions, which exclusively called for chamber works. The
English considered the string quartet to be the pinnacle of difficult and intimate composition—
very learned, serious, intelligent, and precise. Many felt that chamber music necessitated
expressive restraint and self-control contrasted with thematic and emotional inspiration.’® As a
result, the bulk of the chamber music composed during the English Musical Renaissance was
written for strings, especially quartets. There were occasionally piano trios, piano quintets, or
string quintets, but most of the efforts were string quartets, which appealed to the musical tastes
of the day. Wind chamber music was not “suited to British compositional strengths,” apparently,
although there could be one wind (typically an oboe) in combination with strings. The vast
majority of works created during this period were quartets, quintets, and trios, along with duo
sonatas, program music (particularly for two instruments only), and phantasies.’ For Cobbett’s
first competition, he received sixty-seven phantasy compositions alone. This trend continued for
several years until the form eventually faded into oblivion.*’

His particular spelling of the term Phantasy was in fact a response to English nationalism.
Cobbett aimed to strip away any association of the genre with German or French traditions

(Phantasie, fantaisie, etc.) and remain true to both the classical Greek origins of the word and
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English origins of composition. The commission had few limitations; all voices should carry
equal importance, there was to be a recurring theme, and it should be under twelve minutes in
length, with the possibility of several movements played attacca.

Over in America, British composers had yet another patron for their compositional
efforts. Elizabeth Sprague Coolidge was a wealthy heiress, accomplished pianist, and
contemporary of Cobbett. In fact, they were recipients of each other’s medals for service to
chamber music. With her inheritances, she started The Berkshire Festival of Chamber Music in
1918 and placed a heavy focus on British chamber music. Also like Cobbett, she started a
chamber music competition/commission, to which Rebecca Clarke submitted her Viola Sonata in
1919. While the work tied for first place, it greatly impressed Mrs. Coolidge, and she and Clarke
became lifelong friends. While Coolidge traveled in England occasionally (her first visit after
quite some time was in 1922) and was introduced to some up and coming British composers
while there—most notably Frank Bridge who became her major protégé—mnot much is known
about her motivations for featuring so much contemporary English music at her festival.*' With
the governmental, educational, and patron support of British music both at home and abroad, the
English Musical Renaissance was almost guaranteed not only to take hold but to flourish.

The three composers featured in this dissertation, Vaughan Williams, Clarke, and Bridge,
all attended the RCM. Considering that Grove’s public fundraising efforts led to the opening of
the RCM, it was he who led the charge on the Musical Renaissance, hand-selecting the teachers
who would further the compositional development of the next generation of composers while
championing the ideals of the movement. The three most important composition teachers of the

English Musical Renaissance were Frederick Corder, Sir Hubert Parry, and Charles Villiers
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Stanford. While, for instance, Vaughan Williams studied with Bruch and Ravel for a short time,
and it was common for composers to work briefly with other composers, these were their
teachers at University. Vaughan Williams, Clarke, and Bridge all studied with Sir Charles
Villiers Stanford (although Vaughan Williams also worked with Sir Hubert Parry).**

While Vaughan Williams was the only composer here specifically to study with Sir
Hubert Parry (1848-1918), it is likely that the others interacted with him, and Parry’s
contribution to the English Musical Renaissance is significant. After Grove’s fall from grace due
to personal circumstances, Parry took over as the director of the RCM in 1895. He applied to
study with Brahms in Germany, but it never came to fruition. Instead, he worked with Edward
Dannreuther, a champion of Wagner who also was influenced by Liszt, Tchaikovsky, and
Brahms. Parry’s mature style combined continental influence such as Germanic harmonic
language and French cyclic procedures with the Anglican upbringing of his youth. His Scenes
from Prometheus Unbound (1880) is regarded by some as the beginning of the English Musical
Renaissance due to its modernism. He cared deeply about musical scholarship and the study of
history, philosophy, and evolution, which affected his opinion on music history. His attraction to
“social Darwinism” led to the belief that music should grow and evolve along with humanity. He
championed ethnocentrism, tradition, and rigorous training, and wrote many articles and books
on these subjects, yet his personal life was full of contradictions: politically conservative yet
radical; religious yet completely opposed to organized religion; an advocate for musical change
but a guardian of compositional tradition. His influence is seen not only on Vaughan Williams,

but also Holst and Finzi.**
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Sir Charles Villiers Stanford (1852-1924), longstanding pedagogue at the RCM and
orchestral conductor, studied with Reinecke in Germany. He composed prolifically for the
Anglican Church, as well as orchestral, choral, operatic, and chamber music that echoed
Mendelssohn and Brahms. His works featured nationalistic elements from his native Ireland by
incorporating Irish folk tunes and setting Irish poetry. He composed largely in the diatonic realm,
moving away from what he dubbed the “crushingly chromatic” language of Wagner. Even so, he
straddled both sides of the Brahms-Wagner controversy, and appreciated the work of Franck, the
Russians, and late Verdi.** At his core, Stanford was a strict formalist and a traditionalist,
speaking out against what he believed to be the “insanity” of modern music in progressively
extreme language as he aged.* He didn’t think ugly music should be composed to illustrate an
ugly character or situation. As a result, he detested the work of the Second Viennese School.

As a teacher he was direct and at times very harsh, and he did not mince words when it
came to his critiques. He was generally kinder to the few women he taught, claiming he did not
feel comfortable taking his coat off and shouting at them,*® but was completely opposed to
women obtaining degrees in higher education—even giving speeches and writing letters to The
Times on the subject.”’

Despite his methods and formal/tonal conservatism, Stanford clearly encouraged his
students’ originality. He wrote a composition treatise simply called Musical Composition, whose
final chapter articulates his ideas about fostering the creativity of composers. As a composition

manual, there are conventional overviews of counterpoint, harmony, form, and orchestration.
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When he cites existing compositions or provides musical examples, however, he generally only
refers to Austro-German composers such as Beethoven, Brahms, Schubert, and Mozart, with an
occasional reference to Palestrina’s counterpoint or Dvotak. Ever the formalist, and despite
championing the cause of the English Musical Renaissance, he offers strong opinions about the
rise of the Fantasy, stating that it is more difficult to compose and requires more focus than a
typical multi-movement work because of the requisite thematic continuity of the form.* Instead,
composers should retrace the steps of their forefathers who have forged a clear musical path for
them.*” In the last pages of his text (a chapter titled “Danger Signals™), he prizes originality and
willingness to experiment with new ideas, but insists on absolute sincerity and nobility in the
process. There is a consistent subtext that if anything is done to seem merely clever, it will lead
to a terrible result.’® Notwithstanding his arch-conservative side, his students displayed great
variety in their compositions and certainly did not merely copy Stanford’s style.

The traditionalist aspects of his style are clear in the progression of his composition
lessons. All students began by writing modal counterpoint in the style of Palestrina, and only
then “progressed” by echoing the styles of Mozart, Beethoven, and beyond. Interestingly, writing
baroque counterpoint in the style of Bach was not emphasized at all—Stanford asserts that Bach
surely began by writing modal counterpoint, as his students should as well—but he does praise
Bach for his prowess in variation technique and text setting.”' For Stanford, modality was
especially important. Rodmell writes,

The interest in modal writing shown by many British composers has generally

been attributed to the folksong revival, but Stanford’s teaching demonstrated to
his pupils that modes could not only be applied to a ‘pastoral’ style, but could be
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used to extend the harmonic and melodic palette in all areas. He thus reinforced

the idea that modal writing could be viewed as an alternative both to the loosening

of tonality pursued by Strauss and Schoenberg, and the interest in the exotic

shown by Debussy and Ravel. For composers looking to forge a distinctive

British style, at a time when the concept of national characteristics was taken as a

sine qua non, a thorough-going use of modes provided a means of expression yet

to be exploited consistently in mainland Europe.>
This quotation sheds new light on the modal writings of all his students, Vaughan Williams in
particular. However, it is also clear that he did not want his students to be “one-trick ponies,” but
rather to experiment with new techniques. He encouraged Vaughan Williams, already clearly
competent with modal techniques, to go to Italy and hear opera at La Scala to broaden his
musical horizons. Tellingly, Vaughan Williams disobeyed him and went to Berlin instead.™
Regarding another well-known student of his, John Ireland, “It is significant—and perhaps
ironic—that Stanford did not want Ireland to write in a neo-Brahmsian manner; he was aware
that the modern composer needed to have a broader palette than that of the recent Germanic
canon, and believed that an introduction to the modes was one acceptable way of achieving
this.”>*

Because Stanford’s own style and taste never expanded with the times, he was very vocal
about what he deemed the horrible music from the continent at the beginning of the twentieth
century. Of course, this had one supremely positive result: his distaste for “new music” often led

his students to become more interested in seeking it out and listening to it, further impacting their

compositional techniques.
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Ralph Vaughan Williams, Rebecca Clarke, and Frank Bridge

In the ensuing analytical chapters, I will address biographical details of the lives of
Vaughan Williams, Clarke, and Bridge in relation to the compositional history of the selected
works. For now, a brief background is pertinent, particularly regarding their education. Ralph
Vaughan Williams (1872-1958) attended the RCM from 1890-1892 (during which time he
studied with Parry) and 1895-1897 (with Stanford), but also studied at Trinity College,
Cambridge from 1892-1895. He worked with Bruch in 1897 and Ravel in 1908. “At the same
time he recognized that, creatively, salvation would be found, not in imitating foreign models,
but in a regenerative use of native resources. This led him to English folksong, to Elizabethan
and Jacobean music, and to a philosophy of musical citizenship, which he both practised and
preached.”® He shared these interests with his very close friend and one-time classmate, Gustav
Holst, and the two often critiqued each other’s works-in-progress. Vaughan Williams’s works
vary widely, with significant contributions to orchestra repertoire, The English Hymnal, song,
and chamber music.

His compositional life can be divided into five style periods. The first is the “long
apprenticeship” until 1908, which focused on vocal and choral works, and culminated in 4 Sea
Symphony. His early music is indebted to Parry, Stanford, and Elgar, and often features epilogues
with a niente close. The Piano Quintet hails from this era. The second period from 1908 to 1914
culminates in “A London Symphony,” and shows extensive use of folk song, distinctive imagery

(often nationalist), and “the achievement of a unified style,” as will be shown in the Phantasy
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Quintet.’® After this period, Vaughan Williams served in World War I as a wagon orderly with
the Royal Army Medical Corps and later, an artillery officer. “Soon after the armistice he was
made director of music for the First Army of the British Expeditionary Force, with responsibility
for organizing amateur music-making among the troops. The impact of the war on his
imagination was deep and lasting but did not express itself in an obvious protest or change of

.. . . . 57
style; rather it is felt in a more intense inwardness.”

Next were the inter-war works. During this
time, his compositions were more visionary and expressive, culling inspiration from varied
sources such as Bach, Holst, and Bartok. He was prolific during this time, composing works of
all different genres simultaneously—masterpieces including the Pastoral Symphony and Fourth
Symphony as well as three operas and “functional” music and arrangements (typically for the
church)—to name a few examples. While he was not religious, some works composed during
this time appear more overtly spiritual, possibly reflecting Holst’s influence. During the World
War II years, his works became a bit more traditional, and returned to a mostly diatonic/modal
language. His final period seems to reflect on old age, with a potpourri of homages, influences,
and genres.”®

Rebecca Clarke (1886-1979) was born in England to an American mother and a
physically and emotionally abusive German father, and had dual U.S./English citizenship
throughout her life.”” She was a viola virtuoso, despite beginning her studies on the violin.

Clarke attended the RAM at 16, but withdrew after her teacher proposed marriage.”’ She later

studied with Stanford at RCM as his first female student, but never completed her degree

>0 Ibid.

>7 Ibid.

*¥ Ibid.

> Nancy Reich, “Rebecca Clarke: An Uncommon Woman,” in 4 Rebecca Clarke Reader, ed. Liane Curtis (The
Rebecca Clarke Society, Inc., 2004), 11.

60 iane Curtis, “Rebecca Clarke and the British Musical Renaissance,” in A Rebecca Clarke Reader, ed. Liane
Curtis (The Rebecca Clarke Society, Inc., 2004). 21.
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program there after her father banished her from the family home and she was forced to
withdraw. The withdrawal led Clarke to travel the world as a violist to support herself and
eventually spent the majority of her adult life in the United States. Additionally, Clarke was one
of the founders of the Society for Women Musicians.®' She had very close friendships with
Vaughan Williams, his wife, and Frank Bridge.

Her shorter solo or duo works, of which there are many, were largely written for herself
or her friends to play. The best-known works, the Viola Sonata and Piano Trio, were both
runners-up in the competitions for Elizabeth Sprague Coolidge’s Berkshire Festival of Chamber
music, although many believed there was no way a woman could have composed those works
(both were submitted under the pseudonum “Anthony Trent”).®* After impressing Coolidge by
tying for first place, she became the only woman from whom Coolidge commissioned a work—
and the only woman who had works performed at the Berkshire Festival from 1918 to 1938.”
She was greatly influenced by the works of Debussy, Ravel, Franck, and Bloch, whom she
admired greatly. Clarke wrote the entry on Bloch for Cobbett’s Cyclopedic Survey of Chamber
Music.** While she was in the United States for both wars, scholars have speculated on the
impact of World War I on her music. Regarding the Piano Trio, Calum McDonald writes,
“Although Clarke never seems to have explained the impulse that gave rise to the work, the
musical imagery which she employs strongly suggests that it may be a response to the experience

of the Great War in which she, like so many survivors, must have lost many friends (perhaps,

61 T1us
Ibid., 20.

62 Calum McDonald, “Rebecca Clarke’s Chamber Music (I)” Tempo New Series no. 160 (Mar., 1987): 18.

63 Reich, “An Uncommon Woman,” 14.

* Ibid, 16.
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given her half-German parentage, on both sides). In this regard her Trio is as powerful and
troubled an artistic reaction as the Piano Sonata or Second Piano Trio of Frank Bridge.”®

Frank Bridge (1879-1941) studied at the RCM with Stanford under a scholarship. He was
a reputable conductor and chamber musician, performing as a violist in the Joachim and English
String Quartets and filling in for Henry Wood as conductor at the Promenade Concerts. He won
the Cobbett Competition, had works commissioned by Cobbett, and was the protégé of Elizabeth
Sprague Coolidge, who served as his patron for several years, enabling the premieres of many of
his works in the United States. He is also well known for being Benjamin Britten’s composition
teacher.’® He composed chamber music throughout his compositional career, which may be
divided into four main style periods. His Edwardian period from 1904-1912 produced several
orchestral works, where he demonstrated his penchant for melodic lyricism and avoidance of
dense harmonies and textures. The transitional period from 1913-1924 presents a vast expansion
of his musical language, in which he assimilates romanticism with increased chromaticism. The
compositions combine “Delian Englishness” with traditional polyphony to expressive effect. His
views on World War I and its effects on him likely had a strong impact on his stylistic
development that led to his Piano Sonata (1924), which ushers in the progressive period from
1924-1932. Bridge had strong pacifist convictions, and the War facilitated a change in his
compositional ideals from writing “conventionally appropriate” music that would appeal to a
conservative audience to exploring intense chromaticism and manipulation of traditional forms.

The helpful and guaranteed financial backing from Coolidge helped to foster this progressive

period, and during this time, he explored styles and techniques outside of his world, including the

% McDonald. “Rebecca Clarke’s Chamber Music,” 20.

% Anthony Payne, et al., “Bridge, Frank,” Grove Music Online, Oxford Music Online, Oxford University Press,
accessed March 17, 2017,
http://www.oxfordmusiconline.com.ezproxy.lib.uconn.edu/subscriber/article/grove/music/48240.
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compositional techniques associated with Viennese expressionism. From 1933-1941, he reverted

to a largely Classical style, which emphasized purity of form and conciseness of technique.®”’

At the turn of the twentieth century, the mission of the English Musical Renaissance was
in full bloom, born from a thriving chamber music culture in England and both a political and
educational aim to reinvigorate English musical culture. The composers of the works analyzed in
this dissertation all studied with Charles Villiers Stanford at the Royal College of Music, a
German-educated, conservative teacher who increasingly resisted the new techniques displayed
by his students and other leading musicians of the day. This study begins with the early works of
Vaughan Williams, the first quintessentially “English” composer of the 1900s; resumes with the
after-effects of War represented in Rebecca Clarke’s post-War musical language; and concludes
with Frank Bridge’s string quartet from his third compositional period, completed in 1927, the
year he undertook the private tutelage of England’s next emblematic musical figure: Benjamin
Britten. The different narrative approaches for each composition were guided by the events of
each piece as opposed to applying a predetermined analytical model to the music at hand.
Accordingly, Chapter Two provides a short history of the field of musical narrative, its varying

approaches, and its salient critiques.

%7 Bryan L. Wade, “The Four String Quartets of Frank Bridge,” (PhD diss., Catholic University of America, 1995),
3-6.
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CHAPTER TWO: A BRIEF HISTORY OF AESTHETICS AND NARRATIVE THEORY

The Origins of Musical Narrative

The debate over whether instrumental music does or does not have inherent meaning has
existed for over two centuries. Both composers and music critics engaged in this discussion even
as the rise of program music and character pieces evolved over the course of the nineteenth
century. It is the conviction that musical meaning exists and can be traced throughout a
composition that led to the analytical subfield of musical narrative. This chapter will outline
some of the historical, musical, and philosophical grounds for musical narrative throughout the
nineteenth and twentieth centuries; the resurgence of musical narrative in the late twentieth
century; critiques of the field; and why and how I will incorporate a narrative perspective into the
chamber music examined in this study.

In Michel Foucault’s The Order of Things, he writes of the general philosophical shift
after the Classical episteme (mid-seventeenth and eighteenth centuries) from a taxonomic,
ordered way of thinking and creating to an interpretive method incorporating history and
semiology.' In the realm of music criticism, this manifested itself in an increased focus on
expression, aesthetics, feeling, and subjectivity. Writings about music evolved from explaining
what precisely occurred in the music and how it was achieved—such as Johann Mattheson’s
series of articles in the first half of the 1700s focusing on formal procedures and technical

aspects of the music, or the writings of Rameau or Marpurg—to a more abstract consideration of

' Michel Foucault, The Order of Things: An Archaeology of the Human Sciences, trans. Alan Sheriden-Smith (New
York: Pantheon Books, 1970), 74.
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expression and aesthetics.” The seminal review of Beethoven’s Symphony No. 5 by E.T.A.
Hoffmann pointed to the exquisite expressiveness and emotionality inherent in an untexted
musical genre, enabling a trend of narrativistic interpretations of music. This review and
subsequent shift in music criticism upended the Kantian notion that music was the lowliest form
of art, incapable of its own expression and merely toying with feelings.” Romanticism directed
musical and philosophical thought from objectivity toward the subjective narrative impulse,
serving as a key precursor to what we think of as music-narrative theory today.”

As the nineteenth century progressed, music criticism became less reliant on structural
attributes, with reviews and program notes eschewing technical details almost completely to
favor expressive content and extramusical imagery. This led to a debate between the Hanslickian
formalists and the Wagnerian camp, or Vom Musikalisch-Schénen versus Oper und Drama.
Eduard Hanslick (1825-1904) believed that absolute music was a higher art form than

programmatic or texted works, because references to the extra-musical detracted from its

* Naturally, a proper exploration of the history of music criticism and aesthetics lies outside the scope of this study,
which further broadens through its inexorable linkage to other fields including hermeneutics, philosophy,
psychology, and semiotics, among others. The Grove articles on “Hermeneutics” and “Criticism” serve as useful
points of departure, identifying Schleiermacher as the principal architect of nineteenth-century hermeneutic circle,
and pointing to Rochlitz’s Allgemeine Musikalische Zeitung as the cornerstone of musical hermeneutics (largely
thanks to Beethoven’s revolutionary compositions). Schumann carried on the tradition with the start of his Neue
Zeitschrift fiir Musik in 1834, and expressive writings about music began to appear as program notes for concerts
across Europe and Hans von Wolzogen’s guides to Wagner operas. A.B. Marx (in his Berliner Allgemeine
musikalische Zeitung) and Wilhelm von Lenz (in Beethoven et ses trois styles) stand apart as two critics who
attempted to express imagery with empirical evidence in terms of biographical or technical evidence in the music.
The work of philosopher Martin Heidegger and his concept of “Dasein” colored the field of hermeneutics and
criticism in the twentieth-century, along with Gadamer’s concepts of prejudgment and tradition, and Ricoeur’s
acceptance of hermeneutics’ liberating potential for a text. The early twentieth century saw musicological writings
by Kretzschmar, but the field waned as an interest in positivism took over techniques of music analysis. Carl
Dahlhaus’s Foundations of Music History began the work of bringing hermeneutics back into the realm of music
criticism, leading to seminal works by Joseph Kerman, Leo Treitler, and Edward T. Cone. I include references to
these works in my bibliography.

’ Samantha Matherne, “Kant’s Expressive Theory of Music,” The Journal of Aesthetics and Art Criticism 72, no. 2
(Spring 2014): 129-145.

* The works of Beethoven and Schumann greatly factored into this shift, along with the philosophical, artistic, and
social tenets of Romanticism. For other sources that exemplify or explain this shift in criticism, see Friedrich
Rochlitz, “Auf Veranlassung von,” Allgemeine musikalische Zeitung XXX, col. 845, 1828; Edward Lippman,
“Theory and Practice in Schumann’s Aesthetics,” in Philosophy and Aesthetics of Music (Lincoln: University of
Nebraska Press, 1999), 136-178; and Schumann’s own reviews of Chopin and Liszt in Robert Schumann on Music
and Musicians, ed. Konrad Wolff, trans. Paul Rosenfeld (New York: Pantheon Books, 1964), 126-163.
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inherent beauty. For Hanslick, meaning arose from music by looking at its structure, tonal
scheme, and internal mechanisms; it was purely “sounding form in motion.” Since its
publication, musicological and critical interpretations of Hanslick’s approach have generally
agreed that musical form and structure were incapable of expression. More recently this mindset
has softened a bit; now for example, when we invoke his methods, over a hundred years removed
from Vom Musikalisch-Schonen, we look to the text itself to support our ideas of “acquiescence,
resignation, or abnegation.”® Wagner, highly influenced by Schopenhauer and advocating his
own Gesamtkunstwerk, believed art could not exist without meaning, and the lack of a text did
not imply that music was incapable of expression. In keeping with Schopenhauer’s philosophy,
Wagner considered music to be the ultimate vehicle of expression, and advocated for expansion
of formal and harmonic boundaries in order to serve the music’s expressive needs. The “War of
the Romantics,” as it was later dubbed, largely hinged on the debate over the preservation of
formal ideals versus the generation of new forms. The conservative camp, with Hanslick as the
primary critic and Brahms its chief compositional advocate, looked back to the formal
developments of Beethoven as an unsurpassable peak and questioned the legitimacy of program
music; the progressive camp (the “New German School”) included Wagner and Liszt, who saw
Beethoven as a new beginning in music and believed that formal constraints could be eschewed
in the service of expression. The heated debate was carried out in the forms of written

. cq . .. 7
manifestos, scenes at concerts, and within compositions themselves.

> Joseph Kerman, “How We Got Into Analysis, and How to Get Out,” Critical Inquiry 7, no. 2 (Winter 1980): 314.
% Nicholas Cook, “Theorizing Musical Meaning,” Music Theory Spectrum 23, no. 2 (Fall 2001): 174. This quotation
pertains to Cook’s explication of the approaches of such scholars as Robert Hatten, Peter Kivy, and Stephen Davies,
among others.

" For more on this compositional debate, see Mark Evan Bonds, “Idealism and Aesthetics of Instrumental Music at
the Turn of the Nineteenth Century,” Journal of the American Musicological Society 50, no. 2/3 (Summer-Autumn,
1997): 387-420; Alan Walker, Franz Liszt, Volume Two. The Weimar Years (Ithaca: Cornell University Press,
1993), 339-367; Bryan Magee, The Philosophy of Schopenhauer (Oxford: Oxford University Press, 1983), 350-403;
and Mark Evan Bonds, “Symphony §11: 19" Century” Grove Music Online, Oxford Music Online, Oxford
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In the twentieth century, the emphasis on musical hermeneutics diminished as positivist
analysis gained traction. Carl Dahlhaus’s 1977 Foundations of Music History examined the rift
between analysis that allowed for elements external to the work versus a methodology that only
focused on internal musical characteristics. This renewal led to Joseph Kerman’s seminal 1980
Critical Inquiry article, “How We Got into Analysis, and How to Get Out,” on which he
critiqued the music analysis discipline for its extreme positivism and called for analysts to move
toward a more interdisciplinary, culturally cognizant consideration of music. In one section of
the article, he takes Heinrich Schenker’s sketch of “Auf meinen Thrénen spriessen” from
Dichterliebe and points out what he deems to be its primary limitation: the lack of musico-poetic
considerations. Schenker’s elimination of non-structural notes in his sketch eradicates almost all
of the song’s chromaticism, which is textually motivated. Kerman notes that, while Allen Forte’s
analysis does comment on the chromaticism, he acknowledges it as a unifying feature of the
whole cycle, without commenting on its expressive significance.® Kerman’s article not only
encouraged hermeneutic analysis, but also incorporation of Theodor Adorno’s aesthetic theories
of meaning as a social construct. Additionally, he drew on the work of Leonard B. Meyer for his
critical methodology; in particular, he cites as exemplary his analysis of Beethoven’s Piano
Sonata No. 26 in E-flat Major, Op. 81a, “Les Adieux, ” wherein specific musical events in the
introduction launch a variety of potentials that are either met or negated. While such a method
has a narrativist bent, it also engages with structural details within the music to provide support
for expressive interpretations. Responding to Schenkerian disciples, Meyer cautions them not to
place too high an emphasis on hierarchical levels, because it may lead to a misunderstanding of

musical meaning or representation. In “Les Adieux,” he remarks that the introduction may be

University Press,
http://www.oxfordmusiconline.com.ezproxy.lib.uconn.edu/subscriber/article/grove/music/27254pg2.

¥ Allen Forte, “Schenker’s Conception of Musical Structure,” Journal of Music Theory 3, no. 1 (April, 1959): 1-30.
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heard as a prolongation of the opening harmony, but that would be missing the point. Instead, the
introduction’s true purpose is the continual delay of a resolution to the tonic harmony until after
the sonata allegro form has already begun. This lack of resolution causes us to rethink the
meaning of the introduction in spite of the presence of prolongation in a Schenkerian sense. In
this way, Meyer’s work may be understood as an attempted hybridization of aesthetics and
formalism.’

In the 1990s, Anthony Newcomb’s writings on action and agency in Mahler and
Schumann spurred on the advent of current narrative theory carried on today by a number of
analysts including Michael Klein, Robert Hatten, and Carolyn Abbate. Using conventional
successions and paradigmatic plotlines from literature as a corollary to music, Newcomb traces
identifiable elements of the music—e.g. tropes, topics, orchestrational details—throughout the
entirety of a movement or composition and notes how they affect change in the musical-formal
structure. As we collect musical signifiers as the composition progresses, “The individual series
of events, then, becomes a coherent story to the extent that we interpret its events according to

»19 Nlewcomb is careful to note that not all

sets of relatively conventional narrative paradigms.
aspects of music participate in a narrative or are agential, but that music can represent various
kinds of agencies. “...[I]nstrumental music can represent institutional agencies, such as city,

country, court; it can represent natural agencies, such as storm, wind, thunder; it can represent

some aspects at least of sentient agencies, such as animals...and, of course, humans...But much,

perhaps most, musical representation is of internal characteristics ascertainable only by

? Kerman, “How We Got Into Analysis,” 322; Leonard B. Meyer, Emotion and Meaning in Music (Chicago: The
University of Chicago Press, 1956), 52-54.

' Anthony Newcomb, “Schumann and Late Eighteenth-Century Narrative Strategies,” 19”-Century Music 11, no. 2
(Autumn, 1987): 166.
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introspection—what most call expression of emotions and feelings.”"'

For Newcomb, it is up to
the analyst to uncover to whom these expressions are attributed, how are they represented, and at
what level of specificity. The difficulty with this is that we cannot associate musical agency with
one particular gesture, timbre, or harmony—it is a combination of elements all coming together
to make their presence known, and how the paradigmatic plotline (such as a classical formal
structure) is affected by these agents.'

Newcomb goes on to describe his methodology, wherein he explores an entire piece to trace
the constantly shifting elements and outlines the specific musical attributes that lend the selection
a distinctive narrative quality. This quality is not a description of the piece, its composer’s
intentions, or the specific performance. Rather, it is the analytically imagined agency that
exhibits these traits. Newcomb tracks the expressive qualities he observes in the music and
relates them to one another as the music moves forward in time, all combining to weave a
narrative of agency and expression.'> This approach of collecting musical data, interpreting it via

cultural, topical, allegorical associations, and then connecting the musical events in a linear time

sequence was highly influential to the next wave of narrative theorists.

' Anthony Newcomb, “Action and Agency in Mahler’s Ninth Symphony, Second Movement,” in Music and
Meaning, ed. Jenefer Robinson (Ithaca: Cornell University Press, 1997): 134.

" Ibid., 134.

" For more on Newcomb’s approach, see his “Schumann and the Marketplace: from Butterflies to Hausmusik,”

in Nineteenth-Century Piano Music, nd ed., ed. R. Larry Todd (New York: Routledge, 1990), 258-315; “Narrative
Archetypes and Mahler's Ninth Symphony,” in Music and Text: Critical Inquiries, ed. Steven Paul Sher
(Cambridge: Cambridge University Press, 1995), 61-88; and “Action and Agency in Mahler's Ninth Symphony,
Second Movement,” in Music & Meaning, ed. Jenefer Robinson (Ithaca: Cornell University Press, 1997), 131-53.
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Current Narrative Theorists

Lawrence Kramer: Musical Meaning and Hermeneutic Windows

Lawrence Kramer has written extensively on musical hermeneutics and The New
Musicology. The first chapter of his 1990 book, Music as Cultural Practice, 1800-1900, is titled
“Tropes and Windows: An Outline of Musical Hermeneutics,” and succinctly outlines his
hermeneutic approach to music. He aims to show us how “hermeneutic windows”— ways to see
the potential interpretation of a non-discursive text or music—are used to deploy an analysis in
any sort of interpretive argument. A hermeneutic window is an entry point from the objective,
surface-level musical text into a hidden, deeper meaning. Kramer posits three ways to open a
hermeneutic window, listed from most to least explicit. The first is the use of textual inclusions,
or any text explicitly associated with the work, be they program notes, evocative titles, even
expression markings. Next are citational inclusions, which are less explicit references to other
musical works or art works (what Klein might call an “intertext”). The third, most implicit
window is a structural trope, “a structural procedure, capable of various practical realizations,
that also functions as a typical expressive act within a certain cultural/historical framework.”"*
There is no “formal discovery procedure” to locate these tropes, which contributes to the critique
that hermeneutics is too subjective for use as an analytical tool. That said, Kramer does provide
some guidelines, stating that these structural tropes often occur during “problematic” moments in
the music, where tensions and formal difficulties become manifest. Faced with an analytical
challenge, we can attempt to understand it in connection to other musical or non-musical

affiliations. Interestingly, Kramer invites comparisons and intersections between musical and

" Lawrence Kramer, “Tropes and Windows: An Outline of Musical Hermeneutics,” in Music as Cultural Practice,
1800-1900 (California: University of California Press, 1990), 10.
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non-musical artworks, and allows them to elucidate one another, but does not imply that the two
disparate works respond to or are aware of one another. This leads to Kramer wanting to provide
a “text” for a work that previously did not contain one, and relying on language to understand
and interpret music. Kramer relies heavily on interdisciplinary correlation in order to interpret
the problems presented in various compositions, rather than a formalist approach to the music

that is then related to other art forms and media.'’

Carolyn Abbate: Can Music be Narrative at All?

Musicologist Carolyn Abbate has explored a wide range of fields including Wagner’s
operas as well as the subfield of musical narrative. Her 1992 book, Unsung Voices: Opera and
Musical Narrative in the Nineteenth Century, presents perhaps the clearest exposition of her
approach. Abbate is concerned with whether or not music even has the power to be narrative, or
at least seriously questions whether it is a consistently narrative form. She also rightly calls into
question the narrative bias that so often occurs in analysis. This bias can arise when an analyst
uses a narrative lens and cherry-picks the music for moments that that then contribute to an
emergent musical story. She also seeks to discover “who” is the narrator in a composition, if
there even is one, and to determine whether music is mimetic (showing) or diegetic (telling) in
nature. To Abbate, music cannot be narrative unless a narrator is present, and since music is
primarily a mimetic as opposed to a diegetic art, there is no narrator speaking from the outside
recounting events to a listener or analyst. Rather, the music is showing us events in the present,

where a narration is impossible. Merely outlining a sequence of structural music events cannot

' Lawrence Kramer is a Distinguished Professor of English and Music at Fordham University. His extensive work
in literary theory strongly influences his work in literary-musical relations and critical musicology.
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comprise a narrative. However, there are truly narrative moments, and they tend to occur when
effects of distance and “the past” interrupt the linear unfolding of music, as in her analysis of
Dukas’ The Sorcerer’s Apprentice.'® In this way, her approach dovetails nicely with Kramer’s
idea of structural tropes occurring at analytically problematic moments in the text and appearing
more as a disruption than anything else.

In applying her methodology, Abbate looks to operatic moments and program music. Her
chapter addressing Wotan’s monologue in act II of Die Walkiire addresses the problematic idea
that when operatic characters are singing, they are reliable storytellers. It is the musical
accompaniment to Wotan’s story that acts as a narrator, commenting on the action and alerting
others that Wotan is not being truthful. Kramer’s review of Unsung Voices praises the analyses
of opera, but questions the veracity of the narrative assumption in regard to program music."’
Both analysts tend to think of the narrative impulse in music as a “disruption” from some sort of
pre-established norm. While Abbate primarily examines texted works or program music, as in
the case with The Sorcerer’s Apprentice, her work is influential for my research because of her
critical view of narrative. Her wariness of whether music can have a narrator stands as a
necessary corrective to narrative bias. At the same time, her own “analyses” largely avoid
structural considerations. My approach seeks to employ a narrative lens that emerges from and is
grounded in the music-structural evidence. Crucially, my analysis of the Rebecca Clarke Piano
Trio in Chapter Four centers on the music’s ability to have a past tense or narrate in some way.
Abbate’s careful work on this concept in particular weighed heavily in attempting to isolate the

specific ways in which Clarke’s work may be construed as pointing to a nostalgic past.

'® Carolyn Abbate, “What the Sorcerer Said,” in Unsung Voices: Opera and Musical Narrative in the Nineteenth
Century (Princeton University Press: 1991), 30-61.
' Lawrence Kramer, “Review: Song and Story,” 19"-Century Music 15, no. 3 (Spring 1992): 235-239.

35



Susan McClary: Narrative as Socially Constructed, Gendered Discourse

Susan McClary’s 1991 book, Feminine Endings: Music, Gender, and Sexuality, calls the
indisputably gendered ways of discussing music to the fore, and why they can be so problematic.
She covers many feminist topics in the book, focusing on social and musical constructions of
gender, the gendered terminologies in music theory, gender and sexuality in musical narrative,
music as gendered discourse, and discursive strategies of female musicians and composers. What
permeates much of the book is the notion that gender and sexuality as social constructs are
applied fo the music, not that music itself exhibits these traits.

McClary’s 2000 book, Conventional Wisdom, looks at musical and formal conventions
and how they intersect with cultural norms and ideals, in attempting to provide models for
notions of musical meaning. At its best, McClary’s work shines a light on the world of
musicology, society at large, and the societal constructions that influence our understanding of
the music we hear. It treats the music as a text to demonstrate how artists responded to their
culture, and also as a reflective device that conforms and corresponds to societal pressure. One
cannot deny that gender and culture play a major role in the composition and reception of music,
and that is why her methodology is important for this study, particularly when a chapter is
devoted to a work composed by a woman in the early twentieth century. While some work has
been done on aspects of feminism in Clarke’s compositions (especially by Bryony Jones, Liane

Curtis, and Marianne Kielian-Gilbert) and has factored into my consideration of the Piano Trio,
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my hermeneutic window of choice into this piece ended up being based more on historical,

stylistic, biographical, and pitch-structural rather than feminist grounds.'®

Robert Hatten: Semiotics, Tropes, and Topics

In Hatten’s semiotic approach in his books Musical Meaning in Beethoven (1994) and
Interpreting Musical Gestures, Topics, and Tropes: Mozart, Beethoven, Schubert (2004), he
analyzes the relationship between sound and meaning in both a structuralist and hermeneutic
way. Opposition and imbalance are of utmost concern, and valuing those oppositions in terms of
their markedness leads to an emergence of meaning. Borrowed from linguistics, a marked term
affirms the presence of something particular, emerging from an asymmetrical opposition. A basic
example of this is the opposition between major and minor modes in music. The minor mode,
used less often, carries a specific connotation in frequently conveying the tragic or sad. Its
opposite, the major mode, can convey any number of expressions, and it does not necessarily
mean non-tragic. The norm in key relations for a work in the common-practice period would be

for a modulation from major I to major V. If, instead of moving to V, it modulates to bV1, this

modulation would be marked, as it is unexpected and non-normative.
A major component of his analysis has to do with expressive genre, represented
graphically in several chapters. An expressive genre considers the work as a whole, plotting its

dramatic trajectory based largely on mode (major/minor) and style (low/middle/high). Given its

18 Bryony Claire Jones, “The Music of Rebecca Clarke,” (PhD diss., University of Liverpool. 2004); Liane Curtis,
ed., A Rebecca Clarke Reader, (Rebecca Clarke Society, Inc., 2004); Marianne Kielian-Gilbert, “The Woman in the
Music (On Feminism as Theory and Practice,” College Music Symposium vol. 40 (2000): 62-78; “Of Poetics and
Poiesis, Pleasure and Politics-Music Theory and Modes of the Feminine,” Perspectives of New Music 32, no. 1
(Winter, 1994): 44-67; and “On Rebecca Clarke’s Sonata for Viola and Piano: Feminine Spaces and Metaphors of
Reading,” in Audible Traces: Gender, Identity, and Music, eds. Elaine Barkin and Lydia Hamessley (Zurich:
Carciofoli Verlagshaus, 1999), 71-114.

37



generality, in order to arrive at which expressive genre a work embodies, Hatten proposes
consideration of topics, tropes, and musical gestures. The in-depth approach to musical gesture is
a large part of Hatten’s 2004 study titled Interpreting Musical Gestures, Topics, and Tropes:
Mozart, Beethoven, Schubert. A musical topic is a style type with strong correlations and a range
of interpretation, and is often identified by “tokens” of the style. A French overture topic, for
instance, can be identified as a stately tempo with a proliferation of dotted rhythms and
occasionally, trumpets. All of these tokens do not have to be present for us to associate a section
of music with a certain topic; but once we recognize it, it generates extramusical or even
intertextual associations. The merging of two musical topics results in a musical metaphor, or
trope, that requires critical interpretation to identify a possible musical meaning. Gesture is an
“energetic shaping through time,” bringing a systematic, stylistic, or symbolic meaning to a
composition. Hatten cites a “sigh” gesture, which typically has two distinct associations—an
expression of grief (Empfindsamer style) or one of graciousness (Galant style). The use of a
musical gesture such as this enhances our hermeneutic interpretation of a piece, as we must
interpret what it is really supposed to signify. These gestures may be spontaneous, thematic,
dialogical, rhetorical, or tropological.'” When these smaller musical gestures become motivic,
they help an analyst identify the expressive tone and, hopefully, the range of signification
inherent in a work.

The identification and analysis of all these separate thematic components helps us arrive
at the larger expressive genre of a composition, be it transcendent, triumphant, tragic, gallant,
tragic-transcendent, and so forth. While these elements can cause us to have expectations of a

genre, it is up to the composer to confirm or deny those expectations.

' Robert Hatten, Interpreting Musical Gestures, Topics, and Tropes: Mozart, Beethoven, Schubert (Indiana: Indiana
University Press, 2004), 477.

38



Hatten’s brief discussion of intertextuality concerns itself with various types of
appropriation. He uses the “Heiliger Dankgesang” from Beethoven’s Op. 132 to make his point,
citing the juxtaposition of Renaissance (modal, hymn texture) with the Baroque (trills,
ceremonial character, stately character, contrapuntal). These two styles are marked in contrast to
the Beethovenian tradition, and also make a correlation to reverent prayer, liturgical function
(from Renaissance), and dance (Baroque). Hatten’s work in this analytical subfield represents a

broad conceptual approach that focuses on large-scale types/norms rather than detailed analysis.

Michael Klein: Intertextuality and Culture

Michael Klein, along with literary theorists, claims that one cannot approach a text
without bringing understandings and knowledge of other texts to the table. When we analyze a
piece of music, or even hear it for the first time, we cannot help but hear associations to other
compositions, topics, time periods, or styles, and they all work together to form our interpretation
of a piece’s meaning. For Klein, influence implies “intent or a historical placement of the work
in its time or origin,” while an intertext “implies a more general notion of crossing texts that may
involve historical reversal.”*’ Related to this, it is important to recognize that Klein’s definition
of trope is different from Hatten’s and Kramer’s. To Klein, a trope within an intertextual context
is a sign or group of signs in one text that is a transformation of signs from another text.”' Hatten
defines a trope as the intersection of two musical topics, for which critical interpretation is
required to ascertain a potential meaning; Kramer’s tropes are structural moments in the music

that function as an expressive act within a cultural or historic framework, and are often points

20 Michael L. Klein, Intertextuality in Western Art Music (Indiana: Indiana University Press, 2005), 4.
21 1.
Ibid., 13.
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where musical tension or formal abnormalities invite closer analytical inspection. While Klein
generally agrees with them, he tends to be more cautious in his claims for an intertext with a
particular work. For example, citing an instance of Sturm und Drang in a Romantic work as an
intertext with a Haydn Piano Sonata is a trivial observation, as that particular technique is
ubiquitous throughout the eighteenth century. Likewise, Beethoven’s use of an Alberti bass is
likely an evocation of his youthful training, not an intertext. Writing the “Heiliger Dankgesang,”
on the other hand, is another story entirely, because of its two marked textures and styles that
contrast with Beethoven’s late musical language, along with Beethoven’s documented illness
shortly before composition, and the expressive markings notated in the music, among other
elements. What Klein has in mind is a web of meaning. Around the particular composer and
composition, we should consider many texts: those that are biographical, theoretical, historical,
musical, cultural, and so forth. It is particularly important to consider the historical figure of “the
composer” in a holistic way when approaching a piece. Gaining insight to their lives and worlds
can definitely influence the way one interprets their works. Through consideration of all of these
factors, there is no set “methodology” that Klein articulates, but rather an approach that does
what a purely structural analysis does not do.

As part of the foundation for his approach, Klein invokes Northrop Frye’s narrative
archetypes in his analysis (also to be seen in Byron Almén’s writings), along with consideration
of musical plot. Listening to a composition along these lines, a story unfolds as an analyst
engages in a dialogue with the narrative of the music. Generally speaking, Klein advocates a top-
down approach: determine which story (or stories) the music tells you or which stories you wish
to tell about the music, then locate and identify the musical aspects that support that story. While

such discursive strategies are of utmost importance, that is not solely what will lend your story
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credibility (compare Abbate on narrative bias discussed earlier). Using topics, musical
metaphors, and perhaps most importantly, historicization, can help us arrive at a narrative, but a
narrative without a story is no narrative. The potential problems one could find with this
approach revolve around the analyst’s bias. If you go into a work with a narrative bias, it is
possible to claim any number of things to try to support any narrative. One needs musical,
cultural, stylistic, and, for my analyses, structural evidence, to mitigate this problem.

In his analysis of Chopin’s Ballade No. 4 in F minor, Op. 52, Klein utilizes Jean-Jacques
Nattiez’s three narrative levels: the poietic level, which concerns biography and history; the
immanent level, which is a theoretical approach; and the esthesic level, concerning how we
approach a text.”* Klein’s analysis concerns involves the presence of a narrator, an interesting
approach considering this is a main sticking point for narrativists across the board. Those who
deny musical narrative as a viable course of analysis often cite the lack of a narrator or past tense
in music. Klein suggests that music lies somewhere between mimesis (showing) and diegesis
(telling) because it cannot actively show us events as they occur, nor can it be told by a narrator.
Semiotician Paul Cobley asserts that a telling is also a showing, as the creator of a narrative can
pick and choose which events to present. By finding a way around this issue, Klein can proceed
with his analysis, in which he assumes the existence of a functional narrator. His analysis
combines his own methodology with that of Hatten, and is concerned with both what and how
the music signifies. In keeping with Hatten, he analyzes the Ballade’s expressive genre, explores
intertextual relationships between the fourth Ballade and the other three, and, borrowing from

Edward T. Cone, exploits the notion of apotheosis in his work. Drawing from Monelle, he

** Michael L. Klein, “Chopin’s Fourth Ballade as Musical Narrative,” Music Theory Spectrum 26, no. 1 (Spring
2004): 23-56. Nattiez’s discussion of the three narrative levels appears in his book, Music and Discourse: Toward a
Semiology of Music (1987), trans. Carolyn Abbate (Princeton: Princeton University Press, 1990b); see especially pp.
7-39.
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investigates issues of temporality to posit a theory of lyric versus narrative time that leads to an
apotheosis, and finally, he explores the affective trajectory of the fourth Ballade.

The most important take-away from Klein’s analysis is that the analyst or critic has an
intuition about the meaning(s) of a text, and then moves toward the structural and cultural
underpinnings of that meaning. In arriving at his analysis, Klein mediates his narrative intuition
and the structure of the music, while adapting the semiotic theories of Hatten and Monelle.
Critics of narrative analysis might say that Klein’s intertextual analysis starts from too subjective
a place, but that is how most people respond to music upon a first listen—they hear the story
they want to hear. If I hear a particular composition as tragic, that response is valid. Once I find
musical, cultural, historical, and/or biographical cues to explain sow the work is tragic, this
narrative reading is no longer arbitrary. Accordingly, this study aims to strike a balance between
structuralism and narrative, and negotiate objective and subjective perspectives. I argue that
following one’s analytical and expressive intuition is a perfectly legitimate starting place for a
narrative analysis. Like Klein, I want to tell stories about music, and the story I want to tell has to

be supported by a range of valid evidence.

James Hepokoski and Warren Darcy: Narrative Forms

In their 2006 Elements of Sonata Theory: Norms, Types, and Deformations in the Late-
Eighteenth-Century Sonata, Hepokoski and Darcy categorized a daunting list of sonata-form
movements into norms and types. Their narrative approach to these formal constructions is clear,

99 ¢C

demonstrated by their use of specific terms such as “action zones,” “juggernaut caesura,” “TR

rhetoric,” and the like. The act of establishing a series of norms and deformations that in
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essential ways rests on a series of related metaphors implies a narrative impulse. If we, as
analysts and listeners, go into a composition with predisposed ideas about our musical
expectations and are instead greeted by a specific “deformation,” this would provide a marked
moment, a structural trope, or a hermeneutic window into the individual narrative in the
composition. As opposed to musicologists who look more to social constructions to inform their
analysis and understanding of music, Hepokoski and Darcy are structuralists through and
through. At the same time, they lend a narrative impulse to the purely musical, because the
sonata, as form and process, is a story of thematic and tonal elements. There are (at least) two
themes, two key areas, and they may be construed as engaging in a battle for supremacy. It is
possible and, in specific instances under specific conditions, advantageous to anthropomorphize
the events in a formal construction, particularly one which is so prevalent and has undergone so
many developments throughout history (pun intended). Since we have heard this same musical
story told so many different ways, there exists the potential for a narrative bias because we have
a set of musical expectations. Hepokoski and Darcy outline those expectations, provide examples
of compositions that deny those expectations, and address what those denials mean in the

grander analytical scheme.

Byron Almén: Narrative Archetypes and Transvaluation

Byron Almén’s 2008 book, A Theory of Musical Narrative, attempts to present a

complete method for narrative analysis. More so than Hatten or even Klein, Almén relies on

literary theory and criticism to find meaning in music.
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Because “narrative” is fundamentally literary by nature, it is difficult to apply to music.
Critics have written for centuries about how best to talk about music and its meaning when
language falls short. Relying on literary theory might plunge us deeper into that hole. To avoid
this, Almén adopts a ““sibling model” to narrative theory where it is applied to music, which
posits that narrative pertaining to music and literature are distinct media sharing a common
foundation. Narrative can explain the inner workings and potential results of conflict between
elements, but it must consider music’s own “syntactic potentialities.”*

For Almén, narrative emerges after transvaluation, a term borrowed from semiotician
James Jakob Liszka. Transvaluation occurs when “...a preexisting hierarchy of a system of signs
is subjected to change over time; this change, filtered through an observer’s design or purpose, is
interpreted as being isomorphic to a change applied to a cultural hierarchy...Thus, narrative
tracks the effect of transgressive shifts or conflicts on a prevailing cultural system, as inflected

2% An analyst starts organizing a system of signs—

by that which is important to the observer.
topics, tokens, tropes, all of which are inherent in the music—and observes the processual
changes. These changes are then filtered through the analyst’s subjective purpose and applied to
a cultural standard. Further factoring in cultural factors and experience, such an enhanced
approach to analyzing musical structure can then be used in supporting an interpretation.

After explaining his take on markedness, syntax, and value throughout his book, Almén
revisits transvaluation, now focusing on the resultant confrontation and crisis. This is brought
about by a transgression that introduces marked elements. As an analyst highlights the

interactions between the “higher order” and the “transgression,” the biggest difficulty with

Almén’s method emerges: we must choose which system of signs to which we are most

> Byron Almén, 4 Theory of Musical Narrative (Indiana: Indiana University Press, 2008), 13.
2415
Ibid., 40.
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sympathetic. Analysis of this sort features three levels: agential, in which the semantic units are
identified and characterized; actantial, in which the relationship between the semantic units is
defined; and narrative, interpreting the interactions of these units in relation to a drama between
an order-imposing hierarchy and a transgression, eventually leading to a classification as one of
Northrop Frye’s narrative archetypes. These are: romance (victory + order), irony (defeat +
order), tragedy (defeat + transgression), or comedy (victory + transgression). Almén’s methods
place great weight on the events in the musical structure, whether they be melodic, harmonic,
formal, or topical. He then uses those events to situate the musical story on his adapted map of
Frye’s narrative archetypes, reflecting the piece’s specific discursive and interpretive strategies.
As the music progresses, it may move along the map in accordance to the constantly shifting
hierarchy of the musical events, but at its conclusion, we can point to structural occurrences in
the music that correspond to an ironic, romantic, comedic, or tragic narrative reading. However,
because of choosing what exists as order and transgression, this approach allows for a good deal

of subjectivity despite its reliance on musical structure.

Critiques of Musical Narrative

The field of musical narrative is hardly immune from critiques. Most critical assessments
home in on the high level of subjectivity and arbitrariness that ascribing a story to music might
invite. The New Musicologists fundamentally questioned the sole reliance of analysis of musical
structure from inside the text to the exclusion of other factors from outside the text. Musical

narrative is one attempt to respond to this analytical call to arms by incorporating myriad factors
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from outside of the composition itself to assist in illuminating the signifying potential in the
structural and harmonic events of the music. The main criticism of the cross-disciplinary nature
of narrativity in particular is that too much emphasis can be placed on forcing a story onto the
music as opposed to using the musical structure to uncover a possible reading, and the result can
be too subjective. This approach leaves some wondering where musicology ends, analysis
begins, and if the move away from formalism is also a move away from analytical rigor.

Nicholas Cook’s 2001 article, “Theorizing Musical Meaning,” takes the developments of
the “New Musicology” to task, pointing out that despite all the advances in the field throughout
the 1990’s, we may still be missing the mark. After Joseph Kerman’s call to step away from
positivism and toward a more interdisciplinary, cultural consideration of music, Cook asserts that
musicologists overcompensated by ascribing cultural and socially constructed meaning to music
without adequate support from the music itself.

The proposed “problem” with musicology at the turn of the twenty-first century goes
back much further to the previously mentioned opposing aesthetic theories of Eduard Hanslick
and Theodor Adorno. While these two aestheticians were by no means contemporaries, their
theories outline the two seemingly irreconcilable approaches to musical meaning: the neo-
Hanslickian approach, in which one finds meaning inherent in the musical form and structure;
and that of the neo-Adornians, who posit that meaning is a social construct. The New
Musicology tended toward the Adornian approach, denying that there was any purely musical
meaning.

As Cook recounts, Hanslickian formalism arose as a critique of the New German School
in the late 1800’s, as composers disregarded Classical melodic and formal norms to enhance the

expressive qualities of their music. For Hanslick, meaning arose from music through
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consideration of its structure, tonal scheme, and internal mechanisms. For those who see
meaning as musically inherent (e.g. Kivy, Hatten, Cone, Tarasti), it seems logical that they
would integrate expressivity into a rigorous analytical process. Cook states that this is rarely the
case, as these scholars simply substitute expressive terms for analytical ones. As an example,
they will refer to an analytical description of a piece moving from A major to F minor as a
progression from light to dark emotions.” Of Hatten specifically, Cook notes that he will apply
expressive meaning to a musical analysis, but never reformulate a structural analysis in relation
to an expressive interpretation. The two sides, music and meaning, do not interact, complement,
or counterpoint one another. The onus is placed on the score, not its hermeneutic implications.
On the other hand, socially constructed (and expressive, to an extent) meaning is passed
down from Adorno’s theories in the first half of the twentieth century. Cook cites McClary as a
main proponent of this tactic, claiming that musical meaning is largely comprised of conventions

2

societies have “agreed to maintain.”*® This idea is not without precedent or legitimacy.
McClary’s controversial “rape analogy” reading of Beethoven’s Symphony No. 9 could never
have existed without Freud’s work in the field of psychoanalysis. Our readings cannot help but
be influenced by our experiences and the world we live in. As long as there is a homologous
relationship between interpretation and social construct, the analysis is plausible. However, if
Adorno and his followers believe that music takes on meaning as a social construction, they stop
short of explaining #ow the music structurally supports these socially constructed meanings and
if there are limits to what it can mean. Without an adequate theory of how and why music can

structurally express meaning through focusing on the structural elements that emerge from the

text, the interpretation may be seen as arbitrary.

** Cook, “Theorizing Musical Meaning,” 175.
% 1bid, 171.
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Cook is saying that neither camp has adequately theorized how to have musically
inherent and socially constructed or expressive meaning work together, but they must in order to
present a credible analysis. Without balancing the objective and subjective aspects of analysis,
you either have a structural analysis with superfluous expressive meanings pasted onto it or a
narrative without empirical evidence to back it up.

Cook’s essay “Theorizing Musical Meaning” challenged leading scholars in the field of
narrative, hermeneutics, and semiotics to address these concerns and posit how their methods
steer a course between the Scylla of inherent meaning and Charybdis of socially constructed
meaning to find a “third way” that allows for both analytical rigorousness and cultural context to
coexist.”’ In the preface to Rethinking Music, Cook observes that the New Musicology
movement took away the notion of musical autonomy. That is, musicology and analysis rely too
heavily on social and cultural concerns and blend into other disciplines within the humanities.**
Kevin Korsyn responds to musicology’s reliance on the binary opposition of being either
“inside” or “outside” the piece of music, exploring either its internal attributes or relating it, as a
closed unit, to other closed units. We can alternate between these two approaches, but never
utilize both of them as once. He writes on this as part of an overarching concern of the text
versus context debate in musicology, but it is certainly applicable to the specific approaches of
several narrativists who search for musical and formal abnormalities over a backdrop of norms.
These binary oppositions inevitably lead to notions of subordination or hierarchy, and the
opposing stances of analysis versus history correspond to such an opposition. One is either in the

music analyzing its form or outside of it, placing it into a historical context. Exploring ways to

%" Nicholas Cook, “Theorizing Musical Meaning,” 177.
28 Nicholas Cook and Mark Everist, Preface to Rethinking Music, eds., Nicholas Cook and Mark Everist, (Oxford:
Oxford University Press, 1999), x-xii.
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mediate the two is Korsyn’s point of departure, primarily focusing on Mikahil Bakhtin’s concept
of dialogue as a way into solving this problem.*’

As opposed to other subfields of music theory such as Schenkerian analysis or pitch-class
set analysis, the field of musical narrative does not adhere to strict analytical guidelines or aim
toward a pre-determined analytical goal. Kofi Agawu writes that semiotics and hermeneutics do
not have an established set of beliefs or tenets, and the field becomes wayward and diverse. The
lack of boundaries or regulations, or even an attempt to define what the subfield is attempting to
accomplish in the first place, place musical narrative and semiotics in the position of having to
prove their worth and academic validity.*

It seems that music analysis and post-structuralism are diametrically opposed, so
how do narrativists grapple with this problem? How can they find a “third way”? Jacques Lacan,
one of the most notable twentieth-century proponents of psychoanalytic theory providing a
touchstone for post-structuralists, stated famously that the subject can only be a subject of the
signifier. It cannot exist without language acting as its signifier; it is a no-thing.”' We can apply
this handily to music, and claim that the use of a linguistic context, and therefore a cross-
disciplinary approach, is essential to elucidate what music means. It cannot speak for itself, and
therefore we must speak for it. Kramer writes that music does have referential power, as is seen

with program music, but cannot make truth claims.

*¥ Kevin Korsyn, “Beyond Privileged Contexts: Intertextuality, Influence, and Dialogue,” in Rethinking Music, eds.,
Nicholas Cook and Mark Everist (Oxford: Oxford University Press, 1999), 55-56. Also remarking on the problem of
balance, whether from being inside or outside of the music or from a structural or cultural viewpoint, Arnold
Whittall acknowledges that it is difficult to reconcile the tension between formal and hermeneutic interpretations,
and the balance of pluralism and coherence is next to impossible. See Arnold Whittall, “Autonomy/Heteronomy:
The Contexts of Musicology,” in Rethinking Music, eds., Nicholas Cook and Mark Everist (Oxford: Oxford
University Press, 1999), 101.

¥ Kofi Agawu, “The Challenge of Semiotics,” in Rethinking Music, eds., Nicholas Cook and Mark Everist (Oxford:
Oxford University Press, 1999), 139.

*1 Joél Dor, Introduction to the Reading of Lacan: The Unconscious Structured as a Language eds. Judith Feher-
Gurewich and Susan Fairfield (New York: Other Press, 2004), 24-34.
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Yet to argue that meaning begins with a truth claim is merely to give a restrictive

definition of meaning....In taking up the hermeneutic attitude, we approached the

text by assuming that it resists fully disclosing itself, that in certain important

respects it is mute, and that we ourselves understand it at first in terms we must

work to articulate. To put this another way, we approached the text very much as

we would be compelled to approach a piece of “absolute” music. The hermeneutic

attitude, which begins to assume its modern form at just about the time that

instrumental music begins its cultural ascendancy, works by assigning to
discourse the nondiscursive opacity that is supposed to belong to music. We
enable the interpretation of a text by depreciating what is overtly legible and
regarding the text as potentially secretive.”
For Kramer, music cannot express its meaning to us; rather, we must unlock its meaning through
linguistic discourse. Taking a purely formalist approach and analyzing the music in a vacuum as
the only text will not bring its meaning to light. In blurring the lines between musicology and in
this instance, discourse, we are attempting to describe and understand music the only way we
know how: through language and cultural context. Music cannot interpret itself, and musical
units do not have “fixed lexical meaning.” Language does, for the most part, and it is the perfect
medium through which musical signs can be described and interpreted.”

Post-structuralism cites the need for language and culture to shed light on “the subject,”
or music in this case. For many of the musicologists writing in Cook and Everist’s Rethinking
Music, the cultural context is an indisputable necessity. Korsyn’s intertextuality signifies “an
impersonal crossing of texts, marking a shift towards a reader-oriented criticism.”** Thus, one
puts the text into context and they become unified, but these intersections do not provide a
narrative bias. For Whittall, the move away from musicological positivism is welcome and

necessary, as music was not composed in a vacuum and should not be analyzed as such. He

quotes Kramer and says “musical autonomy...is a chimera; neither music nor anything else can

32 Kramer, “Tropes and Windows,” 5-6.
> Agawu, “The Challenge of Semiotics,” 144.
** Korsyn, “Beyond Privileged Contexts,” 56.
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be other than worldly through and through.”* If we want to serve the ideals of the New
Musicology, we must find a way to balance an analysis of the text and the context of its creation,
because it is impossible to call this field musicology if we resist engagement with the composer,
a work’s composition, and the notion that a piece of music is conceived as a reaction to and
direct product of the world from which it is derived.’®

The third way that Cook is seeking, that between the Scylla of inherent meaning and
Charybdis of socially constructed meaning, seeks to take away the potential for arbitrariness in a
narrative reading. We cannot assign a meaning to something for no reason whatsoever; there has
to be at least one specific, available attribute that supports it. In relation to music, these attributes
emerge through its performance. Indeed, music does not simply exist in a vacuum; it is always in
a discursive relationship with someone or something, be it audience, performer, or interpreter.
The interaction of music with its interpreter gives rise to meaning. In this way, we can look to the
structural attributes of the music, but also engage our cultural views and experiences in a
dialogue with it. With this idea, music does not have to have just one meaning, but the potential
for unique meanings based on varying circumstances. In no way is a narrative reading of a
composition claiming to expose the meaning of the music, it is merely a potential interpretation.
There is much to be gleaned from a new and different perspective on any piece of music, just as
in the evolving world of performance practice.

In truth, most narrative approaches allow for considerable subjectivity, despite attempts
to state the contrary, and that may be seen as a flaw in this analytical technique. I do not consider
this of a problem, as music is subjective and personal to begin with. My experience with a

Chopin Ballade is different from my colleague’s, which is different from a pianist’s, which is

%% Whittall, “Autonomy/Heteronomy,” 56-57.
3% 1bid, 100.
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different from a Polish composer’s. By extension, my analysis should be as well. Unless the
composer is alive, they cannot tell us what story they are telling, and provided we can access
both the meaning inherent in the music and our own, socially and experientially constructed
meaning to arrive at a conclusion, we can tell the story that we think is communicated by and
through the music. Lawrence Kramer writes, “Considered in isolation, a sforzando or a pungent
dissonance, a melodic shape or a rhythmic profile, is just as neutral as a middleground linear
progression. Signifying surfaces cannot simply be decoded; they must be interpreted before their
signifying and expressive power can be released. And once one starts interpreting, there is
nothing, literally nothing, that cannot assume a qualitative, signifying value.”*’ Structure and
interpreted meaning must work in tandem for any analysis to be worthwhile. For Kramer,
perhaps criticism should be considered more heavily than analysis, but it is not to say that both

structure and meaning cannot coexist in one analysis.

The decision to investigate these four compositions developed gradually through my
work in the narrative field. I began work on the Vaughan Williams Phantasy Quintet to test the
limitations of a narrative analysis in a chamber music context, in the absence of both traditional
common-practice tonality and a conventional formal construction. Most narrative analyses
address music from the common-practice period with relatively clear-cut forms in either a solo
(character piece) or orchestral work. Because a narrative approach to the Phantasy Quintet
proved illuminating, it seemed only natural to expand the scope to other compositions from this

“problematic” time in music history.>®

*7 Lawrence Kramer, “Haydn’s Chaos, Schenker’s Order; or Musical Meaning and Musical Analysis: Can They
Mix?” in Critical Musicology and the Responsibility of Response (Hampshire: Ashgate, 2006), 243.

% Applying narrative to twentieth-century works is not without precedent. For further reading, see Michael L. Klein
and Nicholas Reyland, eds., Music and Narrative since 1900 (Indiana: Indiana University Press: 2013).
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Despite the vast array of compositional techniques during this time and across the four
works to be studied, they share one commonality: they are all cyclic multi-movement
compositions. This technique is most closely associated with works by César Franck, including
the Piano Quartet and Violin Sonata, and disseminated widely by his student Vincent D’Indy, the
founder of the Paris Schola Cantorum.>® In D’Indy’s treatise, he traces the origins of cyclic
sonatas to Beethoven’s compositions, including the Pathéthique Sonata and Symphony No. 9,
and alleges that his teacher was the sole inheritor of and builder upon Beethoven’s cyclic
tradition. D’Indy divided the generations of composers after Beethoven into two camps: those
that broke with sonata form and failed to incorporate thematic development, and those who
distilled the process into one of cyclic unity. Finding fault with such revered Romantics as
Schubert, Mendelssohn, Chopin, and Schumann (his own nationalist views factored into this as
well), D’Indy did face a stumbling block when it came to Brahms. After acknowledging Brahms’
compositional aptitude, he dismissed his work as being tedious and indigestible, among other
critiques, thereby forging a direct path from Beethoven to Franck. D’Indy then discusses the
attributes of a cyclic sonata: it must have a distinguishable theme that is consistently developed
or undergoes variation and appears in most if not all of the subsequent movements; the
development of the theme may be more nuanced within a movement than it is across
movements; and the key scheme across movements should be incorporated into the cyclic
design.

The selected British chamber works feature overt cyclic procedures, and not by simply
utilizing one recurrent musical idea. Perhaps the most prevalent compositional procedure is a

“motive chain,” whereby a motive or theme from the first movement will appear throughout, but

** Vincent D’Indy, Cours de composition musicale, Ile livre, 1" partie (Paris: Durand, 1909). For more on the cyclic
sonata, its practitioners, and its ties to nationalism, see Marianne Wheeldon, “Debussy and La Sonate cyclique,” The
Journal of Musicology 22, no. 4 (Autumn 2005): pp. 644-679.
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the second movement will put forth a new musical idea that will also undergo some sort of
transformation in the third movement. This trend toward cyclicism was “in the air” at the time,
with many composers exploring this unifying trait, but it is so explicit in all of these
compositions that it opens up narrative implications. For example, the transformation of an
expressively striking and strident theme from being an outlier in the formal scheme to a pastoral
folk song in Vaughan Williams’s Piano Quintet in C minor limns an analytical and expressive
tale; conversely, the /ack of transformation of a recurrent theme can also tell a story, albeit a very
different one, in Bridge’s post-War String Quartet No. 3.

My narrative approach incorporates historical aspects while also attempting to make
sense of music that does not necessarily conform to common-practice tonal and formal
conventions. The works chosen for this study weave compelling musical narratives of
transformation (and, in one instance, an anti-narrative of non-transformation). Together, they
shine a light on the fascinating yet largely unexplored chamber music of England at the outset of
the twentieth century.

Even with the published work in this theoretical subfield, there is no exact methodology
for my analytical path, or a blueprint for finding my hermeneutic windows. Rather, my approach
entails a feedback loop of listening for the unique, even bizarre, marked moments, interpreting
them in a more macroscopic structural context, determining possible biographical and/or cultural
contexts motivating a significant musical moment, and how this moment affected change across
the work as a whole. While the compositions here were written at a time where there was more
tonal and formal freedom, and therefore fewer musical expectations, there will always be
specific musical utterances that stand out as marked in relation to structural contexts established

by the piece. I suggest that a narrative lens can act as a heuristic and provide an inroad to dense,
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difficult works that realistically could be potentially subject to myriad analytical possibilities.
These compositions resist categorization and would likely not benefit from an exclusively
structural-taxonomic method of analysis. It seems fitting that music that resists placement into a
specific category and does not follow prescribed formal and tonal “rules” should be examined

through an analytical method that behaves in a similar manner.
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CHAPTER THREE: INTERTEXTUALITY IN RALPH VAUGHAN WILLIAMS’S
PIANO QUINTET IN C MINOR AND PHANTASY QUINTET

Attempted Thematic Transformation and Stylistic Synthesis in the
Piano Quintet in C Minor

The frontiers of music are never clear cut: beyond its framing silence, beyond its

inner form, it is caught up in a web of references to other music: its unity is

variable and relative. Musical texts speak among themselves.'

This crossing of texts, or intertext, can enrich our understanding of a work’s signifying
potential. By opening up a musical text to both internal analysis and external contextualization,
we can shed a more nuanced, multifaceted light on its hermeneutic potential. The concept of
intertextuality stems from early twentieth-century philosophy, semiotics, and literary criticism, in
the writings of Kristeva (who coined the term), Foucault, and Bakhtin, among others. For this
chapter, my methodology draws on Michael L. Klein’s 2005 monograph Intertextuality in
Western Art Music, the first complete study involving the application of this concept to musical
compositions. Klein and Reyland’s follow-up co-edited collection of essays, Music and
Narrative since 1900, is also crucial to my study, as the changes in musical language after the
turn of the century necessitate a shift in our narrative perspective.’

It is important to note that the goal of musical intertexuality is not to prove compositional
influences. Klein states, “Rather than view texts as links in a chain of influence, we can use the
metaphor of a web to show that texts are interlinked in multiple directions.” Intertextuality does
not concern itself with timelines; rather, it is a crossing of a multitude of texts that can open a

text’s meaning in myriad ways. Its unregimented nature makes it difficult to define what does or

"' Michael L. Klein, Intertextuality in Western Art Music (Indiana: Indiana University Press, 2005), 4.

? For more information on the origins of intertextuality in the philosophical and semiotic disciplines, see Michael L.
Klein, Intertextuality in Western Art Music, 2005.

3 Klein, Intertextuality in Western Art Music, 4.
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does not constitute an intertext. It is possible to limit it solely to the works of one author, or to
one specific period, or within a particular style. Alternatively, it is possible to open the text at
hand to all time, or the entire canon. The intertext does not have to be limited to other musical
compositions either. Rather, we can look to other contextual factors including the composer’s
biography, historical events, literary connections, and social constructions as texts that can aid us
in understanding music and what it signifies.

Two early compositions by Ralph Vaughan Williams will be analyzed through an
intertextual lens: his Piano Quintet in C Minor, composed in 1903 with final revisions in 1905,
followed by the Phantasy Quintet, composed in 1912 for the Cobbett Composition Competition.
The Piano Quintet was finished before what is considered to be Vaughan Williams’s
compositional maturity, and he withdrew several works from the time between leaving the Royal
College of Music in 1895 and studying with Ravel in 1908.* After a lengthy publication embargo
on the Piano Quintet, it was published in 2003. The early works show the composer trying to
find his own voice, and strong Brahmsian influences are felt here, no doubt due to the teachings
of his primary instructor at the RCM, Sir Charles Villiers Stanford.’ I will use several intertextual
associations in my formal and tonal analysis of this formative composition, including an
examination of other works Vaughan Williams was composing simultaneously and their textual
implications; the composer’s contemporaneous professional engagements; and his reuse of the
same thematic material from this work later in life.

In contrast, the Phantasy Quintet, composed two years after his well-known Fantasia on a

Theme by Thomas Tallis, is a work from the beginning of Vaughan Williams’s maturity. There

* Paul Conway, liner Notes to Ralph Vaughan Williams (1872-1958): Piano Quintet, Romance, Quintet in D Major,
Six Studies in English Folk Song, London Soloists Ensemble, Naxos 8.573191, CD, 2014.

* Hugh Ottaway and Alain Frogley, "Vaughan Williams, Ralph," Grove Music Online. Oxford Music Online. Oxford
University Press, accessed March 22, 2016,
http://www.oxfordmusiconline.com.ezproxy.lib.uconn.edu/subscriber/article/grove/music/42507.
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are curious similarities between motivic material employed in the Phantasy Quintet and
leitmotifs from Wagner’s Parsifal that warrant an intertextual analysis, as well as the early
English Fantasia genre and the form it took in the hands of composers during the English
Musical Renaissance at the turn of the twentieth century.

The two pieces, written approximately ten years apart, share many traits: they are heavily
influenced by German romanticism, particularly Brahms and Wagner, as a result of Vaughan
Williams’s education at the RCM and abroad; they explore conventional forms such as ternary,
arch, and sonata, with strong cyclic elements; and English folk and modal influence is strongly
highlighted, a hallmark of Vaughan Williams’s compositional style. Despite these similarities,
the narrative trajectories of these two works play out quite differently. I will show that the
Phantasy Quintet effectively synthesizes these disparate compositional influences, while the
earlier “student” work attempts to do so but is ultimately less successful. Perhaps the publication
embargo was enacted because Vaughan Williams recognized this about the Piano Quintet, but
the reemergence of its main theme in the 1954 Violin Sonata demonstrates that the piece
remained important to the composer. Nevertheless, through researching the composer’s academic
pursuits at the time of composition, it is apparent that the earlier work was pivotal in the

discovery of his unique musical voice.
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Piano Quintet in C Minor: Scotland, Rossetti and Stillness in the Face of Conflict
"Tis visible silence, still as the hourglass
- Dante Gabriel Rossetti

This early, initially unpublished, three-movement work by Ralph Vaughan Williams
greets listeners with immediate Brahmsian drama. The cyclic sonata details the conflict and
attempted reconciliation of three thematic “characters” associated with specific themes and
structural functions introduced in the first movement: a Brahmsian first theme, an English second
theme, and a mysterious interruptive theme. The latter is the chief cyclic agent throughout the
three movements, which increases in importance and undergoes expressive transformation. There
are several harmonic and textural oppositions put in place by the composer that act as supporting
players alongside the thematic conflict, including minor versus major modality, flat keys versus
sharp keys, polyphonic versus homophonic texture, and hexatonic poles.

Example 3.1 presents a form chart of the opening movement. The first movement’s
sonata form begins with a lush, sweeping texture reminiscent of German romanticism. An
aggressive tutti entrance outlining a descending minor tetrachord (motive A) and its upward-
reaching thematic counterpoint (theme B) comprises the majority of the P-zone.® These two
motives, presented in the first measures of the composition, are reproduced in Example 3.2.
Motive A features a descending stepwise motion through the minor tetrachord with a forceful,
marcato quality. In contrast, theme B is defined by an initially upward trajectory, arpeggiated
contour, and a legato expression, eventually leading to a scalar descent. These two contrasting

ideas will

% When referring to sonata form components, I will use the terms set forth by James Hepokoski and Warren Darcy in
their 2006 book Elements of Sonata Theory: Norms, Types, and Deformations in the Late-Eighteenth Century
Sonata (Oxford: Oxford University Press, 2006). P-zone (primary tonal/thematic area), Tr (transition), MC (medial
caesura), S-zone (secondary tonal/thematic area), EEC (essential expositional closure), ESC (essential structural
closure).
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Exposition: mm. 1-198

P-zone: 1-57

Expressive Quality

Softer, polyphonic,

Same as 3-17, higher

Measures 1-3 3-17 18-27 27-38 39-57
Motive/Theme Motive A Theme B (strings) Theme B repeat Motive A Theme B (repeat of 3-17)
Key ¢ minor ¢ minor Bb major f minor ¢ minor
Fragmentation,
Allegro con fuoco, ff,

Strings in unison, piano

string/piano echo, ment
tutti legato, arpeggiatic register, marcato marcato, piano descends accompanimen ?ﬁ(’
in 8ves to d°7 ensemble cohesion
Interpretive Quality Dramatic Brahmsian Energy gain/release Triumphant
Tr: 57-138
Measures 57-60 61-75 76-84 85-102 103-125 125-138
Motive/Theme Regﬂl.ﬂge;:s;;rmto Theme B Theme B “Motive A” Motives A and B Variant of A
Key ch’ 2? ? D major unstable c# minor c# minor

Expressive Quality

Rapid dim. Tonality

Repeats twice,

Brillante, climbing

Sequenced 3-note

Duet strings/piano
on theme B. Tail of

Piano solo, scalar
dissolves climbine recistrall registrall pattern, pesante, B isolated, descends descent to MC (f#
greg Y & y stretto (con forza) | registrally, ensemble minor triad)
cohesion
Interpretive Quality Bright Frenzied g:;ienlz;?agﬁ Resignation
S-zone: 139-198
Measures 139-150 150-159 160-173 174-181 181-186 186-191 191-199
Motive/Theme Sl Sl Sz Sl and Sz (layered) Sl INT “Sl”
E maj d.t i i . . . .
Key maj(?;n(lc):a © E maj o;()stays n “E major” unstable E major ¥ minor E major?
. o pp, cantabile, Largamente, [, molto Piano solo,
Strings alone. Imitative among radual crescendo, | Cmabile. 1 pesante, Jif; descends
. . Folk-inspired, Piano solo, all instruments, & . ’ tutti accented, tutti N .
Expressive Quality . . . sequencing . . n unison
dolce, derived cantabile espressivo, then .2, homophonic unison,
upwards, gaining . . scale,
from A, legato pesante . ; presentation sequencing
intensity accented
of theme up
Interpretive Quality English Folk Rhapsodic Yearnmg, then Mysterlpus, Trlumph'fmt, Flvrlghtet.nng, Assertive
Song mysterious searching romantic imposing
Example 3.1: Form chart of movement I
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Example 3.1, cntd.

Development: mm. 199-282

Measures 199-242 242-269 270-276 277-282
Motive/Theme B, A, INT B INT, “A” variant INT (retransition)
Key € minor Unstable Db over C pedal f minor
A: marcato Animando, appassionato, .
Expressive Quality B: legato cantando, sequencing tenuto, poco pitt Mosso, Accented, andante

INT: ff marcato

1 accented,
upwards, stringendo 1

sostenuto, fff, unison

Interaction of Themes

Theme B attempts to assert
itself, repeatedly cut off by

Ensemble cohesion, registral
climax in 256, immediately

INT disrupts second att<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>