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110 THE ORCHESTRA THE ART OF ORCHESTRATION 111

1 for U after which the heavy brass is discarded except for a strange
er Triomphale for open-air performancein the Place de la Repub- punctuating effect in the choral recitatives in the Hostias of the

Jique and the 7e Deum for the church of St Eustace. In such works, ™~ )ffertorium and later; trombones low in M‘F@wﬁmnmwﬁ%pﬁnz
. ,: no_while three

Requiem for the chapel of Les Invalides, the Symphonie Funébre

et e ot e e,

the composer could give himself freedom to €xplore the acoustic.. which grows from piano to_jorte and back to piano while th e

qualities of huge, resonant_bui A which demanded . flutes fill mﬂ.ﬂmmimmmaoSvhww.ﬁguﬁwm%m@@bsﬁmwm,mk@._mwmw.@bb e
magnificence of utterance because of the occasions for which they attempting to suggest the effect that comes, for example, from play-
were written; there are passages in the two church works in which ing an extended note low on a piano keyboard when the damper
Berlioz explores the limits of sonority, but-there_are also passages pedal is pressed and. higher strings are free to vibrate in sympathy

d qui m : , with the note played. The effect is usually doubtful because of the

mﬁ,.,mcmﬂonm restraint ‘and quietness. Most of his music makes no ) Lot ;
unusual ¢all for instruments 1iot to~be found in the standard French difficulty in sustaining a very low note without inviting ugliness of

orchestra of his day, with an ophicleide-in the brass double-bass tone and an almost rattling vibrato. (See Appendix 2, No. 6.)
register until the tuba became a more satisfactory voice from the The orchestration of the rest of the Requiem is no less original
deeps, with four bassoons, and cornets in_the brass section adopted than that of these huge purple patches, but it is far less sensational.
because of the slowness with which the French accepted the valve In the Qfferforium, the choir chants on two_adjacent semitones
trumpet. He regarded two harps as essentials in any powerful while the orchestra has the melody, a reversal of roles which vir-
ensemble if they were to make any notable effect. The drier voiced tually turns the choir into the accompanist. The effect was one
side and snare drums, and the gl@mclﬂ. which are far less which pleased the composer, who used it elSewhere, notably in the
resonant than timpani and sound only at the moment of impact, funeral cortége of Juliet in his Romeo and Juliet Symphony. In the
with no power to prolong their note, came into his orchestra, as , Te _Deum, V %%@Ehommmm .m@&ﬂ.@;ﬁ@;mﬁ@lo‘mmwnmn
did both the standard size cymbals and small, “‘tinkling” (accord- tra at the cast end of the church answered by similar but unrelated
ing to 1 Corinthians 13) antique cymbals. chords from the organ in the choir gallery at the west end, Berlioz
These grandiose omnoaomg make demands for almost writes _for high pitched _antique_cymbals as Well"as_for multiple
unlimited power. The text of the Dies Irae in the Requiem is a cymbals of the ordinary kind, played quietly together as “‘Cheru-
Latin hymn about death and the Last Judgement, imagining the bim and Seraphim continually do cry”’; the quiet clashing suggests
terrors of the end of the world. Writing music to be heard in a the sound of censers swinging before God’s throne. The work was
large, lofty. cruciform church, Berlioz set out to saturate the build- designed for a military occasion, with massed side drums in a
ing in sound. Taking the heavy brass away from the body of the rarely-played march for the Presentation of the Colours.
orchestra and the horns, he demanded four separate groups of The Symphonie Funébre et Triomphale was commissioned by
trumpets, tromhones and ophicleide to be placed one on each side the government to celebrate the tenth anniversary of the revolution—
—Tto north, south, east and west—of the orchestra, so that the Last of_1830. The work was intended for a ceremony in the Place dela
Trumpet becomes a huge fanfare, the four brass groups answering Republique; the first movement, a magnificent symphonic march,
each other until the entire building vibrates with their power; the was meant to be played on the march to the ceremony and con-
world ends in great, rolling timpani chords over which the voices , ducted by Berlioz in bandmaster style, wearing the uniform of an
shout in consternation. The effect of brass fanfares echoing and officer of the Legion of Honour. If was scored, originally, for brass
re-echoing from all corners of the universe, and of great alternating ind_woodwind, a huge military-band; 200 instrumentalists played,
timpani chords was first attempted by Berlioz in the Resurrexit he losing co-ordination as they moved through the streets; the sound
composed in 1824 and 1825, and which he twice revised for concert made an impression when the procession moved through tree-lined
performance. He was, apparently, not interested in the rest of the boulevards but was lost where nothing was available to reflect the
Mass which surrounded this single movement. The Reguiem, in sound. e e wand oz
1837, made more of the same idea and the Resurrexit seems then The _second_movement is a funeral oration, a long slow move-
to have dropped out of his consciousness. ment for trombone_and orchestra; it was ruined by the massed
There are passages of overwhelming dynamic power in the side drums_of the Garde Republicaine as they stood down as their -
Requiem, but Berlioz was able to keep a sense of vigorous, athletic share of the ceremony ended. The last movement, called ‘Apo-
movement even when using the heaviest-orchestral_weight. The theosis’. is another march, not a funeral march like that of the first~
great sensational pages are restricted to the setting of the Dies Irae, movement but a triumphal march with a jolly, popular tune and.
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114 THE ORCHESTRA

composer had considered to be either practicable or necessary

while expecting his players to be capable of entering accurately

on some minute subdivision of the beat. Especially from Paganini
he discovered the possibility of string harmonics, the almost whist-

ling notes an octave above their natural pitch which string players _
can obtain by touching the string lightly. instead of pressing it

firmly down. The existence of harmonics had been known since the

seventeenth century, but earlier musicians had never systematized

them as Paganini did, and had regarded them as cheaply sensa-

tional effects. The ‘Queen Mab’ Scherzo, in the Romeo and Juliet .
Symphony (music that is a rapid, light-textured study in delicate

sonorities) has a magical passage in which flute and cor anglais
_introduce a new theme against a high ﬁmw:.mmémwwm%%u%

“series of chords in_high harmonics on the violins which
_divided into.four. parts. (See Appendix 2, No. 7.).__

changing

To Berlioz, the viola was an instrument with a distinct personality

of its own, not a mere component of the bass in a string orchestra.

It personifies the Romantic poet and his longing in Harold in Italy,
and is a suitable vehicle-for-m holy thought. Berlioz never gives
it any of the brilliance he devotes to the violins but reserves it for
melancholy_reflection; apart from Mozart in the Sinfonia Con-

certante for viola and violin, no earlier composer had found the
necessity for granting it independence or found the type of expres-
sion which suited its character. . S

New instrumental combinations appear on almost any page of
Berlioz’s work, together with new effects. Violins _and flutes in
unison, sharing a melody create a.sound he seems to have enjoy.
The combination of flutes and violins doubling a melody in octaves,
with the flute lying uppermost, was a combination which, in
Haydn’s hands, sounds delicious and light, but in the Fantastic

Symphony the urgent. plangency of-the violin and the breathy

innocence of the flute in unison create a new sound for the ‘M&mm:mwm.
of the Fantastic Symphony as the beautiful, asymmetrical melody

begins to evolve. Berlioz leaves_the new sonority almost naked,

with an accompaniment which cannot-distract the_attention.

Like other French composers of his period, French reluctance
to use the valved trumpet left him to exploit the cornet, which
_carries the waltz melody of the Ball in the Fantastic Symphony in a
register where the trumpets are condemned to the wide gaps of
their harmonic series, and Berlioz uses them to make the romantic

dream of the symphony something real and actual; the_cornet by.

nature speaks in a more commonplace voice than the trumpet, and

Berlioz’s Ball _becomes a_mere social occasion while it is playing

though the music avoids the vulgarity of utterance to which the

instrument is sadly @o. In the March to the Scaffold, however,
)

/m Coy WHYO

s

THE ART OF ORCHESTRATION 115

, dt becomes part of the military band which leads the condemned

A gk
e

| ,onlookers.~The—lurchin
. ¢ double-basses, wit

¢ hero to his death, with woodwind,

o

trumpets and an ophic-

leide to make the music horribly a offse
lurching march of the victim and the disgusting excitement of the
ungainly. progress begins. in_cellos and

izarre counter-melody from the bassoon. When ; c.%

3.1,%,0% the band has bassed, the trombones take over the lurching theme.
The percussion section of the orchestra owes more i
. perhaps, than to any other composer. The Fanfastic Symphony
~<* & ends its lonely, beautiful Scéne au Champs—aoboe and cor anglais .
/”,J &EEP&E answering each other, it suggests, from vast _distances—
e inw. a subdued muttering of distant thunder; two_sets of timpani [ .-™
&~ playing chords Create this effect. The cymbals, used by most com-
7 ‘posers to create great, climactic fortissimi, have a much wider
range in his work; they can be_stroked gently together, clashed
quietly or struck gently with drumsticks, as the moment demands.— >,

The side drum, with its dry rattle, comes whenever its voice is ©
appropriate;~but Berlioz uses the side drum only when there is a

military context for it; Berlioz’s side drum has no important civi-
lian duties. Before Berlioz, drumsticks were wooden-headed, allow-
ing no variation of tone; the ti i as Berlioz knew them w

shallower than modern timpani, so that few conductors today would
consider that the sixteen demanded for the Reguiem . are all neces-
sary with our déeper-shaped instruments. In addition, he prescribed
the use, both for timpani and for the other percussion, of a variety

of sticks—traditionally wooden-headed, leather-headed and sponge-
headed. s o

Any_instrument_in Berlioz’s orchestra can_sing _when song is
_required from it. Romeo, in Berlioz’s symphony, is naturally melan-
choly and_poetic. His melody opens the first movement after tho
choral intreduction; it is one of those melodies Which the composer
develops by a process of evolution; it grows into qualifications and
after-thoughts and leads directly into the music of the ‘great festi-
vities at the Capulets’, a ball scene that grows increasingly noisy
and excited; before the end, the melody of Romeo alone, beautiful
and melanchaly, is heard over the excitement, sung (the word seems
more appropriate than ‘played”) by a_trombone.

Orchestration, to Berlioz, was not simply the disposition of notes
conceived in the abstract among the instruments of the orchestra
and the skill required to dispose them in the most effective way.
Many things in Berlioz’s scores seem to be created by the instru-
ment which plays them, expressing its personality in. a way which

“would destroy their point and effectiveness if they were played by

some other insfrument; the colours and sonorities of his scores

have an importance in his works hardly less than the importance
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of harmony and balance, so that if Romeo has to meditate with | admired Berlioz and, as a critic, wrofe a_oacobm%hbblll
o g W Berlioz’s compositions ; ﬁgw of their the

the voice of.a trombone,.the. trombonist’s

ressive and t 9@

RWQQ. :i:xi%
meditative tone of voice in his instrument. "The point is that Romeo~ is striking, their ha rmon imp

is thinking at a noisy, successful vmﬁ:w\xaﬂro lurching progress of They are much superior to many works which have won far mn@mﬂmn

the condemned hero’s progress to the scaffold and the brassy vul- | w%%ﬁ:ﬁﬁr@ BmﬁmE baovwnbpw%nwmz ,mmwm because. their. orches-

garity of the band in_attendance at. in the | ral presentation is.less.than expert a y-need. special sympathy.
of the military - us-death,_in_the from_the conducter, so that when Mahler_performed them he

tion, just as the bizarre glee of the bassoons are right because they
are in the crowd Ttelishing the nowﬁmzo spectacle. In the great
ceremonial works, Berlioz seeks the maximum of power and dignity |
that can be combined with his naturally athletic movement and an
Eﬁosmoa\ nervous style; he himself wrote that anyone playing his

music_had to remember its nervous energy, “its_elegance and _its
E&m:oro_v\ Outside the ceremonial works, much of his music is
extremely restrained, for_his originality was not restricted to finding
Dew. Ways. of writing louder.music than 6. In

/H‘Nuh&b.. ﬁw@mﬁmzmoma&ﬁozﬂoﬁroﬁamguznmwamvoswmop. m@omwﬁ.
soloists, chorus and orchestra which Berlioz used as a hold-all for _, a time a conductor in Dusseldorf, but too late in his career to
a variety of small works which he did not know what to do with utilize his experience of the orchestra in practice in his music; he

; R
as separate entities, is a movement called(‘The Aeolian Harp’) the was, too, it seems, an unsuccessful conductor—

re- OHOUnmSmﬁa them, or rather amended their orchestration widely

,,,,,,,,,, ot

enough to have his versions regarded as re-orchestrations. Schu—
mann’s inexperience of the orchestra leads him to_thij
scoring, to indulge i doublings which cease to_add emphasis.and

can make his music, in under-rehéarsed or unsympathetic perform-
ances, sound_sadly stodgy and heavy in movement. The orchestra

had become too complicated an instrument for those who had not
mastered its m@@oa; technique, and Schumann’s flawed GE EEBP

? Fantastic mwamwos%. are there because they are true to the situa-

S SR

e

_sive symph ul
nor properly. digest. arnbhnbomﬁhwam new richness; Schumann was for

. T

Aﬁ , toC
ity . | —
classical instrument which the ancient GreeKSThiing up. so that its u/: @‘o{;mﬂr@w HwnEHOme TRt WS heard for the first time at concerts ..
strings could vibrate_in.the-wind. “Berlioz’s evocation .o s un- which he himself m g InParis he hired the hall or theatre;
& Himt nrA M organized the hest ad_boc._choir and-orchestra he could find, had

thematic music of _nature is gmmgﬁm_csm_% quiet, gentle, almost
intangible and, after more than a century and a rm: dazzling in its / &L the orchestral parts copied at his own expense, arranged the pubs

originality. Y o 5 i VC, ..., ® licity and the dow,wmwm@ staff; he rehearsed his forces exhaustively.

To what extent Berlioz was aware of the consequences of his caré ¢ Usually his concerts were played to capacity audiences and great
for colour we do not know: Berlioz the prose writer was prepared

aarc&mma._ucngomxcosm@miﬁdmomHmwaﬁrwﬁr?muqs?mn?Dﬁ
to rhapsodize about the poetical effects at which he aimed and to these great-efforts. were usyally pitifully small.
UoSﬁocﬁQ:_Hvuommoammoﬁcmrﬂ%Soioxwo:%roGuobﬁ:zﬁaom\a

-~
¥
A That is why his growing fame as_a_composer and his skill as a

Their consequence, an unusual clarity of line, does not enter into , conductor. took him to London in 1848 as conductor of the opera .
his discussions although his care to see that instruments are used U promoted by his eccentric compatriot Louis-Anfoine Jullien, the
- in their most eloquent register and that however difficult the music - | conductor of successful Promenade Concerts. Hs,msm.mm: having spent
" they_are asked to play. they are never asked to.do anything which u, a year as conductor of the New Philharmonic Society, challenging
the conservative policies and social exclusiveness of the original

belies their own nature; the instruction to the violins to play col |
W\wamo. with the wood “of g | Philharmonic Society, he was later offered the conductorship of the

of their bows, in the last movement of the , fere
Fantastic Symphony is very rare in Berlioz’s work. Berlioz’s Philharmonic. Society itself. Concert tours, with programmes of his
ownbnmﬁﬁwob!pwﬂ.uﬁb&zmbn m::ocosm_ because own music and chiefly, that of Beethoven, took him to all the major

German music. centres, to Vienna and to Russia. The accounts of
thought-processes as well as its presentation.
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his travels, written as open letters to his friends and @Eﬁm& in the

The_idea_of -orchestration-as.a_specialized branch of npn: com- | Journal des @mv&w (the newspaper of which he was music critic)

poser’s work, needing study m@mi from the other elements of his , were included eventually in his Mermoirs.

s e They ?.oﬁmm amongst other things, a vivid picture of orchestral

work, or in addition. to them, grew from his oon%oﬁaosm and
from. the study of instrumental possibilities and practicalities in the conditions in Central Europe between 1840 and 1850. At Stuttgart

Treatise on Modern Instrumentation. Schumann’s symphonies, com- he moﬁmw an orchestra. i&u the-instruments necessary for what he
posed between 1851 and 1861, are the work of a composer who called “Modern operas”, including a harpist—a rarity, he dis-
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covered, in mid-nineteenth-century Germany, but at Hechingen, a that progr La te WAL el Conatiaid of o seindd The
small town nearby, he mmmm..w_mmmngbu,o«n{ﬁmmﬂ‘...Mwoﬂbé...mh..&.. antasuc concerts he heard, unlike the one he conducted, were played by
Symphony, Harold in Italy and the King. Lear.oyerture for a tiny amateur orchestras which he admired for their enthusiasm and the
orchestra of only fifteen. strings and with only..ene-trombone. His fact that they came to rehearsal with their parts already studied.
report of his visit to Mannheim begins with a hilarious ..,mmnwmm.m‘mm What he did not seem to analyse was that these orchestras, and
a typical rehearsal at which the trumpeters were equipped with * the professional Court Orchestra, had grown up with Beethoven’s
trumpets-playing in the wrong key and timpanists who knew no music but had seen no reason.to-try-te-expand their style-to.cope...
other sticks but QOmO,%;Wgw.ra had, however, taken ,,, with any music later than Beethoven’s; like the Philharmonic
an assortment of .wcosmmﬂwn.m;@oa. sticks with EB After three or moemﬁ%ﬁwﬁ,ﬁ.&:ﬂo? and the M@&Mnmum.mwuﬁmgmihv,&zx‘,hbzwmmmmm@mmﬂs
four hours of getting things straight, The musicians showed them- ! they existed in the past and had no interest in the way the orchestra
selves to be. enthusiastic, disciplined and eager to rehearse until was expanding to meet new expressive needs. That is why Berlioz -
they knew the music well enough to "be sure of giving a good per: v | spent two_years-of-his-l vast amount of ener i
formance. Mannheim provided "him With a harpist, but the cor | to_create a concert society and orchestra capable of understanding-
anglais"was played badly by a good oboist; as'there was no ophic: and performing contémporary works, like the New Philharmonic-
leide, a valve trombone was given a special extension to enable it Society in London, the first seaso “which, in 1852, Berlioz con-
to cope with ophicleide notes outside its range. At Weimar, Liszt M b o R e e T o
had pressed all the string players in the neighbourhood intd service , ks every other composer who, by the 1850s, composed music
to provide the visitor with twenty-two violins, seven violas, seven | which did not remain decorously within the limits set for them by
cellos and seven double-basses. ... . { : Beethoven’s admirers, Berlioz was described as a disciple of Wagner
Mendelssohn, who thought Berlioz a musical barbarian (Betlioz , though the music of egim\»%ﬁoawgg
himself had a great admiration for Mendelssohn’s music), had done | poles apart and despite the fact that the F. antastic S
all he could to prepare for Bérlioz’s visit. The oichgsira had been W written when Wagner was. still in_his teens and the Requiem when
augmented to include twenty-four violins;. there was a cor anglais, | ha s only i e e _%.,cvoaagom. P 160 1 Tol Wl e
but it was so bad .wam all its solos. bm.&., ;ﬁ.u.&@...,mvcnbzﬁbs?bgnnh Em)mm%n%mmwm_wx@wowgwﬁmﬁmﬁmb@ undertaking every musical
and there was neither harp nor ophicleide.- At Dresden, where e chore &;mm\o\%moca earn him a little money. He had begun his climb
Wagner had.recently been appointed Kapellmeister, apart from a i ¢ “up the German musical ladder with conductorships at increasingly
double-bass player so old that tie could hardly support the weight , respectable theatres; however his inability to keep his expenses
of his instrument, h verything he wanted though boist

| within a sensible relationship to his income had made it necessary
for him to run away to Paris in the hope of getting rich quickly
through the composition of an opera which would sweep the
authorities of the Paris Opéra off their feet. He had little money
with which to patronize the Opéra or the Paris concerts, but he
heard Berlioz’s four symphonies. To his mind they had great faults

could not be-cured_of the habit of addin
Brunswick could not provide an ophicleide or a cor anglais; the
harp_was- an_old-fashioned instrument without the nineteenth-

century system of pedals Which enabled it to play in every key, and
the harpist was a fine musician but only a novice as a harpist. But

Eﬁmgmgmz.soweg?gﬁﬂﬁgégg of construction and a lack of artistic restraint which worried him,
enthusiasm. Hamburg mmo.ﬁmon_ an_ophicleide but no cor anglais, but their imagination, their passion and their unprecedented orches-
but Berlin was a.musician’s paradise; orchestra and military bands i ‘tral cotours-and-texturss made him feel, he wrote later, like a mere
were matched by a choir large enough to do justice 6 the moAUT schoolboy. The two leaders of the modern revolution met, as they
mental music of the Requiem. Hanover offered hiffi an orchestra , did in Dresden in 1842, but they never became friends. Berlioz
of good musicians but only twenty-f m:m”mﬁ there 2@@;%4@_%- * wrote warmly of such of Wagner’s music as came his way and
_owao: so Berlioz used a tuba D,‘oﬁ;mro? ammmm%.;wmsm HE B R seems to have had little difficulty in coming to terms with the
stitute. The orchestra at Darmstadt was bigger and had a good German master’s style though he wrote adversely of Wagner’s too
ophicleide. : , frequent recourse to strings fremolos, a device which he regarded

In Vienna, Berlioz found the court orchestra as good as the best as lazy and_unimaginative. Wagner later wrote harshly of some._of

orchestras_he had encountered anywhere in Europe, and Nicolal _Beslioz’s works before he could possibly have heard them, but

was one of the few conductors he singled out for praise. He noted Wagner, during his stay in Paris, was a completely obscure German
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musical .Hmwnw who had, so far, created nothing to indicate his
genius, so that Berlioz’s sympathetic handling of his early works
indicates the French composer’s insight. .

Wagner was ten years.younger. than Berlioz. His first professional
engagement had been as chorusmaster in the tiny opera at Wiirz-
burg in 1832, when he was nineteen; his task was to drive a choir o
fifteen through elaborate new operas, like Meyerbeer’s Robert le_

Diable, which demanded massive choral and orchestral forces. In
1834 he moved on to a conductorship at the slightly less under-

nourished opera-house at Magdeburg—a promising post for a
musician not yet twenty-two years.old. In 1837 he became con-.

R

ductor of the reasonably well organized opera in Riga, but two -

RSt

years later, overwhelmed by the accumulation of debts that had
followed him from Wiirzburg and Magdeburg, he took to flight

e - Zhetniinee

and made his way to Paris to compose an unsolicited work for the ¢
Opéra and thus make his fortune and an unassailable reputation. s < “

ol -y
T i ot

""At this time, Wagner was still a promising but entirely immature
composer looking for a style. He had, however, trained himself to |

become an extremely-efficient.conductor, looking for performances

in which he could achieve the subtleties of interpretation which
few of his contemporaries..conld understand but knowing how to

b

conduct in a manner which could achieve them.
Although he knew that his real future lay in the opera-house,

where he planned to regenerate (that was_his word) German life

i T

and German art through music and poetry and through the
mythology of"hisS'people. he realized that the orchestral and cham-

Poeiorh4 AL Vet o L —

ber music_of Beethaven, and to a lesser extent the symphonies of

Haydn and Mozart, pointed out the direction in which music must ;
travel; opera was_to make use of the techniques developed in the
symphony. An orchestra which had not got the symphonies of
Beethoven into its blood stream, he believed, was an orchestra
denied the real fruits of its training.
Therefore he set to work in Riga to establish regular concerts
by the theatre orchestra. He gained the permission of the theatre
management to organize subscription concerts with the twenty-four
musicians. whao.comprised his.band; when he appealed to them ifi™ i
an open letter to support his plan, the orchestra joined him to a
man, perhaps because of the idea that any profits—and he admitted
that at first profits would be slow to come—would be shared
among the players. But the concerts never began, and Wagner lost
his post six months later. e :
In Drgsden, where he was appointed Kupellmmeister-at the Royal
Opera.in.1842 after the production of his first really effective opera,
Rienzi, concerts had been given by various short-lived amateur

>
e e -

orchestras and, from 1844 to 1847, by Ferdinand Hiller, a com-

8 When, 1n
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poser, conductor and pianist, and a disciple of Mendelssohn in
the 1830s. Hiller’s reputation at that tirre—stoodHigher o gher outside
Saxony than Wagner’s. His orchestra consisted of professional
musicians not attached to the court establishment, and though
Wagner had no respect for Hiller as either conductor or composer,
Hiller moulded his team into a workable orchestra.

The court musicians, employed in the opera and the royal chapel,
gave one concert each year, on Palm Sunday, for its own pension

pusfbumbadt s

fund, and both thé court authorities and the players themselves

TR 4ot erieee bt i O

mwﬁooﬂomﬂo90Eow,oHnmmEmh\mbt&n@m%@wmmw&%ﬂo&Smamraro
appeal of thé all-important yearly event. In 1846, Wagner used the
pension-fund concert for a_performance of Beethoven’s Ninth Sym.-.
phony, still regarded in Dresden as an incoherent, difficult work
which could not win a capacity audience. In the event, the perform-
ance was sO great a success that the Ninth Symphony became
standard fare at later pension-fund concerts and aided Wagner in
his campaign to establish regular concerts by his orchestra. And
though both Hiller’s and Wagner’s ventures failed, regular concerts
in Dresden continued under the direction. of two. freelance musi-
cians, who took over Hiller’s ensemble and made it successful by
playing their programmes in the open air, for o S,

_deficiencies was the absence of any suitable concert hall.

e A e ATV g

. Ea—

Wagner’s determination to make concert as well as operatic music
part of his province was in tune with the ideas of many other
musicians of the time. Spohr, for example,.not a_revolutionary
figure either in political beliefs or in musical doctrine, had secured
permission to give regular public concerts with the court orchestra
in_Cassel, popular and effective subscription concert seties were
well established in Halle, Frankfurt and many other German towns
which were following the example of I eipzig, so that the traditional
ivision between opera as the art of the aristocracy and the concert
..as a middle-class amateur substitute was coming to an end.’
hen, in ., Wagner Ieft Dresden as an exiled revolutionary
with a price on his head, he ceased to be a regular professional
conductor. In Ziirich, where he made his home, he worked for a
time with the Musi iety and the Opera, but for the most part

he was free to.concentrate on composition; his experience as con-..

;

{5 _ductor. of the Philharmonic Society concerts in London in_ 1855

iriting enough to lead him to abandon any idea he might
ave had of earning his living in the one musical sphere where he
was an acknowledged master. After I.ondon, Wagner conducted
little except thoroughly rehearsed, madel performances of his own
works, and those weére féw bécause he refused to permit produc-
tions which might prove through the deficiencies of a theatre’s

equipment or personnel to be unworthy; like Berlioz, he found that

T R LT
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performances.. by...other _conductors discouraged rather than did.

service to his cause.

By this time %Nm@hv grand opera on Meyerbeer’s scale, The

g

Flying Dutchman (the first truly Wagnerian work), Tannhduser

‘‘‘‘‘ T R

msa Lohengrin were going the rounds of the Gefiiian.opera-h a:zhouses
with great success, though Wagner knew that many of the produc-"
tions showed little understanding of what he was actually trying to
do. He was at work on the opera of The Nibelung's Ring. though
many years were to pass and his style was to develop much farther
before he completed the cycle of operas with Siegfried in 1869 and
Die Gotterddmmerung in 1874,

" T As_a_master of the oHownmﬁwg Wagner was Berlioz’s equal, but

e

their_aims and “their m_mﬁmm were entirely “different. The br

- e A A R VR A T

m:a colour of Berlioz’s oﬂowomﬁwm:ob}mnvg along with elegance and

Shrieaieptomdr bt sy

mEQ:% of movement: his power is achieved not so much by Weight

3

and mass as by energy and muscular strength. Wagner’s ‘sound-

e s A

ideal’ (to anglicize a usefil “German 85& was richnes of und
;@iihmi:@mmmaom colour out of which, from time to ﬁBa E%oima

themes flash with great brilliancy of colour; at the same time, it is

sound designed {0 safirate-any auditoritunIn the &heingoldyywhen
Valhalla has been built for the gods and their shady U:@Ewmw\,:mnm-
actions are miomentarily forgotten by all except their leader, Wotan,
they make their way over the rainbow bridge to their new fortress.
Wotan picks up the sword which he is to pass on to his human
descendants, though Wotan does not yet realize this, to be created
to redeem the world from his own sharp practice. The music at
that point is a sonorous and splendid_processional march as the—

SRR P T e

gods~enter their new abode, and the motif which is {0 represent

e l\\&{ sl L o smsn v

ﬁm{m;nm;mmfwusm.;@e@\hgmm@mﬁroméoab_w%m:m wmﬁsnw mmmrsw
flashes with superb power and clarity from the trumpets.

Both Wagner and Berlioz, when writing {0 achieve maximum
power, wrote louder.music than any of their predecessors, but
there is, of course, a vast distinction to bé drawn between loudness
and noisiness; in his early works, as in %Nmznv the opera to which
he owed his initial success, Wagner’s orc oms.m_ technique leads to

e e s

noisiness from :soo_&g:s@ of ﬂoxﬁcnormo had nof, at that—time;

learned how to organize his orchestra so that it assimilated great
outcries from the brass, and at_times the brass stands out with
strident ferocity. As his use of the orchestra developed amd-as-his—
musical ideals became more subtle, Wagner’s orchestral textures
contain and assimilate the hugest orchestral fortissiini v @ﬁmmiiz
designed and scored with such roundness and. .deliberation tha
they remain beautifullymellow and rich. The climax oW‘m_omwmmmﬁym.!

.Funeral March, i Gotterdammerung) when the brass rises to its™
aonoawono.oﬁé_uosmmgo

g o

grandest climax in praise ©
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opera ends, the old world of the gods oozmvmmm in flames, the
Rhine overflows and an ancient wrong is finally righted, what
seems to be En@w& is soﬂ cbcmmamzo volume but mighty,
irresistible power. e EXncAltlerds 3 SolTo

It is Wagner’s search for onoramc,& textures om@mﬂo of sustain-
ing the power of his vision and achieving the gorgeously sensuous
climaxes in which dramatic tension _explodes into intense emotion,
as at the 1iS_OIC
style to reach unparalleled richness and beauties, as in the perfect,
unbroken arch of th a meditation on a single
theme (that which characterizes the ﬂouw Grail, whose servant
Lohengrin  was). Four solo~violins; with the rest oI the Violins
_divided into I parts, with three flutes and two oboes, all high
“above the stave soaring in ethereal heights, expound no more than
a chord of A Bgzm “echoed by the flutes and oboes, and
s from Em:&.ﬁio to piano while the woodwind carry it
ack to pianissimo again. As it dies away, the four solo violins take
it up an octave higher, in harmonics, and into this atmosphere of
effortless gentleness, the ‘Grail’ theme, on which the prelude medi-
tates, appears first in the highest violin register; first woodwind
and then brass enter, climb to a EHWE% fortissimo which dies away,
in the distant heights of the opening; Wagner himself said that he
had thought as he wrote of the Holy Grail momooba:am from heaven
in a vision, revealing itself to mankind and then wmoosm_:m an il
was lost to sight.

“The subdivided violins, imposing themselves on the hearer’s
attention at a nmmwmﬂmn which exploits their. most_piercing mioogomm.
have a beauty which is not “disembodied but which is almo swoon-"

ingly sensuous, and the whole effect of the prelude is to exploit an

orchestra in which there seem to be no real contrasts; gmmuon

wrote, very often; and perhaps nowhere more gorgeously than in

this prelude, to achieve an entir homogeneous__orchestration.
Ultimately, it seems, he wished for an orchestra which ooaﬁﬁbhn
all the possible contrasts of tone and colour as maﬂowaoam msm noﬂ

as. differences..... .
It was unity of texture rather than n<9.-59dmm5mxbo€9. which. .

led Wagner to attempt to complete the brass choir, in which diver-

gencies of tone rather than deficiencies in the register seemed to
worry him most; he set out to give it not only as wide and complete
a range as the strings but also a similar unity of tone. For the

oHowanm of The kE%. he invented the instruments which we know

e O s

as

which forces his orchestral -

; their primary purpose was to fill the gaps be~-—

tween _trombones 'and horns, and they were to be played by a.—

second quartet of horn players; their tone is closer to that of the

“horns z&b any of the other brass, and the word ‘tuba’ in their




o

me  see to be .a.misunderstanding of the German word
Tuben, which simply means. ‘tubes’. Wagner used them in a group

Ommo%v@wﬂeﬁ?ghnﬁmﬁﬂtggwrgﬁﬁggﬁ?
bass register, tuned in F: they are played through horn mouthpieces;
they have four valves to improve the intonation of their lower

_notes. Can
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name seems to

Even as late as 1862, when he prepared the score of Tzistqn und _

Isolde for publication, Wagner was still not content with the brass_
section of the orchestra. Because the valve horn, apparently neces-
sary for such complex harmony as that of Tristan did not play

with the mellow richness of tone which had been the great beauty.

_of the old natural horn, and because the difference of tone between

open and hand-stopped.notes on the natural.horn. disturbed him,
Wagner prefaced the score with notes about the orchestration. In
these he more or less specifies the use of natural horns, instructing
the players to equip themselves with all possible ¢rooks so that as
much as possible of the score can be

played in open notes, and to
resort to hand-stopping only for

it

, _nofes_ which_could not,
possibly be reached by any.other means; at the same time, he looked
forward to the time when the tone of valve horns was sufficiently
improved to make it not only convenient but correct to use them.

Wagner’s search for richness and homogeneity of time was
eventually satisfied in the Festival Theatre at Bayreuth, which, if
not exactly designed by him, was built to his requirements. We are

i, it Ratvmsniiwit s

accustomed to Wagner singers struggling often both unmusically

,a sfully through the sound Omzbwm,bhnﬁnmhﬁmmm&hﬁwﬁﬁb%:v
ally.designed..opera-houses, and this was one element in perform-
ance he planned to avoid. The orchestra pit in.the Bayreuth Theatre
s closed in, invisible to the audience, as is the conductor, behind

R

an acoustic shell which directs the sound towards the stage, so that
by the time it reaches the audience it is completely--blended.and,
day _ iently to carry with, but not to overwhelm, the voices
of singers on the stage. But the greatest glory of the Bayreuth
Festival "Théatre is its resonance and ric s, the extent to which
sounds heard in the theatre are alive in their own right. Shortage
of money when the theatre was built determined that both its

interior and exterior walls were built of wood as a purely temporary

. measure. Stone, concrete or brick—and the theatre was meant to
‘be built-of ‘brick—covered in_plaster or curtained, either reflect or

absorb sound, but in the Bayreuth Festival Theatre. the only sound-
absorbing material is the canvas ‘ceiling’ (another temporary

measure), while the wooden body and the decorative ‘pillars’ of
wood, which were empty and simply acted as sound boxes; the
whole theatre is itself a vast resonating.]

i bt

'with {he‘music played within it. The resulting sound was so glorious
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ibrating in sympathy. ™~
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that, while the outer walls of the theatre were rebuilt according to .

the original plan, the wooden_interior was Ieft unaltered and.has
“been carefully preserved, any replacements provided by the types
“of wood originally used in the ‘temporary’ construction. As the
theatre was built with little regard for expense until its original
framework was completed, and as there was no omnw:,, to com-
promise Wagner’s ‘sound ideal’, music heard in the Festival Theatre

is Wagner’s music heard precisely as Wagner wished it to be heard;

these are not, of course, the ideal conditions for all kinds of music. (8-
-~

Wagner en layers for his first Bayreuth m.ommww_hx%\

aged 115 .
the woo:mcomuﬁ conditions he had designéd were n,om meant to emas-
em, so that the tone was rich, sumptuous and permitte

, pebii st S

singers_to sing beautifully without forcing the orchestra into un-
natural restraint. :

" "Within the terms of his ideal, Wagner’s orchestra is ou@m‘c.um of
great varieties of expression. As much as Mozart’s opera mc&onon
it is involved in the drama which provides it with its own point of
departure. The storm which beats against mmomassa. as he Emw@m
his way to shelter in Hunding’s house at the beginning of Die
Walkiire is, at first, an ental natural force directed against him;

i o e S

it becomes the situation in which he is trapped, it encapsulates the

~ fate that awaits him and which nothing can avoid. The flash of.

e g S

“{ight from the hilt, of the sword which his father Wotan had driven

into the'T unding’s house, the brilliance of the moon-
light as, magic sword in hand, he runs with mmommbao mm@B his
enemy’s home, the magic of the forest in which Siegfried WEm the
dragon and learns the language of birds: these are mocbgﬁﬂﬁnm

preey e
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as vivid as any in music, but they are also expressions
nature of the action i i s personae 2
the music demands the scene it creates, for the music is always the

meaning and purpose of the drama it helps to ¢ and Wagher's
,megmm%zmm colour and magnificence m.mw cnmmmpnniwémkw

from the inner natuie of thé §¢éne which interprets the .
drama in the music. If, for much of the time, Wagner’s instruments
sink their individuality to the music, but without sacrificing it, they
do so to become part of a superb and beautiful wash and blend of
colour. The magic of Hans Sach’s midsummer eve.in.Die-Meister-

singer is, as much of the greatest of Wagner’s music always is,

PRt =Sl st

musical infoxication, but the intoxication 1s created by the charac-

s

fers and their situation; for it is out of these that the gorgeousness
of the music rises. W

S A

A Wagneriz (to use the term that the composer
preférred to opera) is m@..;%ou to opera of the.style..and.
ique of symphonic composition: But whilst the symphony sets
its own limits on the number of themes a composer handles and

i
v
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the harmonic range of his ao<o~0b5m2.. ‘any passage by Wagner
.can.involve nat.the.development of a theme but the development...

S et SO S S

of a number, of themes involved in an.interplay motivated by

characters and situation. Even so spectacular a purple patch

1hie Ride of Tho Valkyriey’, which opens the Jag & of Die™
Walkiire, deploys and develops three themes all in.one way or. .
another expressing aspects of the Valkyrie personality, their habit

o e T B i T Tt o whiek thox doio R
&EOHQ process of thought and the ideas related to it, is bound up
55@ .§mo, i#riaowbmmvﬁ&\«mxwobamuﬁooa-

gt e

bines themes associated with the magic fire_ which defends the.
_sleeping, Briinnhilde, the divine spell that puts her to sleep, with her

e ————

loss of divinity, with Wotan’s sorrow_at the punishment of the.

gt

favourite daughter é:o;;@m mBOGQ%QQ him. The music has a great,

oV
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rich, sensuous beauty, but the beauty is the fruit of an intense,
symphonigcally organized develo 1t of themes.and. the sple UL
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of his orchestral style of glowi

sound. "THe “orchestral “intoxication 1

the audible manifestation of the music because it is the way,
w@nmm@m the only possible way in which Wagner’s proliferating the-
matic material and its development can be made lucid and com-
prehensible; in this sense, its beauty is a by-product.. =@ ¢ sav 5
The love Mdc&o of Tristan und Isolde is the expression of a love
Eﬁﬁé@. _reach satisfaction in human
life; its fullest expression comes in the huge.love duet in_sgveral
-movements which occupies a great deal of the opera’s second act
This itself is a development of a number of distinct but related
themes, most of them mere short phrases, which express, or mani-
.momr or which are associated in the composer’s mind cmxr (there..
is.no-really..acceptable way of putting.into.words the. relationship
between Wagner’s motifs and the thought which they. embady), the

)
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fate which made the love of Tristan and Isolde ines
impossibility of its fulfilment, of the guilt it E&&ﬁ%ﬁ% Mwwwwﬂw@
the betrayal of a friend. of Tove as the only no&:%&bmiowaﬁom
unrealitics, of day as illusion and of night as the time of reality
dmnmcmo it.is the time of love, and finally, of mnunmmmmm,_xm.ﬂmmwsmw
oxo:mBo:ﬁ. Whatever the metaphysical value of Wagner’s poetic ex-
pression of these ideas in Wagner’s obscure, metaphysical text, the
music is at least as explicit as Lady Chatterley’s Lover. Oo::dm:ﬁm-
tors on the opera find some forty. leit-motiv (or essential themes).

out-of which the music grows, all given added significance by the
various _dramatiC Situations-through-which "they “develop and gain
new implications, and they are developed in a i&:aonmp:& seam-
less polyphonic style. The music of inevitable frustration,. of an

s b b € (M
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7 in death, opens Eom relude,

FRA-Trom it, a whole complex of related themes germinate, each
manifesting a new aspect of the love of Tristan and Isolde. Any few.
bars. of-the-Prelude _show_how.themes only a phrase long develop
from each other-and.intertwine, (See Appendix 2, No, 8)" s ¢ wleg Lew o
"Wagner’s polyphony is not only or always the subtle develop- 3
ment of small motifs by combination and transformation. At the
other end of the world from Tristan und Isolde_is. DRie. Meister:-

et LAy

endless Hom.,mwmm;m._@x _be_satisfied

singer, the subject of which. behind its happy plot of a song contest
and a love affair, 1§ ,mmw{mmmmm.mmw;wm;ﬁucmuo,ﬁsmmm&aos and the power

of traninin fo-assimilate new and apparently revolufionary musical

b v s 5Tt S ol £ e e i

expression; the revolutionary learns the true worth of tradition, the
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traditionalist the power of originality; it is the love music, of

course, which is revolutionary and has to find the way to reconcile
itself with the tradition. The Mastersingers have a fine, proud,. pro-.
cessional theme; their tradition is a shorter theme, almost a march

and closed in onitself;” once it has spoken, it can do’ little "but
repeat itself while the Mastersingers’ theme is open-ended and can
move along in sequences which make possible exciting harmonic
changes and movement; the new note of revolution is sounded by
the love song _with.which the young hera-artist.wins the.contest; at
the end of the averture. the three combine masterfully to make

the. reconciliation_of revolution and tradition-entirely.explicit.

M ridteminde T Ty

To Berlioz, the art of modern instrumentation was, in a sense,

i ————

to use the various instrumernts-and themes.in a way which showed .

them to belang-to:each other, to set the instruments of the orches-

fra free to express their own personalities and to add the power of

their personalities to the essential purposes of the music. To

Wagner, on the other hand;-the-orchestra”was™ re 1ly a multiple

instrument of vast power, with a vast range of ex
colous; his orchestration was the art of choosing the instrument or
combination of instruments which could most perfectly convey his
thought and emotion. One eeds only the final chord of Zristan und

AR T e sty ety e Lol

Isolde—a resolution of dissonances, harmonic problems and there- |
fore emotional, intellectual and spiritual problems for which the
ear has longed since the opening of the work—to see in its spacing

through the orchestra, its various colours blending as the colours of

a rainbow blend, to recognize the composer’s consummate mastery.
If nothing else by Wagner survived, the final life-enhancing pages
of the overture to Die Meistersinger and the closing bars of 7Tristan
und Isolde, though they would tell us only a little about Wagner
the musical thinker and almost nothing about Wagner the drama-
tist, would show us that he was one of the supreme masters of

the orchestra.




