Debussy in proportion

A musical analysis

ROY HOWAT

CAMBRIDGE UNIVERSITY PRESS

Cambridge
London New York New Rochelle
Mclbourne  Sydney


Piana
Timbro


Contents

Dreface

PART L. Exposition

Chapter | Proportional structure and the Golden Section

Chapter2  Analytical aims and methods
Chapter3  ‘Refletsdans'eau’

PART 2. Earlier developments
Chapter4  Early works —upto 1892
Chapter S Lisle joyeuse

PART 3. La mer
Chapter6  Introduction
Chapter 7 ‘Del’aube A midi surlamer’
Chapter8  ‘Dialogue du ventctde lamer
Chapter9  ‘Jeux de vagues’

PART 4. Other cvidence
Chapter 10 Bricfstudics of other works
Chapter 11 External cvidence

Appendix 1 Measuring the arc length of a logarithmic spiral
Appendix2  Proportional intrigue in other composers’ music
Appendix3  ‘Reflets dans 'cau’ (fimages of 1905)

‘Spleen’ (Ariettes oublites)

‘Clair de lunc’ (Suste bergamasque)

Lisle joyeuse

Editorial commentary
Bitliography
Index

vii

pageix

i1
23

110

136
163

183
186
194
201
203
209
222
226
235



Preface

Debussy’s writings are too well sprinkled with pungent remarks about analysis to
be of comfort to anyone contemplating analysis of his music. * Grownups ... still
try to explain things, dismantle them and quire heartlessly kill all their mystery’,
he complained in 1901, in his very first picce of published musicat criticism, But
his atritude was not so simple. “The need to understand — so rare among artists —
was innate in Rameau. Was it not to satisfy that need that he wrote his Traité de
Pharmonic ..., we find him writing some years later. The contrast suggests he
had strong feelings about what was uscful and what was furile in musical analysis,
as well as a constant sensitivity towards whatever in music defies words. If this
book takes the analytic plunge, then, it is with the belief that an understanding of

“some of the mechanisms Debussy used for organizing and conveying his inspira-

tons — consciously or not — should only enhance our awareness of the real
myseery that lics inviolable behind the inner strength of his musical idcas.

Since the analyses here arc intricate, and trace some strict logic, it is as well to
say straight away that they constitute no attempt to contradict the well-
documented view of Debussy as a thoroughly instinctive artist, 2 communicator
of the clusive momentary intuition. Bue if logic is vistble in the scorx, it is there
whether the composer was conscious of it or not; if he was conscious of it, the
fact does no injury to the porency of his instinct. The more original and
mysterious the intuition, the morc precise new techniques have to be found ro
communicate it successfully. Jules Laforguc, one of Debussy’s literary idols and
another thoroughly intuitive artist, took up the cudgels for this argument in his
Notes desthétigues, countering Emest Renan's contention that knowledge and
science weaken instince. “That is to misunderstand the word instines’, Laforgue
argucs back; *In art there will always be, as there always was, instinet and
reflection, inspirational or divining instincr and knowledge or science” In fact
the question of this duality was at the heart of the arristic circles in which
Debussy moved in his formative years, and is discussed thoroughly in Chaprer
11 below, as it gives added impetus 1o the preceding analyses,

To accompany the analyses, four of Debussy’s works are reproduced here in
their catirety as Appendix 3: the song “Spleen’ (from the Arietrey oublides}, and
the piano pieces *Clair de lune’ (from the Swite bergemasgue), Lisle foyense, and
‘Reflets dans I'eau’ (from the first series of Images). Forthe main analysis, though
— af La mer — this is impracticable, and the reader will have to obtain a score to
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Preface i
follow the analysis properly. The same applies to the bther works studied more
brictly in Chapters 3 and 11 and in Appendix 2; all of them are casily obtainable.
The opportunity has been taken of presenting the four picces in Appendix 3 in
corrected cditions, ;

All references to literary sources in the text are identified by author and title or
datc of publication, plus page number if apt; the sources can then be identified in
full from the Bibliography. This method helps to avoid a jungle of notes.

Preparation of the book has been enormously helped by the use of computer
to store and edit the text; for invaluable help in this; and for many perceptive
comments, | am indcbted to Andrew Uttley. [n 1973 the Centre de Documenta-
tion Claude Debussy opened at Debussy’s natal to of St Germain-en-Laye,
and [ was fortunate to be able to work there throughout 1976. To its former
animatrice Mrs Margarct G. Cobb [ am grateful for information and encourage-
ment which have continued in large measure since: her retirement from the
Centre Dcbussy in 1976. Professor lan Kemp supcrvised this work’s initial
preparation as a doctoral thesis (Howat 1979); for his cncouragement and
guidance [ owe a large debt of gratitude, and to him the book is dedicated with
affection. i

This whole venture was made possible by a rcscarJh grant from the Scottish
Education Department, followed by a Rescarch FelloWship from Jesus College,
Cambridge; to them I express thanks. Many other frfcnds and colleagues have
contributed ideas, critical comments and useful information; I beg forgiveness
for not filling pages with all their names. Special thanks are due, though, to
Roger Nichols and Dr Robert Orledge, who gave f:f their time to read and
discuss the work in progress, supplying much hclpful'advice and information. [
am also grateful to Mme I. Goilin for the opportupity to work on Debussy
material in the library of her late brother Frangois| Lang, at the Abbaye de
Royaumont, France; and to Mrs Louise Vardse for allowing me to study
Dcbussy’s annotated printed copy of La mer. Debussy’s stepdaughter Mme G. de
Tinan (the former Dolly Bardac) kindly allowed me t0 examine Debussy manu-
scripts and proofs in her possession, and reminisced fascinatingly about her
childhood years in the Debussy houschold. (11 était trps secret’, though, was the
only information she could furnish onhow Debussy ) Rosemary Dooley
and Eric Van Tassel, of Cambridge University Press, my gratitude for their
cncouragement and patient help in bringing the  au point. In addition to
those acknowledged specifically in the following chapters, others who have been
of particular help include the firm of Durand et Cic; Dt John Gage; Dr Douglass
Green; Richard Langham Smith; M. Francois Lesure; M. Jean-Michel Nectoux;
Dr Maric Rolf; Professor Julian Rushton; Mrs Eileen (Jttley; ind the staffs of the

Pendicbury, Rowe, History of Art and University ics, Cambridge, the
Bibliothéque Nationale, Paris, The Pierpont Morgasj Library, New York, the
Humanities Research Center of the University of'l'cxﬂs"at Austin, and the Sibley

Music Library of the Eastman School of Music at the University of Rochester.
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Preface

Chapter 3 and Appendix 2 below contain some material previously published

in Howat (1977), included here by kind permission of the editors of Music

€ Lesters. Music cxamples 1, 4, 6. 7, 27 and 28 arc reproduced by kind

permission of Durand §.A., Editions Musicales, and Saciété des Editions Jobert,
Paris. ’

Roy Howat
Cambridge, 1981

Note: In this book, where pitches are named in a specific octave, the following
codeis used (¢’ = middle C; cach octave is deemed to begin on C and risc to B):
C-B c-b ¢'-b’ ™-b" c"-b".



PART 1
Exposition

*You must take measurements. And you muist square out your paper.’
~ W, Somerser Maugham

Chapter 1

Proportional structure and thé Golden Section

Proportional balance in any plccc of music is somcthmg we tend to take instinc-
tively for granted — provided it is mstmcnvcly satisfactory. If a painting or
building is clumsily proportioned, any sensitive obscrver can sce the fact in an
instant; in music, though, we have to hear the picce through to make the
cquivalent evaluation. Nevertheless, this aspect is cqually vital in music, whether
the composer applicd it merely by instinct or by careful design. Most experienced
listeners know the instinctive fecling of cither sluggishness or breathlessness that
results from a musical framework, or a ctan of one, too large or too small to
contain its musical argument or o balance its surrounding formal sections. This

reminds us that it is not just the mathematical proportions mgmglm that -

matter, but also whether they are well matched to what they contain.

When this twofold balance sounds well managed, how did the composer
achieve it? - purcly by instinct, by designj or by a mixture of the two? Whatever

the answer, can the resulting sense of cohtrence be matched with any demonstr-
able system of architecture in the music} — a question of special interest with
music which, like much of Dcbussy’s, dlvcrgcs radically from conventional
musical forms.

Some answers to those questions have pmmptcd the wnnng of this book. The
primary one is the discovery that much of Dcbussy’s music contains intricate
propomonal systems which can account both for the precise nature of the
music’s unorthodox forms and for the dlfﬁculty in defining them in more

' familiar terms. Most important of all, they show ways in which the forms are

used to project the music’s dramatic and expressive qualmcs with maximum

‘precision. These systems are based principally on two ratios traditionally associ- _;

ared with fonnalbalanccmmanyﬁcldsofmandsumcc cxactsymmctryor ‘

bisection, as achicved by djviding into halves; and .
Section,

Asthe concept of Golden Sectioniis central to this book, some explanation of it
is apt here. Recognized since ancient times as important in architecture, painting
and natural organic growth, the Golden Section (Golden Mean, Golden Ratio -
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Expusition

henceforth * GS") is the way of dividing a fixed length in two so that the ratio of
the shorrer portion to the longer portion equals the ratio of the longer portion to
the entire length. In mathematical terms, £ = <. Fig. 1.1 shows this. The
ratio’s exact value is irrational, its decimal places continuing indefinitely; it
approximates to 0-618034... (a little under two-thirds) of the length measured.

Fig. 1.1: Golden Section
division by GS

I

| 0-618034... I |

Its special characteristic is shown in Fig. 1.2. C divides the linc AB by GS; D

is then added to divide AC by GS. But in doing so, D also divides the whole
length AB by GS in the other direction, the shorter portion lying to the lefe. No
other ratio has this property. The system of Fig. 1.2 can be extended inwards and
outwards by GS with similar results, producing a network of interlocking GS
divisions in both directions, and this is the main reason not only for the special
place of GS in Classical mathematics (particularly as Euclid’s ‘extreme and mean
ratio’) but also for its importance in organic structuring.! :

Fig. 1.2 '
A c © B
| 0-618034... ] |
I j |

| l ——0-6180}4...— » i

o :

. : '
The irrational value of GS can be expressed in a more mana%cla‘blcF\.\‘;oy. It is
approacked more and more closcly by the ascending numbers of the * Fibonaca
summation serics 0, 1, 1, 2,3, 5,8, 13, 21, 34,55, 89, 144.... Each number in this
scries, aswell as being the sum of the previous two terms, gives the nearest whole
numberto the GS of its two ncighbouring terms in the serics. For cxample, 34 X

0-618034 = 21-013...; 34 + 0-618034 = 55-013... Indced, an summation
N T

1. F. Lassarre (1964, 76-106) the im-  Theexactvalue ;rqs.n»n@s:‘i’auuy rep-
poutance ofGS in Classical mathematlos Nes role mudby&c(imekl«y«@.u—%,‘—'—:dn
in nature & documented by A H. Church ool e e 1618034.:, (GS by extension)
(1504), 8. Colman and C. A. Coan (191 Dy e minus value gives 0-618034... (GS by
1720), T.A. Cook (1903; 1914) and D'A.. \ division). The two numbers arc reci .
Thompsom (1917), who list examples ranging \__ = 0618034 and vice ml F
fream snallshells to sunflowers, pine cones and \onn.u ;
cukins. !

i

;

i

'
[
.

Proportional steucture and che Golden Section

serics in which cach teem is the sum of the previous two terms approaches nearer.
and ncarcr £0 3 geometric scries with its successive terms linked by GS. Thus we
can start, for example, by adding 1 and 3, producing the series 1, 3,4, 7, 11, 18,
29,47,76... The ratio 1:3 is far (0-3333...) from 0-618034; 3:4 is less so (0-75),
4:7 better (0-5714...), 7: 11 better vet (0:63636...), 11:18 already accurate in its
first two decimal places (0-6111...) and so on. From 4, 7 upwards that series
gives nearest whole numbers to GS.? .

Fibonacci’s series also provides a simple way of calculating the GS of any
number (demonstrated on page 7 below), so that no great mathematical skill is
nceded to manipulate numbers in this way. This prompts the question of
whether the proportional patterns in Debussy's music were designed consciously
or intuited subconsciously, a question discussed more in the following pages.
Whatever the case, one’s attention is artracted by how often well-defined sections
in Debussy’s music follow Fibonacci's numbers at strategic places —the 55 barsof
introduction to the last movement of La mer, the 21 bars of introduction to
‘Rondes de Printemps’ from the orchestral Images; the 34 bars comprising the
first 3/8 section of feuv; the 34 bars of build-up to the climactic coda of L'isle
Joveuse (bars 186219 — pages 2201 below), and likewise to the recapitulation
of Masques (bars 236-69); the first reprise in* Reflets dans Feau’ after 34 bars and
the beginning of its climax after 55 (pages 196-8 below). The following
chapters trace many more examples, relating them musically and proportionaily
to what surrounds them.

Lucid and objective general surveys of GS, its history and use in the visual arts,
and the varying attitudes taken towards it at ditferent times, are provided by
P. H. Scholficld (1958) and R, Wittkower (1949; 1960). One of the best-
known modern applications of GS is the Swiss-French architect le Corbusier's
‘modulor’, first announced in 1948, a GS-based architectural grid produced by
extending the GS system of Fig. 1.2 above to follow the vertical proportions of
the human body. Le Corbusicr was anticipated carlicr this century by two writers
in particular, Matila Ghyka and Jav Hambidge, who produced numcrous
volumes on the Golden Section (listed in the Bibliography below), basing their
theories on artistic and archacological evidence, and in some cases on csoteric
traditions. Hambidge's arguments were not all watcrtight, and the enthusiasm
his theories roused in some circles was equalled by the disparagement they
suffered in others, the arguments for and against sometimes showing more
passion than rcason. GS had carlier taken a place in the theories of the German
scientist, psychologist and parapsychologist extraordinary Gustav _Fechner,

2. The Fibonacci serics takes its nickname from  ainccewh-cenmury French mathematician

+ w2 of the Moticval mathematician Leonardo  Edouard Lucas; it ias a simple relationship o
da Pisa (1170 - 1250, known to his contem-  the Fibonacci serics inthat 11 = 3 + 5 + 3,
porarics as ‘Figlio Bonaccw tsonof Bonaccio), 18=5+845.29=28 + 13 + 8 and aamen,
and instrumental in establishing Ve 2%¢ Ara- allowing the two sequences to coincide and
bic numbers in Eurnpe. The 3,4, 7. . .Sl interact. The importance of this will be soen in
known as the Lucas sequerce, after the  themewiy ~hanters.

eiigehd eirseor dollnirmititon



Expusition

whose work, as we shall see later, was known to the French Svmbolists with
whom Dcbussy associated in carly years, Fechner's attempts (1876) to prove an
instinctive visual preference for GS were discredited after his death, when it was
found he had suppressed some possibly contradictory evidence; but rccc.ml\
1. C. McManus (1980) has, to his own surprise, panty vindicated Fechner.?

There is no doubt, though, about how sngmﬁcant arole GS plays in organic
nature. Indeed one of Hambidge's scverest critics was the same Theodore Cook
{1922) whose treatises on GS in organic nature (1903; 1914) are still standard
reference works. Whatever the whole truth is about GS in art and psychology
(and the ficld has not been one monopolized by the most objective of investiga-
tions), if GS is scen to be consistently present, and above all influential, in the
musical forms analysed here, it calls for study, whether it came about through
instinct, design or both.

Golden Section in musical forms

Onc of the clearest applications of GS in Debussy's music occurs in the two sets
of piano Images of 1905 and 1907. In * Reflets dans F'cau’ (reproduced on pages
194-200 below), the first of the 1905 s, the principal climax, at bars 56-61,
lics symmetrically over the picce’s overall poine of GS (afeer S8 bars out of a toral
of 94 — it makes only about 1% overall difference to the calculation whether or
not onc allows for the digressions from the predominating 4/8 metre in bars 11
and 23). If this example lacks immediately obvious precision, *Mouvement’, the
third of the 1905 Images, is less ambiguous, with a sharply focused principal
climax in bars 109-10, again placed preciscly over the overall point of GS in the
middle of the bar 110 (Ex. 1). *Cloches A travers les feuilles’, the first of the 1907
Images, is even more precise, with only half a bar of forrisime at its climax, again
exactly at the point of overall GS (in the sccond half of bar 31, also shown in
Ex. 1 — remembering that bars 9, 11, and 15, in 2/4, count as half the value
of the surrounding 4/4 bars). All three picces begin and end quictly, giving
>K u maximum force to their dynamic shapes.

Three out of six Images make a sufficientdy high tally to prompt closcr atten-
non.bothtod\c music and to thequemonsdm natunlly follow QE it signify

clumxa arc_not thus laccd’ ln thc icces menti are the GS gllmaxcs
_proportionally isolated, or might they involve more complex _proportional
networks?

The three questions are most casily answered in n:vcm: order. As already

suggested, these musical climaxes are also the structural climaxes of intricate

3 DtMcMmmscmdmbaudonmud\ Fechner, mhmmmbbhmmofhs

more sophisticated experimental equipment  initial expectation (communicared tome in con”
and thorough analysis than were available to  versation) of disproving Fechner.
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Ex. 1
(a) *Mouvement’, bars 109-10

thets E l
7 Ar.7 2l

=)

(b} ‘Cloches A travers les feuilles’, bar 31

t

(-4

!

Vam o o

proportional_systems which, when analysed, account for the sequence and
positioning of all the important musical events in the picces involved. The system
of logic revealed by these analyses can then acount § ctaj

of the remaining Images and other works by Debussy. The musical significance
of all this is discussed throughout the present book: Chapter 2 discusses the
analytical techniques involved, and detailed proportional analyses follow from
Chapter 3 onwards.

Two other fundamental questions follow. 'OF these the first - whether the
proportional schemes were the result of conscious design or purcly of a highly
refined subconscious instinct — is discussed at yarious stages of this book. To the
second question — whetheror not this techmquc was unique to Debussy —amore
immediate answer presents itselfin the form of anumber of proportional studies
of the music of various composers. Among the many such studics that seck or
find only approximate proportions,* there arc a few significandy accurate or
comprehensive discoveries: for example, Marcus van Crevel’s s astonishingly com-
plex numerological analyses (1959; 1964) of two masses by Obrecht, some of
which findings are parallcled by Brian mecll’s recent work on Dunstable

4.]. H. Douglas Webster (1950) and C. Pascoe dutk. They are discussed in more denil.
(1973) cover the widest ranges of composers  together with a number of other

from this aspect, though theirmethodsof amaly-  investigations, in Howat (1979), Chaprers 1
sis severely limit what they can positively con-  and 2.
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(1979); various types of proportion found by John Rutter (1975) in music by
Haydn, Mozart and Beethoven; and, though not always quite accurate, Em6
Lendvai's proportional malyscs (1971) of Bart6k’s music. Lendvai's findings are
the more smlung here in view of Bartdk’s admiration for Debussy’s music.®
Some precisc proportional structures in music by other composers are shown
bricfly in Appendn 2 below, which also lists some more existing proportional
analyses in music. In the main, though, this book restricts itsclf to Debussy, not
only for redsons of space but also because the techniques involved will be seen to
be crucial to Debussy’s style — whether he was consciously aware of themor not.
This brings us back to the first question, still unanswered, of Debussy’s
awareness or otherwise in proportional matters. Full discussion of this is re-
served until Chapter 11, since much of the most important musical cvidence will

emerge: only in thei mtcn'cnmg analytical chapters. Suffice it here to mention two

eral and one specific.

Eirs noncochb ’s surviving manuscripts contains any si ic-
al calcu! con: is however is inconclusive, and also not
" surprising. Most of these manuscripts are the final copies given to the engraver;
an artist asmeticulous as Debussy was over the visual presentation of his scores —
both manuscript and printed — would hardly have been so unprofessional as to
deliver his finished product with scatfolding still attached. In any case these final
copics arc mostly third or fourth dra&s of the works concerned, by which stage
their forms would be well established.” Apart from thesc final copies, only a very
small numlkr of sketches have survived. Debussy is known to have dcstroycd the
largc majosity of his sketches, and, while that proves ncither side of the question,
it could beconjectured that the few sketches which remain are those that divulge
no secrets - a person as secretive as Debussy being especially unlikely to allow
himself to be seen in such a compositional state of undress. No firm conclusion
can therefore be drawn from the above.

The second, more positive picce of evidence is a letter of August 1903 from
Debussy tohis publisher Jacques Durand. Returning the corrected proofs of the
Estampes, dcbussy writes:

You'll sce.dl page | 8 of *Jardins sous la pluic’, that there's a bar missing — my mistake,
besides, as l.:s not in the manuscript. However, it’s necessary, as regards number; the

TV

divine number (dle est nécenaire, quant au nowbre; le divin nembre|, as Plato and Mile
Lianc de Pougy would say, cach admittedly for ditferent reasons.®

This leaves no doubt that at least on that occasion Debussy was consciously
constructing with numbers. Tantalizingly, the exact tesams are left unspecitied;
divin nombre, however, is more likely to signify nombre d’or, the usual French
term for GS, than any other known possibility — particularly since* Jardins sous la
pluic’ is indeed built on a GS—symmetrical pattern, one whose maximum accura-
cy depends on the bar added to the proofs by Debussy. Morcover, the bar in
question (bar 123, missing in the autograph)? is not essential to the music’s
grammatical sense, being merely a repetition of the previous bar. (Ex. 2 quotes
both the manuscript and printed versions ot the passage: the picce’s proportions
arcinvestigated in Chapeer 10 below.) Debussy’s concluding banter, characteris-
tic of his correspondence, does not demean the passage’s significance; otherwise
rather inexplicable in the context, it could be an attempt to mask his sclf-
consciousness at raising the subject at all. Even if this picce of evidence is not
absolutely conclusive, Debussy’s statement certainly gives us good reason for
investigating numerical possibilitics in his musical forms.

Debussy would have had ample opportunity to learn about GS through his
constant associations with painters and other artists; that interest in GS was
endemic in the visual arts at that time is documented by the exhibition in Paris by
the Section d'or (Golden Section) group of painters in 1912. This is all discussed
more fully in Chapter 11, along with other possible ways in which Debussy’s
attention could have been drawn to proportional techniques in are. It is worth
saying straight away, though, that number and proportion were ideas much in
circuladion among the French Symbolist artists with whom Debussy mixed in his
formative years.

It need hardly be added that Debussy has never before enjoyed fame as a
mathematician. But, as mentioned on page 3 above, there is an casy way of
finding the GS of any number, by breaking the number down into Fibonacci
componcents. Thus a number chosen at random, for example 347, can be broken
downinto 233 + 89 + 21 + 3 + 1; GS of this by Fibonacci procedure is 144 +
55 + 13 + 2 + 0-6 = 214-6. 347 x 0-618034 by long division yiclds 214-45...
Other random examples are 66 which yields 41 and 40-79... respectively by the
two methods, and 86 which yields respectively 53 and 53:15... Obviously the
Fibonacci method is reliable easily to the nearest whole number, which is as near

S. Strvilarizies iin procedure between the two
cotmlli documented in Howat (1977,
orthcoming).
amwwmmd&mhh
shoxre score $or his orchestral works (for exam-
ple, tue of &a mer, a manuscript discussed in
Chaptas 6-9 below) refer 1o the

(and scrusd) pagination of the full scores he
prepared fram the short scores. fa this sense at

6-»

feast, he took his measurements and literally
squared out his paper (cf. page | above).

7. See Debussy (1927) pages 18, 20, 140, 155
and 156 for some of Debussy’s own allusions to
the extent to which he recopied his works. For
example, at his death were left four complete
autograph manuscripts of Jekex (one of them
now untraced since being auctiohed by Emma
Debussy in 1933).

8. Autograph letrer in the archives of Durand et
Cie; published in Debussy (1927, IO) Liancde
Pougy (diplomatically rendered in the pub-
lished version a3 *X. de Z.") was a well-known
Parisian demi-mondaine. Le divis mombre as ap-
plied to her suggests 3 pun on the expression

ing ‘the divine few’ or ‘the clitc’
(synonymously le nombre des éls), which would
be consistent with her demi-mondaing ceputa-

7

tion. By an odd coincidence, in later life she
married a relation of Matila Ghyka.

9. Music department of the Bibliothique
Nationale, Paris: Ms. 988. This, the only
known autograph of the three Estampa, is the

ipt used by the engraver. The extract
reproduced in Ex. 2 forms the last system on
page 4 and the first on page 5 of *Jardins sous 1a
pluic”.



Exposition

Ex. 2: *Jardins sous la pluie’,
(a) Bars 1188 reproduced from Debussy’s autograph (by courtesy of the Bibliothéque
Nationale, Paris)
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as musical notation can approach anyway. Edward Lockspeiser’s definitive work
on Debussy (1962; 1965) has probably destroyed any lingering notions of the
composcr as an anti-intcllectual who eschewed understanding of what he was
about. Dreamer in a more special sense he was, but one knowledgeable about an
enormous range of subjects, and with a mind of exceptional retentive power. It
would be less than reasonable, then, to consider him incapable of the clementary
addition and subtraction involved in the above method of calculating GS.
Whether or not he consciously did so is of course ancther question, as yet
undecided. But the point here is that the possibility cannot be ruled out on
technical grounds. )

Similarly, the idea of Debussy using such scientific means of formal regulation
(consciously or not) is quite compatible with his known distaste for musical
Jormules. Taken exactly (and especially in French usage), a formula is a prescribed

Proportional structure and the Golden Section

method, convention or recipe — a detinition applicable to such constructions as
fugue, sonata form and so torth. Debussy’s own use of the word — for example,
‘la formule wagnérienne’ in an article of 1902 (Debussy, 1971, 61) — confirms
this. By contrast, GS is a natural principle, like the harmonic scries, whose
physical existence antedates mankind. As such it would hardly be distegarded by
Debussy, were he aware of it. When he wrote, more than once, about his musical
*search for a world of sensations and forms in constant renewal’, his aim was
evidently to free music trom rigidly stercotyped forms.'? At che same time his
concern for proportional balance within his formal treedom is well documented
in his own writings — thc most notable example being the second piece of En
blanc et noir, in which he restored to the proofs a long passage previously cut
from the manuscript, explaining to facques Durand (Debussy, 1927, 143) that
‘concern for proportions absolutcly demanded this change”.!!

._Two objections arc sometimes raised to the idea itself of investigating pro-
portional coherence in musical form. The lirstis the opinion that such coherence

merely springs from a fairly ubiquitous proportional instinct, and is thus banal or
unimportant. The sccond is the opinion that the human mind cannot instinctive-

ly_evaluate precise temporal proportion on such a scale, and thus thae such
proportional plans arc musically irrelevant. Clearly both objections cannot apply
at once, as they are mutually exclusive. If, on the onc hand, such precise and
logical proportional scheimes are indeed a result purcly of instinct, then the
existence of this instinct is proved (at least on the composer’s part, even if it may
be less developed in many listeners). If, on the other hand, such instinct does not
exist, then the structures ¢an only have been designed intentionally, (It will be
scen that they are too comprehensive and accurate for there to be any possibility
of their being merely fortuitous.) But for Debussy, of all composers, instinct and
design would never have teen so arbitrarily detached: it is a safc assumption that
any conscious compositiohal techniques, proportional or otherwise, would have
been used for ensuring mdximum accuracy in the music’s instinctive effect — and
that they would be rejected unless the musical results felt instinctively correct to
him. That is to say, if Dcbussy designed such schemes consciously, the implica-
tion must be that he also; believed in a corresponding proportional insti

But scepticism from both the reader and the analyst is a healthy safeguard
against jumping to conclusions; in the matter of proportional analysis it is the
more understandable in view of rampant inaccuracy in many existing studics on
the subject. [tis essential therefore to define the methods by which the following

10. *La recherche d'un monde de scnsations et 1o proportion are his Cello Sonata, of which he

de formes incessamment renouveld” (Debussy,
1971, 56 and 114). :

I1. The superseded shorter version can be
found in the aurograph copy (Music depart-
mene of the Bibliothdque Nationale, Paris: Ms.
989). Other examples of Debussy’s sensitivity

9

wrote in 191S: ‘Jaime les proportions et a
forme presque classique, dans le bon sens du
mot’ (Debussy, 1927, 142); and a review in
which he praises Lucicn Capet’s Podme for
Violin and Orchestra: *La liberté de sa forme
n'en contrarie jamais Fharmonicuse proportion’
(Debussy, 1971, 220).
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analyses and measurements are to be undertaken, what degree of accuracy isto be
sought as acceptable, and precisely what the analyses can tell us about the music.
To this the next chapter is devoted.

One other danger has to be guarded against. Proportions can too casily
become the type of study where one tinds whatever one wants by looking hard
enough. The main safeguard against this is constant vigilance with regard to the
musical logic of the systems discovered here, and the light they cast on other
structural aspects. That many of Debussy’s carly works betray no sign of any
proportional systems, cven after exhaustive examination, is of additional reassur-
ance here that the schemes found in the more mature works are not merely
wishful analytic thinking. Those musical structures without any detectable pro-
portional schemes are investigated and discussed in Chapter 4.

A more positive corroboration can be added. In the mature works whose
proportional systems are analysed, it will be scen that the systems are compre-

Chapter 2
Analytical aims and mcthods

In dealing with Debussy and proportions, this book has two fundamental aims.

The first, already outlined in Chapter 1, is simply to demonstrate these propor:
tions in the music. The sccond follows trom this: to trace ways in which these are

influential in defining and conveying the music’s dramatic and expressive qual-

hensive to the extent that not a single significant musical event in any of the >< \ itics, The more detailed analysis necessary for this second purpose incvitably

picces defics their logic or lics outside them. The proportional structures will also
be seen to have maximum possiblc accuracy in musical teems: in the casc of any
small inaccuracy there is always a musical rcason — and sometimes another
proportional one — why the system could not be made more accurate. In this
regard the following chapters discuss some last-minute changes Debussy made
to scores — in onc case after publication - all of which improve proportional
accuracy. An example already seen is the bar he added to *Jardins sous la pluic’,
specifving number as the reason. Therefore proportional structure in Debussy’s
music is not theory but demonstrable fact. The element of hypothesis concerns
only how aware Dcbussy was of it, and, if aware, his rcasons for using it.
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makes some of the book less casy reading than it might othenwise have been, but
this should nced no apology: apart from the subjective view that any musical
analysis without this second aim appears to me futile, the sccond aim is at least
partially necessary in this case to cstablish the book’s primary argument. Pro-
portional structures are per se abstract: in music they can have real existence only

in terms of the musuc’s other structural tunctions. Awareness ot other structural

aspects is therefore necessary not only to be able to detect the presence of
proportional structures, buc also to be able to determine their significance. It
should hardly be necessary, then, to add that the following proportional analyses
make no attempt to belittle the relevance of other analyical approaches.

The challenge of Debussy’s unorthodox formal systems has stimulated a rich
varicty of such approaches. Jean Barraqué follows a practical composer’s
approach to many immediately audible aspects of Debussy’s music, such as
rhythmic and dynamic animation (1965; 1972; posth.). Felix Salzer’s modified
Schenkerian analyses (1952) risk — and incur — the wrath of fundamentalists who
consider Debussy and Schenker incompatible.! Jean-Jacques Natticz (1975,
330-56) finds linguistic models in Syrinx. Edward Lockspeiser (1962; 1963;
1965) and Viadimir Jankélévirch (1949; 1968; 1976) approach from a more
subjective angle, observing and classifying both small- and large-scale expressive
and emotional habits or tendencies in the music— in complete contrast to Robert
Mocvs’s minute intervallic classifications (1969). Amold Whiteall (1975) con-
siders the role of modal and tonal contrasts and juxtapositions in the dramatic
gradation and impact of picces as diverse as L’isle joyeuse, Jeux and the Prélude
‘Voiles’. Nicolas Ruwet (1962), another linguist, investigates Debussy’s habit of
building structural blocks of symmerrically repeated motives or bars. These

1. Oswald Jonas, in his notes to the American  only through misinterpretation of Schenker'’s
cdition of Schenker's Harmony (1954, viii),  basic thoorics, first of all of his concept of ronal-
sweeps Satzer’s analyses aside as being ‘possible  ity, and therefore ... doomed to fail’,

11
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diversc approaches (the list is nothing like exhaustive) are mentioned here for
two reasons: first, because they provide structural parameters necessary for
defining proportional systems; second, because their number and variety have
still not succeeded in accounting for any comprehensive system of logic and
balance in Debussy’s forms, or in consistently relating any such system to the
expressive substance of cach picce.

For example, it is not difficult to identify the first movement of La mer as a
five-part sectional form; the problem is, why did Debussy choose a five-part
sectional form to organize the sensations conveyed by that movement? Or, in the
piano Images of 1905, why should ‘Hommage 3 Rameau’ and *Mouvement’
have clearly defined temary-plus-coda oudines whereas *Reflets dans I'eau’
resists any such simple classification? [fwe recall Debussy’s battle-cry, “a world of
sensations and forms in constant renewal’, his juxtaposition of the words sensa-
tions and forms implics a degree of inscparability of these two aspects in his mind.
In view of this the question is not merely ‘What is the form?’, but rather ‘Why is
the form as it is, and how does this relate to the music’s expression?”

A main reason for the failure of existing analyses to account for Debussy's
formal systems is that they tend to treat ‘scparate musical functions in isolation,

finding few ways in which these are organically intcgrated. (This is no implicd

condemnation; it merely points out the nature of such specialized analysis.)
Since proportional analysis, by contrast, has no option but to involve other
structural aspects, its significance will be determined in this book by whether ic-
can throw further light on the other structural aspects, and whether it can link
thosc other aspects together and relate them to the music’s expression in ways
that explain something of the exact nature of Debussy’s forms.
To dothis, the proportional analyses consider the music’s dynamic shape in an
architectural sense, and as an integral formal function. Surprisingly few analyses
“of Dcbussy’s music consider dynamic shape at all, and those that do tend to
fasten only on isolated aspects — a principal climactic poine, for example. Yet
dynamics are one of the most immediatcly palpable aspects of Debussy’s mature
_music, most of which is strongly characterized and focused by an undulating
tidal flow of dynamic intensity — especially significant in a work like La mer,
where the dynamic ebb and flow has a broadly programmatic as well as’an
abstractly dramatic function. This tidal effect is gencrated not only by dynamic
peaks and troughs, with the intermediate crescendos and diminucndos, but also
by all the types of formal definition - particularly changes of harmonic tension,
or varying degrees of thythmic animation ~ that articulate the approaches to and
recessions from those peaks. In most of Debussy’s music dynamic peaks tend to
be precisely focused: ‘Jeux de vagues’ from La mer is one of the best cxamples,
with a sequence of short dynamic peaks increasing in intensity until the final
explosion at figure 38. It is reasonable to infer that other aspects of the music
might be organized 50 as to direct the listener’s attention most forcibly towards
these climactic points. This, we shall see, is the case, not only applying to isolated

12

|

Analytical aims and methods

movements but also sometimes linking different movements of a work.
Obviously, to follow every detail of structure, every change of harmony,
would be as impossible in a book this size as it would be tedious. Whatis aimed at
here is a more qualitative approach to structural aspects: transitions of harmony,
tonality, modality, texture, rhythm, phrase structure and melody that define
audible raming points in the music. Harmonically and tonally, for example, the
cmphasis is on sctting the individual harmonic steps within a larger framework,
by grouping them together qualitatively in terms of tonal stability or instabilicy,
diatonicism or chromaticism, changes of mode, or static or dynamic qualities —
tracing what Amold Whitrall calls *the skilfully balanced relationship between
chromaticism and diatonicism [that] brings tension and dynamism to [Debus-
sy’s] music’ (1975, 271). Debussy’s phrase structure reveals similarly skilful
balancing, between blocks of symmetrical phrases on the one hand, with their

cffect of regularity, against the relative instability of asymmetrical phrases on the
other. As onc might expect, the musical turning points defined by such con-
trasts and scctions coincide with the nodal points of GS and symmctrical
sequences in the music, again involving dynamics.

The vital property of all these functions is their audibility: any sensitive car,
even if untrained in harmonic theory, can detect changing dynamics, a new
melody, or the increased turbulence or density when stable gives way to shifting
harmony, symmetrical to asymmetrical phrases. (Any orchestral player will
confirm how much ¢asicr it is to count bars when they follow groups of four,
indicating the greater instinctive effect of stability — or, in some cases, momen-
tum ~ from four-bar phrasing.) So the proportional systems on which these
qualitative musical tunctions are built can be taken as having, at least primarily,
the functional purpose of leading the listener, via the music’s torm, to its

expression. One might say that the music is trying to tell us how to listen to

_it. (The numcrological connoisscur will sce that this is quite different from
the cabbalistic number systems traced by Ulrich Siegele (1978) in music by
J. §. Bach.)

Structural counterpoint and arithmerical accuracy

One of the problems in defining Debussy’s formal systems results from his
fondness for staggering the turning points associated with various musical
functions, so that, say, the music’s tonal and motivic events follow scparate rates
of change. The last two pages of  Reflets dans I'eau’ are a good example (pages
199-200 below), with the return to the opening tonality in the middle of a
phrase (bar 69) and the final return of the piece’s principal thematic motive in the

2. Debussy’s interest, as carly as 1889, inqual-  Maurice Emmanucl’s transcriptions of Debus.
irative contrasts between symmetrical and  sy’s classroom conversations with his teacher
asymmetrical phrase structure is documentedin -~ Emest Guiraud (in Lockspeiser, 1962, 204-8).

13



Expusition

middle of another phrase (bar 78). This visible and audible structural counter-
point will be scen, in the following chapters, to correspond to counterpoints of
two or more proportional sequences running simultancously. Each one is nor-
mally associated with a different structural aspect - this is important, if the
principle is to be musically viable ~ and the sequences usually converge oncentres
of structural or dramatic focus, or on the end of 2 movement. The principle is in

Anatvrical aims and methods

proportional systems. [ndeed, for a composct so fond of the expression *sans

aucune rigucur’, one who would never imprison music in formulae, the accuracy
Debussy attained is astonishing. :

ctfecta -scale of polyrh : it reaches its highest degrec of sophistica-
tionand complexity (among the works studied here) in® v ¥

mer. The idea is known in recent music: the composer Elliott Carter {Edwards,
1971, 111-15) has described_his own use of similar large-scale polychythms,
based on symmctrical scquences —as well as mentioning his reluctance to disclose
this for many years after the music’s composition.

In order to relate two or more such sequences within one movement, it has
sometimes cvidently been necessary for Debussy, whether consciously or not, to
streach or compress one or more of them very slightly. This is shown in the
following analyses whenever it occurs. Such small deviations do not invalidate

the proportional systems, though, since GS, having an irrational value, is in any

casc mpossible to obtain with full accuracy in numerical terms. The question
rather is how much deviation is permissible, or how closely one can approach the
cxactirrational value in terms of the music’s natural flow, for example, without
inappropriate disruption of the metre: whether to the nearest beat of pulse, to
the acarest bar, or to some alternative nearest practicable point of measurement.
Instances will be seen, too, when the metre is interrupted for this purpose, the
inteuption itsclf marking a musical nodal point in the same way that the
intenuption of a sequence of four-bar phrases would do. (Regular metre is, of
course, itsclf a symmetrical proportional sequence.) There is also the question of
wheher to spread unavoidable inaccuracics, however small, as cvenly as possible
throsghout the various proportional sequences in operation, or whether to
conamtrate the inaccuracics in the structures of lowest musical significance. All
this spplics whether as a result of instinct or design on Debussy’s part.

Iewill be scen that rarcly does any inaccuracy exceed one of the units by which
the proportions of the picce in question are being measured (the methods of
mecaserement are discussed on pages 15-21 below) unless a good reason for this
can b demonstrated in terms of structural counterpoint or other structural
cxigmcics. An cxample that sometimes ariscs is the need not to disrupt 2
sequaace of four-bar periodici ,
struaure, In such cascs the percentage amount of the inaccuracy is supplied,
showing that normally such inaccuracy is spread as evenly as possible in percen-

among the various sequences present. The exceptions to this are when
someenusically less important sequences carry a larger share of inaccuracy, in
order® give maximum accuracy to the more dominant ones. n_\g_n_gjgms_
thescimaccuracies will also be shown to be less than 2% of the musical “distance
being measured — an amount too small to impair the cffectivencss of the
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Onc would not expect the advocate of ‘sensations and forms in constant
renewal’ to be enslaved by proportional techniques. Much of the fascination of
the proportional investigation here comes from the ingenuity with which De-
bussy wiclds his proportions, whether consciously or not. No system cver
appcars the same way twice; indeed, much of the later music scems to be using
proportions to take decided strucrural risks, and many of the proportional
structures are far from obvious to the initial scarch. The obvious, in keeping with
other aspects of Debussy’s technique, is avoided more and more; it is for this
reason that any relevant proportional analysis has to remain alert to apparent
inaccuracies or inconsistencics. '

Mecthods of measurement

Arc temporal proportions in music to be measured by clock time or by the
music’s notated pulse? For some recent music (for example, Karlheinz Stock-
hausen’s Fresco and Mikrophonie IT) the former method is specified in the score by
strict timings. But music with adcfined intemal metrical pulse is more problema-
tic. Any recording producer will vouch for the enormous variations in duration
between different performances of any one work, or sections within it. Probably
the most extreme known case was described by the conductor Albert Coates,
who recalled performing times for Scriabin’s Divine poem ranging from ninety
minutes under Nikisch's baton, and an hour under Koussevitsky’s, to Scriabin’s
own time (apparently with no cuts) of thirty-cight mii"lutcs! (Aronowsky, 1959,
ix~x). The moral of the story is that, in practice, 2 composer cannot assure a
picce’s proportions in clock time if its notated dimensions are fixed and if an
internal metrical pulse has to be followed. True, manyfofBarték’s scores contain
precise timings; but Bart6k took pains to explain (for'cxample, in the preface to
the violin-and-piano scorc of his Violin Concerto of 1938) that the timings were
intended mercly as a guide. For him, sensitivity to nuance evidently had priority.
All the more, then, for such a refined exponent of nuance as Debussy, if
proportions are to be accurately guaranteed by the composer, this can only be

Eracticablc in terms of the metrically notated dimentions.

*All very well,’ the listener will say, ‘but what about the way I hear the music?’
It scems reasonable to suppose that for the involved lisvener the music’s audible
pulse provides a more vivid or calphiatic articulation of time than his watch docs,
oven ifhe is aware of the presence Ofﬂumumt’m such as acceleran-
do, ritardando or rubato. Emd Lendvai takes this view {1971, 26). But the
problem is more complex. Do other events in the music, regardless of ies tempo,
affect the listener’s awareness of time? Does this vary with the listener’s mood or
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state of concentration? And what about Henri Bergson’s theorics about tempor-
al perception? All this is too subtle and subjective to admit of academic proof,
and to expatiate on it at the necessary length - and, incvitably, inconclusively —
would be inappropriatc here.? If this appears to be dodging the issue, the answer
is that ultimately the issuc is one not crucial to this book. The primary concern

here is with what Debussy actually wrote; since the proportional structures to be
described in the following chapters work with maximum accuracy and musical
logic when measured by the notated pulse, there is no option but to conclude
that Debussy cither designed or intuited them in those terms. This applics even if

such pulsc is only one of various ways, some of them perhaps simultancous, in
which we experience time when listening to music.

It s worth adding that existing rhythmic theories and analyses, including
Nicolas Ruwet’s work on Debussy’s symmetrical phrase structures (1962),
tacidy take this as read: indeed, without dependence on the notated rhythms
they would be helpless. A minim followed by a crotchet (provided there is no
notational or tempo modulation between them) is always regarded there as a
ratio of 2:1, even if an accelerando or ritardando in force at that point mighe
make the ragio in clock time more like 2:0:93 or 2:1-:24 (to take two of an infinite
number of possibilitics). If these analyses are relevant to one’s instinctive recep-

tion of maxsic, it is logical to infer that any larger-scale extension of the same

temporal instinct {which must exist at a local level, otherwise rhythm, metre and
rubawo would be redundant) would continue to work on the same basis.

Somee problems of pulse measurement

By wiat units is this musical pulse to be measured? A movement whose metre is
consmnt, such as the finale of La mer, presents no problem, as it can logically be
measared by bars. A picce like * Pagodes’ (from Estampes) is also quite simple: as
it is predominantly in 4/4, its two bars of 2/4, at the same crotchet tempo, can
cachbecounted as the cquivalent of halfa 4/4 bar, or alternatively the entire piece
can becounted in minim beats or half bars. Either way the proportions yiclded —
whichare what matter here — are identical. In ‘ Hommage 2 Rameau’ from.the
piano Images of 1905 (analysed in Chapter 10), the irregularities of metre are
frequent enough to make counting in fractions of bars unwicldy; the most
* convamict method there is to take the piece’s constant minim beat as the

standard unit of measurement.

3. Thesadex who wishes to exploce this subject
furthers refiexred to the following books and
antides:Bobert Erickson (1967), Marie-Louise
von Femz (1974), Michael R. Rogers (1977),
Dierre Souvichinsky (1939), Karlheinz Stock-
hausea (19597, and Igor Stravinsky (1947).
Chaper | of Howat (1979) discusses some of
these. Biote Carter (1977) frequently takes up
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the topic, especially In the chapters *The time
dimension in music’ and.{ Music and the time
span’. Henri Bergson (1910) is also basic read-
ing here, although it is worth noting that Ed-
ward Lockspciser (1965, 278), describing sim#
larities berween Debussy’s and Gaston Bache-
lard’s views of warer and dream symbolism,
contrasts them both with Bergson’s cutlook.

Analvtical aims and methods

L’isle joyessse brings a new problem (see the reproduction of the entire picceon
pages 209-21). Since it is in a mixture of 4/4 and 3/8 bars, linked by the
relationship J = M (bars 28 and 67), measurement by bars would be illogical.
Further, the 4/4 scctions obviously cannot be heard in terms of 3/8 groups. The
logical course, as in ‘Hommage 3 Rameau’, is to take the lowest common
denominator of pulse, which here is the quaver beat; and this introduces the
problem. Bars 1-6 are in very free time (‘Quasi una cadenza’), and it is only from
bar 9 onwards that a regular quaver pulse is discernible. [s it then fallacious to
count in terms of a nonexistent pulse in bars 1-8? ‘

Notarithmetically, provided that some audible pulse is maintained all through
the picce. Even if it is not the same unit throughout, provided there is no

transition where more than onc tempo relationship is possible, the piecc’s
proportions are fixed. L'ssle joyeuse meets this condition, since for its first 27 bars
the basic articulation is provided audibly by the bar-lincs, which provide con-
tinuity from the opening bars until after the quaver articulation has focused itself
within the 4/4, from bar 9 onwards. Having heard the first 27 bars thus, the
listener then hears bars 28-63 as 36 bars of 3/8. What is vital now is that these
two blocks be related audibly where they meet — which they are by the clear
quaver pulsc running across this transition, marked )= )by Debussy. The same
applics to the subsequent changes of metre at bars 64 and 67.* The relative
proportions of those scctions are then fixed unalterably, and measurement by
quaver units is now merely the means of mathematical expression of these
proportions. Units of 3/8, or indeed virtually any constant grouping, could
cqually be used, since the ratios yiclded would be the same in every case. This
reasoning will also apply, in Chapters 7 and 9, to some of the tempo modulations
in the first two movements of La mer. i

In L’ile joyeuse Debussy takes extra trouble to ensure we hear the metrical
relationships in this way, by overlapping the metre at the first two metrical

transitions. Thus bar 27, nominally in 4/4, is equally audible as 3+_28+—3 , antic-

ipating the 3/8 of the next bar. Similarly bars 62-3 form a crotchet hemiola
anticipating the cnsuing 4/4. :

In Lisle joyeuse these metrical transitions obviously mark principal musical
nodal points; in Chapter 5 it will be seen that they also mark the principal
proportional nodal points in the picce’s architecture, counting the picec’s dimen-
sions as explained above. Structural reasons will then also be seen (pages $9-60)
for the lack of rhythmic definition at the beginning of the picce.

In all other cases in the following chapters where metrical changes are accom-
panied by a specificd tempo equality — for example the J. = J linking the
change from 6/8 to 6/4 at bars 445 of D’un cabicr d’esquisses (Chapter 10), or the

. t
4. Although the indication = Jis lacking at  back the theme of bar 9, and the quaver tempo

bar 64, this can only be because itis sufficiently  has not changed since bar 9,
obvious to be taken as read, since bar 64 brings

17




Expanition

J = J linking the change from 6/4 to 4/4 at bars 5-6 in the tirst movement ot La
nier (Chapter 7) - the principles outlined above apply equally logically, and the
pulse will be calculated on the same basis. Onc further example of this - the d= A
transition at bar 32 of the Prélude a Uaprés-midi d’un faune (one bar after tigure 3)
- will, when treated the same way, be seen to have particularly curious repercus-
sions latdr in the picce. This is discussed in situ in Chapter 10.

At metrical transitions where no tempo equality is supplicd — for example at
bars 83—4 in the first movement of La ser (two bars before figure 9) — procedure
depends on the musical context. This problem concerns mostly the first two
movements of La mier, and the principal criterion in such cases is always the
nearest audible relationship of pulse carried across the transition. This will
involve a,msidcring the tempo and metronome indications in the scores.

Shspension of pulse

The main impediment to measuring any picce by its pulse is, naturally, any
suspension of that pulse. An example is the cadenza in Debussy’s D'un cahier
d'aquisses (Ex. 3), where the regular pulse of the rest of the picce s in a state of
suspension. The top staff, indeed, gives a different rhythmic total from the
bottom one in both cascs, suggesting that Debussy wanted the passage free from
literal chythmic constraint. To read the note values literally, thercfore, not only
would be grammatically impossible, but also would contradict the music’s
cxprcssi\;c sense. So any attempt at relating the cadenza proportionally to what
surrounds it must be musically realistic, accepting the cadenza’s suspension of
normal pulse.

Ex. 3: Cadenza of Debussy's D'un aalrier desquisses

[

Analytical aims and methods

It helps if we remember that the cadenza’s presence structurally provides a
larger-scale temporal articulation in the music, from rhythmically defined sec-
tions to a unit-free one and vice versa. This is not dissimilar to the opening
*quasi-cadenza’ of L’ ide soyeuse, where the first 6 cadenza-like bars lead into, and
are proportionally linked to, the regular 4/4 bars that follow. The cadenza of
D’'un cahier desquises is not quite so clearly linked, and some alternative estima-
tions are possible, although only within a small range. [t could, as in L’ésle joyeuse,
be given the equivalent valuc of one of the surrounding 6/8 bars. But its internal
articulation into two distinct phrases suggests that an equivalent value of' 2 bars
would be more apt musically, despite the lack of a bar-line between them. Or the
bass notation — two tied semibreves tied to a dotted crotchet — might suggest 2V2
bars. It will be seen in Chapter 10 that the last two possibilitics provide the most
accurate completion of the piece’s proportional scheme, as well as being musical-
ly the most apt. (Unfortunately the autograph of the picce is lost, making it
impossible to verify if Debussy notated the cadenza exacdy as printed.) All this is
not to say that the cadenza can be felt as a specific number of beats; a different
type of temporal articulation is in force there and is most accurately expressed
mathematically by this means, relative to the rest of the piece.

Not all cadenzas are out of tempo. In ‘ Poissons d'or’ from Debussy’s piano
Images of 1907, the cadenza (Ex. 4) begins ‘ au dessous du mouvemnent’ - thatis,

~ with the tempo attenuated but still active. (Two dotted bars later it is again ‘au

mouvement’.) It is strongly rhythmic, and if its notated value of 37 quaver beats
is accordingly included in the calculation of the whole picce’s dimensions (to be
described in Chapter 10), the picce’s proportional structure then completes itself
with maximum accuracy — again suggesting that this was how Debussy cither
designed or intuited it.

Ex. 4: Cadenza of *Poissons d'or’
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Such a variety of rhythmic complications might suggest the argument that
proportional systems are too fraught with possible ambiguities to be practicable
or audibly effective. That, perhaps, is more the composcr’s problem. But if those

| systems arc logically and consistently present in the music as a result of instinct,
_ their presence speaks for itsclf. Alternatively, if applicd deliberately, their func-
\ tion would have been to scrve the music discrectly, not to force it into any
\ rhythmic straitjacket. Debussy would have been the least likely of all composers
to let the tail wag the dog in this respect. Likewise the difficulties of tracing those
schemes in thythmically complex scores merely indicate that composers notate
their finished scores for the performer. There is no obligation to leave trails of
clues for the analyst; Debussy’s aim, if anything, would have been the reverse.

With this in view, the following chapters do not just choose the simplest works
to ‘unscrambile’, such as those with no metrical complications. Had they done so,
the above ten paragraphs could have been omitted but the musical possibilities
to be traced in the following chapters would have remained very restricted.

On the other hand, no extravagant claims are being made for the necessity of
such systems to all ‘good’ music. Obviously proportional structure is only one of
many ways of ensuring good formal balance, and cven then only if it is well
matched to the musical content; it could do little to hclp music that is deficient in
its basic material or other formal processes. Its main importance in Debussy’s
music is its way of binding together other formal aspccts and thereby revealing

- logic that has not been traceable hicherto.

Works chosen for analysis

In selecting the works to be analysed here, a balance has had to be maintained. To
s‘udy too many works would risk superficiality of analysis; yet one of the most
remarkable trends to emerge from the analyses is the logical development of
proportional systems from one work to another, in termns of sophistication and
subdety. With all this in mind, Debussy’s most substantial instrumental score, La

mer, has been chosen as the central work for analysis, and Part 3 of the book is

devoted ed_catirely to it. To prepare the reader for the complexity involved,
Chapters 3-5 analyse some less complex p:cca Afterwards, Chapter 10 pro-
vides bricfer indications of related structures in other works by chusy These
last are not intended as thorough analyses: their sole purpose is to show rela-
N tionships to, and development of, the schemes already analysed in detail.

- !
. Other general considerations |

Before the analyses begin it is as well to clarify an issue w‘l-nich, though apparendy
simple, has been confused in many existing ptoportional analyses. Ifa picceis 34
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Exposition

bars long (all bars being of equal length), it finishes after 34 bacs. Likcwis]c isGS

points come after 13 and 21 bars — that is, at the beginning of bars 14 and 22, not

13 and 21. In the following chapters the numbers given in the diagrams refer to

completed units of measurement. Therefore, where the unit is the bar, the number

2], for example, will mean after the completion of 21 bars, that s, the beginning

of bar 22. In cases where the unit is not the bar, bar references are also supplicd in
theses, for convenience. :

GS, as scen in Chapter 1, is reversible: cither the longer or shiorter portion can
come first. Evidently its asthetic effect must be affected by this: for example, the
short-plus-long type would be a risky position for a principal climak, since
atrention would be hard to sustain for the rest of the piece. The evidence of the
following chapters reveals a distinct tendency — though this is not an invariable
rule — for certain events to be associated with one particular type: points of
maximum cension mostly with the former type (long plus short), and points of
regeneration or growth more with the latter. Convenient names for the two
types are evidently desirable, but in a musical context the most accurate terms —
magor and minor — would be confusing. Lendvai (1971) uses the terms pasitive
(long plus short) and negative (short plus long); Pascoe (1973) chooses active
and pasive. Neither solution is very satisfying: what happens musically at a
short-plus-long GS is oftcn far from negative or passive. Ithas been decided here
to use primary and secondary, logically the closest cquivalent to major amli minor,
bue without their musical ambiguity. Their onc ambiguity is that, temporally,
the secondary GS point (short plus long) arrives first; but the sense of ¢ ;Trimary‘
here attaches more to its predominating structural and dramatic role. !

There is also the duality between GS and symmetrical division. It is widely
recognized that GS is more characteristic of organic than of inorganic.nature,
its presence usually associated with growth or tension, whereas symrhetry is
more characteristic of inorganic forms (such as snowflakes), associated with
stability. The same tendencies will be found in the following analyses|

As already scen in Chapter 1, GS division, involving an irrational number,
does not normally produce whole numbers. In the following chaptci's most
numbers are given to the nearest whole number, which is normally as nedr as the
music can approach. When smaller musical divisions are involved, or wheg apt
for any other reason, fractions or decimal places are supplicd, the latter, usually
rounded off to the first one or two places. [
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*Quel potme que I'analyse de ! —Paul Valéry
Chapter 3

‘Reflets dans l'eaw’

The ‘premidre séric’ of piano Images marks quite a decisive anchoring point in
Debussy’s development. Completed in the summer of 1905, after the comple-
ton of La mer in March that year, the three picces share La mer’s breadth of
architecture, and sum up well the innovations of the previous few years in
Debussy’s piano writing. (They were also the last work he was to finish until lare
1907.) ‘Reflets dans 'eau’, though it opens the Images, was the last in order of
composition, written in Eastbournc in August 1905 to replace an carlicr version
with which Debussy was dissatisficd.! It has been chosen for the first analysis
here because it provides the most lucid exposition of the structural and pro-
portional principles that recur throughout this book.

. [n orthodox terms the piece’s construction is ieregular, best described as an

_unusual specics of rondo form built on two recurring motives, A and B, shown in

Ex.5. A begins and ends the piece (literally, as the bass line in the final six bars
shows), defining a rondo outine with principal returns in bars 35 and 7].2 It

Ex. S
motive A

bar b (Anésetine msite )
Fl

i d

then retums in bar 81, marking the beginning of the coda. B is a more melodic
development of A, beginning with A in retrograde (the minor third expanded to
amajor third in its first appearancr). 8's appearances form contrasting cpisodes
in the rondo scheme, with principal entries in bars 24, 50 and 78 — onc in each of

1. Acconding to Debussy’s correspondence with 2. The London Pevers edition gives wrong bar
hqtuM(Dehmy,l%Zﬂ;mdalso numbers because of its insertion of a spuriows
an unpublished postcard in the Durand arch-  bar-linc in the middle of the cadenza-like bar 23.
ives) the final version was composed in only This bar-line is not present in cither the only
due:dayu.l-lwmudnitslbngmyhmbcen known autograph copy (Music deparament of
based on that of the earlier version is not  the Bibliohique Nationale, Paris: Ms. 998) or
known, a3 the discarded version has neverbeen  the Durand edition.
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the sections matked by the rondo retumns prior to the coda. Of those three

cplsodcs the finalone is very shortand the ccntral one much the most important:

after its enuy in bar 50 B dommatcs theent cllmacnc sectlon until bar 70.
Ini (b '

___s_cgm musxcal umin _gggm‘tslpamcularly important at bars 43, 48,

56 and 69. This s the main reason why the term ‘ rondo’ by itself is an inadequate
description of the picce’s processes. What is much clearer about the picce is its
shape —~ dramatic and dynamic shape — as opposed to its more academic formal
aspects.

This is dominated quite audibly by wave-like tendencies: the first scction
builds up in a wave, reaching its culmination in bars 30-1, followed by a second,
much larger wave which leads into the piece’s main climax between bars 56 and
61. Looking more closcly, we can sce that the intermediate cvents shape those
waves preciscly, grading the tension carefully before and after the peaks. For
example, in the first section, the harmony modulates away in bar 17, having been
largely ronic-based up to there, to prepare for the entry of motive B at bar 24,
which then leads inzo the climax in bar 30. Slmllarly the next section starts, in bar
35, over a tonic pedal, modulanng away in bar 43, before B enters in bar S0.

Conversely, after the main climax, Debussy’s efforts scem to be concentrated
on stretching the remainder of the picce out, delaying the expected return to the
tonic key as long as possible, and making it as gradual as possible. The home
tonality retums audibly enough at bar 69, with the return of the five flats and a
dominant-ninth chord; but the expected tonic chord in bar 73 has the ground
pulled from under it by an echo of the descending run that had dominated bars
67-70. Not umil bar 77 is the tonic triad held steady, and even then it is
immediatcly gamished with added sixths, sevenths and ninths.

Evidcntly the piccc 's formal layout is important in defining and giving max-
imum impact to its structural surge, also given maximum cmphasis by the
pianissimo begmmng and triple-piano ending. In Chaptcr 1 above it was men-
tioned that the main climax here lics over the piece’s overall point of GS. If the
significance of that is to be evaluated now, not only does it have to be related to
dlcmofd\cpncc,butalsod\cclmcuc passage mclfnecdscloscrstudy It
bcgmsobv:ously in bar ] D (N2 -

%;&ﬂmmofmos, andaftcta\ﬁmhcrmdo ﬁomfomm
moin bar 57 (aninstruction unfortunatcly contradicted, to the picce’s detriment,
in many performances), the climactic section reaches i its dynamic focus in bars
59-60 with a dramatic collision of dominant-ninth and hole-tonc harmonics.

~ Asthe picec has 94 bars altogether this dynamic focus, coming after 58 bars, is
placed 5964 of the way through. This ratio cancels out to 2%y, the significance of
which is already known from the Lucas summation series 3,4, 7, 11, 18,29,47...
Thercfore the picce’s dynamic apex coincides to the nearest bar with its GS.
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Motive B dommatés this climactic passage; its first entry in the picce is after 23
bars, and its final appcar:mcc fades out after bar 80, marking the beginning of the
coda. This is plottcd in Fig. 3.1, which shows how the first entry and final exit of
B — that is, the first episode and the coda — form intermediate pomts of GS
bctwccn the bcgmnmg. climax and end of the picce. There is only ong m;nm
of B which is delayed bv one bar beyond the jcal
int (which would be after 22 bars). This is a relatively small inaccuracy (less
than 2%), a possible reason for which will be seen later.

Fig. 3.1 t 1
PP ——rmm=—— —— ffplus = PP
| 38 I 3 |:‘.,4
— 0 I I
ﬁmem ofB (”B ‘”(‘4)) ﬁml:itofB
(first eplsod:) (coda)

If, as postulated in Chapter 2, the relation of two events by GS can producc a
feeling of pmpornonal correctness or incvitability, it will be clear that this would
be rccivcd onl hcn both events have occumd tthls hammcrs the obvnous

i d 10) the cnd of the picce, Hence the sngmﬁcancc of the
intermediate cvents in Fig. 3.1 the entry of B in bar 24, itsclf proportionally
unprepared, proportionally determines the position of the climacric focus ar bar
59, and the combjnation of thesc o cvents. then proportianally prepaces the

entry of the codz and finally the end of the picce. The piece’s form is now
demonstrably involved in its dramatic gradation, and this logic is reinforced in
the following diagrams.

As already mentioned, the first rondo reprise occurs at bar 35 (that s, after 34
bars); this marks the primary GS point between the beginning of the picce and
the onsct of the climactic section at bar 56 (34:21 bars). Correspondingly, the
remaining rondo teturn in bar 71 mirrors this by dividing the 39 bars remaining
ﬁombar%tothdcnd in secondary GS of 15:24 (=5:8). The sequence is shown

in Fig. 3.2. This ). This second, slightly staggered structure, running in counterpoint

!
»
Fig. 3.2 ‘ modulation to Eb
/
i "
I M | ] I""
| |
{ : K l 1 |
f rst ceptise of A n
second ceprise of A
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with that of Fig. 3.1, suggests a reason for the one inaccuracy seen carlier in Fig,
3.1. In Fig. 3.1 the division after 23 bars, instead of a theoretical 22, keeps the
sequenceas clear as possible of the number 21, which forms part of the Fibonacci
scrics used in Fig. 3.2 - thus avoiding confusion' of the two sequences.

Ie will be noticed that the ratio around bar 56 at the top of Fig. 3.2 isnot GS.

This is because the first two events in the scquence, unlike the last one after 70
bars, are important tonal centres, and arc involvéd in a more comprehensive
proportional tonal scheme, shown jn the top part of Fig, 3.3, This divides the
picce’s 94 barsinto another large-scale proportional sequence. The main point of
tonal and harmonic departure, after 42 bars, marks the primary GS on the way wo

the final retum to the opening tonality after 68 bars, and this latter point of

return then subtends a symmetrical division of 26:26 bars, completing a
scquence of 42:26:26 bars (=21:13:13) bmv:i: beginning and end of the
picce. These two divisions correspond exactly with the natural tendency, men-
tioned carlicr, for GS to be associated with tension; and symmetry with stability.
By the same logic the intermediate point of tonic rerurn, after 34 bars of the
piece, lies exactly halfway to the later onc after 68.

Fig. 3.3 !
4 ] 68
principal final
tonal departure ,t«um o ]
end
lasge-scale I 4 . |I 6 I I X | -
34 :' 34 !
]
¢ |
| LU | l 9 |
| intermediate| ( ] |
| tonic return) | |
| | | |
| | | |
| | l od (
I return co I
i , ’ ,tomc chord I
smallr-scale o] 2 s l
| M 18 18 )
N ! firse tonal A M |
depacwure principal “climageic
tonal focys

departure ﬂ'.gl‘h‘s

If the climactic focus in bar 59 (after 58 bars) is now.added to Fig. 3.3, the
damatic function of the tonal sequence of proportians betomes apparent. This
s shown in the lower pare of Fig. 3.3. The first fnodulation away from tonic-
tased harmony, after 16 bars, forms the secondary GS on the way to the main
tanal departure after 42 (a ratio of 16:26, or twice 8:13). Consequently this

I
26
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‘Reflets dans 'can’

latter point now also marks the primary GS (26:16 bars) between the carlier
tonal departure and the climactic focus after 58. In turn the climax then subtends
asimilar GS of 16:10 on the way to the final rerum of the home tonality after 68,
completing a2 GS progression of 16:26:16:10 (=8:13:8:5). The picce's tonal
organization, too, can now be seen as having a specific dramatic function of
highlighting, and giving formal reinforcement to the picec’s dynamic shape.
The remaining centre of tonal return, as already mentioned, is the unobtrusive
but crucial return of the tonic chord after 76 bars; this is placed at the exact
halfway point (18:18 bars) berween the climactic centre and the end, again
shown in the lower part of Fig. 3.3. This point has another proportional
function. Effectively it is the picce’s final tonic resolution, since the coda’s
deliberate plagal meanderings are merely decoration and confirmation of this,
nota new tonal departure. It also marks the piece’s fourth point of diatonic focus,
the three previous oncs having been bars 35 (tonic), 56 (supertonic) and 69
(dominant seventh). Taken together these four points form a Fibonacei
sequence of 34:21:13:8 bars, linking all the sequences already shown in Figs. 3.2
and 3.3. This combination of sequences is shown as Fig. 3.4. The picce’s
large-scale diatonic sequence thus defined, I-I-11-V7-[, can then account some-
what for the choice of Eb as the diatonic key used to begin the climactic section.

- Fig. 34 "
" ” | Y
diatonic tonic dominant tonic
sequence| 3 I n I 13 I 'I
HER L
‘g 1) 8
P
a ¢
a
1Y

To the overall tonal plan in Fig. 3.4 we can now add the other important
central harmonic transition, the change to completely whole-tone harmony after
47 bars. This complctes a network of Fibonacei ratios of 5, 8, 13 and 21 bars
within the 34 bars from bar 35 to bar 68 — that is, leading into and over the
climactic section — so that the dynamic quality of this passage is emphasized by
Fibonacci ratios in its internal bar-groupings.

The only exception to this grouping is the change to four sharps after 64 bars.
This fits instead into the lower part of Fig. 3.3, forming aGS of 6:4 of the 10bars
between bags 59 and 68. (Tu avoid congeszenrtliis detail is omitted from Fig,

L 3.3.) Itquite aptly does not form pars of the Fihonacci sy e iddle of
Fig. 3.4: the dynamism of the climactic passage has by then subsided, anageg .
point, placed as it is, provides instead a more apposite four-bar approach to the_
final change of key after bar 68.

A further confirmation of the picce’s large-scale dynamic shape is supplicd by

N , ‘C*Ivl-am 2‘707} 5) )J (8 (T. in’J coay on ‘H\lu JJ&‘, 'S e CJ l
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the smaller dynamic peak in bars 30-1, bringing the picce's first section to its
sculmindtion. As this occurs over the tonal stabuhty of a dominant pedal, it
correspondingly forms a symmetrical division, its arrival after 29 bars defining
the exa¢t halfway point to the dynamic apex after S8 bars.

Finally the combined functions of Figs. 3.1-3. 4 complete their convergence at
the cnd of bar 94. At that point all the tensions gencrated by the structural
counterpoint arc resolved ~ in cffect a structural cadence - and the picce, having
ﬁxlﬁllcd its structural plan, ends.

Ona often been observed that the opening phrases of the picce

follow { wave shay To be more precise, the tops of these two-bar phnsa gwe
cach a (5 quavers out of 8) anticipating in miniature the piccc’s
dommzpngdynanucwavc form of Fig. 3.1. These opening phrases also intro-
duocmonch which compnsaasmuhrmﬁxmdscqtmcc of 3:2 semitones, so
that the geom:tnc characteristics of the entire form are made qmtc plam to the
Instena, cven if only intuitively, from the very beginning of the piece, using the
Fibonacci numbers 2, 3, S, and 8.

It hat already been mentioned that not all the bars in the piece are the same
kength: bar 11 is in 3/8 instead of the predominating 4/8, and bar 23 is cxtended
into a short cadenza. The missing quaver in bar 11, however, has a negligible
cffect (‘css than 0-25%) on the overall calculations; and, musically considered,
the flourish in bar 23 is cffccnvcly an extension of the fourth quaver beat: at that
point, As |mpl|cd by the instruction ‘quasi una cadenza® at bar 20, the larger
bar-, groupmp provide a clearer articulation than the details of bars 20-3.
(chu;sy then carcfully cancels the ‘quasi una cadenza® with the precisc instruc-
tion ‘Mesuré® at bar 24.)

Migtic all those geometrical shapes reveal subder shades of meaning in the
picce’s fitle? Not only are many of the sequencesin Figs. 3.1-3.4 visibly reflected
round $ome central musical tunung pomt but also their reflected portions (or
unagu‘ tend to be compressed in size, giving an effect of refraction — anothet
aspect f reflection (or deflection) in water. Itis casy o pursue this parallel with
the refractive compressions in Fig. 3.4, for example, as the music passes into
differeri levels of harmonic density after bars 42, 47 and 55; or with the
3 Z-wmmnc progression of the opening motive A. This last case is suggested by
chm:ry‘sownambgy' the pianist Marguerite Long.whostudxed Reflets dans
leau’ with Debussy, recalled that he likened this motive to a pebble dropping
mmwmt(l..ong, 1972, 25) - after which onc’s View of it would be refracted.
Fanciful perhaps, but so is Debussy’s music, and the beauty of those natural
phmomma must have hddafascnmnonhaoomposerwhopto&sed unc
reli delam; cuse nature’ ( 1971, 302).

Immpectzmprmthrypargﬁgu:nybcdmwﬂmgu&rgu Inhis
cssa L'cmprmmm which Debussy must have known thomughly. Lafotguc
dcﬁm "thc basic characteristic of the impressionist cye’ as *seeing reality in the
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living atmosphere of forms, decomposed, refracted, reflected by people and
objects in endless variations®. Even regardiess of proportional analysis, * Reflets
dans I'cau’is surcly onc of the most authentic translations of this philosophy into
sound; and it could well have been Laforgue's reference there to *secing reality’
that Dcbussy had in mind when he later described his orchestral Images as
*realities — what imbeciles call “impressionism™ (Debussy, 1927, 58).

Itmay have been observed in'this chapter’s analysis that the lower part of Fig.
3.3 contains cxactly the same shape, and follows the same type of logic, as Fig.
3.1, even though it concerns a different structural function. This propomonal
shape, obviously a particularly logical model structure, will be found againin La
mer, in Chapter 7 below.

Mention of La mer leads to another specific connection between the titde of

‘Reflets’ and its musical material. Since * Reflets’ was composed shordy after the
complction of La mer, and also given the explicit aquatic connection between the
two works, it is especially remarkable that they share not only the key of Db but
also their thernatic material: B here is also the cyclic motive of La mer, and A is the
retrograde inversion (a reflection in two geometric senses) of the basic motive
that forms the firse and last climaxes of La me’s first movement (bars 76 and
139). In the following chapters — with La mer in particular - more connections
will be found between titles and and the formal processes defined by proportion-
al systems. Again this is in the Symbolist tradition, as exemplified by Debussy’s
pamter fricnd Odilon Redon, who was also a trained architect and a skilled
musician: ‘ A title is justified only by its vaguc indeterminate nature, suggesting a
double meaning’ (quoted in Lockspciser, 1973, 167).
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Ex. 6
(a) *Chevaux de bois', bars 8-12

PART 2

Earlier developments

Chapter 4

Early works — up to 1892

Ifthe proportional intricacy of * Reflets dans Peau’ is not just an isolated example
but the resultof accumulated expertise, the first question that arises is: how did it
begin? As this must closcly involve the more obvious aspects of Debussy’s
musical development, some discussion of this general musical development
is apt.

lgp to approximatcly 1894 (the year the Prélude a Papris-midi d'un faune was
complctcd) Debussy’s musical language undenwent similar stylistic transforma-
tions in both vocal and instrumental genres, although the change cffected itsclf
much more slowly in the instrumental field than in the vocal onc. Comparison
between the opening melody of ‘Chevaux de bois’ of 1885 and the reappearance (1) o v ot w0 rycoemt
of virtually the same theme two years later in Printemps, as scen in Ex. 6, =2 :
adequately demonstrates the disparity.

Principally this transformation - in part the Wagnerian legacy — introduced a
broader, more fluid concept of tension and dynamics. His carliest pieces had
generally static forms, defined by contrasts of thematic groups and of ronal

centres, but with relatively uniform textures and harmonies inside them. In latcr

works thesc are replaced by less conventional sequences whose outlines are still
well marked, but marked rather by different types of harmony, different degrees

of chromaticism and different types of texture, all of which alsotend to changear
mdcpcndmt rates. In the process, sustained or extended mclody is progressively
curtailed in favour of more compact and plastic motivic units. )
Theeffect of it all, while blurring the conventional formal outlines, is to create,
and define much more precisely, many levels of tension at various stages in the
music. Bars 35-68 of  Reflets dans P'caw’, as scen int Chapter 3, illustrate this
technique excellently. Connected with thls is the introduction of undulating
dynamic shapes that follow a course independent of the forial oudmcs. instead
of mercly labelling them, ibrcxamplcastheydomdleﬁvm ternary
outline of the ‘ Prélude’ of the Swite bergamasque, divided at bars 20 and 66. The
outcome is dramatic; whereas in the carliest works any dramatic effece (there aft

few) is achieved by the momentary event — the sudden modulation, the sforzando
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(for example, bar 18 of the song Pantomime of 1882, Ex. 7) - the mature works
are dramati conccived in the sense that moments of dramatic importance
cven if their exact grammatical nature comes as a surprise, provide a fulfilment of

anucipatory musical cvents and sequences — basic dramatic principles, in fact.

Ex. 7: Pantomime, bars 16-23

Piev - o0 qud @' dien  d'un Clitan - die

> A R e 3

Poaigw

&‘
37 w3393

To borrow Schenkerian terms for this differcnt context, the dramatic event has
penctrated from a ‘foreground’ or surface position in the form to a more
‘background” or fundamental one (while retaining, if necessary, its *foreground’
dramatic cffect by means of its grammatical surprisc value). A model example
already seen is the modulation to Eb in bar 56 of ‘Reflets dans 'eau’”.

Another way of putting all this is that darity of ic and dramatic sha
has taken precedence over conventional clarity of formal oudine. The following
chapters illustrate this with examples of picces which have cither similac forms
but very different shapes, or similar shapes but very different forms. For this
inherenty dramatic concept of form and shape ther s evident sense in ensuring
that the focal cvents are well timed — again, just as in any dramatic plot.

Equally clearly this idea is less relevant to undramaric forms, such as the

‘Passepied’ from the Suite beygamasque. No large-scale dramatjc tension accumu-
lates there; accordingly there is litte to resolve except the immediate logic of its

1

modified rondo form. Whether this is done quickly or slowly is not crucial, jo

long as it avoids blatant large-scale imbalance.
32

Early works — up to 1892

This chapter covers the period of this transition in Debussy’s style, with
particular attention to two of the carliest-works to show intricate proportions -
the song *Spleen® from the Arietres oubliées, and the piano picce *Chir de lune’
from the Suite bergamasque. Limitations of spacc mean that the larger-scale
scores of Debussy’s carly years cannot be studied in detail here. It would be
unfortunate, though, to omit the Prélude 4 Paprés-mids dun faune, Debussy’s first
large-scale masterpicce, which moreover contains intricate proportional struc-
ture. [t will be discussed instead, more brictly, in Chapter 10 (which correlates
formal and proportional tendencies shared by different works), by which stage
its structures can be demonstrated more compactly.

Onc exception to chronological order in this chaprer is both inevitable and
convenient. Most of the piano picces published in 1889-92 cannot be dated
cxactly; it is cven possible that one or two may have originated in the early 1880s.
They are dealt with together after discussion of the songs up to the Arictres
oublites, and this scparation is musically apt, since they represent 2 much less
advanced stage in Dcbussy’s development than the songs of that time.

The works before 1885

In Debussy’s carliest songs (up to 1885) there is virtually no sign of any
proportional systems. Their forms vary widely, using ternary and strophic forms
sometimes strictly, sometimes frecly, and sometimes mixing clements of them
with through-composed tendencies. They demonstrate that cven then Debussy

~ was no slave to procedure; in any case the poems provide an existing unified

structure, allowing more freedom in the musical setting. | Their musical quality is
variable; most of them are at least charming, and rarely docs drama intrude.
There would be little use for proportional systems: symmetry would make them
_too square, and GS might suggest an clement of tension foreign to their stylistic
nature. Of the small amount of instrumental music that survives from that time, a
typical example — the Danse bohémienne of about 1880 — already shows adisparity
between vocal and instrumental styles, with its cight-bar sequences plus a tonal
plan and ternary form that firmly toc the textbook line. Again there is no sign of

.__Pproportional systems. ‘

/

/

Occasional occurrences can be found. The song Beas soir of probably
1882-3,2 41 bars long, begins and ends pianisimo, beginning its two-bar climax
in bar 27 — just under a bar after its primary GS (41 x 0-618 = 25-34...). But
taking the dimensions of its arch form into account — 12:14:(2-bar climax):6:7
bars — adds no consistent proportional exactitude. it suggests intuition only,

1. Frangois Lesurc (1977) lists which of the 2. Margiret G. Cobb (1982, 61) points out that
early songs are published. The unpublished  this song can date from no earlice than 1882,
oncs to which 2ocess has been possible are simi- — when its poem was first published.

lar in formal style to the published ones of the '

time. ‘
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since there is nothing to stop it from being more accurate, had it been conscious-
ly planned. GS occurrences in any other carly songs are even more fragmentary,
involving only onc or two events in the picce concerned, and telling us nothing
important about the forms (or the scnsations). In only two cases — Zéphyr of
1881 and Rowdeau of 1882 — do the circumstances draw attention: in both of
them the GS is achicved by a change of metre, and the numbers involved catch
the cyc ~ 13 and 21 units of 2/4 (dividing the first stanza halfway and beginning
the second) in Zéphyr, and 29 and 47 units of 3/8 (beginning the sccond and
third stanzas) in Rondeas. Even so, for every one of these sporadic proportional
correspondences just scen, there are numerous musical parallels in other early
songs which show no such numerical relationships, and sound none the worse’
for ir.

I€ the last ewo paragraphs therefore are hardly very positive, showing lictle
proportional intrigue, and lirtle musical significance in what proportions are
visible, they nonetheless demonstrate a vital point by providing a contro! group,
or backcloth, against which the results obtained, musically and proportionally,
from specific other picces (as already scen in * Reflets) are going to stand in the
sharpest contrast.

Ariates oublites: ‘Spleen’

The Ariettes aubliées, composed between 1885 and 1888, represent arguably the
largest cvolutionary leap in Debussy’s career, expressive chromaticism suddenly
taking a dominating role in their forms, replete with tritonal and other chromatic
relationships. * Spleen’ — the last of the set,® and tonally the most adventurous —
opens with asplendid example of tritonal juxtaposition (Gb to C), and ends with
a device unprecedented in Debussy’s music — the withholding of the F minor
toni chord until the song’s last bar, in the light of which the opening tritonal
progression can be scen as neapolitan—dominant. (See the reproduction of the
song on pages 201-2 below.) To describe the form, truthfully enough, ai a
tonlly frec rondo now does nothing to explain what is crucial to its expression,
or how Dcbussy controls the tension between the neapolitan opening and the
final, unique tonic chord. It is worth remembering, too, that whatever the fonn
is, it has to be compatible with the logic and shape of Verlaine’s poem. Such an
cssentially dramatic form suggests an apz context for proportional structure; and
onccan sce immediately that its total of 34 bars (a{l in 3/4) arc divided principally
after 13, 17and 21: that is, at its halfway and its two GS points, using Fibonacci
numbers. .

3. The only traceable autograph of this song, in  the date of composition. The pubication date
the Bibliothdque Francois Lang, Royaumont, of 1886 supplicd by Lesure (1977, 60) for the
France, bears no date; both Teevit (1973, six songs is an obvious misprint.

1001) and Lesure (1977, 60) estimate 1888 as .
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How is this influential in the form? Debussy controls the tonal tension by
alkernating the two principal retuens to the neapolitan harmony, at bar 18 and
bar 28 (the climax), with two contrasting modulations at bars 14 and 22. These
modulations coincide with the more ruminative moments in the poem (lines 5
and9), and act as a foil to the starkness of the Gb harmony, the latrer accompany-
ing the poem’s two peaks of despair, lines 7 and 12. In the first of those
modulations (bar 14) the Gb.is tumed into F8, introducing a more warmly
chromatic sequence of unresolved dominant ninths alternating between Ff and
A. In the second case (bar 22) a morc diatonic alternation of Bb and D major
leads towards a strong anticipation of Eb major in bars 25-6, before bars 27-8
wrench the music back into Gb and despair. The strong qualitative contrast in
these modulations is underlined by the way the transitions into bars 14 and 22
are effected with rising semitones in the harmony - from G to Gl and Db to D
respectively — whereas at bar 18 the return to gloominess is marked by descend-
ing semitones in the accompaniment. :

Fig. 4.1: ‘Spleen’ :
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Fig. 4.1 shows how thesc powerful tonal oscillations are distributed. The two
modulations away from the neapolitan-dominant harmony, after 13 and 21
bars, mark the song’s two points of GS. The dimax, introducing the final
neapolitan retum, lasts for all of bar 28. Taking the centre of this bar as the point
of measurement, the carlier retum to neapolitan harmony after 17 bars marks
both the exact halfway point of the song and the primary GS on the way to the
centre of the climax, forming a ratio of 17: 10Y2 bars (=34:21). The centre of the
climax forms another GS of 10Y2:6% bars (=21:l3i) to the end of the song,
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thereby completing a sequence of 17:10%2:6% bars (=34:21:13) between
beginning and end.

When this latter sequence is taken together with the carlier 13:8:13-bar
sequence, their interaction produces further GS and symmctrical divisions,
leading again to and over the climax, shown also in Fig. 4.1. On a smaller scale,
the reprise of the opening motive in bar 9 divides the fiest 13 barsin GS of 8 + 5,
simultancously allowing the entire structure to grow spontancously out of an
opening 4+4-bar sequence, as shown lower in Fig. 4.1.

There could hardly be a greater contrast to what has gone bv.ton: in this

chapter. All the important structural events are involved here, and the resulting

scheme is virtually an architectural model, the only compromise in its realization
being that at the climax Debussy gives priority to the 3/4 metre and places the top
note of the climax at the beginning, not the middle, of the bar. This does no
scrious damage to Fig. 4.1, since not only is the anthmetical amount involved
small, but also the climax lasts audibly for all of bar 28 before subsiding in the
next bar,

What is paramount here is that, as in * Reflets’, all these structural events are
proportionally directed towards two objectives — emphasis of the climax on one
hand, and mutual resolution at the end of the picce on the other. The system is
less complex than that of “ Reflets’ — not surprisingly in view of its date and its
shorter length — but the logic it follows is of the same type, and the more
remackable here for being completely based on Fibonacci numbers. -

The remaining five Ariettes take no tonal risks of the order just scen. Corres-
pondingly they do not need, and do not have, any such comprehensively applied
pmpomonal schemes. But the two most tense —* [l pleure dans mon cocur” and

L'ombre des arbres’ — both have their emotional climaxes situated at their
primary GS points. In the former this is the passage marked ‘plus lent’ (bars
46-51), at the words *Quoi! nulle trahison? / Ce deuil est sans raison’, with the
GS point after 49 bars, at the centre of these six bars. In itself this does not
determine all the other formal details in the song; but it does cast light on the
curious asymmetry of its ternary form, with its tersc central section consisting
only of these six bars. (The outer sections are then related by GS - 46:28 bars.) In
*L'ombre des arbres’ the climactic placing after 20 bars is less accurate (GS of 31,
the total, is 19-2); but, while still remaining within a bar of the theoretical point,
this gives the song a nearly symmetrical formal sequence of 10:10:11 bar3 and
allows the climax to be approached by a GS pmgmmon of 10:6:4 bars (=5:3:2),
the sccond of these divisions being formed by the beginning of the crescendo.
‘The Ariettes date from 18858, just the time when Charles Henry’s theories on
number and propomon in art weee appearing in Parisian Symbolist journals.
This is discussed more in Chapter 11 below:, N
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Some later examples

As already noted, Debussy’s musical evolution was not so lincar that all his songs
from this time on could be expected to conform to similar proportional systems;

they do not. We should bear in mind, too, that if the scheme of ‘Spleen’ was

apphcd dchbcratcly, it may well have been one of various types of musical
experiment; in 1888 he could not know what his music would be like ten or
twenty years later. But proportional schemes thoroughly involved with the other
aspects of structure now begin to appear more frequently. -

Onc example is the 1891 setting of Verlaine’s much less dramatic ‘Clair de
lune’, with the principal divisions of its 32 bars, at the beginnings of the sccond
and third stanzas, placed at the two points of GS to the nearest bar, after 12 and
20 (GS of 32 is 19-8). The much simpler ratio resulting here, 3:2:3, allows the
song (apty for the context) to unfold mostly within a four-bar framework. There
is no dynamic surge comparable with that in ‘Spleen’; the principal dynamic peak
here (mezzo-forte) is placed at the halfway point, after 16 bars, and the preceding
onc is related by GS, coming after 10. The system here is less striking than in
‘Splcen’, and more notable for its overall symmetrical shape — in marked contrast
to Debussy’s carlier (1882) sctting of ‘Clair de lunc’, which was divided into a
proportionally insignificant sequence of 10:20:23:31 by the beginnings of the
‘three stanzas.*

Asslightly peculiar, more asymmcmcal cxampleis* L’ime évaporée’ (Bourget),
composed probably late in 1886. $ Its temary form divides the poem
into 6:4:2 lincs, and the music into 13:8:6%4 bars, counting the bar of 2/4 (bar
25) at the climax as half a 4/4 bar. Thatis, the first and central sections are related
by GS, and the recapitulation is exactly half the length of the first section, its bar
of 2/4 also being placed at its own centre, with three bars on cither side. This is
shown in Fig. 4.2. The scheme’s dramatic unsubtlety is evident: the climax in

Fig. 4.2: *L'3me évaporéc’
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bars 25-6 has no proportional prcparauon, and the face that the recapitulation is
exactly half the length of the opcmng section means little in dramatic terms. It
corroborates the song’s carly composition date, but — more important here - also
4. A comparative survey of the two versions 5. Margaret G. Cobb (1982, 85) has cstablished

(but not of their proportions) is provided by  this as the most likely date of its composition.
Roger Nichols (1967).
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suggests contrivance, since it could not have been intuitable purely by a GS
instinct. :

It scems at first surprising that the Cing poémes de Baudelaire of 1887-9 make
no significant use of GS—symmetrical systems (only a small amount in
* Recucillement’ and* La mort des amants’); in the Proses lyrignes of 1892-3 there
is also virtually none. But for all their Wagnerian chromatic turns the Baudclaire
scttings stay mostly on firm tonal ground; neither they nor the Prases lyriques take
structural risks comparable with ‘Spleén’. On the other hand GS plays a more

important part in the three Verlaine scrtings of December 1891 (‘ Lamer est plus

belle’, ‘Le son du cor’ and ¢ L'échclonnement des haies’) — the second of which -

repeats the procedure seen in * Spleen’ of withholding the tonic chord until the
final bar, although in a less dramatic ¢ontext.

The examples of insignificant or abs?,nt GS are again important, as thcy make
the logic and comprehensiveness of the system in *Spleen’ stand out in sharp
relicf. é .

Piano music ’

To judge Debussy’s musical dcvclopmé;nt in 1889-92 solely by the piano music
published in those years would be unjust. Some of it, sold to the publisher
Choudens at a time of financial strain, }nay date from much carlier, and some of
the rest was produced hurriedly, as we know from Debussy’s very sharp letter to
the publisher Fromont, expressing disgust at Fromont’s rcpublication of the
Réveric in 1904 (Lesure, 1977, 69). |

As in the carliest songs, proportiorjal correspondences in the carliest piano
picces are sporadic and incomplete enough to be insignificant. Asifto emphasize
this, three of the most successful of ;thcrn — the two Ambesques, and Danse
(originally entided Taremtelle styrienng),® all published in 1891 — are devoid
cither of any dramatic clement (partidiularly. they lack any centres of dramatic
focus) or of any sign of consistent proportional structure in their forms. To
document this, their proportions are shown in Fig. 4.3; nothing significant is
visible apart from one or two fragmentary correspondences that could easily be
fortuitous. Again examples like ‘Reflers’ and “Spleen’ could hardly stand in
sharper contrast. T

The Petite suite (published in 1889, though somg of its matcrial dates from as
carly as 1882)7 also has no proportional systems, except for ‘Cortége’ whose
temary form is symmetrically dividcd; into 3 X 21 bars. But this movement

6. w;mbumumhkm.i 7. The* Menuer'is an cxtended reworking of the
trating it in 1923, and Debussy had sufficient; unpublished song Fére galante (Banville) of
faith in it to cecycle its thematic marerial iny 1882, a dared autograph of which is in the
1891, in the Verlaine seing ‘L'échelonnement;  Bibliothdque Francois Lang, Royaumost,
des haies’. " France, -

i
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Fig. 4.3
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sounds no more or less coherent or dramatic than its companion movements,
none of them dramatic. The number is perhaps notable, but iz has no GS
significance here and could casily be fortuitous.

The Réveric, Ballade and Nocturne, published in 18912, represent progress in
one respect, in having more undulating dynamic sequences. In the Réverie these
are of less intcrest, as the dynamic peaks coincide with phrase divisions (seven
consecutive 8-bar phrases in the opening section); but in the rather betrer Ballade
and Nocturne the opening sections follow a dynamic course independent of the
p.hrasc divisions. These dynamic sequences show GS and symmetrical tenden-
cics, simple enough to be sclf-explanatory as shown in Fig. 4.4 ~ the end of the
five-bar introduction in both pieces also being visibly important. But the propor-
tions do not continuc beyond the pieces’ opening sections. In any case their
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Fig. 4.4: Opcening scctions of Ballade and Nocturne
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Suite bergamasque; * Clair de lune’

| The Suite bergamasque (pubhshcd only in 1905, though dated 1890 by the
| composu“”) presents some curious contrasts. The *Prélude’, *Menuet’ and
!*Passcpicd’ mostly match the style of the Patite suite and Arabesques, if with
| somewhat greater strength (the *Menuet! flexcs some unexpected muscle in its

+ last two pages). But their forms arc not inherently dramatic, and corresponding-
l i ly are not dominared by proportional systems. An exception concerns the first 34
| barsof the Menuet’, sufhcu:ntly simple for Fig. 4.5 to be self-cxplanatory, given

; Fig. 4.5: Opcning section of * Menuct® (Suite bergnmasgue)
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'8 The corrected proofs are in the private collec:  ter. Beside the titde the dare 1890 appears n
pnonof Mme G. de Tinan, Debussy's stepdaugh-  Debussy’s writing.

|
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that the movement's tonic chord of A minor is not heard until after 17 bars. But
the scheme ignores the reprise in bar 12 and does not continue past bar 34: the
sudden jump to E at bar 38 disrupts the proportions just as it disrupts the
harmonic linc. The * Passcpicd” also has some thematic entries at multiples of 29
bars; but this cventually leads nowhcrc and connects with no other formal
functions.

As suggested by its pocetic title, contrasnng wuh the dance-torms of the other
three movements, ‘Clair de lune’ is very different (sce the reproduction of the
picce on pages 203-8 below). If it really was written at the same time as the
other movements, it shows Debussy being more adventurous than ever before in
his piano music. The contrast is amply illustrated by comparing its temary form
(with an added coda, derived from the central section) with that of the * Prélude’.
[n the ‘Prélude’ the thematic ternary form is emphasized by simultancous
changes of texture, key and dynamics; in* Clair de lunc’, however, these mask the
termary transitions (the central section begins in the tonic), drawing the listener’s
attention more to the piece’s ewo-part dynamic wave shape — a feature the picce
shares with ‘ Reflets dans P'eau’. [ts flowing dynamic outlines are further cmpha-
sized by Debussy’s subtle handling of transitions and harmonic tension (for
example bars 37-42) — a marked contrast to the other three movements — so that
within a smaller range of dynamics the picce achicves better dramatic definition
than the fortissimi of the Ballade and Nocturne, with their more conventional
outlines, could do.

Ies main proportions are shown in Fig. 4.6. The principal two pillars of the
temary form, at bars 27 and 51, divide it into a tripartite, progressively dimi-

Fig. 4.6: ‘Clair dc lunc® (Suite bergamnsguc)

% 0 bt

ceneral fecap. end
secton
t
26 . 22
ternary R
form 1 24
13
7
24 13
1)
fiese climax
dynamics I 16 I 10
40 ——:l 23
y
L] 63
main climax coda
41



nishing scquence of 26:24:22 bars, these last 22 being subdivided 15:7 by the
coda at bar 66. The first dynamic peak, after 24 bars, is within a bar of GS on the
way to the principal climax, after 40 bars (40 x 0-618 = 24-72...). (Ifthis small
inaccuracy has any cffect, it would only be to heighten the tension in bar 40,
making the listener wait a bar or so beyond the theoretical point.) The principal
climax then forms two primary GS divisions: one of 40:25 between the picce’s
beginning and the onset of the coda, and one of 16:10 between the first climax

itylation after 50 bars. The arrivals of both the recapitulation and
the coda are therefore proportionally prepared by the dynamic sequence. In

addition the recapitulation lics at the GS point (24:15 bars) between the

beginning of the central section and the thematically related beginning of the

coda, thus relating these three structural divisions proportionally.
By comparison with the rest of the Suite bergamasque, the tonal structure of

*Clair de lune’ shows an enormous advance in subtety. Although the opening
section moves away from tonic-based harmony (bar 15 onwards), it avoids
modulating, so that the entire picce contains only one modulation away from the
tonic key, placed strategically, in bar 37, to lead into the main climax some bars
_later, How casily Dcbussy now moves within even such a small sclf-imposed
tonal framework is indicated by the skill with which he grades the picce’s
subsequent points of progressive tonal resolution. Bar 43 takes the first step,
restoring the home tonality over a dominant pedal. Eschewing the expected

perfect cadence, the music first moves to a recapitulation on a mediant chord (bar

51) and then qualifics the eventual cadence to the tonic at bar 59 with the added

seventh, before allowing the coda at bar 66 to complete the tonal resolution:
How all these points are distributed is shown in Fig. 4.7.

Fig. 4.7: ‘Clair de tun<’ (Suite bergamasque)
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Thefocal point of development isclearly the modulation after 36 bars. This lics
both_at the piece’s exact halfivay point and at the GS point on the way rothe
X m cventual return to the tonic chord, atter 58 bars, forming a
) 36:22:14 (=18:11:7) from beginning to end of the picce, Intermediate points
of GS articulation within this are then provided by the first sustained move away
from tonic-based harmony after bar 14, and by the recapitulation after 50, fillin
in a GS sequence of 14:22:14:8 (=7:11:7:4) up to the retumn of the tonic chord
—inbac 59. (This is the same proportional shape remarked upon twice in * Retlets
dans l'cau’ on page 29 above.) Simultancously these same 58 bars are divided
26:16:16 (=13:8:8) by the beginning of the central section after 26 bars and the
return to the opening tonality at bar 43. Therefore the eventual return to the
tonic chord in bar 59 marks the convergence of those two scparate sequences. As
both of them involve tonality they must interact: the modulation at bar 37
provides GS of 10:6 within the other sequence, and likewise the recapirulation ag
bar 51 forms a symmetrical division of 8:8. Finally the beginning of the coda,
completing the tonic resolution, divides the picce’s last 14 bars 7:7.

The scheme’s numerical exactitude is certainly remarkable, and it involves all
the important events; yet it is not as lucid an entity, architecturally, as the
propottional shapes of * Spleen® and * Reflets”. For example, the dynamic shape,
although it proportionally prepares later structural events, is not itself prop-
ortionally prepared by carlier ones, and is unrelated proportionally to the tonal
sequences.

To this there arc three logical answers. First, relative to Spleen’,  Chair de lune®
is longer and deals with a greater complexity of musical material. Second, relative
to ‘Reflets’, “Clair de lunc’ was written by 2 composcr with probably fifteen
years’ less expericnce. Third, again relative to “Reflets’, the less far-reaching
structural role of dynamics in_‘Clair de lune® also reflects its more restrained
dynamics: to have made this more modest dynamic surge as formally cruciathere
asthe much more powerful one is in * Reflets’ would have put the entire structure
at risk.

But there arcstriking parallels between ‘ Clair de lunce” and  Reflets’, apart from
their being in the same key — the larger dynamic wave preceded by the smaller
one, the main tonal departure preceded by the proportionally related smaller
harmonic one, the symmetrically placed tonal return over a dominant pedal and
its subsequent deflection from the expected perfect cadence. Their similaritics of
shape and sequence are shown in Fig. 4.8; but it also shows how much more
space the main climax is given in ‘Reflets’.

It is logical that, of the two structures, the one of fiftecn years later should be
more sophisticated yet simpler in concept. All this applics whether conscious or
not on Debussy’s part, being based on the tangible evidence of the musical
scores.

If it was conscious, the affinitics of mood and shape, and the identity of key,
between ‘Clair de lune’ and “Reflets’ invite a further speculation. The Suite
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bergamasque was eventually published i!': 1905, and we know from Dcbussy’s
correspondence (Lesure, 1977, 74), and the proofs he corrected, that he revised

it thoroughly just before this.® The danée movements, in an idiom he had long

discarded, he could probably treat with ébicctivity; but might the imperfections
he saw in the more forward-looking ‘ Clair de lune’ have impelled him within the
year to produce a more satisfactory solution of the same structural problems of
shape and mood, this solution being ‘ Reflets’ in its final form? Whatcever the
answer, it is notable that while Debussy made cuts at proof stage in the Swite
bergamasque’s ‘Prélude’ and ‘Menuet’,! neither of which contains consistent
proportional systems, he Ieft the proportions of *Clair de lunce’ intace. '

The shape of ‘Clair de lune’ is also reflected by its positioning in the Suite
bengamasque: as the third of the four pie%a it lies over the GS of the entire suite,
in general terms. This would hardly merit special mention were it not for this
picc\c’s stylistic contrast (yct not an incdngruous one) to its three companions,
making it prominently the lyrical climdx of the suite. In this respect, too, its
9. The proofs must date from no carlier than | the proofs after bar 31, and another two afeer
1904, since they have the title *Clair de lune” | the publishedbar 33. [n the Menucr’ seven bars
printed; carlicr in 1904 a rather premature soas | arc similarly delcted afeer bar 72, and a further
presse advertisement from Fromont had still | 18 bars are cut after the published bar 96. The
quoted the picce’s original title, *Promenade |'Passepied’, incidentally, is still beaded
sentimentale’ (again after Verlaine). ‘Pavanc’, as in the 1904 Eromont soms prese
advertisement already mentioned.

10. In the *Prélude’ two bars are scored out in
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structural surge is gently anticipated by the partial proportional system, with its
small dynamic surge, at the beginning of d\c?Mcnugf’. Elon:ady scct’; inFig.4.5.If
chussy was experimenting between GS and non-GS forms - a feasible hypoth-
csis in view of the cvidence of the rest of this chapter - he turned this structural
duality to very precise advantage in the large-scale design of the Swite berga-
masque.

The thtcc piano Images of 1894, which there is not room to analyse here, show
pm.pomonal coherence to approximarcly the same degree of thoroughness and
logic as ‘Clair de lunc’. (Thesc carly Images arc now published by Theodore
Pr@s.scr Co., 1978, as Images (oublites); the second of the three picces is an carly
version of the ‘Sarabande’ from Pour le piano, with harmonic variants but
identical proportions.)
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*Tout est nombre. Le nombre est dans rout. Le nombre est dans lindividu. L'ivresse
est un nombre.’ - Baudclaire

Chapter 5
L’isle joyeuse

Some pattern is now emerging in the way Debussy’s use of proportion de-
veloped. At first relatively simple, as in ‘Spleen’, proportions become more
complex in a larger piece like ‘Clair de lune’. But by 1908, in*Reflets dans I’can.'t‘,
a more complex picce again, Debussy has managed to resimplify, as we saw in
Chapter 3, fitting morc processes into 2 more Jucid architectural pattern than
‘Clair de lune’ has. Evidently Debussy’s more obvious musical techniques
developed enormously in the intervening years, culminating in La mer, com-
pleted shortly before ‘Reflets’. Did he develop his proportional techniques
concurrently?

To go through all the intervening works is not possible here, though some of
them are investigated more briefly in Chapter 10 below. But L'isle joyeuse
provides such notable answers to the question that it justifies a chapter to itsclf.
Completed in the summer of 1904 while La mer was in preparation, it has
symphonic breadth and unusually weighty textures (Ravel more bluntly called it

“an orchestral reduction for the piano’) that reflect Debussy’s preoccupationthen

with extended symphonic structure, and suggest that he may have been using it
to rehearse structural techniques for La mer. It therefore fits aptly here, with the
possibility that it might aid understanding of La mer’s symphonic intricacies.

Another immediate characteristic of L’isle joyeuse is its exuberant dynamic

shape: beginning pianissimo on two notes a tonc apart, and in an undecfined

and tonality, it finishes in A major splendour, triple-forze, the last two

bars spanning virtually the entire keyboard and completing a coda of thythmic

i in De s output. (See the reproduction of the entire
piece on pages 209-21.) this overall wedge-shape could hardly bc. more pro-
nounced: cven the opening bar gives it in miniature (just as the opening phrases
of ‘Reflets dans I'eau’ anticipated the overall arch shape of ‘Reflcts’). Evidently,
though, the shape of L’isle joyeuse raises very differcnt problems of dynamic and
dramatic gradation from the dynamic arch shapes of ‘Reflets dans I'caw’ and

‘Clair de lunc’. The main difference in dramatic strueture is that here climax and

_resolution are placed together in_the coda, whereas in “Reflets” they arc in

geometric opposition in the form, a fact obvious even without ut.ldetnkin_g
proportional analysis. In L’isle joyeuse, too, the open-caded Qyt.lamxc shape is
accompanicd by, an unusual complexity of structure that makes it very hard to
define in any orthodox formal terms.
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One reason for this is the picce’s abundance of thematic and tonal returns. On

a large scale there is a_strong ternary tendency, with a long central section
beginning in bar 67, whose second melodic strain (bar 75) retumns in force to
begin the coda at bar 220. In this respect the plan is similar to the terary-plus-
coda outline just seen in * Clair de lune’, where the coda was also derived from the

central section. But in L’isle joyesse the ternary model is complicated in various
ways. An additional cpisodc (bars 28-51) inside the first main part of the overall

temary scheme creates in effect a smaller ternary system within the larger one,
with both of the central episodes marked by the two transitions to 3/8 metre ac

bars 28 and 67. There are also further returns of the picce’s two opening motives
~A and B, shown in Ex. 8 — in places where they appear to contradict the ternary
logic: B appears in the central part of the main theoretical ternary form (bars 105
and 145), and A recurns in the final bars of the coda (bar 244 onwards).

Ex. 8

motive A motive B

Pliger et rythmi —

In view of all this why not call the picce a rondo? This is still inadequate: not
only is it 2 most irrcgular rondo, with various themes recurring in a quite
unpredictable order, but also those smaller-scale clements do not destroy the
larger-scale ternary fecling, espevially since the tonal recapitulation at bar 160,
much more emphatic than any of the other rondo returns, strongly underlines
the ternary aspect. For the moment it scems wiser to follow what the music
suggests and think in terms ofan amalig_am of rondoand ternary clements. This is
reasonable: in such a large picce small-scale accumulation and large-scale
formal seability are necessary: rondo clements logically supply the former and
ternary elements the latter. In addition, the ternary-within-temary sequence has
another significance: if the element of departure and return inherent in ternary
form is understood as a type of wave, this gives us here a smaller structural wave
preceding a larger one, leading into the final culmination of the coda. A parallel
might immediatcly be traced in this respect with  Reflets dans Peau’ (and *Clair
de lunc’); in L’isle joyeuse, however, this is a much more formal wave sequence,
operating quite scparately from the more immediately obvious sequence of
dynamic waves which also lead cumulatively to the coda. Already, then, the
structural counterpoint is well under way, with separate strands of rondo cle-
ments, ternary clements and dynamic waves.

The reference immediately above to the tonal recapitulation in bar 160
touches on another ambiguity. Tonally bar 160 is the main recapitulation, but
thematically it has already been anticipated by motive B taking over completely
from bar 145, in a sequence that overlaps the tonal return at bar 160. This is not
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the only place where the tonal movement is delayed or smggc::cd‘: both (htf main
central section and the calier episode (bar 67 and bar 28) bc_gm in .thc tonic kev,
modulating away only later. Indeed, the first part 9f Leisle joyeuse is rcma.rkabls
for its unexpected abscnce of modulation, there being none atall in the first 35
bars. Correspondingly we are not told what the picce’s tonic key is until bar 7. In
sum, the picce’s tonal movement is constantly made to hag bchm.d the other
formal aspects, thus shifting weight and tension towards tl}c dramatic end 9!‘ the
picce, where this phase-lag is finally resolved with the arrival of the coda in bar
220. _

Even to talk of a recapitulation is risky, convenient label though it may be. The
picce’s central scction gradually becomes something of a development section
from bar 105 oawards; but bars 145 onwards, all the way to the coda, also
constitute as much a development as they do a itulation of
heard in bars 20 7. Again thisconcentrates weight towards the coda by prevent-

“ing too firm a sense of arrival at any stage before. .

The recapitulation section, with its developments, focuses our attention on
the oppositions of different modes that play a part both colourfu_l and dramaticin
the piece, an aspect already discussed in studies by Amgld W!mtall (1975) and
Jim Samson (1977, 38-9). The picce’s main theme, motive B, is bascd mostly on
a mode Debussy used on various occasions (as Ravsl and Bart6k did later), an
amalgam of lydian and mixolydian modes characterized by a.shaq?cn@ fourth
and flattened seventh. Frangoise Gervais (1971, vol. 1, 41) identifies it as the
sixty-fourth of the Hindu *karnatic’ modes, the Vachaspati, and Chapter 11
below traces some sources where Debussy would probably have lca!-ncd of d\esc
modes quite carly in his carcer. This particular modc’s peculiar physical quality is
that it is the scale most closely corresponding, in terms of equal temperament, to
the harmonic scrics, as shown in Ex. 9. (This is why it is somctimes called the
“acoustic scale’, a uscful label for it which is adhered to in the following pages.)

Ex. 9

scousile scule 08 At

harmonic sericson A
e — .
= )

~ - l

Both Whittall and Samson observe that much of the tension in L’isle joyense is
ted by the contrast between tonal stability and instabili

icularly by the whole-tone scale. A vital reason for Debussy’s use

here of the Vachaspati acoustic scale must be that, whilc in itself tom}ly dcfmcd.. it
needs only one substitution — an augmented fifth above the root in place of its
fifth and sixth degrees, as shown in Ex. lO—mbemmawﬁb!;vmnescalg.md
thus for the, i i i . Bars 20-1, abosh9wn in Ex.
10, illustrate this precisely, and are no doubt present in the music for dnt
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purposc, judging by the cmphasis the new mcelody (motive C) gives to the
pivotal .}

Ex. 10

{motive C|

Evidently in such a context the acoustic scale is a powerful dramatic weapon,
holding the tonality constantly at the edge of a precipice, and this is indubitably
one of inc main reasons for the powerful sensc of resolution at the beginning of
the coda, when the arrival of the normal major mode finally pulls us clear of this
tonal threat. The transition from the acoustic scale to the whole-tone scale shown
in Ex. 10 is in face the first glimpse Debussy gives us of this precipice. Although
he then rescucs the threatened tonality in bar 25, the point has been made, and
the device is then exploited increasingly until the tonal resolution of the coda.

Ifwe add to the above list of structural adventures the picce’s duality between
4/4and 3/8 metres, and the strangely asymmctrical distribution of the ewo types
through the picce, it is evident what a structural tightrope Debussy is walking by
throwing them all together, viewed from any orthodox formal standpoint.
Exciting the picce is likely to be, but will it hold together as an entity? (And in its
holding together of all these clements lics a major part of the musical excite-
ment.) More preciscly, how can all those strands of structural adventure be’
woven together without a complexity of construction too dense to be compre- -
hensible or practically applicable? A basically simplc system of logic provides an
answer, and is shown in the following proportional analysis.

1. Confusion has often arisen because Debussy’s
habirual carclessness in corecting proofs re-
sulted in the first edition of L’ixle joyewse

the necessary natural to g”in bars 9, 1S and 16, 2
misake arising from his having also omitved
them in the autograph used by the engraver
(Mwsic deparoment  of the  Bibliothique
Nationale, Paris: Ms. 977). They are present in
thnmanmcriptmdinalleditia\sadumud
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passages from bar 64 onwands, and were added
to the carlier passages in subsequent Durand
reprintings. Marguerite Long, who studied the
work thoroughly with Debussy, confirms the
authenticityof g§®in bars 9, 15 and 16 - butg§’
in bar 10, thus making the only two full seate-
mens of motive 8 (bars 9-10, 160-5) a mix-
ture of acoustic and lydian modes (Long,
1972, 38).



Eadicr developments
Proportions

How to measure the picce’s proportions has already been discussed in detail on
pages 17-18, where it was shown that any quaver grouping can be adopted here
as a unit of measurement, provided it is adhered to throughout the picce. Units
of 3/8 are used here for two reasons. The first is one of convenicnce: the resulting
figures arc more manageable than those produced by a quaver count. Moreover,
since most of LYisle jayeuse is in 3/8, onc unit of 3/8 also convenicntly equals one of
the predominating bars, although of course bar numbers will not be the same as
unit totals. The second reason is connected with the first: onc bar of 4/4 cquals ¥3
units of 3/8 (or 3 bars of 4/4 equal 8 units), and in L’isle jayeuse bo'th of th‘c 444
sections (bars 1-27 and 64-6) comprisc multiples of three bars, or cight units, so
that counting the work’s dimensions in 3/8 units produces whole-number totals
at all the metrical transitions, as well as at all the other major transitions. Apart
from suggesting that the scheme may have been deliberatly designed on this
basis, this numerical coincidence will also be seen to have important connections

L’isle joyeuse

of 304 units, sccondary GS of which is 116-1, so that the central section begins,
now accurate to within a semiquaver, at the secondary GS on the way to the final
note of the piece. This sequence of numbers, 72, 116, 304, when divided by 4,
gives 18, 29, 76 — from the Lucas summation serics 3,4,7, 11, 18, 29,47, 76... ~
and the manifestation of the serics here in multiples of tour is again significant to
the preponderance ot four-bar phrases in the picce, discussed more below.
Within this large-scale GS framework the picce’s dynamic shape follows a
course logically refated to the ternary-within-ternary scheme. A first peak in bars
257, mezzo-forte (peak [), leads into the first cpisode, and the first episode in
tum completes itsclt with a forte climax (peak II) in bar 52, marking the firsr

return of motive A, leading into the central section. The central section then

with the preponderance in this piece of four-, cight- and sixteen-bar phrases in
the 3/8 sections.

The reproduction of the piece on pages 209-21 is annotated throughout with
unit references (the numbers are circled), referring always to units completed. In
view of the ambiguity in defining the torm, to avoid confusion the two central
episodes in the ternary-within-ternary scheme are referred to from now on as the
first episode (bars 28-51) and the centval section (bars 67-159). '

Clearly the transitions to these are two key points of symphonic growthiin the
large-scale form, and this fecling of growth is din:ct!y suggested by the sut?dc
cffect of propulsion produced by the 3/8 metre springing out from the preceding
4/4 at these two transitions. The picce ends after 305 units, GS of \Ymch is
188:5:116'5. The beginning of the central section at bar 67, after 116 units, thus
marks the picce’s secondary GS point to within a dotted quaver. In turn 116 x
0618 = 72, which marks preciscly the beginning of the first cpispdc in bar 28,
these two divisions giving the large-scale form the overall expanding GS pattern
shown in Fig. S.1.

Fig. 5.1

ne .
(bar 67) !o:l
central section ) en

N\ . l
116 189

R ) |

n
(bar 10)
- firse episode

~

Even the half-bar inaccuracy just noted can be accounted for if one calcufates
instead up to the last actual note of the picce, a staccato quaver. This gives a total
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builds up, this time more slowly, to a powerful symmetrical forte climax in C
major (peak [II) in bars 1414, after which a steady stream of dynamic waves
leads, via the recapitulation, to the sustained final fortissimo of the coda.

In contrast to the large-scale GS outline in Fig. 5.1, the smaller-scale articula-
tion, incorporating these various peaks, follows at first a surprisingly symmetric-
al course. It has already been noted that cach of the 4/4 sections of the work
makes up a multiple of three bars (or cight units). More significant, their
principal points of internal articulation also mostly follow this grouping. Thus
the first emphatic event — the end of the introduction, where the tonality is first
established, and the rhythm first clearly articulated (bar 7) - arrives after 16
units. The next emphatic event, peak I, arrives after 64 units (bar 25), and the
first episodc arrives cight units (three 4/4 bars) later, after 72 units. The picce’s
first modulation then occurs cight units after that (80 units), and peak II arrives
after 96. Of these five events four occur at multiples of 16 units (or six 4/4 bars),
and the remaining onc — the beginning of the first episode, whose position is
determined by the large-scale plan of Fig. 5.1 — manages to fit symmetrically
within this in terms of 8-unit groups. This sequence, almost completely based on
multiples of 16 units, is plotted in Fig. 5.2. One much less emphatic event — the
reprisc of motive B in bar 15 - departs from this sequence; it forms instcad a GS
division of 8:13 bars of 4/4 (or 21Y5:34%; units), also shown in Fig. 5.2. The
other exception to this sequence, the modal transition at bars 20-1 quoted on

page 49 (Ex. 10), has an entirely different significance, and will be retumed to
later.

. o %
H 13 (bar %) —— 1)
Fig. 5.2 oun oy : p(:;: l:"
end of introduction p— (bar %)
B major
I 16 48 | 16 I 16
| s8] '. .....
1 20
o i
: 6
iti n I
tez:u.t;’o " firse cpisode central section
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The predominant sequence of multiples of 16 or 8 is interrupted by the arrival
of the central section 20 units after the beginning of peak 11. Having broken the
first sequence, the central section now begins a similar one. At first this follows
an even more symmtrical course of 4 X 4-bar phrases. Motive D (bar 67),
having opened the central section, is repeated an octave higher (and slighdy
varied) 16 units fater; a further 16 units lead to the modulation to E major in bar
99, and another 16 to the cancellation of the key signature in bar 115
(164 units).

Events now take a different course, both musically and proportionally. Since
the end of the introduction, when the tonic key was established, all the tonal
movement has been firmly diatonic — and mostly over a tonic pedal (which
anchors down the whole-tone harmony over it in bars 23—4). The only tonal
excursions have been to the diatonically related keys of B major (bar 36), E major
(bar 99) and CB# major (bar 52), the last onc the most adventurous, although
even there the hegemony of A major was really not jeopardized, as the following
bars show. This clement of sustained diatonic movement, unusual for Debussy,
is matched by the other stable clement of four-bar phrases having dominated the
3/8 sections exclusively up to bar 99. Both these clements now change. The 16
bars after the modulation to E (bars 99-114) arc subdivided 6+4+6 rather than
4 x 4; and, more audibly dramatic, at their completion diatonic movement is
abandoned: the bass jumps the tritone from C# to G at bar 115, and the key
signature is cancelled. The new departure is underlined by the way this harmonic
leap of a tritone cuts into what had begun as a repetition of the diatonic
CH-to-G §§ scquence ten bars carlier. Correspondingly, instead of subtending a
symmetrical 16:16-bar division, this point of tonal departure subtends a GS one
of 16:26 bars, leading to peak II1 at bar 141 (190 units), thus completing a
sequence of 16:16:16:26 units (=bars) from the beginning of the central
section, as shown in Fig. 5.3.

Fig. 5.3
16 us 190
(ba167) (bar 97) (bar 141)
central section € major peak 11+

ST T

m 164 \
daren (bar 419)
* N

first repetition

N,
Pakluisdnmostpowu-ﬁddimusofar.dtcmsofonipuncxp«tcdkcy
of C, and its positioning marks the convergence of the sequence in Fig. 5.3 with
other proportional correspondences, onc dynamic, one tonal and one motiyic.
Fig. 5.4 shows this. As alrcady mentioned, peak 111 is symmetrical, its centre
aced after 192 units. The exact halfivay point to this from the beginning of the
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piece is after 96 units — the beginning of peak {1, with the first return of motive A.
Tonally, the two points of modulation from the tonic key, in bars 36 and 99 (B

4 mif?f a'.nd E major), form a sequence of 68:42 units (=34:21), leading to the

o (the modulation to C); this is reinforced by the smaller GS
djvision of 16:26 inside the sequence, at the intermediate tritonal modulation.
Motivically,s the three distinct entries in bars 105, 117 and 129 form a symmet-
rical_sequence of 12:12:12 units (bars), leadin in to I

Peak I1I therefore is visibly a strong focus proportionally, as well as in the more
ordinary musical sense that it introduces the picce’s motivic recapitulation. From
this point ohwards the nature of events changes entirely. An indication of this
change comes from the first phrase of thematic recapitulation followin III
(bars 145-7), now compressed to three bars — the picce’s first departure from
cven-numbered bar-grouping in the 3/8 metre.

This new course of cvents grows out of a simple device. Peak I1I is preceded by
a well-defined build-up of cight bars (four of them crescendo); then after the
four bars of peak I, 13 bars follow, building up t the main point of impact of
peak IV in bar 158. (Bar 156 is alrcady marked forte and might be considered as
the beginning of peak IV; but the change of register in bar 158, together with the
bass jent in bars 1567, ensures that bar 158 provides the more incisive
point of impact. This point will be retumed to later, as it has further structural
significance )

Afucrd\c.il.’o bars leading into peak IV, peak IV jtself is then followed by 22

|
53, '
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bars (units), leading to peak V at bar 182; and after the four bars of peak V the
longest crescendo preparation of 4, leading to the final fortiimo platcau of the
coda, lasts for 34 bars. This seq\micc of approaches to these peaks is onc of 8, 13,

1122 and finally 34 bars — an expanding Fibonacci sequence with only onc small

inaccuracy, 22 instead of 21. A reason for this inaccuracy will be seen later.
An important thythmic reason for the tremendous scnsc of exhilaration in this
part of the work is that the Fibonacci ratios in these crescendos are made up by
juxtaposing asymmetrical phrasc-lengths with four-bar sequences, the former
first providing a degrec of tense compression, the latter then adding an clement
of broader momentum leading into the dymmlc peaks. Thisis shown in Fig. 5.5.
Approaching peak lV the four:bar serics is preceded by a single three-bar
; that V is preceded by two of them, this time with
added josding from the hmuolalsugggnons in the left hand; and in the final
crescendo passage the 3/8 metre comes under more sustained atrack, being
turned into seven hemiola groups before four-bar phrases again take over from

bar 200, continuing now w:thout interruption right to the end of the picce.
Fig. 5.5 :

31
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In cach case the transition fﬁ asymmetry to symmetry underlines an impor-
tant harmonic moment — in 148 and 166 a change from the acoustic and
lydian modality to the whole-tdne scale; and in bat 200 the arrival at E), the

uiwnefmd}chmm,md\ébasgm ion by whole tones. Thisis onc of

the best illustrations, on an intricate scale, of working in ‘blocks’ — in
this casc harnessing the opposed harmonic or modal blocks together with the
opp_m;d rhythmig blocks, for maximum dramatic power.

This terse combination of modes and of symmetrical and asymmetrical stns-
ture, with its dramatic results, also accounts for the unusual structure of peak IV
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already noted on page 53. Its two points of articulation in bars 156 and 158,
both marked forte, evidendy indicate that chussy wanted a renewed articula-
tion in bar 158. (None of the other peaks is given a differentiated internal
articulation of this sort. ) The forte arrival at bar 156 forms part of the four-bar

series, which can then continuc unbroken to _the rcggmmlamn_uax_m.

lwhcms the 13-bar Fibonacci component of this sequence, as shown in Fig. 5.5,
(s marked by the sharper articulation insidc this four-bar peak at bar 158. The
‘modal structure of peak Il accords precisely with this explanation: bar 156,
articulating the four-bar serics, changes to the acoustic scale, while bar 158,
articulating the Fibonacci one, changes back to whole tones.

_Peak III has been seen to be a central point of proportional convergence, as
well as 2 main structural watershed, As one might therefore expect; it is carcfully
placed within the entirc work. The primary GS of the picce’s 305 units falls after
188'5 units, only 1¥2 units (bars) from the beginning of peak [11. In the context
of 305 units this i inaccuracy is very slight (0.5% of the total length), but can in
any case be casily accounted for by pak IIPs involvement in the various pro-
portional sequences of Figs. 5.3-5. 5, inwhich any inaccuracy would representa
much larger percentage error. Thus the picee’s large- scalc dynamic progr&lon.
shown fully in Fig. 5.6 Lsas divided round its
(S, with the part before this division dominated by svmmctry (mostly groups of

16 units), and the part after by GS, using Fibonacci numbers — another particu-
larly logical model stucture that reappears in the followmg chapters. In this
example the transition from symmetry to asymmetry is stressed by the picce’s
first three-bar phrase in the 3/8 metre, entering at bar 145, immediarely after this
principal structural watershed,

Fig. 5.6
6 fhar 149
beginning peak I centee of peak Il end
96 <I %
6 48 6
In | lw]n | ||s|ns|xs| 26

{symmerry) l" | n ' 12 (Fibonacci)

8t 4
:-é—g—,:—_“od.

”‘ B

We have scen that the long passage just analysed is developed from the polarity
between the acoustic and whole-tone scales first heard in bars 20-1 (Ex. 10 on
page 49 above). On page 51 it was remarked that this carly cvent, which also
introduced motive C in bar 21, formed no part of the symmetrical sequence seen
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in Fig. 5.2 - apaly, as this cvent is quite foreign to the diatonic movement
artailated in that symmetrical sequence. Itis, however, strategically positioned.
Beginning in the sccond quaver of bar 21, it comes afier 54 units of the piece, and
the picee’s first entry of motive B in bar 9, introducing for the first time the
acoustic scale, comes after 21 Y units (to be precisc), so that the introductions of
the picoe’s two main modes, and with them the first entrics of motives A, B and
C, are refated by near-GS. The slightly reduced accuracy of GS in this instance
(instead of che exact Fibonacci numbers 21 and 55) can be accounted for by the
need for this conally subversive modal progression to infiltrate itself quictly
within the 4/4 framework, without causing disturbance to the more obvious
symmetrical diatonic sequence in progress. This more surreptitious sequence of
21 and 54 goes no farther for the moment — Debussy restores diatonic order in
bar 25 — but the sced has been sown, proportionally as well as modally, and it is
this same Fibonacd sequence that eventually retumns with the same themes and
juxtapasition of modes to take over after peak 111,

Poings of formal return
The large-scale formal framework between peak I and the end of the piece —
including points of retumn like the recapitulation and coda - is still unaccounted
for, proportionally. This is now traced in Fig. 5.7.
The central point of tonal return is the recapitulation (bar 160) after 209 units;
which is led into dircctly by peak IV ; this lies within 1% bars of the halfway point
between the beginning of the central section and the end of the picce, producing

2 division of 93:96 units (bars). Some necessary reasons for this inaccuracy —
although only 1-6% of the distance measured — will soon be scen. (It can be
pointed out i i that to follow an exact ratio of 93:93 here leads to a
pointonly three bars before the end of the piece, by which time the immincnce of
the end is obvious enough.)
By contrast to this symmetrically placed tonal retum, the most accentuated
point of harmonic tension and instability is peak V, the whole-tone climax, in
182-5. Accordingly the exact centre of this four-bar after 233 units,
lies at the pri GS (117:72 units) between the same two points — the
inni i d of the piece. In the process a
symmetrical division of 116:117 units is formed across the transition into the
central section at bar 67, at which the tonic key was reaffirmed. (The apparent
discrepancy here of one bar is inconsequential, as it i more than covered by the
four-bar spread of peak V) These last 72 bars (units), from the centre of peak V
tothe end of the work, are then symmetrically divided 36:36 by the beginning of
the coda in bar 220, marking simultancously the final return w the tonic key, the
arrival of the diatonic major mode, the completion of the dynamic sequence from
Fig. 5.6, and the closing of the picce’s tonal phase-lag mentioned carlier. This
positioning of the coda is given extra proportional weight by the placing of peak
JIE: the 153 bars (units) from the beginning of the central section to the coda are
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| divided 76:77 at the exact centre of this strongly diatonic and symmetrically

shaped peak, dfer 194 units (the apparent one-bar discrepancy again is more
than covered by the four-bar spread of peak I11).

The recapitulation point has one other important rtional function. The
modulation a E major in bar 99 (148 units) is the principal point of tonal
departure for 3ll the subsequent harmonic adventures, which are finally resolved
only at the in bar 220. From this principal point of tonal departure to the
final large-scale point of tonal return there are 121 bars (units), and these are
divided 61: | by the intermediate point of tonal retum — the recapitulation.

This division partly accounts for the inaccuracy in the recapitulation’s other
important 93:96 division in Fig. 5.7: to alleviate the latrer would increase the
inaccuracy in the former, and to a greater pereentage degree. Similarly, to alter
the 22 bars before peak V (Fig. 5.5) to the theoretically accurate value of 21
would again rbate the same small inaccuracy, making the ratio in Fig. 5.7
61:59 instead'of 61:60. Morc immediately important, cven if Debussy were to
alter the same;recalcitrant 22 bars to 21 (and thus also the 93:96 in Fig. 5.7 to
93:95), the only place he could do this, without disrupting the structurally vital
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serics of 4 X 4 bars within that passage, would be in bars 160-5. This would
mean compressing onc of the two 3-bar phrases there to two bars, which would
cause immediatcly obvious musical damage. The present positioning thercfore
provides the maximum possible accuracy in all the proportional sequences
involved; and the incvitable clement of inaccuracy that results from combining
o many sequences is visibly spread as evenly, and as logically, as possible among
the scquences involved. (This again, as arithmetical fact, applics whether or not
Debussy was conscious of it.)

Ifwe join these various points together, lower in Fig. 5.7, we sce that from the
recapitulation onwards all the divisions conform to groups of 12 bars, in

Fibonacci multiples of 1, 2, 3, 5 and 8, providing a scrics of contracting ratios of

12 leading to the end of the picce. Why ratios of 12 are used cannot be proved
with certainty. But it could reasonably be conjectured that the combination of
GS and symmetry in these numbers might be present to combine the dynamism
of all this section with a breadth of articulation necessary when using such a short
bar length. Whatever the case, the choice of the number 12 has another signifi-
cance: as already seen, the 3/8 sections of the work are articulated completely in
phrascs of cither four, six or three bars, and 12 is the lowest common multiple of
these three numbers.

To complete the proportional detail in the final parts of the work Fig. 5.8
traces cvents from bar 184 (the centre of peak V') onwards. (The significance of
the 36:36-unit overall balance of this extract has already been scen in Fig. 5.7.)

Fig. 5.8
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Motive B, in fragmented form, cnters only in bar 188, tour bars after the
beginning of the extract. Thosc initial four athematic bars are matched by the
four athematic bars with which the picce ends, leaving a balance, thematically
defined, of 32:32 bars across the beginning of the coda. As part of the broad
crescendo, the first of these groups of 32 bars is divided at its two points of GS
(to ncarest whole bars — a ratio of 12:8:12), the two forte entrics of motive Bin its
most extreme metamorphosis, in bars 200 and 208.

Converscly, after the coda’s retum to the tonic, the 32 following bars are
divided mainly 16:16 (bar 236, piit ff ), and these latter 16 are again divided 8:8
at the final bass return to A, in bar 244. This system of an overall bisection,
balancing GS on onc side against biscctions on the other, forms the exact
converse of, or complement to, the logic of Fig. 5.6 on page 55: there the overall
GS division, at peak 111, formed the watershed between a preceding predomi-
nantly symmetrical system and a following GS one. The two complementary
systems of Figs. 5.6 and 5.8 are also linked gcometrically: the central division of
Fig. 5.8 — the beginning of the coda — is also the point where the dynamic
sequence of Fig. 5.6 completes itsclf, so that the plan of Fig. £.8 is really a logical
offshoot of the final sections of Fig. 5.6. ;

All this is summed up in miniature by motive A, which begins and cnds the
picce. In bar 1 motive A begins to spiral after 5 of its 8 quaver beats (admitredly
the pause obscures the exact numerical relationship, but it underlines the asym-
metry). In the coda (bar 244), this is adjusted to a symmetrical division of3+3
beats. In effect, at the beginning motive A gives the basic shape of Fig. 5.6 in
miniature, and at the end it gives the shape of Fig. 5.8 in miniature.

What is most remarkable about the formal outline of Fig. 5.7 is that it makes
absolute proportional sense by itself, all the points of growth and return being
placed with obvious proportional logic relative to onc another and to the whole.
Yet all these points of return and culmination from the central section onwards
have their positions precisely defined, quite separately, by the independent logic
of the dynamic sequences in Fig. 5.6. Thus the movement’s formal framework
has visibly been generated by the combination of the large-scale expanding GS
pattern of Fig. 5.1 (page 50) with the smaller-scale dynamic progressions shown
in Fig. 5.6. Expressed in another way, cach of the later points of retum and
resolution is defined from two different structural directions, by two quite
separate courses of proportional logic. This phenomenon will be encountered
again in La mer. :

From Figs. 5.2 or 5.6 it can be scen that the cntirc geometric structure is setin
motion by the cnd of the introduction, after six bars (16 units). This moment,
determining the course of a strongly tonal and dynamic sequence, should ideally
sct these qualities of tonality and dynamism sharply in relicf. A most cffective
way of underlining thesc is simply to withhold them beforchand — the catapult
principle — which is preciscly what Debussy doed by beginning in an unarticu-
lated rhythm and a tonally ambiguous whole-tone mode. Thus, apart from the
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more immediate dramatic reasons for this introduction’s tonal and rthythmic
vagueness, its presence as a ‘quasi-cadenza’, causing the complications of
measurement discussed in Chapter 2 above, can also be justified in proportional
terms.

Other relationships

The connections between the rondo and temary clements of the picce can now
be better understood. First, the relevance of the smaller temary scheme within
the larger one is evident from Fig. 5.1, since the first episode, introducing the
first change to 3/8 metre, provides both rhythmic and proportional preparation
for the larger central section, giving a palpable forward impetus to the form.

Of the rondo returms, the least explicable onc in normal terms is that of motive
B in bar 108, forming part of the sequence in Fig. 5.4 (page 53). Why B, in a
section apparently intended as a complete contrast from what has gone before?
The probable answer lies in bar 115, the proportionally and structurally impor-
tant transition frum diatonic to whole-tone harmony. Motive B, preceding it, is
the theine based on the acoustic scale, cmphasizing the last few bars of diatonic-
ism, whercas the change to chromaticism is then underlined by the change to the
whole-tone theme twelve bars later, the theme properly belonging to the central
section. The other rondo return, that of A in bar 52, is more explicable in view of
its role in defining the terary-within-temary sequence. The importance of its
positioning together with peak Il has been scen in Fig, 5.4.

All the rondo retums, then, are demonstrably highly influential in defining the
picce’s dynamic shape. But, as already pointed out, this same dynamic sequence
itsclf gencrates and defines the framework of the entire temary-plus-coda out-
line, especially the later part of it shown in Fig. 5.7. Thercfore by logical
extension, the rondo clements play a major part in defining the formal logic of
the large-scale temary-plus-coda outline. Far from undermining the large-scale
form, as might otherwise have been concluded, the rondo clements, in a most
original way, ensure its solidity.

It was suggested carlicr that in genceral terms temary elements in the form
would tend to supply structural breadth, and the rondo clements a more con-
tinuous cumulative element. Proportional analysis confirms this, the ternary
clements connected predominanty with the Jarge-scale framework of Fig.

5.7, and the rondo ones with the cumulative ynamic sequence of Fig 5.6.

Earlier, a structural overlap was pointed out between the tonal recapitulation
in bar 160 and the thematic anticipation of this in bar 145, where motive B again
takes over. The proportional logic of this can be seen from Figs. 5.6 and 5.7.
Tonally the recapitulation is logically placed at 2 major halfiway division in Fig.
5.7; but the earlicr thematic recapitulation, entering immediatcly afeer peak 131
(that is, as near as possible to the work's overall primary GS), provides a
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propo'm'onal complement in the temary scheme to the positioning of the central

. scctio'p, which began at the work’s overall sccondary GS.

Morc intricate modal relationships can be traced in the passage between peak
I and the coda, whose proportions were shown in Fig. 5.5 on page 54. The
9r«is'c modal sequence is shown in Fig. 5.9.

Fig. J'.9
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) Slpanting the dynamic peaks from their approaches, as in Fig. 5.9, reveals a
marked divergence. Taking the peaks by themsclves shows a progression of, first,
diatonic major in a forcign key; then acoustic scale to whole tones; then uniquely
whole tones; and finally the diatonic major in the home key. That is, the

matic content increases progressively until it takes over complerely in peak

V, before giving way to the diatonic major in the coda. By contrast, the
apptoaches to the peaks follow a course beginning purely with whole tones but

becoming progressively infiltrated not only by the acoustic scale bu also by
other modal clements, until in the final approach to the coda the entire apparatus
Jually disintegrates under a welter of modal combinations, hemiolas, other
th ic alterations and motivic fragmentation. (Motive B, here tom to shreds,
disappears completely from the coda, as does the acoustic scale it first intro-
duced.) This is not the only dissolution: as a result of the opposing tendencies
widhin Fig. 5.9, the contrasts of mode between the dynamic peaks and their
ive approaches also gradually dissolve on the way through this passage.
Thi* comprechensive disintegration is so thorough that the retum of whole-tone
lydian clements, juxtaposed in the last part of the coda (but not the acoustic
sal‘é, as G§ and E never occur together), can no longer threaten the outcome:
the l'dismptivc power of the chromaticism appears to have been completely
exorcized in this piccc’s extraordinary version of a recapitulation,
lf Debussy in this picce was deliberately * playing off one type of mode against
others, building forms from a delicate drama of tensions, oppositions and
resdlutions’, as Amold Whirtall has suggested (1975, 264), there could hardly be
ambre dramatic example than this passage of how he achicves the dénouement.

61



Earlier developmentes

But only through proportional analysis does an organic logic become visible by
which these tensions, oppositions and resolutions are comprehensively orga-
nized and integrated with the other aspects of the music’s form.

Itis to the same passage that Debussy made one alteration at proofstage. In his
final manuscript copy (Ms. 977 sce page 49 note 1) bars 156-7 appear asin Ex.
11. In this version peak IV is entircly wholc-tone, instead of the mixture of
acoustic and wholc-tone scales that the printed score has. Debussy’s change at
proof stage is logical for a number of reasons. First, the final printed version
includes the change of modc in bar 158 that emphasizes the structurally impor-
tant articulation there (relative to the dynamic sequence in Fig. 5.5 on page 54).
Sccond, it provides a better gradation of the modal progression shown in Fig.
5.9. Third, by preventing peak IV from being whole-tone, it prevents it from
harmonically pre-empting the impact of the whole-tone peak V.

Ex. 11: L’ide joyescse, bars 156-~8, final manuscript version

h

Perhaps Debussy was unaware of these considerations, and made the altera-
tion simply because it intuitively sounded betrer; even if so it cannot invalidare
the logic involved. But we have scen already, from the unusual construction of
peak IV and its role in Fig. 5.5, that the spot is a slighdy “tight’ one in the
structure. All the more striking, therefore, that the manuscript should betray
some indecision on Debussy’s part at exactly this place.

One other manuscript variant is worthy of mention, not from Ms. 977 but
from what was evidently one of the first sketches for the piece.? This consists of a
rough draft of bars 117-44, corresponding structurally to the final version
cxcept thatbars 1234 arc missing. In this form the passage is equally acceptable
in lincar terms, indeed in one respect more so, as the omission of bars 123-4
matches the surrounding bars as a sequence more logically to bars 127-36. The
main justification for the added two bars therefore appears to be proportional
(the immediate fecling of greater breadth they causg is also connected with local
proportions, as traced in Fig. 5.4 on page 53) - a parallel case to the grammai-
cally incssential bar Debussy added to *Jardins sous Ia.pluic‘. as discussed in
Chapter 1 above. h

N
~

N
2. Music department of the Bibliohdque (1977, 111), but they are only disjointed melo-
Nationale, Paris: Ms. 17729, page S; formerly dicmdbmicfnmtdlisgmmdﬁry
from the coliection of Mme de Tinan. Some  about how Debussy put the form together.
other sketches for the picce are listed by Lesure
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An ingenious type of polarity introduced in L’isle joyeuse involves two con-
trasted uscs of four-bar sequences, placid and stable in the carlier parts of the
picce and powerfully propulsive later. Those contrasted characteristics are scpa-
rated, indeed to a great extent polarized, by the cffect of the: compressed
three-bar groups between bars 145 and 166, and the resulting two types of
polarity— symmetrical against asymmetrical, and symmetrically static against
symmectrically propulsive—~ will be encountered again in La mer. -

This is obviously the most complex structure seen so far in this book. Yet the
basic plan — that of Fig. 5.6 in combination with Figs. 5.1 and 5.7~ is in its
essence simple: the definition of a logical large-scale framework by the use of a
more fluid and small-scale dynamic one, both following the same proportional
logic. Only in its detailed exccution does the plan incvitably become more
complex; but the complexity concerns detail, not principles. [n this scnse the
structure is more lucidly organized than that of*Clair de lunc’ (Figs. 4.6-4.8 on
pages 41-4). As already mentioned, ‘Reflets dans I'cau’ then carrics the process
of simplification cven farther, notwithstanding the sophistication with which
the same principles arc applied there. More continuity is now becoming ap-
parent in Debussy’s development of proportional techniques, and the following
analysis of La mer amplifics this further. '

i
|
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PART 3
La mer

Chapter 6

Introduction

La mer provides both an ideal and a necessary central focus for this investigation.
One reason is simply its symphonic complexity. Are devices and structures of the
type already discovered in the previous chapters present, and influential, in such
a large work as this? The answer is bound to have a crucial bearing on the
importance of those devices to Debussy’s musical language in gencral. .

The other main reason for investigating La mer here is one by now familiar —

+ the difficulty of defining exactly what its formal processes are and how the work

achicves its coherence, both within its scparate movements and as a whole. The

" problem is well demonstrated by the large number of different labels applied by
| different writers to the movements, and by the caveats that many of them even

‘then feel obliged to append to their definitions. !

All this is compounded by the contrasts between the three movements. For
cxample, the first movement is almost unique in Debussy’s output for the sharp
dcfinition of its various large scctions, achicved here by simultancous changes Qt'
metre, tempo and key. The finale counterbalances this by holding a steady, if
flexible, 2/2 metre throughout. Both movements, however, share a large-scale
sense of tidal motion, moving broadly and powerfully; Jeux de vagues’ provides
another counterbalance by leaping along, at least for its first half, in an unpredict-
able serics of short paragraphs and sudden dynamic explosions. Naturally such
oqntrasts serve the obvious purpose of avoiding formal monotony, but might
they also have more precise constructive uses? If they do, are the contrasts offset
by other unifying devices? The composcr Jean Barraqué, for whom Lamerheld a
constant fascination, obscrved onc strong suggestion of the movements’ inter-
dependence, at the end of the first movement, with the curious diminuendo on
its final chord: * However static, this docsn't give the im’pﬁssion ofanend ... but

N\
1. The that threaten unguarded defini- dnqumnhhdmuindh.in
u‘mm?ﬂfsmmdbyMal‘anmcr‘;mpt lmdlllmppurinc?upkt.:hm!ll.mhng
(1972, o-xxi) to axplain La mer’s finale as 2 the hypothesis thomatically inconsistenz. #
rondo of altemnating *refrains’ and * couplets’. In
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on the contrary of a door opening on to 2 new universe.? The relationships
inhcrent in those subtle aspects of continuity, as well as in the contrasts already
mentioned, are an important aspect of the work, one which is claborared in the
next four chapters. Some of what emerges may come as a surprise, especially
regarding the work’s relationship to symphonic tradition — although it will be
scen that this has nothing to do with the over-simplistic view sometimes taken of
the first movement as an approximation to sonara form.

La mer holds particular interest here for another reason. This.is that three
complete autograph manuscripts of the work survive: the full score, the piano
duet reduction and the complete draft in short score. > The first two were used for
engraving the two corresponding Durand cditions of 1905 and arc identical
with those editions except for very minor proof corrections and printing errors.
They are also identical with cach other in terms of the music’s structure and
dimensions. The third manuscript, however, which was not of course intended
as a finished copy, presents a number of differences, including differences in
dimensions — this last type almost all concerning passages which are slightly
shorter there than in the two final manuscripts. The significance of these variants
is discussed here after the analysis of cach movement in its definitive form.

To ad< co the intrigue, this definitive form is not cither of the published scores
of 1905. After conducting a number of performances of La mer between 1906
and 1908, Debussy made revisions for a second edition, issued in 1909. Most of
them are small retouchings of orchestral balance and colour, but two are more
significant. Of these the more audible is in the finale, in the cight bars leading
into figurc 60, where he excised some fanfares for the trumpets and homs.* The
other, though, has stronger structural implications for the present analysis, as it
involves the compression of two bars into one in the first movement, in the
passage lcading into the movement’s central point of sectional transition shorty
before figure 9. The two versions are shown here in Ex. 12.

The following analysis is based on the 1909 text, and the significance of this
one compression is discussed after (and in the light of ) the analysis of the first
movement. Bar-number references in the next four chapters, therefore, all follow

2. “Tout ce suatisme ne donne pas limpression
dlunc fin ... nais au conmaire dune porte
ouverte vers un nouvel univers.” The passage
oocurs in his notes for what was o have been a
dlxoughamlyticnmyofhm(hrnqu,
posth.), a project left incomplete at his untimely
death in 1973. I am grateful to the bax G. W.
Hopkins for allowing me access to these notes.

3. The fiull score and pizno duct redhuction are
Ms. 967 and Ms. 1022 in the Music department
of the Bibliothique Narionale, Paris. The com-
plcte shoet score is in the Sibley Music Library
of the Eastman School of Music, University of
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Rochester; for convenience it is referred to here
as the *Sibley manuscript’.

4. Though not documented in any Debussy
biographics, a story circulates that Debussy re-
moved the fanfares in embarrassment at an un-
intended resemblance to Puccini's Manow Les-
ant. Marie Rolf (1976, 239) mentions the
story, which is plausible in view of the

in Act 1 of Manon leading to figure 64 (pages
1701 in the Ricordi full score). The fanfares
were cvidentdy a last-minute addition in any
ase, as they are not in the Sibley manuscript.



Ex. 12;: *De "aube 3 midi sur la mee’, bars 82tF
* () 1905 aditivn

tugpee plue -nmulluu.h 'n-‘n qo-“m:]l

Uis pew plus mnuvementd (md)  Trie eytdmilie )
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the l;ar-numbcring of the 1909 cdition, even later in each chapter when the
carliér sources are under discussion, since any other method would causc confu-
sion.f For simpler reference, however, rehearsal numbers (for example, 9) in the
scosrﬁ arc supplied instead whenever they coincide with the point being referred
to.” |

In'the course of the following analyses, the musical motives are shown in sitw,
cach as it is discussed for the first time; but for ease of cross-reference, they also
are all listed together at the end of this chapter as Ex. 13.

It should be said immediarely that the discussion of the Sibley manuscript in
the following three chapters is in no way exhaustive, but concems itsclf only with
dimc:nsional variants; to do more would be irrclevant to this book. Marie Rolf

" 5. The alterations for the 1909 full score have

never been incorporated in the piano duet ver-

sion, which as presently sold still follows the
" 1905.texz. No trace is known of the correcred
1905 score presumably used by Durand to pre-
parc the 1909 edition; but the authenticity of all
the c‘btncnom is documented by their pre-
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sence, in Debussy’s writing, in a corrected copy
of the 1905 printed Score that Debussy gave to
Edgard Vartse in October 1908. Now in the
possession of Mrs Louisc Vardse, this score abso
contains a few further retouchings which have
never seen print (none of them concemning
dimensions, though).

(b) 1909 cdition

L prw plus (n-* @ﬁo qﬁn‘(wnh

(1976) has already examined the Sibley manuscript in great detail and under-
taken a full comparison of the variants in the manuscripts, annotated scores and
various cditions of La mer.

As a gratuitous complication, Durand in 1938 issuced a revised edition of La
mer in which some passages, including Ex. 12, revert—undoubtedly through
negligence ~to the 1905 text. The scores now on sale appear mostly to follow the
1909 text again, though there arc exceptions—a state of anarchy that will not
surprisc thosc familiar with French editions. (A recent edition by Eulenburg also
wrongly gives the 1905 reading of Ex. 12.) As the variant shown hercin Ex. 12 is
the only one that affects the present proportional analysis, the reader is advised to
check the score being used against Ex. 12 here, before annotating it, to avoid any
possibility of confusion.
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Chapter 7
‘De PPaube A midi sur la mer’

|
i i been
£ this movement unusual in Debussy’s mature style has already T
S::;so;lmcdg that the main transitions, instead of being overlapped and ambi-
guous, here are set in sharp relief by simultancous changes 3( n‘\‘ctrc. lt)ccrlnpo,
it i i ] i in sections result, shown below:
tonality, modality and thematic content. Five mainsc

Introduction |First Principa!l Sccond Principal] Transition | Coda
Scction | Scction

84—121 12231 | 132—41
44—12/8 6/4 4/4

bars 1—-30 31-83 i
metre | 6/4— 4/4—6/4 6/8 i
|

i i i the sections do
Again, exactly what labels we usc s less important than what
mias,i:ally. So)t'nc writers (for example, Jean Barraqué, 1972, 148) choose to

group the above Transition and Coda together as the Coda, aminor difference of

labelling; but reasons will be sccd, that make it more uscful here to have the
dditional diffcrentiation. ' ) . ]

: Each section is examined in dctaii in the course of this chapter; but lmm.cdu?tc-

ly it can be seen that they are all cbnstructed differendy. The Introduction is a

uite clear arch form, whereas thﬁI First Principal Section appears as a more
Quite clear arch torm, whcred

idiosyncratic type of rondo: the Scrond Principal Section is largely strophic; the

ition is si a ted miclody over a dominant pedal, returning the
Lm'mum:h: Is\?mtl: of Db major; and the Coda is essentially an extended
lagal cadence, incorporating some _thematic returns. .
But this overall sectional clarity only increases the pn.)blcm (?f undf:mfmdmg
what the movement is about. How do those distinct sections, with their dnﬂ'ex.mt
metres, keys and thematic contehts, cohere as a unity? The problem arises

particularly because of the movement’s apparendy deliberate obfuscation of any

clear recapitulation towards the end, Tonally and thematically there is some in

Coda, return tq the tonic chord n bar 135 together with the
:\‘:tivc wmmﬁ;f::y been heard with the first arrival of thc.tonic kr.:.y, at thc

- beginning of the First Principal :ﬁcction (bars 31-3). But this mcapuulat::c
clement is not only sharply compressed but also obscured. The return to the
opening tonality just before the Coda (bar 122) almost sticaks in over its
dominant pedal; the subsequent:move to the subdominant at 14 neutralizes

}
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much of the tonal momentum towards the imminent tonic chord; when the
tonic chord does arrive in bar 135, new material on trumpets and trombonces
relegates the reprise of the woodwind motive to an accompanying role; and
overshadowing all of this thematically is the entry of an entirely new chorale-like
motive in the brass to begin the Coda at /4.

There are other unifying devices to counteract this, however. The most
obvious thematic link between sections is motive X (Ex. 14), known generally as
La mer’s cyclic motive, which appears in the first three sections (and retums in
the third movement). But this theme is not an intcgral part of the symphonic
tapestry here; rather it is a dramatic gesture, scton a pedestal - literally so in the
Introduction, where it forms the crown of the arch form.

Ex. 14

* motive X

In addition to the points of dramatic focus defined by the three main entrics of
X (at figures 1, 8 and 12), three others are marked by the movement's three
climaxcs, at bar 76 (sforzando), figure 11 (f3timimo) and bars 135-9 (leading to
“triple-forte), which link the sections in a broad, tidal three-part wave sequence.
Although the action here is on a much larger scale than in L&l joyewse, this
movement’s progression is similarly cumulative, following the title’s archetypal
_progression from pre-dawn obscurity to the splendour of midday.
More coherence is ingeniously hidden in some intricate motivic relationships

between the sections, shown in Ex, 15, and in the - 2
the First Principal Section carvies the tonality from D} to E (this is traced more
thoroughly in the following pages, as Debussy dcliberately obscures it in onc
respect), from which the Second Principal Section jumps the tritone to Bb
major, finally leading back to the D tonality of the final ewo sections. Discount-
ing for a moment the B tonality of the opening, which has a different purposc,
this symmetrical sequence of Db o E to Bb to Db, with its pendulum cffect,

forms another large-scale tidal impulse, most strongly discernible at the tritonal
jump betwee, o Prngi i

For all those unifying devices, though, the movement’s ends are still not tied
up as comprehensively as in Lisde joyesse. Since in the case of La mer two more
movements are to follow, D s aim _here be a deti jud
polarity between unity and dedness (as we ué
observe): the chronological element in the tide SUERests a succession of the sea’s

ing moods portrayed a display, or exposition, of different scnsa-

tionsandfomxs(touschbxmy‘sphrasc).achsctinrclicfbydiﬁ'tmud\ancs,
keys and metres. ‘
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Ex. 15: Motivic relationships in *De 'aube 2 midi’

Although the final two sections have a fairly simple, mainly cadential role, the
first three sections really need to be studied first as independent symphonic
entitics. This applics specially to the two Principal Sections, with their dynamic
peaks, and their prominent entries of motive X, and they are therefore analysed
first. N
There is another vital reason here for beginning with individual sections. The
very device that ensures the definition of the five sections the changes of tempo
and metre — causes a problem of pulse relationships not yet encountered. An
immediate proportional analysis of the entire movement, based on what could
not be proved as cxact pulse relationships, would be logically vulnerable without
amore detailed perspective. On the other hand the intcmal proportions of cachs
individual scction are fixed by a constant pulse within cach section — crotchet,
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‘De T"aube 3 midi sur la mer®

dotted inati
mpccti::;fhct and a combination of the two i:or the first three sections

First Principal Section

This is symphonically the most complex section, with a motivic vari ’
range much greater than in the other seations, Its b«:ginningc a:gzmt?vn:l:
marked; the enclosed structure, conversely, resists simple dassification, mostl
because g{ the .cqmplcx thematic order. Motivic relationships can h:.'JWCVny
clarify this consld.crably. The dynamic focus, at bar 76, highlights mo'tich anci
the f)thcr dramatic focus of the section, the entry of motive X, occurs four‘lms
cm:llc.r at 8. The two motives are rclated (as just seen in Ex. l§)° X begins with
A in inversion and then contains it again in its last four notes —a relitionshi
!nade cxplfm at the transition from X to A in bars 75 - 6. The first three motivcz
in the section, {1,, A; and A; (bars 33, 35 and 43), are also obvious derivatives
of A, as shown in Ex. 16. By contrast the remaining two motives, B and C (bar 47

Ex. 16

and figure 6), have no such relationship cither to cach otheror to A and

have X.
group the dem{anvcs of A together, we obtain an almost pure ABCBAI:::I:
form, the opening A segment consisting of the A variants, the B segment of
motive B (bars 47-52, 64-7) and the central C segment of: motive C (figurc 6 to
figure 7). Motives A and X in their basic forms, though, are unconcerned with
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the opening A scgment; they appear only after the completion of the arch form,
from 8 onwards. This complction of the arch form then serves to highlight the
two points of dramatic focus ~ the entry of X and the climax - which follow
immediately, and at the same time bars 757 explicitly relate X, A and A, (as
shown in Ex. 17) before the section finishes with ostinato echoes of A.

Ex. 17

frm V=

A, with an additional entry at 5, forms the one interruption to the arch form,
introducing — as in L’isle joyeuse — a rondo clement. As with Lisle jovesise this
exception does not destroy the strong arch-form tendency: the use of the more
chromatic A; at 5, also over chromatic harmony, rather than the pentatonic 4,
minimizes the disturbance to the arch form by reserving the return of the tonally
more assertive A, until bar 68, its logical place in the arch form. The entry of A at
5 has another formal consequence: its presence completes a smaller-scale ternary
sequence up to bar 58, of which motive B forms the central part. And in turn the
opening A segment by itself coutains a ternary grouping of motives A;—-A A,
before Az enters as a transition to the following segment of the larger arch form.
This is shown in Fig. 7.1.

Fig. 7.1
A
A
s “_f___
q
climax
A bar 76
ahforms o - — — - = = e = =
A A A
ban 35-42

Asalready scen in Lisle joyeuse, a ternary or arch :c“qncnoc is essentially a wave
form, and in this case the large-scale wave of the complete arch sequence could be
considered to have its impetus built up gradually by th\formal momentum
generated by the two preparatory ternary sequences —the whole section being an
expanding sequence of three wave-like arch forms. )

The Vachaspari acoustic scalc, familiar from L’idle joyeuse, is prominent in this
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scction, but here its relationship to tonality is necessarily different because this
section has no whole-tone passages. The juxtaposition of motives A; and 4,,
respectively pentatonic ancr:oustic. to open the section suggests thae che
acoustic scale’s significance here is relative to pentatonicism (which, conversely,
was almost completely absent from L’isle joyeuse). The two notes it adds to the
pentatonic scale are the rootiand third of the tritonc to the tonic, as shown in Ex.
18. With the A, progression in bars 33-7, also shown in Ex. 18, Debussy
presents us with this relationship, just as he made the relationship between the
acoustic and whole-tonc scales clear to us in L’isle joyense.

Ex. 18

The appearance of this modec at bar 35 poses no tonal threat because of the
sccurity of the tonic pedal undemcath; but just before the section’s climax
Debussy plays the logical follow-through. Having scttied the bass on E at figure
8, with acoustic-scale harmony above, he then quickly removes this incipient
new tonic pedal at bar 73, but locks the music into the now unstable acoustic-
scale harmony above, so diat motive X and the climax are held in this tonal
deadlock until its release in bar 84, the beginning of the next section. The move
to Bb major in bar 84 is this the logical lincar outcome of the modality of the
preceding section, as shown in Ex. 19; but at the same time the removal of the
root E from bar 73 onwargs gives maximum impact to the bass F in bar 84.

Ex. 19

As this whole process is sct in motion by the intrusion of C into the
pentatonic modality at bar 35, this offers an explanation for Debussy’s use of B
tonality to open the movement: in effect the B (enharmonically C b) sets its sealin
advance on the following D} tonality.

Within the First Principal Scction, the overall transferral of the acoustic mode
from D} (at the beginning of the section) to E (at the end of it) is related o
intermediate tonal events. The first move away from the opening tonic pedal, at
4, is introduced by motive A 3 (whose retrograde form of A symbolically rurns its
back on the preceding tonidI pedal); the parallel chordal movement with which it
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makes this move suggests what we have already scen — that the preceding
acoustic modality is not being abandoned but transplanted eventually to a new
key. What this key will finally be (at 8) is immediately suggested by strong

dominant implications of F} (=E) major in bar 46 — though this expected new -

key is forestalled at bar 47, as explained in the next paragraph. And just as the
entire section's large-scale move from D) to E precedes a tritonal shitt to B)
major at bar 84, the cardier small-scale shift from D) towards E in bars 42-6 is
made via its tritone of Bp, at4. Having fulfilled this transitional role motive A is
no longer needed, and thus makes no reappearance at the end of the section,
giving way instead to A and X.

As just mentioned, bar 47 avoids the expected arrival at E major by sidestep-
ping into the dominant minor of A}, which it holds to all intents and purposcs
until the turning point of the arch form at 7. From there, after some chromatic-
ism, the tonality tumbles down by a sequence of fifths as the music recovers its
kinetic impetus (which had been attenuated in the central Ap segmentof the arch
form) - via D} in bar 67 to Gb at bar 68, C}, in bar 69 and finally Fb/E at 8, the
key initially promised by the first modulatory passage in bars 43-6.

Proportions
As the section contains one odd bar 0f 9/8 (bar 67), units of 3/8 are best used here
for measurement, avoiding fractions, and making a total of 107 units for the
whole section. One of the most striking characteristics of this section is the_
regularity with which it opens — not only over an cffective tonic pedal but also
with its phrase sequence articulated uniquely in multiples of four units, or pairs
of bars. Motives A;,4,,4,4,, B, A, and C enter respectively 4, 8, 20, 24, 32,44
and 56 units after the beginning of the section - all multiples of four. Figure 7,
the uming point of the arch form, breaks this sequence for the first time,
bringing in the return of B ten units (five bars) after the preceding entry of C.
This interruption of symmetrical phrasing is emphasized by the new chromatic-
ism artached to B, and also by B now bring given in a curtailed form. From then
on the phrases are uncven or clipped (A, on its rerurn in bar 68 loses its second
bar). These opposed blocks of symmctncal and asymmctrical phrasing, balanced
around 7, underline_the tuming point there of the arch form, and this peint
dmdatlumnrcsecnons lO7umumGSof66 41, The main structural cvent
on the way there is the move away from the tonic pedal at 4; this divides dtesc
first 66 units in the ratio 24:42 (=4:7) - the nearest possible t0.GS-(within a bar
of the cxact value) without disrupting the | Eﬁr—un}t -sequences essential to the
progression. Correspondingly the n:mammgﬂumu aftcr the main divisionat7
are divided in GS of 25: l6bydtcchmaxmbar76 Thls‘largc-scalcmuctmc,
based on the d on the summation sgrics 7, 9, 16,25, 41,66,.107..., |s~ihown as the wop
pa:tofFlg 7.2. Its shape is identical with those of Fig. 3.1 and the bottom of
Fig. 3.3 in ‘Reflets dans 'cau’ (pages 25 and 26), and the structural sequence i§
virtually identical with the latter of those two — marked in tum by the first move
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away from tonk based harmony, then the transition to chromaticism (or stabil-
ity to mstablhéy). and finally the climax.

teansition: wurning point
.. end of conic pedal of amhform ___ chimax —. :en«di:rfl
be ,:tl‘l::g ~ i (bar 76} 107 units
{ secti L (end of bar 83)

| 24 42 2% 16

; 66 41

i

[}

' /

!

: ' 9 l 9™ y 7

E ‘\ t\__l// ,I

| /

bar 68
i N Gy
i ~ X -
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A new d:%lopmcm follows in the last 41 units — the structurally unstable
pomon s ing from their 25:16-unit division by the climax. These first 25
units are further divided in GS of 9:16 by the return of the A scgment at bar 68
(this is undetlined by the metrical distension at the end of bar 67); and,
continuing thé numericalscrics in reverse, the entry of X halfway through the bar
of 8 divides t}mc 16 units in ratio of 9:7 (9:7 is less accurate GS than 10:6, but
adheres here to the summation series 7,9, 16, 25, 41.. .). In this passage between
7and theend &fthe section, the G$ divisions surround and converge on the entry
ofXina mol'c centripetal action whose direction is most clearly represented
lower in Fig. 72byabrokmcurvc linking these points in a GS spiral, it
completes i lf in bar 72 at the entry of X. Whether Debussy intuited or.
designed this] sequencc, the spiral’s formants are arithmetically there, and its
circular character is in keeping with the asymmetry of these last 41 units of the
section (one of the most mysterious passages in La mer), as opposed to the much
more open 'tyofd\cpmmdingwunits.'mcmisanoﬁmmsonforusing
a spiral in Fig 7.2, which is simply that the music in this passage provides a
strong cvocation of a vortex, with the feeling of rapid descent from the plungmg
bass sequcncd in bars 67-72, followed by swirling textures and circular repeti-
tions in the strings and woodwind in bars 69-75. Edward Lockspeiser’s com-
mentson *synibols in Lamer of vortexes and whirlpools’ (1963, 60) are obvious-
Iyrelevant,andarcdmmedmorcmChapter 11

Incase th:s‘secms far-ferched, it is worth digressing briefly to remark that the
GS spiral is p:onuna\t’bgt_h in organic forms and in art and mystical symbolism.

I

i
'
i
H

77



La mer

Among the many authors who take up this topic, Theodore Cook (1903; 1914)

~ and Jill Purce (1975) have devoted whole books to it. In fact, probably the most

common natural occurrence of this shape is in the shells of various sea molluscs
and in other marine organisms — making the appearance of the same structure in
Lamer especially apt. This subject will be returmned to at various later stages of this
book. The overall shape of Fig. 7.2, incidentally, also recalls the opening motive
of L’isle joyeuse which, as mentioned earlier, begins to spiral after 5 of its 8 beats.

Fig. 7.2's spiral construction simultancously allows some biscctions, marking

. two points of tonal arrival. The first, at bar 68 (75 units: the arrival at G} major),

forms a 9:9 ratio leading to the entry of X (and thus provides another reason why
the division formed by X's entry is 9:7 rather than 10:6). The second bisection is
at 8, the bass’s arcival at E half a bar before the entry of X, and forms aratio of 8:8
units (4:4 bars) leading to the climax - so that the approach to the climax
combines the tension of GS ratios with the momentum of four-bar groupings.
(This gives a parallel to the mixture of GS and four-bar groups put to a similar

* purposc in the later parts of L’isle oyesse.)

|
.

The other carlier divisions in the section’s arch form produce more propor-
tions, shown in Fig. 7.3, emphasizing those already scen in Fig. 7.2. They link
the first two entries of motive A; to cach other (GS of 36:22), the avoided
modulation to E at bar 47 ro the eventual arrival there at 8 (GS of 32:51), and the

Fig. 7.3
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arrival of the central part of the arch form at 6 to the section’s climax (GS of
56:35). These three relationships give proportional emphasis respectively to the
rurning point of the arch form at 7, the entry of X in bar 72, and the climax. All
the divisions of the arch form, and also the one exception to it, acc now
accounted for. In addition their geometry strongly focuses the entire structure
on the section’s two dramatic culminations, the climax and the entry of X — the
latter in what appears an exceptionally esoteric geometric manner, particularly as
itis a circular function used to define the positioning of the work’s cyclic theme.

Sccond Principal Section

[n contrast to the preceding complexity, this scction opens with a simple strophic
sequence on motive D (Ex. 20), developed from the two introductory bars
(84-5), with three entries at 9, 10 and 11 before motive X takes over at 12. But
motive D's final entry ac 11 also exposes amore hidden process of disintegration.
Under the impact of the climax, D becomes fragmented and loses its tonic-key

Ex. 20

motive D

associations, which had been strongly present at 9 and 10. Treble and bass then
gradually drife apart until at 12, with the music now completely chromatic,
motive X breaks the strophic sequence, dominating the remainder of the section.
This formal disintegration is reflected in other ways. The section opens with the
most vigorous thythm in the movement but ends ‘ Presque lent’, with even the
triplet thythm collapsing in bar 121. It also begins with the only diatonic major
scale in the whole movement (bar 87 contains all its degrees) and closes with one
of the movement’s only two whole-tone passages (the other one follows shortly
in bars 128-31).

Dramatically the climax ac 11 is prepared not so much by the strophic sequence
as by more irregular tonal, dynamic and chythmic punctuation. Like the preced-
ing Principal Section this one begins over a pedal point, in this case a decorated
dominantonc. Bar 94 marks its abandonment, and between there and the climax
the main dramatic punctuation is provided by the interruption of the 4/4-12/8
metre at the end of bar 100 together with the crescendo and ostinato which lead
into the climax. (This interruption of the 4/4—-12/8 metre is, of course, discerni-
ble as such only at the end of the 6/8 bar.)

Proportions .
Because of this metrical digression in bar 100, and a later one in bar 110, the
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proportions of this section are best counted in cither minim or crotchet units (as
before, cither method yiclds the same proportions); crotchets arc used here in
order to avoid a complication later. The pedal point is abandoncd after 40 units;
afurther 26 lead to the metrical interruption beginning the crescendo at the end
of bar 100; and from there another 16 units lead to the climax at 11. This is as
near as is possible to a GS sequence (twice 20:13:8) without disrupting the 4/4
mctre at bar 94, where the smooth continuation of the 4/4 is crucial in defining
the sequence. The logic involved is almost identical with that of the approach to

the climax in the preceding section (Fig. 7.2), the only difference being the quite

acceptable logical variant that in Fig. 7.4 the move away from the pedal point
subtends a primary rather than a sccondary GS. Another parallel with Fig. 7.2 is
that here again the GS approach to the climax is combined with the momentum
of thythmic groups of four, in this case a sequence of four 4/4 bars.

With the entry of X added, the proportions continue to the end of the section,
completing a GS arch sequence of 40:26:16:26:40, whosc turning point, after
the 16 central units, is marked by the arrival of the climax, beginning the process
of formal disintegration.! This is shown in Fig. 7.4. The entry of D at 10
reinforces this with a smaller GS sequence of 16:10:16, as also shown in Fig. 7.4
— again, a smaller wave within the larger onc.

=

Fig. 7.4
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Other structural details add proportional emphasis, as shown in Fig. 7.5.
Thematically they involve the first two entries of motive D (GS 0f 48:30, with a
subdivision of 24:24) and, dynamically, the two lightly scored small peaks in
bars 89 and 98-9 (GS of 23:37:23); both lead into the climax.

It might be contended that the distinction made here between the symmerrical
arch sequence in Fig. 7.4 and the thematic onc in Fig. 7.5 is musically arbitrary,
1. To make the exacx reflection of the pro- 110. At that point, though, an interruption js
portional sequence possible, a sccond barof 6/8  not apt musically or proportionally, and corres-
is necessary, which explains its presence at bar  pondingly is not present.
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since both sequences are strongly articulative. The answer to this is the strong
qualitative distinction between the two scquences. The swophic sequence
marked by motive D is reiterative and representative of regularity, like the pedal
point and regular metre that begin the section. The proportional arch sequence,
on the other hand, compriscs the points of interruption and discontinuity: the
first division breaks the pedal point; the sccond one disrupts the metrical
regularity; the third one, at the dimax, breaks up motive D and its tonic
.a;csoclfiations; and the last division at 12 finally disperses the strophic sequence
itself.

Introduction

Of all the scections the Introduction is formally the least ambiguous, consisting of
an ABCBA arch form. Bars 1-5 correspond thematically to bars 23-30, bars
6-11 to 17-22, and the central portion (bars 12-16) consists of the work’s first
entry of the cyclic motive X. There is only one ambiguity, caused by the
anticipatory trumpet and cor anghis entry in bar 9, which pany blurs the
transition between the B and C segments.

In measuring the dimensions of this section the tempo relationship J = J
across bars 5—6 has to be taken into account. Counting the section by minim
units avoids fractions, and this is donc here. (This does not imply that bars 1-5
would be heard in terms of minim beats; the same logic applics as with L’ide
Joyeuse and has been discussed on pages 17-18.)
~ Fig. 7.6 shows the scction’s dimensions. The arch form follows an almost
exactly symmetrical arch sequence of 15:12:10:12:16 units — the one small
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Fig. 7.6
whiom) A LB | €y B ] A inumducion
bar 6 ent bar 23
414 o X 414+ 614 (end “"”(' :"'
{]
1 units
arch 15 I 12 10 }) 16
sequences m 3
22 13
tumpet #cor  trUMpet + <ot
anghals anglais exit;
(middle of bar9)  turning roim
of arch form

discrepancy being due to the different metre of bars 1-5. This change of metre is
discussed morc on pages 88-91 in connection with the variants in the Sibley
manuscript, one of which is a different tempo relationship at this point. The
other difference between Fig. 7.6 and the forms of the Principal Sections is that
this nearly symmetrical arch avoids GS, bisection, or any other fixed geometrical
ratio. Some of the significance of this will be scen only in the discussion (below)
of the Sibley manuscript’s variants, but there are also some immediate logical
reasons for it. Onc is that bisections would be musically inappropriate, since the
passage contains no points of tonal rcturm and is mostly chromatic. The avoi-
dance of bisections also necessitates the avoidance of any GS sequence, as a GS
sequence by naturc comprises biscctions.? The other point is that this is the one
part of the movement cast in a simple and recognizable conventional form,
unlike the two Principal Sections with their involved structural counterpoints.
Connected with this is the fact that the Introduction is mosty still and contains
no internal dynamic focus, all its dynamic energy (generated in bars 23-30)
being channelled into the following section.

The one ambiguity in the form—the anticipatory trumpet and cor anglais entry
in bar 9-has two cffects on the arch form. The first is that, if taken rogether with
bars 12-16 on textural grounds (which is reasonable), it marks another symmet-
rical progression of 15:7:15 units—again, a smaller wave within the larger
one-leading to the turning point of the arch form (also shown in Fig. 7.6). The
other is that, by being sited after 22 units, it is within onc minim of GS on the
way to the turning point of the arch form (where the trumpet and cor anglais exit
again), after 37 units (37 X 0-618 = 22-87). That is to say, the only incidence of
near-GS$ in the entirc Introduction is attached to the scction’s only formal
idiosyncrasy in conventional terms. \‘\

.
2. For example, the soquence 13:8:5:8:13 con- .
tzins two bisections of 13:13; likewise any

sequence following a GS ratio.
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The entire movement

Since the Transition and Coda sections arc primarily cadential, they are best
viewed togcthér with what precedes them. It has already been mentioned that
arch form is a type of wave form. As the first three sections of the movement are
all articulated in diffcrent types of arch sequences, the entirc movement can be
viewed; fromi onc angle, as a sequence of threé such wave forms leading into the
Transition and Coda. This is accompanicd by other types of undulation. Tonally
there are three arcas of clear diatonic stability: the first parts of the First and
Second Principal Sections respectively, and the final Transition and Coda. Taken
together with the more chromatic sections leading to and from them, these form
another three-part undulating scquence. The most clearly perceptible wave
ttern of all is the dynamic one, again formirig a triple undulation and complet-
ing itself at the final chord. The Transition and Coda sections therefore complete
three different large-scale wave sequences, all of them mripartite. In view ofthose
important large-scale structural chythms, and of the strongly proportional basis
of the sections already analysed, proportional links between them would scem
logically probable. ; .

In trying to link the tempi of the various sections, the main obstacle is the
transition between the two Principal Sections, where 2= 116 is followed first by
J = 69 (bar 84) and then almost immediately by J = 104 (figure 9). It would be
casy to conclude that no continuity of pulse was intended here; but in fact the
score tells us otherwise, with the instruction at bar 84 ‘Un peu plus
mouvementé’. Plus mouvementé than what? It has to be relative to somcthing,
otherwise the instruction would be meaningless. It cannot be relative to the
preceding quaver, which was faster, and therefore it must relate to the dotted
crotchet of the preceding 6/8 metre, with itstempo of 4 = c. 39. Although the
increase from that to J = 104 another two bars later at @ is ceruainly drastic, the
intermediate tempo in bars 845 acts as a distinct stepping-stonc between the
two, suggesting that Debussy was anxious to preservea perceptible flow thl:qugh
this passage, even while using the change of tempo to emphasize the transition.

The other transitions arc less extreme. That from the Introduction into the
First Principal Section gives a continuity of compound duple metre, replacing

 the dotted minim of the former with the dotted crotchet of the latter, cven

though at an attenuated tempo. At the beginning of the Transition section (bar
122) the indication J = 104 relates the crotchet directly to the J = 104 of the
proceding section, restoring the tempo after the rallentando in bars 109-20.

3. The possible altemative here would be for bari 121 stilted. J = J therefore seems more
this rallentando to be so extreme that the  probable. This relationship is distorted by many
crotchet in bar 121 would equal the dotred condmwhophy&tism{inmmh
minim of bar 122. This would require a tempo nmeslowlyd\mbebmsy'suﬂic:nm'.dme-
of Jw ¢. 35 in bar 121, which would be ‘s for¢ finishing too slowly, as well a3 sentimenta-
kent’ rather than the score’s ‘presque lent’, as  lizing the music and emasculating the climax at
well as making the written-out rallentando in 1 I'Sage Koussevitsky’s 1938 recording of La
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Finally, in the Coda the nearest unit to this is the quaver pulse of ) = 80. Thus,
for a continuous denominator of pulse, its fluctuations in speed notwithstand-

ing, we may at least postulate relationships linking the movement’s five sections
asinFig. 77. -

Fig. 7.7
Introduction|  First Principal Second Principal Transition Coda
tion Section
6/4-» 414 6/8 474 -1218 !
u 674 414
32 units | 2 units per bar 4 units per bar 6 ugits 8 units
per bar pctu%ur per bar

and the total numbers of this common unit constituting cach section are as
follows:

63 107 148 60 bt}
{totals:) 63 n 320 380 434

The number of units per bar increases steadily across the various transitions,
from two to cight (not counting the exceptions of the metrical digressions in bars
1-5,67, 100and 110), again in kecping with the movement’s general expansion.
And the totals of units in the above diagram, when compared with the'dimen-

» sions of Figs. 7.2-7.6, explain the choice of units madc carlier for our analyses of
the first three sections, for the units are common to all the diagrams, and the
diagrams can now be fitted together as requiced.

From virtually all aspects, the movement’s most emphatic transition is be-
tween the two Principal Sections, audibly the main'point of regencration in the
form. Taking the movement’s proportions as postulated above, the total of units,
454, yiclds GS of 281:173, so that this principal division in bar 84, after 172

[ 4
mer (unti recendy available on an RCA record, ticable betwoen 9 and 11 and makes betrer sense
VICS 1514) provesthat J = 104 isnotimprace  of the later rallentando.
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units, lies only onc crotchet beat from the movement’s secondary GS. 172 inturn
produces GS of 106-3:65-7, placing the end of the Introduction, afeer 65 units,
within one dotted-crotchet beat of the sccondary GS on the way to the main
division. This expanding sequence is shown in Fig. 7.8; there is an obvious
rescmblance to that of L'sle joyeuse in Fig. 5.1 on page 50 above. (The small
inaccuracies are’ negligible in the context of such a large movement — 0.3%
and 0.4% respectively of the distances measured; reasons for them will be scen
later.) This also produces a balance of 65:66 units across the end of the Intro-
duction (measuring up to 7, the tuming point of the arch form) where the tonic
key first arrives,

Fig. 7.8
172 (s 84)
Second P_ﬁntipll 4
Section end
i 12 282
63 l 107 l ‘
63 (bar 31)
First Principal

on

Independent of all this the dynamic shape follows a progressive sequence, the
first climax marked sforzando (bar 76), the second one fortissimo (11), and the
third one reaching triple-fortz in bar 139. The first climax arrives after 156 units
(65 units from Fig. 7.8 plus 91 units from Fig. 7.2 on page 77 — this method can
be used to ascertain the unit total at any point in the movement); and the second
climax arrives after 254 units (172 units plus 82 units, similarly calculated using
Fig. 7.4 on page 80). GS of 254 is 157, relating these two climaxes again within
one crotchet beat of GS.

[ might be too naive to expect an cxact repetition of this with the final
culmination, since the enormous tension accumulated in the final bars would be
consistent with some more sophisticated procedure. Morcover, the final climax
is stretched over five bars (135-9), and we should consider the comparative
nature of the three climaxcs. The first is sharply focused; the second, more Iyri'caL
is symmetrically spread over two bars; and the third is powerfully cumulative,
beginning in bar 135 andbnildinguptoitsapcxond\clastcmnd\abatofl:{ar
139. With this in mind the placing of the final climax has visible logic: 254 units
(the point of arrival of the central climax), when multiplied by 1-618, gives 411
units, and 411 units in the movement lead to the last quaver beat of bar 135. At
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the beginning of this same bar the final climax begins, so that by the point of
projected GS (411 units) this last climax is alrcady under way; the listener,
however, is now carried along for another four bars on this massive final wave
until its triple-forte culmination.

In turn the final point of resolution after 436 units (bar 139) divides the 50
units between the beginning of the final peak and the end of the movement in the
ratio 32:18 (=16:9 crotchets), giving GS accurate to the nearest crotchet
beat—as near as is practicable in the context. ,

Taking chis together with the sequence scen in Fig. 7.8 then defines the exact
gositioning of the divisions that lead the movement to its close. This is shown in

ig. 7.9.

Fig. 7.9
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Bftwccn the first occurrence of the tonic key, at the start of the First Principal
§¢cnon, and the similarly pentatonic close of the movement, the halfway division
is marked by the central climax with the ratio 194Y4:194% (taking the point of
m.asumcnta.3259V1units, the sccond beat of bar 106, well within the central
climax’s two-bar spread). From this follow the remaining points of division. GS
of 1942 is 120-2:74-3, defining to the nearest crotchet beat the beginning of the
Coda at 14. These 120% units leading to the Coda are then divided symmetrical-
ly 60:60 (the cxtra ¥4 is inconsequential, being more than covered by the central
climax) at the beginning of the Transition section, which restores the home D)
tonality over the dominant pedal. All the movement’s points of transition, and
the sequence of five sections they define, are now logically accounted for.

The differcnce between Figs. 7.7-7.9—dealing With the entire movement—
and all the preceding diagrams in this book is that in Figs. 7.7-7.9 the tempo
relationships, and therefore the proportions, are not comiplctely indisputable as
dlty.havcbocnindlcpremdingmnpks. But the logic, the exactitude, and
particularly the congruity with the proportional systems already scen in other
w?rks: these are all t0o consistent to be fortuitous, and suggest inevitably thyt
this was how Debussy cither intuited or designed the form.
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‘De I'sube 3 midi sur 1a mer'
The 1905 editon

Why did Debussy take the unusual step of shortening a score already in print by a
bar (as scen in Ex. 12 on pages 66-7)? Perhaps his only conscious consideration
was to tighten the transition rhythmically, as this compression does. But if so, it
is an extraordinary coincidence in view of what has just been seen by way of
proportional precision. Since Debussy allowed the 1905 version into print, it is
reasonable to consider its proportions too, since the change affects Fig. 7.2 here
(the First Principal Scction alone) and also the movement as a wholc, as in Figs.
7.7-7.9.

Fig. 7.2 (page 77), already as accurate as is musically possible, suffers
geomctrically by having the extra bar added. The cffect on Figs. 7.7-7.8 is
different, though. There the central division at bars 83 -4 was seen to be one
crotchet beat out from exact GS. With the additional bar of the 1905 edition, the
movement’s length becomes 456 units intead of 454, and the transition at bars
83-4 arrives after 174 intead of 172. GS of 456 is 281:174 to ncarest whole
number, making this main transition completely accurate in the 1905 ediuon.
But it brings other disadvantages: GS of 174 is 107-5:66-5, so that the end of the
Introduction after 65 units is proportionally less accurate in the 1905 cdition.

_Similarly in Fig. 7.9, in the 1905 edition the central climax arrives after 256 units

instead of 254; GS of this is 158, now two units away from the firstclimax which
arrives after 156. i

The 1909 version therefore seems the happier solution in terms of keeping
percentage inaccuracy to a minimum. Given the lack of any comment from
Debussy, reasons for all this cannot be proved. Perhaps he even made an ervor of
counting in 1905, noticing it only after publication. Or perhaps it was all
subconscious judgment, with no counting involved — which would make Figs.
7.2-7.9 remarkable indeed! Whatever the answer, it is equally remarkable to find
athird case of a small dimensional adjustment (the others being, s we have seen,
in ‘Jardins sous la pluic’ and L’isle joyewse) that is lincarly incssential but
proportionally very significant. i

The Sibley manuscript

This is a complete draft of the entire work in short four-stave score, containing
instrumental indications and consisting of twenty-one numbered loose sheets,
each written upon on one side only. In cffect it is Debussy’s definitive pre-
orchestral draft, representing quite a late stage in a work he had been preparing
for at least a year and a half. The last sheet is dated *Dimanche 5 Mars 2 6" du
soir’-the same date as at the end of the manuscript full score, Ms. 967, suggest-
ing not only that the Sibley manuscript was used to prepare Ms. 967, but also
that revision of it may have continued during the preparation of Ms. 967.
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La mer

Although there are no dynamics marked in the Sibley manuscripe, this is not
crucial, since the musical context makes it obvious that the climactic moments
have to be placed as in the final score.

As the Sibley manuscript contains many alterations in various colours of ink
and pencil, including added and dcleted bars, it would be tempting to consider it
as showing two distinct stages of preparation—the manuscript as originally
drafted and the same in its final form. That conclusion has to be resisted. The
original form of the manuscript cannot be guessed: since the manuscript consists
of loose shects, some pages with few or no alterations may be replacements
which postdate alterations on other pages. James McKay (1977) shows exam-
ples of this in the pre-orchestral drafis of Pelléas, and a letter from Debussy to
Jaoques Durand (Debussy, 1927, 24) identifics an instance in the Sibley manu-
script. ‘I've reworked the end of “Jeux de vagues”...’, he wrote on 13 January
1905 —less than two months before he completed dlcﬁxllsco:tofl.amr. Asthe
end of ‘Jeux de vagues’ appears on pages 12 and 13 of the Sibley manuscripe
much as in the printed version, and with no major alterations visible, these two
pages arc evidently the reworked version. In addition the music there is more
sparsely and hurricdly notated than clsewhere, and is on 28-stave paper instead
of the 30-stave paper used for the rest of the movement; all of which confirms
that these two pages are a late insertion into the Sibley manuscript. ‘

By the same logic, even the final state of the Sibley manuscript must be treated
with caution, since some alterations there may have been made when the full
score was already pardy written, and thus would not relate to carlier, redundant
parts of the Sibley manuscript.

The following paragraphs therefore must tread carefully. For example, it
would be too risky to estimate what the original dimensions of 2 whole move-
ment were before alterations were made. On the other hand, a smaller section
like the first movement’s Introduction canmore safely be attempted, since itis all
contained on one manuscript page. The only risk we have to take there is to
assume that all the visible revisions were entered after the entre Introduction had
been initially written out; and this assumption is given some sccurity by the fact
that the alterations are written above and below the staves, or on spare staves,
udindiﬁcnnthkﬁomdlcmaindnﬁ.mcmcappﬁatodnﬁmlc’s
Introduction, which runs over to a second page in the Sibley manuscript, but
mdlequalmdcoﬂapondmgmmuofmmonﬁnrbdonbod\dwpages

Pagc 1 of the Sibley manuscript, containing the first movement’s Introduc-
tion, is shown in facsimile as Ex. 21. As (probably) notated there initially, the
semonoompnsedmly26barsumdofd|epnnwd30 Bars 8-11 of the
printed version occupied only two bars and bars 21-2 were omitted. The other
difference from the printed version is that the tempo relationship across bars 5-§
4. Maric Rolf (1976, 35-6) has studied the  determine a chronological order for some revi-
cvidence of the different layers of ink and pencil  sions, she stresses that in most cases chis cannot
in this manuscripe. While she has been able o be cortain.
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Ex. 21: First page of the Sibley manuscripe of La mer (reproduved by courtesy of the
Sibley Music Library of the Eastman School of Music, University of Rochester)

~—
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is evidendy bar = bar, since the violins’ octave B in bar 6 (top staff) is notated in
dotted semibreves, and the sign /£ is used for the bass in both bars § and 6.
There is also no 4/4 written in bar 6. In this version the arch form's dimensions
were 5:4:5:4:8 bars, as shown in Fig. 7.10 version 1, so that the A segments
together comprised 13 bars, the B scgments 8 bars and the C scgment 5-a

* familiar sequence. Also the two A segments were related by GS (5:8 bars) and
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the two B scgments symmetrically (4:4), giving a combination of GS and
symmetrical construction surrounding the central entry of the cyclic motive X.
The published bars 1011 were then added on the lower staves of bar 9, with
numbers to indicatc the bar sequence, and similarly the parallel bars 21-2 were
inscrted on the lower staves of bar 20. (The musical congruity between those two
revisions tends to confirm that both were done at the same time.) In this final

form the Sibley manuscript corresponds dimensionally to the full score, as

Fig. 7.10
A |8 o B8 A eban
414 . {32 units)
I (bar= bas) I l 614 I 414 I
on 1 |32 | :bu; Sbars | dbans 8 bars
| [2]2] | | |
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| I scot 1\ \ \ \
1 | anglais \ \ \ \
| | l \ \ \\ N\
[] | 1 Y \ \ \
] | 1 | | | |
| | | | |
! ! I ] H |
/ ! | | | |
’ ! i ] 1 |
/ \ { |
/ N | ]
|
! 7 b] ! '
. 2| still 3 bars units Junitl | I l
I #ow 13 units | 12 units I 10 units I 12 unics I 16 unirs | 63 units
(30 bary)

shown in version 2 in Fig. 7.10~except that the revised tempo relationship of
J = J across bars 5-6 remains unmarked. Not much can be inferred from this,
though, because Debussy may have had it firmly enough in mind not to have to
write it in—or possibly cven because he may by then have reached that point in
the full score (Ms. 967) and notated the new tempo relationship there. (No
significant proportions result from combining the expanded B scgments with
the original tempo relationship across bars 5-6.) :
Why did Debussy change the proportions in exactly the way shown in Fig.
7.10? Presumably the main purpose was, consciously or otherwise, to match it
propostionally to thc movement’s other sections (we shall sce that there were
differences there t00). But there is another probable reason. On page 82
the avoidance of bisections in all of this passage was noted, and logical reasons
were adduced for this. Version 1 in Fig. 7.10, however, contains one prominent
biscction 0f 9:9 bars as well as two somewhat square blocks of 4 bars, all 6f
whose effect s likely to be instinctively sedentary in the context of this arch form,
and inappropriate to the large symphonic growth just beginning. The final
version instead reserves the movement’s first symmetrical division for the poine

9
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most apt musically, the arrival of the tonic key in bar 31, as already mentioned.

All this means, incidentally, that it the cvolution from version 1 to version 2 was

Jccomplishcd purcly by Debussy’s subconscious, it must have involved complete

intuitive resistance to any subconscious urge for GS or symmetrical division

L that is, to the same urge as would then have organized the following sections
ith such GS and symmetrical precision.

The First Principal Section in the Sibley manuscript has the same dimensions
asin Ms. 967 (that is, with onc bar more than in the 1909 edition); but bar 80 is
added only under the staff. If that addition was made after the section had been
written out, as is probable, the section would previously have had the same
dimensions as in the definitive 1909 edition; this will be retumed to larer.
| The Transition and Coda sections in the Sibley manuscript again have the
Lamc dimensions as in Ms. 967 and the published scores, Icaving only the the
Second Principal Scction to be examined. There are two differences here: bar
!121 is in 6/8 rather than 12/8, and bars 115-16 were initially absent. This makes
fthc section 10 units (2+4+4) shorter than in the published score-a total of 138
units. In this form the climax at 11 lics over the section's primary GS point,
dividing the 138 units in ratio 85:53. The proportional sequence shown in Fig.
7.4 (page 80) remains unaffected by this up to 12; only the end of the section
does not fit the sequence of Fig. 7.4, and instead it has alogical place completing
the dynamic GS arch just mentioned, of 85:53 units. Debussy then indicated
bars 115-16 by repeat signs around bars 113-14; as these are in the same red ink
as various other revisions, they were probably added fater. He lefcbar 121 in 6/8,
however, lcaving the scction two units shorter than in Ms. 967 and the printed
scores—a point which will be returned to soon.

From all this it is cvident that the music was not composed to fit rigid plans
impervious to any subsequent modification. If Debussy was applying GS con-
sciously, the plans could evidently be remodelled according to other musical
demands, many of which may have been primarily instinctive ones, however
consciously carricd out and perfected eventually. The point again is that Debussy
would never have set his intcllect on the rampage without simultancously
applying his intuitive judgment. If, alternatively, he was completely unconscious
of the proportions just scen, we are left with awkward logic. This is because the
Sibley manuscript, even in its final state, does not have overall GS coherence, and
the final score has. This would mean, therefore, that Debussy’s proportional
intuition failed him entirely with the large-scale dimensions in the Sibley manu-
script, and then suddenly brought the form to virtually maximum accuracy in
one fell swoop during the preparation of Ms. 967 involving a changed tempo
relationship that happily provided exactly the necessary dimensional adjustment.

It is notable that the Sibley manuscript’s (probablc) original versions of the
Introduction and Second Principal Section are related by GS, the original 52

.| units (26 bars) of the former giving a match to within a beat of the 85:53-unit

dynamic arch of the latter. But both are unrelated to the dimensions of the First
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Principal Section. Might this suggest there was once an carlier version of the
First Principal Section? If it comprised 85 units, for example, it would have
resulted in an expanding GS sequence of 52:85:138 linking the first three
sections. One can only speculate about what is not present. But the almost
complete lack of alteration in the First Principal Section in the Sibley manuscript
and the way it corresponds precisely to Ms. 967, unlike the sections on cither side
of it, do suggest that it could be a later draft.

We still have to account for the one discrepancy between the Sibley manu-
script and the full score—the shorter unchanged version of bar 121 in the former.

Although, properly, we can only hypothesize, there is a strong possibility. Had

Debussy retained this shorter version in the full score, it would have brought the
movement’s overall length in Fig. 7.8 (page 85) down to 452 units instead of
454.GS of this is 279-4:172-6, so that the problem of proportional inaccuracy at
the central wansition (172 in Fig. 7.8) would have been lessened—but at the
expense of greater inzccuracy within the Second Principal Section. The problem
is preciscly the same one that was involved in the extra bar’s length Debussy
added, probably at a late stage, to the Sibley manuscript (bar 80, mentioned four
paragraphs above) and then cffectively removed again in the 1909 edition by the
compression at bar 83. All this is strong implicit evidence that Debussy was
experimenting with alternative ways of obtaining maximum GS accuracy at the
central transition (bars 83—4), and opted in Ms. 967 for adding a bar before this
transition, rather than for keeping bar 121 two beats short—before scrapping
both ideas in the 1909 score. Though this can be no more than hypothesis, it has
considerable weight since it accounts for peculiarities in the Sibley manuscript,
relates them to the exceptional alteration in the 1909 score, and makes sensc of all
that in terms of this chapter’s proportional findings.
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Chapter 8

‘Dialogue du vent et de la mer’

‘Jeux de vagues® presents particularly complex analytical problems, some of
which will be more casily understood in the light of * Dialogue du vent ct decla
mer’; the larter is thercfore examined first. ‘

This finale balances * De I'aube 3 midi’ in 2 number of ways: by restoring the
D} tonality, the cyclic motive X, and the trombones and timpani, all of which
were absent in *Jeux de vagues’”. It also ties some of the first movement’s loosc |
ends together, particularly by taking motives £ and X, which in the first move-
ment had been sct somewhat on pedestals, and knitting them tightly into the
symphonic structure, also using E again in the coda, at bar 258 (sce Ex. 22).

But this symmetrical tendency is double-cdged: other ¢haracteristics of *De
I'aube & midi’ are inverted in the finale. In the first movement the sections were
thematically contrasted and firmly scparated by changes of metre and témpo; the
finale ifistead provides frequent rerums of its main motivic material and main-
tains a constant 2/2 metre with only one sharp break in the music’s low. This
break —a sudden silence — comes at the end of the movement’s Introduction (46),
whose equivalent in the first movement (bars 30-1) had given the smoothest of
all the transitions metrically and texturally. In the first movement the idea of
recapitulation was played down as much s possible; by contrast, in the finale the
central focus in the entire form is a deliberatcly long-drawn-out perfect cadence
to the tonic Db in bar 157 — the key’s first occurrence in the major since the first
miovement To underline this, the perfect cadence is given the stage completely
1o itselfin the six bars after 54, with not the slightest thematic activity to distract
from it. No other movement in Debussy’s output makds such an issue of the
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tonic key; here it is too large an event to be significant to this movcm’cnt alone,
and the purpose can only be to imply a recapitulative relationship, tonally atleast,
with the first movement.

[f the movement is regarded in rondo terms, as it usually is, the m:un dnvmons
come at bars 56, 157 (or 159) and 245, marked by the principal cnmcs of the
refrain theme F (Bx 23), corresponding with rctums to the tonic kcy or its
enharmonic C#§ minor. But this way of labelling the movement runs into a
musical difficulty, because it makes nothing of the importane point of regencra-
tion at Bar 211, just after the movement’s central climax. This point is the
beginning of a sustained dynamic accumulation leading right to théend of the
movement, and so drarhatically it is illogical to separate bars 245 ‘onwards (the
final retum of F) rom what precedes them. [fwe look closer, wccanalsosccthat
the order in which the themes reappear between bars 211 and 257 - X} GandF-
is the cxact reverse of their order of presentation in the section from bar 56
(figure 46) onwards. :

Ex. 23

motive G

By moving the last division accordingly (and thus retaining thematic con-
sistency while recognizing the movement’s dynamic shape), the main divisions
are more logically placed at bars 56 (figure 46), 157 and 211. MorJ surprising
perhaps, what this gives us is an entirely logical, if unusual,spccmmof
sonata form, preceded. by.an Introduction_up_to 46. The m(uhtncs of the
exposition, F, G and X, are reversed in the recapitulation; E on the other hand
first serves as a codcetta to the exposition (bar 133) and then introdudes the coda
to the entire movement at bar 258. Whether or not Debussy thought ¢onsciously
in terms of those labels, it is most noteworthy that the coda and codetta here are
brought in with the same motive, E, as the first movement’s coda. The sonata
form’s main outlines are shown below: '

Introduction
1-55

Exposition
56-156

Dcvclopment Romplmlauon and Coda
157-210 3\1-57 || 258-92

Its main difference from the orthodox sonata modelmults its exact
reversal of traditional tonal procedure. The perf'cctc:adcnocinl)au'15I marks the

bars
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beginning of the development section as the movement’s tonal centre instead of
the traditional tonic centre at the recapitulation. To balance this the recapitula-
tion, led into from bar 21 1, avoids any immediate sense of arrival or tonal retum.
Instead it begins a chromatic sequence which gradually becomes diatonic at bar
245, but which is not cadentially resolved until well into the Coda, at61. Also, as
the development section is concetned solely with motive F (the first subject), the
Recapitulation sensibly avoids beginning with it, by reversing the Exposition's
thematic order. The main resules of all this are to “carth’ the central part of the
movement tonally, and, conversely, to shift tonal and dynamic tension towards
the end of the movement.

The prominence of bar 157 as the movement’s tonal centre of gravity is further
emphasized by the relative softening of the two tonic arrivals at the beginning
and end of the sonata form, at 46 and 61. Both arc approached, like bar 157, viaa
dominant pedal; but at 46 the enharmonic minor tonality is given instead, and
between 60 and 61 the Coda intervenes to prevent a perfect cadence, which is
similarly avoided by the series of three cadences, from 61 onwards, that com-
pletes the work.

This view of the movement also corresponds with its dynamic shape: not only
in the matter of a rhythmically animated Exposition and Recapitulation sur-
rounding a warmly lyrical central Development section, but also as a sequence
(following the Introduction) of three dynamic waves, the first breaking at 51 just
before the Codetta, the second at 57 just before the Recapitulation, and the third
building up all through the Recapirulation to the work’s final chord. This is also
the same type of sequence of climaxes — a sharply focused one, then a more lyrical
one, and finally a cumulative one — as in the first movement. (True, the overall
crescendo of the Introduction is extra to this, but as it is cut short at 46 without
properly breaking, its momentum tends to be carried over into the Exposition.)

Proportions

By the sonata-form classification the movement’s sectional dimensions are as
below:

Introduction Exposition Development Recapitulation Coda
bar totals: 55 101 54 47 35

Mg’

There is no obviously significant proportional link betwoen any two consecutive
parts of the form; again, any other apparent relationships can mean little until the
movement has been examined more closely. This continues the contrast with the
first movement, where the sections were setapart by changes of metre but refated
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proportionally; here the converse obtains. The sharp break between the Intro-
duction and the following sonata form, however, suggests that the Introduction
should be investigated initially on its own.

On a superficial lcvel this Introduction serves as a transition from *Jeux de
vagues’ to the main part of the finale, incorporating a steady overall crescendo. Ie
begins by restoring the timpani (bar 1) which had been absent from *Jeux de
vagues’, and ends after 55 bars by restoring (enharmonically) the work’s main
key. The remaining instrumental restoration, that of the trombones, is made in
bar 35 — after 34, the primary GS point of the Introduction.

The other restoration — of the cyclic motive X — comes just before, and this -

leads into more complex aspects of the passage. In the coursc of the Introduc-
tion’s gradual crescendo towards 46, it strongly cvokes the idca of passing
through the eye of a storm, with its tonal clashes, occasional subito dynamics and
uneven phrase sequences — a programmatic analogy brought to mind specially by
the tensed stillness of bars 30—42, with their brittle orchestration, framed by the
turbulent motion in the rest of the Introduction. The basic tonal motion (essen-
tially a V-V progression) is in fact very slow, enabling the tension to be
controlled precisely by the harmonic changes at bars 22, 30 and 43, giving
maximum dramatic prominence to bars 30-42, before the chromaticism chan-
nels itself into the dominant pedal between 45 and 46.

These transitions also articulate the section motivically, dividing the Ineroduc-
tion’s 55 bars into scctions of 21:8:13:13 bars. If the divisions arc linked in an
order of increasing dramatic intensity, surrounding the central renderings of
motive X, a GS spiral results, as shownin Fig. 8.1 ~ areturn, this time even more
thoroughly carried out, of the spiral shape already encountered in the first
movement (Fig. 7.2 on page 77). As in Fig. 7.2 the focus of the spiral is again at
the work’s cyclic motive (in this case dividing the two statements of the theme),
and musically the swirling textures and circular alternations of motives and
registers are cqually evocative of vortexes or whirlpools.

The pessible symbolism of this shape, and its other artistic manifestations, are
discussed more in Chapter 11. But it is worth mentioning here that spirals are
recognized as a recurrent motive in many of J. M. W. Tumner’s scascapes, which
also probably influenced many moments in La mer; Debussy once described
Tumer as‘lc plus beau créateur de mystére qui soit en art’ (Debussy, 1927, 58).
This, too, is discussed more in Chapter 11. "

Smaller subdivisions, shown lower in Fig. 8.1;again follow Fibonacci order-
ing. Bars 1-21 form the longest and most complex segment, constructed as
A;B,A;Byinthe ratio 8:4:5:4. This means that Ay:Ay = 8:5(GS), By:B; = 4:4
(symmetry), and A;+A; (GS) : B;+B; (symmetry)* = 13:8.! The music
matches this, the turbulent bass in the GS-related A segments contrasted with
1. These are exactly the sume numerical rela-  duction (version 1 in Fig. 7.10), described on

tionships as between the A and B scgments in - pages 89-90 above, .
the carly version of the first movement’s Intro-
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the forced stillness of the symmetrically rclated B segments. It is apt that the
movement, with its title, should begin with such a dialogue between the dual
clements of GS and symmetry, made musically very audible.

Exponiti
Dramatically the Exposition is dominated by the chromatic climax at 51. Com-
ing as the culmination of undoubtedly the wildest passage in all of La mer, this
tremendous eruption at 51 is prepared by two partly independent sequences.

97



La mer

One is thematic, introducing the Exposition's principal motives, F, G and X, at
bars 56, 72 and 96. The other is tonal, and is a model of Debussy’s use of block
construction (as was the Introduction). Diatonic harmony from 46 to bar 79
(with no tonic pedal this time) is sct against a completely chromatic passage in
bars 80-93, which in turn gives way at bar 94 to whole tones, fortified by
ostinatos — with just one chromatic twist in bar 113 to open the way for the
chromatic explosion five bars later in the repetition of the same phrase. This
block construction, is emphasized by substantial dynamic increases at the two
divisions. Only after the climax docs tonality gradually reassert itsclf, via the
Codetta in bar 133 and then the dominant pedal, established decisively in bar
145, leading to the perfect cadence that closes the Exposition.?

Both tonally and dynamically, then, the Exposition forms a powerful arch,
whose proportions are shown in Fig. 8.2. The dimax, breaking halfway through
the barof 51, defines the GS of the entire Exposition, accurate to the nearest half
bar, and the two harmonic—dynamic turning points at bars 80 and 94 (after bars
79 and 93) mark the two intermediate points of GS on the way, accurate 0
nearest whole bars. The Codctra enters at the GS between the climax and the end
ofthe section (14%2:24 bars) and these last 24 bars are then divided 12:12 by the
diatonic arrival of the dominant pedal at bar 145, completing this virtual model
of a comprechensively articulated GS dynamic arch.

Fig. 8.2
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Modivically, the entry of X at bar 98, completing. the Exposition’s main
themmatic sequence (apart from the Codctta), comes 68 bérs‘aftcr the segment of
2. 1t could reasonably be argued that the Ex-  fcaves the propomom\bétwcen the musical
position should include the cadential resolu- events - crugially, here, the perfect cadence —

_tion, thus finishing only with bar 158. This unchanged. ’
would be merely a variant of labelling, which
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the Introduction, at bar 30, where X made its carlicr entry.? The nwvo other main
themes between them, F and G, entering at 46 and 47, mark the two GS points
of these 68 bars, forming a sequence of 26:16:26 bars (=13:8:13).

Development
Both musically and proportionally, the Exposition is a particularly sclf-contained
structure, and by its complction with the cadence at bar 157 the music, ex-
hausted, virtually comes to a standstill - now the most static moment in all of La
mer. Having arrived at Db major the music makes no further move for two bars,
until motive F re-enters in bar 159, leaving 52 bars of actual development before
the Recapitulation. These form a smaller temary scheme, divided first by the
point of tonal departure at bar 179, where the tonic pedal is abandoned and the
key signature cancelled, and secondly by the subsequent tonic retum, forte, at 56.
The first of these, the tonal departure, marks the secondary GS point of this
ternary form (20:32 bars), and the second, the tonal return, divides those
remaining 32 bars 16:16. The final 16 bars arc then divided 8:8 by the arrival of
the climax at 57, so that the approach to this climax gathers its momentum from a
scrics of four 8-bar phrases leading into it from 55, and subsequently into the
Recapitulation cight bars later. This part of the movement, traced in Fig. 8.3,

Fig. 8.3

136
cadence
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fecap.
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3. Although X itscif enters only in bar 31 rather  for this piece of proportional poetic licence will
dmbu%.ufobviomlydomimmdnpmge; be seen ater in this chapeer; in the Sibley manu-
t!lcﬁrmdambarwisdwdomimtingdnnn- script X originally entered in the same bar a3 the
tic moment with which the listener would  gfivzande.

associate the immediate entry of X. The reason
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forms another architectural model of GS and symmetrical combination - the
third one encountered in this movement — its relative simplicity in keeping with
this section’s musical simplicity. ;
Incidentally, the prominence of four- and cight-bar groups in this section
underlines (or underlies) the more lyrical effect of the climax at 57, with no heavy
brass or timpani, after the much wilder climax at 51 whose approach, however
sequential, had avoided any such regular phrase lengths. f

Recapisulation :

Taken on its own the Recapitulation scction forms no logical proportional
pattern. This should come as no surprise if we consider its musicalcontext.
Unlike the Exposition and Development it enters as a harmonic intetruption,
tonally unstable. With its rhythmic intensification (‘en serrant peu 2 peu’) and
the following reversal of thematic order, bar 211 takes on the aspect of a
structural pivot, balancing the two surrounding sections. That is one reason for
viewing the Recapitulation together with what precedes it. Another reason is
that each of the carlier sections, though forming a self-contained system, is
nonctheless based on a different set of numbers, so that taken together they do
not form a proportionally continuous sequence. Given their intcrnal prdportion-
al exactitude, it would be odd were this aspect to be ignored now 'with the
movement’s larger outlines. Since the Recapitulation musically binds!togcthcr
the contrasted preceding scctions, it could logically have a similar pro-
portional roke. !

Fig. 8.4 traces the Recapitulation’s thematic sequence, taken together with the
Development section. Motive X retumns first in bar 215, four bars lafter the
beginning of the Recapitulation section. Motive G follows 10 bars ‘afier the

recapitulation point; motive F arrives 34 bars after the recapitulation point; and

Fig. 8.4
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the Coda 47 bars after. These four main events in the Recapitulation complete
four GS balances across the recapitulation point: 7:4 bars from the centre of the
central climax; 16:10 bars from motive Fs entry at 56; 54:34 bars, linking the
main tonic cadence at bar 157 to the Recapitulation’s enharmonic tonic retumn ac
60; and finally 78:47 bars, linking the beginning of the Codetta to the beginning
of the Coda. In short, the thematic sequence in the Recapitulation, up to the
Coda, provides an exact mirroring, refracted by GS around the recapitulation
point, of the proportional spacing of the most prominent events leading up o it
from the Codctta onwards — just as the thematic order of the Recapitulation also
mirrors the thematic order of the Exposition.

These last two divisions, of 54:34 and 78:47, give slightly less than maximum
GS accuracy (55:34 would obviously be more ideal, and GS of 125 is
77-25:47-75). Both, however, provide GS division of the overall distance in-
volved accurate to within threc-quarters of a bar (within 1%); reasons for the
marginal inaccuracy will be seen shordy.

Fig. 8.5 supplements Fig. 8.4 by tracing tonal and dynamic relationships
between the Development and the Recapitulation. As already mentioned, the
Recapitulation accumulates dynamic intensity all the way to the end of the

-Fig. 8.5
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movement, reaching its final triple-forte via asequence of three fortisimo cadences
to the tonic, at 61, bar 276 and 63. The central tonic return before these is at 60
(enharmonically, before moving to the major at bar 254) — the first diatonic
moment since the movement’s central climax at 57. This tonic return at 60 lies
exactly halfway between the centre of the central climax and the final cadence
(41:41 bars), and the intermediate points of progressive tonal resolution subdi-
vide the latter 41 bars in GS of 25:16, 9:16 and 6:10. The carlier tonal departure
in the Development section (bar 179) forms an additional GS balance of 25:41
in this sequence.
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The entire movement o

Fig. 8.4 has alrcady cxtended itsclf back inside the Exposition. Fig. 8.6 now
shows the formal outlines of the entire movement. The movement’s central point
of tonal focus, the perfect cadence at bar 157 that ends the Exposition, is situated
exacty halfway (101:101 bars) berween Introduction and Coda. The Codetta, at
bar 133, forms the secondary GS of the same 202 bars (77:125) on the way to
the Coda. Smaller symmetrical divisions then result (all accurate to the nearest
bar) around both the central cadence and the later tonic retum at 56; these
tonally stable symmetrical divisions form the logical counterpart to the cluster of
GS divisions around the Recapitulation, already scen in Fig. 8.4. Around this
framework, the Introduction and Coda form a GS balance of 55:35 bars. (The
small inaccuracy here is incvitable, since to remove it would cither distort
Figs. 8.4-8.5 or clse make the movement’s last chord too short.)

Fig. 8.6 . 1" 17
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The dynamic sequence is equally logical, as shown in Fig. 8.7. Just as the first
climax breaks at the primary GS of the Exposition, the second one breaks within
abar of the primary GS of the whole sonata form, dividing it 147:90 at figure 57.
Asalready mentioned, this is amore Iynal climax than the other two; according-.
ly the exact centre of its two-bar spread gives a symmetrical division of 85%2:86
bars between the first and third climaxes. (The apparent half-bar inaccuracy is
more than covered by the two-bar spread of the climax.) The beginning of the
Coda then divides the 90 bars from the onset of the central climax to the
movement’s end in near-GS of 55:35 bars, and those first 55. are subdivided
34:21 by the subsidiary forte at bar 237.4
4. This intermediate peak in bars 237—44 was  page 65 abowe) that Debussy removed in thé
made more prominent ir: the 1905 edition by 1909 cdition.
the anfares for trumpet 1nd hom (discussed on
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The ratio of 147:90 subtended at the beginning of the central climax is again
not maximum GS precision (GS of 237 is 146:4:90-6); nor is the 55:35 ratio
from there to tht end. Once again, to remove the one inaccuracy would exacer-
bate the other. T}lmforc the small degree of inaccuracy incvitable when combin-
ing so many sequences is sprcad as loglcally as possible among the various
sequences concérned, reserving maximum accuracy for the most important
proportional dms:ons, and with no inaccuracy exceeding one bar. In fact there is
no proportional detailin Figs. 8.2-8.7 that could be made more accurate thaniit
already is wnthollt causing greater inaccuracy clsewhere. (The reader is encour-
aged to try.)

Another strong numerical tendency worth mentioning in passing is that the
movement’s final cadence, the last of a sequence of three cadences (61 onwards),
brings to its co+plcnon the third dynamic wave in a sonata structure based on
three themes and forming the last of three movements, the first of which also
contained thrcc different types of tripartite wave sequence.

The entire mrvcmcnt provides some striking parallels with the first move-
ment:

(1) Both are dnv!dcd into five sections (counting the Coda as a distinct section in
cach mc)

(2) Both contain a tripartitc dynamic scquence with the same progression of
climaxes (sharp; more lyrical; and finally cumulative).

(3) In both mdvemcnts the central climax relates the dynamic sequence pro-
portionally to the formal outline — characteristics 1 and 2 above - as well
as marking the convergence of other proportional sequences.

(4) In both movements the Coda, with the same theme, begins at the primary GS
between the central climax and the end of the movement.
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!
(5) Both movementS'contair} a circular type of construction — the spirals of Figs.
72 and 8.1 -in case contained within clearly defined areas of

musical asymmetry ‘and tonal instability.
Simultancous with this are two direct inversions, in addition to the tonal and
metrical ones already mentioned on pages 93 and 95:
(1) In the first movement the central climax is placed symmetrically in the form -

between the end of the Introduction and the end of the movement - but
by GS in the dynamic sequence. In the finale thesc roles are reversed: the

central climax the GS between the end of the Introduction and the
end of the movement, but the halfway point between the other two
climaxes.

(2 - more abstract, but rlonctheless geometrically present) The GS spiral’s
reappearance in tht finale is in mirrored form. In the first movement
(Fig. 7.2 on page 77) the spiral is closed at the beginning and open at the
end — reflecting that movement’s expansive, open-ended form. In the
finale (Fig. 8.1 on i::agc 97) itis open at the beginning and closed at thc
end —~ this time visually reflecting its independence from the following
sonata form.

jonal) the finale mirrors the first move-
m;n:x:c:nt::nalu(l bcﬁx#. the finale’s mction leads to the tonicat46 by a
IV—V-I sequence. This mifrors the V-IV-I sequence that was used to softcn.thc
final tonic return in the firdt movement (bars 122-35), and thereby emphasizes
the finale’s recapitulative J pects, played down in the first movement. The later
return to Db in the finale (bar 157) repeats this IV-V-I sequence in a slightly
claborated version, the dtminam pedal of bar 145 being ap?roadxed via the
subdominant Ff§/C bass of the climax at 51 and their relative of Eb in the
etta.
Colt'l‘ a number of ways, th' n, the finale not only balances fh‘.: first movement but
also recapitulates its sequences and geometrical characteristics. That in doing so
it returns many of these in mirrored form is itsclf reflected on 2 sr.nallct.' scaje by
the mirroring of thematic order in the finale’s own intemal Recapitulation. This
relationship between the,movements is reurned to in Chaprer 9. ‘
The finale’s p i ﬁ:ntwo:kmuumonempectmystenmn Fig.
8.6 (on page 102) shows a large amount of propo\m\ona.l attention given to the
- beginning of the Coda. This point is visually more prominent, t0o, in the Sibley
manuscript, where t.hebrafsschon!c enters at the Coda with no other accompani-
ment — the string pares having been notated only at the full sbore stage. From this
point of view onc could déscribe the movement’s overall propoitional outlines as
defining most strongly an Introduction and Coda related by GS (55335)'%
ing a main portion of 202 bars, divided principally 101:101. That is to say,
GS-related [ntroduction and Coda (55:35 bars) are separated by the 101:101-
104
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bar division in Fig. 8.6 which bears no such relationship to them. Figs. 8.2-8.6
have shown various sequences linking them all through internal events. But there
is another connection, involving the spiral structure of Fig. 8.1. As mentioned
carlicr, this s a particularly csoteric type of geometric structure to find in music,
yet the strong cvocations of vortexes or whirlpools in this passage suggest that
Debussy was at least instinctively aware of the shape involved, and thatour using
a spiral in Fig. 8.1 is more than just a fanciful abstraction. This is corroborated
further by the spiral’s centripetal motion, which follows the well-defined grada-
tion of tension in the passage.

The enigmatic way Debussy *captures pictorial associations of sound in the

identity of space and time' (Eimere, 1961, 9) in this passage suggests that more
intricacics might lurk; and indecd they do. It is possible to measure the cir-
cumferences of such spirals, following an equation known for centurics. The
calculation is supplicd on pages 183-5 below as Appendix 1, and yiclds the
information that the logarithmic curve of Fig. 8.1, with its 900° circumvolution,
would measure in length within one unit of 202 of the units by which the radii
are measured. As these units here are bars, this means that the spiral’s length, if
unrolled, would occupy, to within a bar, the 202-bar length of the movement’s
main portion between the Introduction and the GS-related Coda.
* It is not impossible that this more abstruse correspondence is simply for-
tuitous; but the musical context and other structural pattems involved make it
more than extraordinary if it is. If it is not purely fortuitous it must have been
planned; since the spiral itscif is not part of the music’s temporal sequence, this
correspondence could nut possibly have been intuited by a temporal instinct.
(And even if this particular numerical correspondence is fortuitous, it leaves the
importance of all the other proportional relationships unaffected.)

The Sibley manuscript

Perhaps the most surprising evidence from the Sibley manuscript in the finale is
that the Introduction appears not to have been originally written out there by
Fibonactdi proportions. Ex. 24 shows it in facsimile. Instead of the printed bars
22-9 Debussy wrote six quite different bars of 3/4, whose contents indicate that
the tempo relationship must have been J = J of the 2/2 sections (a paralicl to the
metrical sequence in the piano Préiude ‘Ce qu'a vu le vent d’ouest’, which has
many affinitics with this Introduction). The other three differences are that the
printed two bars 13—14 were initially written as one bar, likewise the printed
three bars 30-2 (motive X entering immediately — cf. note 3 on page 99), and
that the printed bar 55 was absent, the previous bar finishing on G# instead of
Gl. This gave the passage a total of 52 units (the six 3/4 bars at half speed count
ascqualw nine 2/2 bars). While this did not invalidate the logic of Fig. 8.1 cither
musically or proportionally, as Fig. 8.8 shows, the proportional accuracy was
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Ex. 24: Introduction of * Dialogue® in the Sibley manuscript of La mer (reproduced by
courtesy of the Sibley Music Library of the Eastman School of Music, University of
Rochester)
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much weaker at the centre of the spiral, mainly because the 3/4 passage could not
be made to give the exact dimensional equivalent of cight 2/2 bars.

Fig. 8.8: (Probable) original dimensions of Introduction in the Sibley manuscript
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Evidently, then, Debussy did not write the pas§33e down from a pre-planned
Fibonacci ‘map’. On the other hand this does not preclude the possibility that he
might initially have intended it to comprise 52 units, a possibility lent extra

'wdghtbydtcpmbabilitydmdlclnuodm:ionmduﬁmmvmtabo

initially comprised 52 units in the Sibley manuscripe (version 1 in Fig. 7.10on
page 90). (It will be scen in Chapter 9 that the units are connected.) When the
first movement’s Introduction was changed, there would then be no point in
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preserving the same unit dimensions in the finale’s Introduction, and the more
apt Fibonacci numbers could be used. Whether or not Debussy was conscious of
those factors, that is what happened. (Or, in view of how completcly logical the
proportional system is in its final statc, might even the 52-unit version of the
Sibley manuscript have been a compromise from an original Fibonacci model
which Dcbussy finally was able to realize?)

The alterations from the 52-unit version to the final 55-unit (55-bar) onc are
written in the Siblcy manuscript, above and below staves and in various colours
of ink and crayon, with the number of deletions and re-alterations indicating
considerable trouble taken over this section’s revision.$ Apart from the replace-
ment of the 3/4 passage, though, the changes are merely slight extensions of the
material already there — not a complicated process, which makes the enormous
trouble visibly taken scem difficult to account for in ordinary musical terms. It
would, however, be consistent with the idea of Debussy carefully accommodat-
ing the existing music to an amended dimensional framework — with the excep-
tion of the 3/4 passage which could not be made to fit and so was discarded.

In its final form, rather oddly, the Exposition in the Sibley manuscript remains
two bars shorter than in the printed score: bar 103 is present but scored out and
bar 109 is absent, reducing the Exposition’s length there to 99 bars. This is hard
to account for immediatcly, as the remainder of the movement in the Sibley

manuscript’s final form corresponds dimensionally to the printed score. The

Sibley manuscript docs, however, contain some visible changes later in the
movement, and it is not impossible that those were made after the longer version
of the Exposition had been written in the full scorc. Most notably, bars 189-94
initially occupied only two bars and bars 21114 likewisc, before being altered.
The resulting (probablc) shorter version of the main part of the movement
matches the original shorter version of the Introduction, so that the spiral length
relationship would still apply. Such ideas can only be tentative for reasons
already discussed; but the most striking evidence there is that bars 189-94 are
notated only in pencil and squashed into the space of two bars that had initially
been left blank, with the music inked in on cither side. Therefore at least in that
passage Dcbussy appears to have decided the dimensions (provisionally, since he
later changed them) before writing in some of the music.

The manuscript evidence now seen suggests a general hypothesis about work-
ing methods. Although it has been most logical here to trace the proportional
systems, already present and fixed, by considering the smaller formal units before
the larger oncs, this would not necessarily have been Debussy’s order of con-
struction if he did plan them consciously. In the outer movements of La mer the
most feasible strategy would have been to plan the large-scalc outlines first, even
if smaller-scale exigencies within this (such as the important ci@kobar sequences
S. Among the changes in the Sibley manuscript,  score. Possibly it was meant 23 an alternative %o

dhe later version of bars 25-6 is marked to be the final version of bars 27-8.
vepeated, but this idea was abandoned in the full
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in the central section of * Dialoguc’), might later have necessitated large-scale
adjustments to maintain the overall proportions. This would be exactly in
keeping with the dimensional alterations scen in the Sibley manuscript.
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Chapter 9 |

‘Jeux de vagues’ |

fn many respects the boldest of Debussy’s credtions up to 1905, this movementis
oncof t);lc mlmivc to intellectual comprehension. Tl?c main difficulty is Ehat
although it can casily be divided into scctions, these, unlike d}c sequence of ‘De
laube 3 midi’, are small and numerous. They also contain thematic cross-
references, but in an unpredictable order that defies any consistent traditional
classification. :

This is compounded by the way those fragments mercly touch on,.rathct than
commit themselves to, clearly definable form;al centres. There are brief thematic
returns — of motives H, J and K, for example (sce Ex..ZS) ~ but they fqllow
cntircly different courses on cach occasion. Extended periods of tonal stability of
the type seen in the outer movements are simyilarly eschewed. Although the most
clearly dcfined tonal centre is E major, first cs'ubh!:hcd at 19, itis questioned even
then by Clis; these are given just time to resolve, in bars 38-—? and :‘}2—3. before

 the music swings away from E and the harp’s whole-tone glissandi at 20 sweep
the board tonally clean. Not until 33 do the same figurc and tonal centre retum
briefly, but now even the resolution is withdrawn: the Ch, now a BY, moves
upwards instcad to CH, and the music swerves off, after only cight bars of
near-reprisc, on a new course lcading to the movement’s main climax at 38. Not
until the Coda is a stable E major established, and then only at the movement’s
final cadence, at 41. i

motive K
110
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Logically we have to acknowledge this enigmatic mixture of open-ended and
closed formal aspects (rather than opt solcly forone aspect, as many analyscs tend
to do); a type of architectural counterpoint, it is one of various dualitics that
make this movement such an intriguing one. But the question remains: can this
sequence of mostly short segments be viewed more coherently in terms of a
larger framework? Among all the transitions, four stand out as main points of
refeserice, or cross-reference. At 16 the movement’s main recurring motive, H,
ﬁrsgctiters.undalinedbythcdungcm%timatmd\emainkcyofﬁisﬁm
reached and the 3/4 metre retums; at 25 the themes start to retum, again
beginning with motive H; and at 33 comes the movement’s nearest approach to
lieral reprise, already described.

These main transitions point out another important duality in the movement.
As H is the most frequently recurring motive (it also ends the movement), in
thematic terms the main part of the movement begins at 16 and the reprise at 25.
(All the material from 25 onwards cither repeats or develops motives heard
between 16 and 25.) Tonally, however, the main part of the movement begins at
19, with the reprise (as near as can be called one) 2t 33. This is why most existing
analyses of the movement disagree as to whether the Introduction ends at 16 or
19, depending on whether their priority is thematic or tonial, i he other peculiar-

-ity arising from this duality is that the movement’s nnain recurring motive, H, is

dissociated from the tonic key right until the final cadence, at 41 - a complete
contrast from picces such as ‘Reflets dans Peau’ or L’isle Joyewse, or indeed
‘Dialogue du vent et de la mer.

Thisduzlityanbck:ptinfowsifwcvicwdxmovancntastwoovcdapping
binary systems, the thematic one divided round 25 and the tonal one round 33,
This is shown in Fig, 9.1.

Fig. 9.1

themacic

L cxposition —= repeise and development

S
Sl

tonal

The thematic repriscat 25, in A major, also forms a tonal midway point between,
and a relative key to, the FR/C polarity of the related opening section up to 19.
Aﬁuzs,dlouym,dwdmaticordud\mgc:mﬁve]andd\chupgﬁsmdi
(originally the portion from figure 19 to bar 49) are taken out of the sequence
and moved, much expanded, to between 33 and 40, the harp glissandi now
introducing the Coda at 39.
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There are other ways in which the movement’s scgments arc linked. A device
found often in Dcbussy’s music, but never used so consistendly as in *Jeux de
vagues’, is that of overlapping two consecutive musical scgments texturally. That
is, the chythmic and orchestral texture of the new segment enters before the
phrase of the previous onc has finished. A model example occurs at 21: it is hard
to define whether the new segment begins at 21 itself or two bars later, and
Dcbussy undoubtedly intended the ambiguity. Other examples are the ten bars
of violin trills leading into 33, and the A# harp ostinato lcading into and over 29.
[n the latter case the ambiguity is doubled as the new theme does not enter until
four bars after the harmonic change at 29. To a less marked degrec this operates
at 16, by means of the previous bar’s sextuplet semiquavers which antipicate the
new thythm, and also in the four bars preceding 19, where the trills in the
descending bass linc anticipate those of the violins at 19.

The resulting concisencss is specially apt to this mercurial scherzo. But Debus-
sy has a more definite purpose. After a sequence of smooth transitions cffected
thus, any subsequent sharp break will obviously stand out in relicf; and Debussy
plays this card twice. The first occasion is at 25, emphasized by the complete
interruption of harmonic and melodic flow, with an accompanying reduction of
speed and dynamics. The other sharp break follows quickly at 26. Evidently
Dcbussy wants to draw our attention at those two points: on the first occasion he
seems to be saying  Now the themes return’; and on the second, *but not in the
same order’, :

Three transitions sit texturally on the fence. At 20 the legato violin line
prevents a break in texture, but the harps still disrupt the tonality in an unex-
pected way. Simifarly at 39 the legato bass ensures continuity, despitc the
unexpected return of the harps. At bar 118 the transition is smooth, but there is
no overlap of any special textural or rhythmic figure beyond the 3/4 metre.

In fact all the movement’s transitions between scgments have now been listed.
(The double-bars at 17 and 18 have not been counted, as they arc linked by
motive H on all sides.) What has emerged is still enigmatic: no consistent
purpose is cvident except for the underdining of events at 25 and 26, nor is the
sequence consistent with the divisions in Fig. 9.1. With this ambiguity added to
the others, Debussy’s aim appears to be to cnsure that the movement never falls
irito any simple recognizable pattemn. .

A further way of grouping the segments comes from the dynamic sequence. As
not all the segments lead to a dynamic culminatiog, there is obviously a greater
scnse of renewal after those that do - affecting the ségments beginning at 19, 23,
bar 118, 29, 33 and 39. (For convenicnce they are defined here mostly by the
thematic entries, but the ambiguities caused by textural gverlaps have not been
forgotten.) In this sense the movement also breathes in a‘series of dynamic
paragraphs. Again this system docs not spedially favour the main pillars in Fig.
9.1; and it is further complicated by the way 25 and 26 jump the gun, dynamical-
ly. To be specific, 25 cuts in to prevent an incipient culmination, and 26
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converscly supplics onc without any preparation (unlike all the other dynamic
peaks in the movement).

[f this complexity of processes still leaves us with little understanding of what
this movement’s purposc is, expressively or architecturally, it is reassuring to
remember that one crucial aspect still awaits attention. The reshuffling of thema-
ticorder aftcr 26, postponing the reprisc of morive J until after 33, is quite plainly
directed towards the movement’s dominating cvent, the final climax at 38, and
thelong approach to it thatimparts it most of its force. This is clear from the long
pedal point, the sustained mclody in the strings, and the constant four-bar
phrases from bar 171 onwards - all in contrast to the fragmentariness all through
the first half or so of the movement. (This technique of avoiding sustained
melody until late in # picce is a speciality of Debussy’s, taken to its extreme in
1912 in Jeux, which avoids sustained melody altogether until more than three-
quarters of the way hlrough a twenty-minute score.)

One large-scale teddency does emerge from the dynamic sequencein * Jeux de
vagues’. Up to 25 there are only two dynamic culminations (an incipient third
onc is forestalled at 25). After 25, however, they suddenly become more fre-
quent, arriving suddenly in an unpredictable sequence, until from 29 onwards
the dynamic shape broadens out again, now with long sustained crescendos to
the final two peaks 3t 32 and 38.

This provides the movement’s most dynamic duality. All the climaxes up to 29
crupt with litde wamning and with a minimum of crescendo preparation. By
contrast the final twd, at 32 and 38, are irreversibly led to by the entire content of
the longer scgments preceding them, building up their tension through pedal
points and ostinatos. In convenient terms, borrowed from Schenker (as in
Chapter 4 above), dynamics clearly move from a foreground (surface) role in the
form before 29 to a;background (fundamental) one after 29.

Fluctuations in thd movement’s tempo emphasize this duality. Afrer the rapid
motion at 16, the climax at 18 is followed immediatcly by a strong rallentando
leading into the J =1 138 at 19. By bar 62 this is alrcady giving way, and the
sccond peak, at bar 72, pulls the tempo back further vo J = 112
at 23, a tempo which dominates until after 31 — that is, until the movement
begins to breathe in amuch broader way.! Various dynamic peaks in between are
introduced by spurtsof speed that immediately dissipatc themsclves in the peaks
(asatbars 115 and 1?6). letting the music then retum to the stower tempo. The
slowest stretch of thg movement, between 23 and approximately 31, thus corres-
ponds exactly with ?1: highest density of dynamic peaks.

L. Theinstruction J = 1122123, presentinthe  only case of his carclessness with proofs
manuscript full score, My 967, is missing inall  (another example, the missing accidentals in
the Durand editions; it' was probably over- L'ile joyesse, has already been described in
boh‘.lbfamcl)cbtmymukditonlymdn Chapter 5). Its presence is necessary to make
first violin stave. The recent Peters edition res-  sense both of the * Céder’ four bars eartier and of
tores it. Although it is sulprising that Debussy  the later instruction *au Mouvement J = 112°
overlooked it when pmo{-mding. itisnotthe ar 25.
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“There are also quite precise thematic connections with this, an aspect Laurence
Berman remarked upon in a paper given in 1974.2 Noting the dominance of the
final climax at 38 over the movement’s shape and form, Berman pointed out how
various events on the way there set up an alternation of impediments and
forward impulses, before the final forward sweep towards 38 gets properly under
way. He singled out the passage between 26 and bar 117 (motive K) as repre-
sentative of forward motion, in contrast to the surrounding entries of H at 25

and bar 1 18, both of which obstruct forward impetus, pulling the tempo back to

J = 112 after prior spurts of increased speed.

This can be developed in more detail. Motive K's legato line and longer note:
values, as against F’s uneven rhythm and triplet semiquavers, obviously account
for their contrasting cffects on the music’s flow. Similacly motive M which, in a
number of variants, dominates from bar 171 until 38, has an even broader sweep,
cncouraging the gradual accelerando towards 38 — in contrast to L, whose first
entry at 23 marks the first attenuation to J = 112, and whose last appearance,
from 38 to 39, applics the brakes again after the headlong propulsion up to 38.

L has another precisc connection with tempo: the slowest portion of the
movement, at § = 112, from 23 to bar 146, is bounded by L, at ¢%ic beginning
and L, at the end (cf. Ex. 26). Motive / has a similar relationship to the faster
tempo J = 138: its first cntry at 19 scts this tempo for the first time, and the
tempo is not exceeded again until /s only other entry in the movement, at 33, is
over. But here subtler aspects of context are involved. At 19, motive /, with its
artendant E major, ushers the music into a steady 3/4, to be followed by further
reduction of speed, and other obstructions. But by 33 the return to J= 138 has
come about by an accelerando, not a rallentando as at 19. The tide has tumed,
and J’s relationship to its context is now reversed: instead of calming the
agitation as at 19, it is now swept away, its attempts to re-establish E major being
brusquely diverted to the new G§ minor, and the speed now continuing to
increase.

motive L|

2. Berman (1974). The paper remains unpub- v
lished, and [ am grateful to De Douglass Green
for drawing my attention to it.
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H's role is cqually affected by its environment. It has two relationships to the
movement’s metre: the first one is heard between 16 and 19, and again from bar
191 onwards; the sccond one is cffectively in chythmic diminution, relative to
the metre of three in a bar, and operates at 26 and bar 118. Rhythmically it is
much clumsicr in the sccond form, and this ctfect is presumably deliberate,
cmphasizing the clement of delay at the entries at 25 and bar 118. At its next
appearance, though, in bars 149-52, it is fragmented, and now it fails to prevent
the tempo from beginning its resurgence to J = 138 at 32 (as indicated in bar
147).

Itis tempting to deduce that this fragmentation is there expressly to illustrate
that the surge towards the faster speed and the climax at 32 is now too powerful
to be checked —an interpretation encouraged by what happens at H's remaining
appearances. First, it litcrally sutfers a reverse with its appearance in retrograde,
as the melodic outline of the climax at 32 (in its original key), the exact point
where J = 138 is re-established. [ts other entries (bars 191-7 and bar 227
onwards) arc then made in thythmic augmentation, its relationship to the metre
restored to what it had been at 16.

What all this suggests is that it is not so much to amotive itself that we need to
pay attention as to what happens to it on each appearance. In Roger Nichols’s ape
phrase, ‘ they are signposts, not the road itsclf * (1980, programme 9). Effective-
ly, the different scttings and consequences of the main themes, cach time they
recur, act as a baromcter of how and where the movement is progressing
dramatically. g

Retuming to Laurence Berman’s observations about the alternation of ob-
structions and forward surges, his example - the passage between 25 and 28 -
appears as the central point in a larger-scale tendency. Up to 26 the music became
progressively slower and denser, the delaying influence uppermost. 26 marks the
first reversal of that tendency, being the first dynamic paragraph not to bring in a
slower tempo; the forward-moving elements then gradually wake precedence,
leading the music steadily into the long:-striding approach to the final climax. In
this regard the dclays in the central part of the movement provide a catapult-like
impulse to what emerges from it. To take the formal sequence from the begin-
ning: first of all motivic action starts, then the key is defined, then thematic
recapitulation begins (cmphasized by the interruptive cffect of 25); then, with all
the ingredients assembled, the momentum is stepped up progressively at 29, bar
142, bar 147,32,33, bar 171, 35, and finally bar 199. Timing is obviously crucial
to such a fincly judged sequence, and thus also proportions.

Discussion of this movement has been particularly necessary before measuring
its proportions. With this movement’s density of events, numerical coincidences
arc bound to appear; but they can mean little unless they involve significant
musical relationships — in this case, the counterpoint of the various levels of
musical action just discussed. I
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Proportions

From 19 to the end of the movement there is no problem of measurement:
despite the tempo flucruations, the crotchet pulsc and 3/4 metre are clearly
continuous. Before this, though, the two changes of metre, to 3/8 at /6 and back
to 3/4 ac 19, present a complication. This is because those two metrical transi-
tions are not as complementary as they might first appear. At 16 the preceding
crotchet pulsc of - J = 116 runs directly into the following 3/8 at J. = 72, withno

preparatory slackening or increase of tempo. This produccs a virtual equality of

quaverspeed: at J = 116, » =232;andat J =72, » = 216. This quaver
continuity across 16 is made audible in two ways — first, by the trumpet’s
sextuplet scmiquavers in bar 8 which anticipate the cor anglais’s triplets in bar 9;
and second, by the following 3/4 hemiola groups which dominate between 16
and 17. By contrast the transition at 9 is approached * En retenant’; consequent-
ly a quaver equality across 19 is impossible in terms of musical flow, and here the
very audible relationship is that the 3/8 bars lcading into /9 arc continued
one-for-onc by the 3/4 bars afterwards, so that in terms of pulsc, bar cquals bar
across the transition.

This means that any bar between 16 and 19 has the same pulse value as each bar
after 19, but that bars 1-8 cach have the equivalent pulse value of two of the later
bars. Once again, this is not to suggest that bars 1-8 would be heard as units of
two; the logic explained on pages 17-18 applics again. If onc unit is taken as the
value of a bar from 16 onwards, 16 occurs after 16 units, 19 after 43, 25 after 99,
33 after 170, and the movement ends after 269, giving the formal oudine of Fig.
9.1 (the overlapping binary systems) the dimensions shown in Fig. 9.2.

Fig. 9.2

6] 27 36 n 2

b

@ 1 end

The first two transitions arc linked by GS (16:27 units), and from the
*recapitulation’ to the end is the same distance (99 units) as the portion up to 25.
But it is uncertain what to make of that, since the overall sequence, unlike the
formal outline of *De I'aube 2 midi’, avoids any consistent pattern of GS or

symmetry. o p
Fig. 9.3 adds deail to the outline with the movement’s sequence of smaller
motivic segments, measuring for the moment from each of the motivic entrics.
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Figure 20 is slightly ambiguous, as it could also be viewed as a continuation of
the segment beginning at /9. It is therefore marked scparately below the line in
Fig. 9.3, leaving both interpretations possible in the diagram; the same applies to

bar 171.
Fig. 9.3
1.3
16
16} 27
| h%,j“ ls] 54
17
(bar 171)
)]

Again no consistent proportional sequence emerges, except that the first three
main scgments (if we pass over the entry at 20) are related by GS and symmetry,
there being only one inexactitude, of 27 units against 26. This discrepancy apart,
the pattern relates the first thematic and tonal departure points by GS (16:27)
and provides a near-symmetrical balance (27:26) around the arrival of the tonic
key at 19 - all of this musically logical. (The ‘recapitulation’ at 33 — where E
major is not re-cstablished ~ correspondingly is given no symmetrical position-
ing.) The proportional sequence is then interrupted; while a careful search may
reveal more correspondences, they mean littde until they can be shown also to
define special musical relationships. The most marked overall tendency in the
succession of segments is that it becomes increasingly compressed between 25
and 29, before broadening out from 29, corresponding with the same character-
istic in the dynamic sequence.

The state of affairs changes, though, if the textural overlaps, discussed some
pages carlicr, are also taken account of. This is shown in Fig. 9.4. Apart from
sctting the break at 25 in strong relicf, the sequence of smooth transitions also
reinforces this by forming a number of symmetrical and GS progressions —
30:30, 16:16 and 12:20 - all converging on 25. But from then on the remaining
textural overlaps do not focus proportions on any point in that way (the later part
of the movement is omitted from Fig. 9.4 to avoid congestion). That is, this
proportional system stops firmly at 25, its point of convergence.

Fig. 9.5 follows proportions from a different aspect, the arrivals of the
dynamic peaks. 25 and 26, which have been seen to have a different structural
significance (not being culminations), are included, but lower in the diagram, so
that the sequence can be viewed cither with or without them. (The less promin-
ent peak in bar 99 is included as one of the culminative dynamic peaks, peak I11,
since it comes in the middle of a segment. Reasons for its lesser prominence will

[T}
[ Y (barid4
43 (bubd lbul“)( ! e

m

" 159

m (bar 118) m end
2 l%:l%l‘ 12016} 2 62 37

| I

7 be seen later.) Again in contrast to the outer movements, this sequence by itsclf
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yiclds no exact or consistent proportional logic, except for the general tendency
already noted of greatcst density between 25and 29. N\

It is this general parallel Figs. 9.4 and 9.5 that suggests what to do
next, remembering that the ents have already been scento be gmupcd info
larger paragraphs by the position of the dynamic culminations. Fig. 9.6 shows
the arrivals of the dynamic pcaks. together with the beginnings of those larger

118 ]

¢
'
v

‘Jeux de vagues'

paragraphs, onc of which begins after each culmination. 25 and 26 are also taken
as beginning new paragraphs in this sense, as that is obviously their audible
cffect; as will be seen, this has very specific consequences. Before following Fig.
9.6, it should be noticed that some of the peaks are momentary (for example,
peaks II1 and V, at bars 99 and 126), whereas peaks [ and II are spread, and also
symmetrical, with the contre of gravity at the centre of the spread. Peak VI is
mor€ complex, covering at least cight bars after 32, and with two twin points of
fortisimo impact in bars 155 and 159.

The centre of peak [ (beginning of bar 30) is placed 37 units after the
beginning of the movement; similarly the centre of peak 11 (bar 73) is placed 37
units after the beginning of the second paragraph. This repeating pattem is then
broken by the intrusion of the fourth paragraph at 25, after only 16 units (bars)
of the third paragraph. From then on, obviously, the distances between para-
graph beginnings and culminations are much shorter, and arc irregular.

25’ interruptive cffect therefore works on yet another frone, breaking the
carlier dynamic periodicity. But in doing so it begins a new development. The
third paragraph, beginning at 23, is denicd a culmination at 25; therefore the first
culmination after 23 is peak III, which arrives 23 units (bars) after the beginning

_of paragraph II1. By this time paragraph IV has already begun, at 25; peak IV

arrives 23 units after this. Again paragraph V has already begun, at 26; peak V
arrives 22Y3 units after this. Peak VI, at 32, then arrives 23 units after the
beginning of its paragraph at 29. Only the paragraph beginning at bar 118 hasno
such follow-up, this being obviously to avoid interference with the build-up to
peak VI which has already begun at 29. .

This hidden new pattern of repeating groups of 23 (with only one inaccuracy,

Fig. 9.6
m%ﬂf 1 peak VIl
2 ¥4
T 'S pakVl
1Y
centre
of peak |
™)
e pe.un[w“
3 I ] s [”j L]
37
23
23
2 t p3] 2

kX

14
panragraph grouping (b ;I»
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of less than a bar) is remarkable enough by itself; but its particular significance to
the larger surrounding context, with the carlier 37-unit repeating pattern, is that
GS of 37 is 23. The scquence is achicved by a new varicty of stfuctural overlap -
in effect a stretro of dynamic sequences - which begins at the exact point, 25,
where the carlier overlapping system, in Fig. 9.4, stopped. The stretto itself then
ceases, as Fig. 9.6 shows, from 29, and peak V11 remains entirely independent of
this numerical pattemn. :

Peaks I to V1, at least, can now be scen as having been logically introduced to
the movement in proportional terms. Once there, they proceed to set up a
further wave pattern, based on an intricate hicrarchy of dynamic momentum.
This is logically determined by a combination of their own dihcmions and the
amount of dynamic preparation preceding them. (This is just a very intricate
application of the same logic that distinguishes the important peaks V1 and VIl
from the preceding smaller ones.) Fig. 9.7 illustrates this system.

Fig. 9.7 w0
centre of peak Il ! %0
beginning (bar 7%) jpul( Vi begins
! m
— 80 ——s +———— 80 ——»!
]
”fpeakl v {
o 30 peﬂ:’ J
L o | b B
PAA
| peak Il I peak vl Lofeiiri
106} 13}
264 I 264 I ’26}
| | ]

Peak V1, as already mentioned, is of a different order from the five preceding
peaks, with its long preparation from 29 and its eight-bar spread following 32; it
accordingly forms the culmination of this proportional system. Of the preceding
five climaxes, peak II (bars 72-3) audibly carries the most fnomentum, partly
through its full scoring, but mostly through its swo-bar spread and through
having the longest preparation of these five climaxes —six bars of crescendo, from
bar 66. It therefore takes a principal position, its centre;forming an exact
80:80-unit division between the beginning of the movemeit dnd that of peak VI
at 32. Ic then sets off a second sequence in conjunction with peaks [and IV, the
next two in order of momentum. (Peak I, more thinly scored, is spread over four
bars and is given harmonic preparation, if little marked do, between I7
and 18. Peak IV lasts lbraﬁnﬂbarandispmpandbyd\m?mofmndo.)

. ]
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This second sequence is again a symmetrical one, of 43:42:42 units, leading to
the exact centre of peak V1. (The apparent inaccuracy of one unit is more than
covered by the spread of peaks I and IL.)

Peak I finally scts off a third symmetrical sequence, this time passing via pcaks
Il and V, the most momentary peaks, with also the shortest preparation times —
less than 2 bar and 24 bars respectively of crescendo. (The fortisimo and fuller
orchestration of peak V are presumably to d-aw arrention o the imminent
change of mood at 29, without affecting the criteria of duration and preparation
involved in Fig. 9.7.) Taking the point of measurement in peak [I1 as the third
(and loudest) beat of bar 99, the sequence is one of 26%3:26%3:26% units, and it
again completes itsclf at the beginning of peak VI. One could give no apter name
to the events shown in Figs. 9.6 and 9.7 than ‘games of waves® - as Debussy has
donc in the title. This time the proportional games are all directed towards peak
VI and stop on reaching it.

In various ways proportional coherence is beginning to crystallize. Yer it is
tantalizingly incomplete: nonc applies to the whole movement. In particular,
peak VII, the most crucial one, remains aloof from them all as, indeed, does the
entire later part of the movement. What Figs. 9.3-9.7 do show is how logic
gradually cvolves, apparently spontancously, out of events that first appear
-unpredictable and almost random.

This sense of inconsequential frolic in the carlier parts of the movement is apt
to the movement’s programmatic context. But in the course of those diversions
Debussy, whether consciously or not, has taken us by stealth, using all the
fragmentary sequences of cvents to define focal points of tension and qualitative
change. Figure 25 is prominent as the focus of Fig. 9.4, as a centre of lincar
interruption generally, and as the central tuming point in Fig. 9.6. Figure 29
marks the sudden end of the inconsequential frolics (and of the dynamic stretto
in Fig. 9.6), replacing them with large-scale dynamic accumulation - the crucial
point where dynamics move from a ‘foreground’ (or surface) roke in the form to
‘background’ (or fundamental) role. This is made audible exactly at 29: instead
of bringing in a playful new theme, as he had done at carlier parallel points like
23, Debussy now tumns the end of the preceding segment into an ostinato,
delaying the expected thematic entry for another four bars, and adding harmonic
tension by the bass's tritonc leap to G. Peak VI then marks the completion and
convergence of all the sequences (Figs. 9.6-9.7) set up by the ‘foreground’
dynamic cvents; it also marks the first ‘background’ dynamic culmination.

Taken in order, these three points define progressive focal points of increasing
structural tension on the broadest scale; and since the various sequences of Figs.
?.6-9.7maﬂsctinmotionbyd1cimpuls:andpositioningofpeakl.pukl
itself counts as a primary point of gencration in this progressive definition of
structural impetus.?

3. The relatlonship is also reflected vthe  choeds ' i i
hnmcﬁmau:muﬁngonduﬁ;.:‘n‘:zm which qi‘.';’.ﬁm gfund:;;:umﬂys'
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These points are shown in Fig. 9.8 as Sequence A. Peak I, centred after 37
units, as the generative point of growth, lies within one bar of sccondary GS on
the way to 25, after 99 units.* 25 itsclf, as the main centre of interruption and
compression, forms a primary GS 0f99:61 units up to the beginning of peak VI
at 32 (160 units). This last point, marking the centre of dynamic convergence at
peak VI, then gives a symmetrical division of 61:62 units from 25 leading to 38,
the movement’s final climax (peak VII), after 222 units (the apparent discrepan-
<y of onc unit is more than covered by the spread of peak VI). 29, beginning the
approach to peak V1, forms an intermediate GS of 38:23 between 25 and peak
VI at 32. In the process it also complctes a further GS around 25 of 62:38 units.
But most important, as the moment at which the movement’s dynamics step out
to a dominating dramatic and structural role, 29 lies at the primary GS of
Sequence A itsclf, dividing the 222 units up to the final climax 137:85.

Fig. 9.8: Soquence A
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Sequence A’s progress involves it particularly with motive H, which domin-
ates Sequence A’s first division, at peak I. The next division in Sequence A marks
motive H's first return at 25, with a strong delaying effect. The reversal of this
tendency (literally, with H in retrograde) occurs at 32, again in Sequence A,
where the tempo re-attains J = 138, with no further delays before 38. H makes
one remaining appearance berore peak VI, at bar 191 in chythmic augmenta-
tion, its original relationship to the metre restored, as already described. This
re-entry divides the final 62 bars of Scquence A in GS of 38:24. .

Motive L is also involved. Most obviously, it dominates the final climax at 38.

The primary GS on the way there, 2t 29, is the segmient introducing L;. The only
preceding entry of L, in the form of L; at 23, is, correspondingly, within two

other peak that docs this is peak I, which simi- 4. GS of 99 is 37-8:61:2, 50 both 37:62 and
larly leads the bass directly to E at 9. The bist  38:61 are within one uRit of the exact value,
intermediate peak, at bar 126, provides both a  although 38:61 is the closer approximation. A
sicpping-stone and 2 symmetrical balance o reason will be seen later for the use here of ty
this, by being given ona dominant ninthonC8,  marginally less accurate option.

leading the bass immediately to the tritonal G.

122

i *Jeux de vagues

units of the secondary GS of Sequence A after 85 units. (A reason for the small

inaccu{-acy in the latter casc will be scen later.)

The'interruption ar 26 (as opposed to the onc at 25) has had no part in cither
the proportional or the musical logic of Sequence A. What is its significance,
assumfng that Debussy’s sudden forte is designed to bring it to our ateention? It
has three clear musical relationships. First, it is a point of tonal disruption,
dispelling the preceding tonal stability rather as the harp glissandi at 20 had
dispelled their preceding E major. In that sense, therefore, 26 and 20 are related.
Thematically 26 is associated with the earlier entry of motive K at bar 62. And by
giving the first indication of sustained forward flow after the carlicr progressive
reductions of speed, 26 starts the forward impetus that cventually leads through
to the final climax.

These four points arc proportionally related. The halfway point of the 111
units up to 26 is marked, to the ncarest whole bar, by the carlier tonal disruption
at 20, after 55 units. The earlier entry of motive K, after 69 units (bar61), in turn
forms the GS on the way to 26 (69:42 units). And 26 itsclf marks the exact
halfway point to the final climax at 38, after 222 units.

Between 26 and the final climax at 38, two more events in particular st the
music icreversibly on its forward surge towards 38. One is the nature of peak V.
The use of a double climax there, with two points of impact four bars apart,
pushcs the music on, preventing the ritardando which had followed cach of the
previous dynamic peaks; and this sccond point of impact in peak VI (bar 159)
also sets in motion the sequence of four-bar phrases that runs unbroken to 38. In
parﬁéuhrly subte ways, therefore, the presence of the second impact in peak VI,
at bat 159, cxerss a special influence on the movement’s impetus. The most
decisive turning point of all follows soon afeer — the shift to the Gf§ pedal point at
bar 171, which then continues all the way to 38.

Fig. 9.9 shows all those points together, as Sequence B. The scoond point of
impa¢t of peak VII - with its dominant ninth on B} also a centre of chromatic
tcnsi{n ~ continues the symmetrical part of the sequence, dividing the 111 bars

26 and 38 in the ratio 55:56 (again as near as possible in whole bars, or
5514155 V2 if onc measures to the centre of bar 159). The other turning point —
bar 171 — divides those same 111 bars 67:44 — as near as possible to GS without
disrupting the four-bar groups that run to peak VII. (GS of 111 is 68-6:42-4;
therefore the inaccuracy is less than 1%3 bars out of a total of 111 — the minimum
possi':lc in the context.)

Therefore Sequence B comprises two main strands, both involving 26 and 38,
one ¢f them GS and the other symmetrical; the former connected mostly with
forward-moving melodic impulses, and the latter with tonal departure or disrup-
tion 526 involves both). And the entire sequence develops by GS out of the

s first two points of growth at 16 and 19, whose GS relationship was
notedl in Fig. 9.2 (page 116). '

The final part of Sequence B, from bar 171 to 38, contains two more transi-
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Fig. 9.9: Sequence B
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tions. At35 (*En animant beaucoup’) the GHf tonality gives way to chromaticism
above the bass; as a further point of tonal disruption this associates itsclf with the
symmctrical part of Sequence B, dividing its last 56 bars 28:28. At bar 199
tonality is defined again with the change to the major mode, and M enters in
canonic augmentation with itsclf, giving a final increase to the breadth of stride
leading into 38. This point is logically associated with the GS panof Sequence B,
and correspondingly divides its last 44 bars 28:16 (= 7:4) —againas near to cxact
GS as the four-bar groups permit.

[t may appear odd that the part of. chu:noc B associated with tonal departure
and disruption is based completely on symmetry, rather than GS. A logical
msonlsdmwmlmstablhtymthumvanmthaadlﬁ'uundmmncand
structural effect than in the outer movements, sunplybecausehmntunotsct
against a background of firmly established tonality. In this movement focal
points of tension are defined morcbyﬂxcoonmbawemdnﬂ'ctmttypsof
structure, andoppositions of delay and propulsion in 'the dramatic pacing; these
form predominantly GS divisions in Sequences A and B. This is the same logic as
already seen in Fig. 9.7; there the smaller-scale dynamid peaks before 29 —
momentary cvents that do not have the structural weight of peaks V1and V11, or
of the climaxes in the outer movements - also formed symmetrical rather shan
GS sequences.
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The opposition between stability and tension in this movement appears,
therefore, to have been shifted to different musical parameters from those
operating in the outer movements — a logical continuation, in fact, of how
Debussy’s other works up to 1905 had shifted their architecture from conven-
tional diatonic and thematic parameters to less usual ones like dymmic shape,
forward impetus and recession, and degrees of chromatic tension. ‘Jeux de
vagues’ now defines and exploits contrasts and layers within these new ficlds —
such as differentiated types of dynamlc ‘veighting’ (Fig. 9.7), or contrasts of
delay and pmpulslon One of the main results is greater freedom from depend-
ence on conventons like sustained tonic stability for the music’s anchoring
pomts. the form can now be organized with even less obvious sign of what holds
it up. In this way the movement’s largc-scalc formal framework can avoid any
proportional regularity in its gradual expansion (Fig. 9.2), while the smaller-
scale events within it gradually build up weightier tensions and oppositions that
guide the movement into a progressively more incvitable course.

lndoedltappars.ﬁmndicpolantybcmcm foreground’ and ¢ backgmund'
dynamics in ‘Jeux de vagues’, that Debussy is ingeniously exploiting within one
movement, consciously or not, a process that had gradually evolved In his

musical stylc over the previous fifteen years.

Smaller musical details reflect the propomonal logic of Sequences A and B.
The contrasted dynamics at the two interruptions at 25 and 26 are an cxamplc 25
introduces a sudden compression of dynamxc level and of subscqucnt dynamic
pacmg, corresponding to the geometric compression of its primary GS divisions
in Sequence A (page 122). Oonvcrscly 26 bnngs asudden expansion in dynamic
level, corresponding to the geometric expansion of its sccondary GS dmslons in
Scquence B (page 124). ’ i

Peak VI embraces both Sequences A and B; it is within its cight-bar $pread
that their previously diverging paths begin to draw together again prior to
converging on peak VIL. (The way the beginning of peak VI at 32, which'marks
Sequence A, is pulled mtod\etwofollowmgpomtsofunputoo\ﬂdbcvnewedu
mﬂcctmg the approaching convergence of Sequences A and B.) As the
tion point also of all the smaller-scale dynamic sequences of Figs. 9.6-9.7, pcak
VI therefore binds togcthct all the movement’s dyn:umc sequences; it aptly lies
over the movement’s primary GS, after 166 units.

The diverging patiuofchumces AandBatthe begmmngof:he mcm:mmt
also offer an explanation of why, in Sequence A, 37 units are taken 'as the
secondary GS of 99, rather than the marginally more accurate 38 urlits (as
mentioned in note 4 on page 122). The choice of 37 hdps to keep Sequence A
clear of Sequence B, whose course is defined only six bars later at 19. !

. The last part of the movement has still been discussed licde. At39 the
begmnmgofd\chda.dtcbmmmmE.bm:hcharpglmdngam
intervene, introducing submediant harmony that prevents the re-entry of H in
bar 227 from resolving itselfharmonically with the bass E. Only at s ﬁnhl entry

125 F



... S0 A - —_—

La mer

in bar 243 docs the now whole-tone chromaticism subside, reconciling the E
major tonality with H at 41, after which the movement logically can, and docs,
close. '

Fig. 9.10 traces motive H's complete entrics in the movement (excluding the
fragmentary ones in bars 149-52); the last two entries in the Coda complete a
serics of symmetrical and GS ratios linking them all ~ 99:99, 109:109, 125:125
and GS 0 83:135. In addition, the entries of L; and L, accommodate themselves
within this larger sequence, as shown lower in Fig. 9.10. (Hence the small

inaccuracy of L,’s entry relative to sequence A, mentioned on page 123.) -

Therefore the movement’s final thematic entries are carcfully placed to complete

the carlier sequence logically. :

!

Fig. 9.10 |
beginning 123 (bas 118) 250 (bar 249)
p
R : —— - 12} —— - - 125 ——» :
[ | Y]
| (bar 227) |
! | } '
Do 109 109 ,
11 ]
entries of |
motive |
\ 16 » 16
\ { —8 . _— s —
\
v l 198 (bar 191) 7Y
\ ] - 99 - ]e— - 99 — {end)
LI |
L

Liand L)z 83 148 (bar 134) ;
|

The positioning of cvents up to the end of the movement then miredrs that of
cvents with which the movement began - but alsq with a reversal of die musical
functions concemed. This reflects the reversal of effect which variqus of the
motives and musical functions have undergone in the course of the mlovement.
Thus the movement’s first 99 units up to 25, the impottant dyrumic tuming
point, arc matched by the final 99 units from the movement’s formal
‘recapitulation’ (at 33) to the end. The first dynamic focus (peak I) is denitred 37
units from the beginning; the final formal segment division at 39, beginning the
Coda, is 37 units before the end. The movement’s first formal paragraph finishes
at 19, after 43 units; 43 units before the end of the movement thé dynamic
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recession from the final climax begins, at bar 220. Slightly less accurare, the start
of motivic action, 16 units after the movement’s beginning, is matched by its
final tonal resolution at 41, 17 bars before the ¢nd. The positioning of every
segment of the movement (shown in Fig. 9.3) has now been accounted for, and
with the mirroring of events and functions just noted, the movement draws to 2
symmetrically matched close: the symmetrical formal aspects complete them-
sclves, and the reversal of structural roles just described lets the purely forward-
moving dynamic sequence run unhindered to its apex at 38.

The synthesis

After all this intricate logic, the movement s Ieft with a proportional discrepancy
not encountered in any of the earlier analyses here. Sequences A and B lead to the
main climax at 38 and the movement then recedes to a triple-piano conclusion. So
did * Reflets dans I'cau’ and * Spleen’ (Chapters 3 and 4 above); but in those cases
the end of the picce marked exactly the completion of the main proportional
sequences which had led via the picce’s climax. Butin ‘ Jeux de vagues’the 47 bars
from 38 to the end of the movement give no proportional connection whatever
to anything in Sequences A and B. Similarly the final tonic resolution at 1,17
bars before the end, has no proportional relationship to Sequences A or B, and
forms no other apparent proportional logic.

It is most surprising that the thorough proportional continuity throughout
the rest of La mer, quite apart from the momentum of Scquences A and B, should
suddenly be lcft unresolved at the end of *Jeux de vagues’. An explanation might
be that a sense of unresolved momentum is apt in this context: La mer does not
finish after *Jeux de vagues’, and the unresolved momentum of Sequences A and
B here corresponds with'an instinctive fecling thar the music has not come
completely to rest at the end of *Jeux de vagues”. (The response is admitredly
subjective, but was present before proportional analysis of the movement was
even contemplated, and is one shared by many listeners.)

Even so, for Debussy to allow (whether consciously or not) the preceding
proportional exactitude just to collapse after 38 scems arbitrary; or might some
new device be involved? If so, it would be likely to concem the idea of the
accumulated momentum of *Jeux de vagues’ running on into the finale. To be
more precisc: is the apparent proportional disintegration at the end of *Jeux de
vagues’ simply left, or could it lead to an eventual resolution?

An answer comes from s metronome indications. “Jeux de vagues’
finishes at J = 138; thatis, bar = 46. ‘ Dialogue’ begins at J= 96, or bar = 48 —
a virtual cquality of bar speed across the two movements. Since in each case
one bar equals onc of the units used above for the proportional analyses of the
two movements, the same numbers can be used again to show the proportions

- of the two movements together in sequence.
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It should be added that doing this carries no suggestion that Dialogue® should
follow ‘Jeux de vagues' in performance without any break. Within reasonable
limits the gap between the two movements does not matrer in this way since,
being rhythmially unarticulated, it just represents a pause over the double-bar.
‘Dialogue’ then continues the motion, taking over at virtually the exact tempo at
which ‘Jeux de vagues’ had finished.®

Fig. 9.11 puts the two movements together in sequence; to help clarity, * Jeux
de vagues’ is represented by bold lincs, and * Dialogue’ by broken lines. To avoid
confusion between the two sets of number references in use (one for cach
movement), the bar (unit) references for * Dialogue® arc circled. These again
refer to bars of the finale completed, and are the same as in Figs. 8.1-8.7.

Fig. 9.11: ‘Jeux de vagues' and ‘Dialoguc’ in sequence
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The most immediate result is that the 47 concluding bars of * Jeux de vagues’
(from 38), added ro the 55 which comprisc the Introduction of* Dialogue’, make
up a total of 102 bars from 38 to 46, that is, from the final climax of *Jeux de
vagues’ to the beginning of the sonata form of the finale. These provide, to
within a bar, a symmetrical balance to the 101 following bars (after 46) of the
finale’s Exposition. Therefore the finale’s enharmonically related points of tonic
arrival - at 46 and bar 157 — now both subtend symmetrical divisions, forming a

5. A curious deail at this point in the manu.
script full score, Ms. 967, is that at the end of
‘Jeux de vagues’ Debussy omiteed to ink in a
double-bar, as be had inked in at the end of
*De Faube A mid?, leaving only a pencilied bar-
line (Ms. 967 is otherwise all in ink). An over-
sight, no doube, but it perhaps betrays at least a
subconscious celuctance o ink in a visual barri-
cade where the music had not properly come to
sesz. This idea receives support from a leteer of
13 January 1905, from Debussy to Jaoques
Durand (Dcbussy, 1927, 24): *I've rewocked
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the end of “Jeux de vagues™, as it would neither
stand up nor tic down (fmns clle ne senait ni
debout, ni ax reste]’ ~ 2 comment that sums up
what we have scen propostionally. While the
fact remains that Debussy then changed the
passage, it is reasonable that in doing 3o he
would retain any aspects'of that srate of affairs
which could be put to predise musical purpose,

wiptyque, [birie, he made dfc
the sccond and third movements explicit.)

!
i “Jeux de vagues®

sequence of 102:101:101 bars from 38 to the finale’s Coda. GS of 102 is 63; the
102 bars from 38 to 46 thus also provide a GS balance, to within a bar, of the 62
bars of Sequence A leading to 38. (The slight inaccuracy of one bar in cach casc is
covered by the spread of peak VIl at 3‘8; other reasons for its presence will soon
be seen. ‘ . :

mac}orc this entire sequence, including the central 101:101-bar division of
 Dialogue’ (as in Fig. 8.6), forms the continuation and completion of Sequence

* A. As partof this, the end of the final¢’s Introduction at 46, where the sustained

crescendoiis cut short, now forms a GS of 102:62 Y2 bars benween the final climax
of * Jeux de vaguces’ at 38 and the tirst dlimax of * Dialogue® at 51 - a connection
that obviously has some bearing on the tremendous animation of the section
leading from 46 to 51, and the explosive force of the climax itself at 51.

Fig. 9.12 traces proportional continuations of Sequence B, again representing
‘Jeux de vagues’ by bold lines and ! Dialogue’ by broken ones. Although its
resulting points of continuation in the finale have not such powerfully defined
musical connections as Sequence A’s ¢ontinuation — they hardly could have —itis
remarkable enough that those proiccéions of Sequence B (all accurate to within a

|
Fig. 9.12: Other continuations of *feut de vagues’
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bar) all define important points of the finale - the remaining subdivisions of the
* Introduction, the Codetra, and the retum of motive F with the tonic key in the
Recapitulation.

Some additional links are shown lower in Fig. 9.12. Most notably, the 309
bars from the *recapitulation’ of *Jeux de vagues® at 33 to the recapitulation
of * Dialogue’ at bar 211 are divided symmetrically {to the ncarest whole bar)
154:155 by the tonic key’s return at 46, where the finale’s sonata form begins.

With the relationships scen in Figs. 9.11 and 9.12, all the main points in the -

finalc’s formal outline, including all the divisions of the Introduction’s spiral, arc
now accourited for in terms of proportional continuation from ‘ Jeux de vagues®.
(The readet who belicves that such consistent connections could be found using
any ratio, if onc trics hard enough, is encouraged to try doing so with any ratio
other than the two used here.)

The slight stretching of Scquence A's proportions, as it continucs into the
finale, can now be cxplained by Sequence B's simultancous projection: as the
musical relationships defining Sequence A are stronger, they can better afford to
take this small amount of distortion (no more than onc bar, or approximatcly
1%, at any division), whereas the less obvious conncctions of Sequence B's
continuatign would more casily be lost by small inaccuracics.

This linking of the two movements also clarifics larger-scale tonal rela-
tionships. The sequence of 102:101:101 bars in Fig. 9.11 from 38 onwards links-
the four points that end the four G#/Ab pedal points between 33 and the end of
La mer. The central two of these four divisions mark the perfect cadences to CH
and Db, and accordingly subtend the sequence’s symmctrical divisions. The
outer two divisions, which conversely mark interruptions of the pedal points to
Bb (at 38, dnd bar 258 of the finale), logically have no symmetry around them.

Obvious)y the G§§ pedal in *Jeux de vagucs’ strongly anticipates the finale’s
home key; :Debussy emphasizes this by adding a seventh to the G§ harmony
from bar 199 onwards in ‘Jeux de vagues’, giving it as strong a dominant
implicatioj as possible. One result of this is that by the final cadence of ‘Jeux de
vagues’ at 41 the long-awaited resolution there to E major is already undermined
by the implications of the preceding G# pedal. This is one logical reason why,
despiteits ﬂcingapetfcctadmcc, it forms no symmetrical divisions within ‘ Jeux
de vaguss'| In larger terms it represents only an intermediate tonal centre,
between the beginning of the Gi pedal at bar 171.0f *Jeux de vagues® and the
eventual eesolution from GB at 46, Thosc two points are scparated by 146 bars;
the perfect cadence to E at 41 divides them 74:72 — as near halfway as possible
without interrupting the two-bar groups which preserve abroader momentum
from 38 until after 42. N
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The Sibley manuscript

This shows fewer visible alterations in * Jeux de vagues® (although we know that
at least the last two pages are a late replacement) than in the outer movements.
Bars 148 and 150 are not written out in full but are indicated only by the
instruction *deux fois’ above bars 147 and 149 - probably a later alteration, as
Dicbussy normally entered repeated bars in sequence on the staves.® Omitting
these bars has lictle cffect on Figs. 9.3-9.7 (that is, leaving out Sequences A and
B): where proportional systems exist there, the points of measurement at peak
VI could reasonably be taken as the two points of fortisimo impact, rather than
the beginning and centre of the climax. But when Sequences A and B are taken
into acoount, accuracy sutfers, particularly in relation to the finale.

The other differences are that bars 2234 are entircly abscnt from the Sibley
manuscript, and that the movement’s final bar, although inked in, is scored out
again in pencil. (It is then restored in the later scores.) Though these last
differences, coming after 38, leave Sequences A and B unaffected in Figs. 9.8 and
9.9, their signiticance becomes apparent when the relationship to the finale is
considered. [t has already been mentioned (page 109) that in its final state the
Sibley manuscript rather mysteriously gives only 99, rather than 101, bars as the
finalc’s Exposition. ‘Jeux de vagues’ supplics an explanation: because of the
absence of bars 2234 and the deletion of bar 261 in * Jeux de vagues’, the final
form of the Sibley manuscript gives three bars fewer between 38 and 46 than in
Fig. 9.11 - that is, 99 bars. In this state Sequence A and its continuation are
given almost maximum accuracy from the beginning of* Jeux de vagues® to the
central pare of the finale, with a sequence of 99:61:62:99:99 units (compare
with Fig. 9.11 on page 128). As Scquence A is musically the most important, it is
of interest that, according to the Sibley manuscripe, it appears to have been
Debussy’s main concern at first, whether consciously or not, before Sequence B
was catered for.

His order of proportional adjustment thus appears to have been (again
whether consciously or not), first, the smaller sequences in * Jeux de vagues® (the
Sibley manuscript without its visible changes), then Scquence A (the changes
visible in the Sibley manuscript), and finally the accommodation of all those
together with Sequence B (the full score and editions).

The other result of the missing and deleted bars in the Sibley manuscript is to
make the final perfect cadence of * Jeux de vagues®, to E major at 41, subtend a
division of 72:71 between bar 171 of * Jeux de vagues’ and 46, instcad of 74:72
asin the printed scores. Ifthe deletion in pencil of bar 261 was made at a very late
stage, as is likely, the ratio prior to this deletion would have been 72:72. Again,
to have maintained maximum accuracy here would have caused greater inaccura-
<y clsewhere in Fig. 9.11. L

Debussy contemplated making it two bars; he
6. Bar 33 in the Sibley manuscripe also has a  evidentdy abandoned this late idea again in the
cough vertical fine through it, implying that full score.

131



La mer

Other observations

The initial marginal inaccuracy of Sequence B scen in Figs. 9.2 and 9.9 - the 27
units berween 16 and 19 instead of a theoretically ideal 26 — can similarly be
accounted for. Had Sequence B followed exact bijugate Fibonacci numbers (16,
26,42, 68...), figure 26 would have had to arrive after 110 units instcad of 111,
and figure 38 aftcr 220 instead of 222. Sequence A would then have had to be
compressed correspondingly, resulting in worse inaccuracy later as it continucd
into the finale. The inevitable inacauracics, therefore, are again distribured as
evenly as is musically feasible. Once again, of all the slightinaccuracies seen in the
proportionally significant parts of Figs. 9.2-9.11, there is not onc that could be
removed without causing cither worse inaccuracy in another proportional
sequence or clse obvious musical damage.

Might the relationship between the last two movements have a bearing on the
tite * Dialogue du vent ct de la mer? If the first movement has all the weight of
the sea’s tidal pull, and if the sccond movement’s airicr waves can be associated
with the action of the wind, then structurally the finale provides a dialoguc of the
two, combining a recapitulation of structures from the tirst movement with a
completion of the dynamic sequences from the central movement.

This also has specific numerical rapports. The form of * Dialoguc® is built up
proportionally of a combination, or dialogue, of the numbcr system scen in Fig.
8.5 with that of Fig. 8.6 (pages 101-2). Fig. 8.6 has now been seen as a
structural completion of * Jeux de vagucs'. Fig. 8.5, more independent, is based
on the summation series 9, 16, 25, 41,66, 107, 173, 280, 453... — the same serics
that forms the basis of the main outline of * De l'aube A midi’ (to within a unit
in the higher numbers) and most particularly its First Principal Section (Figs. 7.1
and 7.9 on pages 74 and 86). Debussy's original title for the finale — *Le vent
fait danscr la mer’ (Debussy, 1927, 14) — provides the same structural analogy:
the momentum carried over from * Jeux de vagues’ makes the structures recapitu-
lated from the first movement dance, in the exact sense of inverting their shapes
and transposing their sequence,

Perhaps the most surprising point of all follows from this. It has alrcady been
noted that * Jeux de vagues' is built up by exploiting and developing fine distinc-
tions and layers within the broader structural principles which were scen to
goveren the first movement. The finale then m:apiml\ztcs the original structures,
but in a transposed sequence that integrates them more thoroughly. In this sense
the three movements make up the three parts of a sonita form — not built, of
course, on the conventional thematic and diatonic argumeht, but instcad mov-
ing the process below the surface and using defined shapes ‘and structures as
subjects or motives, developing their musical implications, and fihally recapitu-
lating them. Since the finale itsclf aptly sums up the whole process by forming its,
own sonata form, it scems likely thae Debussy also thought along those lines.
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W!mcvcr the answer, what we have scen proves that sonaca form, used with such
originality, is not incompatible with the spirit of Debussy’s music.

This interpretation is substantiated by other formal characteristics of La mer.
Onc is the sharp distinction between the sections in the tirst movement, unusual
for Dcbussy, corresponding to,the distinctness of separate subjects in an exposi-
tion (which literally means a display). Another is the reversal of traditional tonal
use of sonata form in the finald, using the central section as a tonal focus for the
entirc movement and thus emphasizing the movement’s recapitulative function
in the entire work. A third is the more emphatic structural close of * De 'aube A
midi’, corresponding to the traditional exposition's double-bar, whereas  Jeuxde
vagues’ carrics its form and sequences over into the finalc in the same way that the
traditional development scction needs the recapitulation to complete its logic.

It is worth adding that suck{ unorthodox treatment of sonata form is no bolt
from the bluc. Onc notable forerunner of Debussy’s ideas in this respect is
Schumann’s Fourth Symphony — an apt example, since Cyril Scote among others
(1924, 103) has documented Debussy’s enthusiasm for Schumann. In this
symphony Schumann similarly deprives his first movement of the expected
sonata recapitulation, and instead the finale recapitulates the first movement’s
irregular material, again making its own sonata form out of it. Schumann also
links the introduction of the finale to the preceding movement, just as we have
scen happen, though in 2 moke hidden way, in La mer.

|
|

Precisc connections with ‘bc l'aube 2 midi’

Though the form of ‘De L'a"ubc A midi’ is more sclf-contained than that of
‘Icux. de vagucs’, it has alreddy been scen to compress and play down its
recapitulative aspects. For this reason it is logical that its final returns to the Db
tonic chord, in bars 135 and 1;39, avoid any symmetrical positioning within the
movement. At the same time these arc massive events musically, and one might
expect their influence not to'be completely cancelled by the cnd of the first
movement. Jean Barraqué’s remarks quoted on pages 645 above lend support
to this view. Morcover, the Score invites us to explore the idea, because the
metronome marks indicate a rthythmic continuity into the next movement. ‘De
P'aube 2 midi’ closes at p= 80/or J = 40; ‘Jeux de vagues’, opening at J = 116,
or bar equal to ¢. 39, continuls this pulse almost precisely. Each of those — the
crotchet pulse at the end of * De Paube 3 midi* and the bar pulse at the beginning
of ‘Jeux de vagues® — equals t\+o of the units used for measurement in the above
analyses of those two movements, so that the numbers used for the above
analyses are again compatible for measuring the movements in sequence. (In-
deed, this mcans that the unitg found most convenient for the above analyses of
the three movements have t}xmed out to form a common unit running all
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through the work, which is surcly significant. Onc aspect of this has already been
mentioned on page 108, linking the outer movements’ Introductions.)

Fig. 9.13 puts the first two movements together in sequence, ‘ De l‘aubc' A
midi’ represented by bold lines, and * Jeux de vagucs’ by broken ones. (To avoid
confusion between the two numbering systems there, the unit references for

*Jeux de vagues’ are circled.)
Fig. 9.13: *De l'aube 3 midi’ and * Jeux de vagucs® in sequence
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Each of the two final tonic returns in the dosing bars of * De 'aube 3 midi’
forms symmetrical divisions from carlicr important points in the movement,
completing themsclves, with no inaccuracy greater than onc unit, at important
focal points of *feux de vagues’. The largest of these divisions is probably the
most notable one, linking the central, or penultimate, climax of the first move-
ment with its structural equivalent in the seccond movement, peak VI, via the
final tonic chord of * De I'aube A midi’. Thercfore not\)t\uly is the formal outline of
the finale gencrated by the impulse of * feux de vagues’, but also “Jeux de vagucs’
has its outlines determined by the first movement’s final events — an extraordin-
ary picce of hidden organic continuity and transformatioh linking all three
viewed in terms of La mer’s overall sonata form,

movements. This process, . =
provides another close parallel with classical sonauform-ind\ecomnondcvncs v
of building a devclopment scction thematically out of the closing bars of the A
exposition (one example of many being the first movement of Schubert’s String =
ey
. e
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Connections with L’ésle joyeuse

Viewed in the light of La mer, L'isle jovense takes on added significance. fts
cxpanding GS framework (Fig. 5.1 on page 50) has alrcady been remarked upon
as anticipating the similar large-scale expanding GS scequence of * De ['aube 3
midi~(Fig. 7.8 on page 85). At the same time its more complex dynamic
sequence (Fig=5.6 on page 55) bears a greater similarity to that of ‘Jeux de
vagucs', especially in the way that in both movements a powerful double climax,
placed at the primary GS of the entire movement, acts as a centre of convergence
for all the preceding dynamic sequences, after which a larger-scale sequence takes
over completely to carry cach picce through to its culmination.

Debussy’s structural rour de force in L'isle joyeuse was to have used small-scale
dynamic sequences, which by themselves form a coherent logical pattern (Fig.
5.6), to definc in the later stages of the picce a firm formal framework (Fig. 5.7
on page 57) that on its own then makes complete structural and proportional
sense. What Debussy has done in * Jeux de vagues’, apart from its greater com-
plexity, is to push the achievement of L'ésle joyeuse two stages further. The first
stage is a withdrawal of cven the type of proportionally consistent expanding
formal outline that had defined the overall GS proportions of L’ale joyeuse
and ‘De l'aube 3 midi’. The second stage follows logically: with such a self-
contained formal scheme withdrawn, the dynamic sequences buift up in * Jeux de
vagues', instead of defining points of return and resolution within the same
movement, now project them beyond the end of the movement and into a

following one — one that also makes complete sense on its own.

As with L’isle joyeuse, the relationship between the last two movements of La
mer is in cssence simple, becoming complex only in its detailed working-out. If
Debussy designed the system consciously, many of the basic ideas probably
sprang from intuitions, and his instincts must have been constantly alert towards
the musical validity of what resulted.
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Other evidence |

Chapter 10

Brief studies of other works

A clearer picture is now possible of how Debussy’s use of proportions developed
along with other aspects of his musical development. Above all, the technique
never becomes a formule, is never used exactly the same way twice: any paralicl
between pieces is offsct by some other sharp contrast between the structures of
the picces concemed. This chapter demonstrates more paralicls of propc%nional
logic, between the works already examined and 2 number of others 4+ again
showing that no system is used the same way twice. The following cxamples are
not analyses in any thorough musical sense; rather their object is to chart the
subtle network of structural cross-fertilization linking the various works.

‘Jardins sous la pluic’ (Estampes) . i

This picce is of immediate interest because of Debussy’s addition of bag 123 at
proof stage, and his accompanying divin nombre letter, quoted in Chapter 1
above. On a large scale the picce comprises four sections, the central (decond)
section (bars 75-99) and the coda (bar 126 onwards) dominated by the nclody
of the song Nous n'irons plus au bois. The third section (bars 100-25), which links
the central scction and coda, is related to the opening section but is dristically
compressed, forming (as in L’isle joyeuse) a cumulative approach to the coda and
the picce’s exhilarating conclusion. P
The first main section, the longest one, has its central dynamic fodus, the
section’s only fortissimo, at bar 47, introducing Dbmajor, the ically
equivalent key of the following central section. This fortisrimo divides the open-
ing section in GS of 46:28, as shown in Fig. 10.1. Between thercand the end of
the picce, the penultimate climax at bar 116 forms a GS of 69:42 bhrs; the
beginning of the coda, at bar 126, similarly forms a GS 0f 51:32 bars between the
beginning of the central section and the end of the picce (GS accurate in both
cases to the nearest bar). These interact to complete smaller GS and ical”
balances, leading from before the central section to the coda, which are shown in
broken lines in the central part of Fig. 10.1. |
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Fig. 10.1: ‘Jardins sous la pluic’
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If the picce is measured withous the bar that Debussy added to the proofs (bar
1?3.), the numbers are as given in brackets in Fig. 10.1. Two symmetrical
divisions are made exact (41:41 around bar 1 16 and 25:25 around bar 100); but
two of the three large-scale GS divisions — now 50:32 and 69:41 — arc made
more than abar inaccurate from GS. Bar 123's presence is cvidently preferablein
proportional terms.

Even ifone insists that this proportional evidence might not be what De!
was rsfcrring to in his divin nombre letter, onc then hasguak what it was h:u\:sasy
referring to. A less far-reaching alternative might be something smaller-scalc
such as four-bar groups: with bar 123 present 2 4+4-bar group leads into thc‘
Foda: Btft this is not very convincing because four-bar sequences are infrequent
in this picee; it contains many other asymmetrical phrases at comparable points
that Debussy lefi as they were (for example, leading into the forte at bar 71).
Smaller-scale proportions elscwhere in the piece tend to confirm the large-scale
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proportional tendencics ~ for example, GS balances of 15:9 bars and 26:16 bars,
both measured from the beginning, or the 7:7:7:11-bar sequence of the coda.
Above all, no other numerical plan is evident; and even if there is one we have
overlooked, the chances that some other such design would simultancously
allow the GS and symmetry scen in Fig. 10.1 here to happen subconsciously are
virtually acgligible.

D’un calrier desquisses

Dating from late 1903, just as work on La mer was beginning, D’un cahicr
d’aquisses is particularly thapsodic and free in form. Essentially it consists of two
main cpisodes, beginning at bars 11 and 29 with the same theme but then
developed differently, framed by an introduction and a long coda (beginning at
bars | and 45) which are also thematically related. The picce’s formal frecdom
comes from the way each of the sections is allowed to follow a quite independent
course, until the coda steers the picce to a firm conclusion, quoting from the
cadenza (which in tum was derived from an earlicr accompanying figure in bar
34).

The problem of how to measure the cadenza proportionally has been discus-
sed alrcady on pages 18-19 (with Ex. 3), where two alternatives were suggested. -
One of them is to consider the cadenza as equivalent to two and a half of the
surrounding bars, or five units, taking the unit as the dotted crotchet of bars
1-42, which becomes the crotchet from bar 45, as Debussy's instruction J=)
indicates. This produces a total of 149 units for the picce, and the resulting
proportions are shown in Fig. 10.2.

The coda and the sccond cpisode begin exactly at the primary and sccondary
GS of the piece — 92 and 57 units —and the first cpisode begins within halfa bar
of secondary GS on the way to the sccond episode (GS of 57 is 21-8:35-2). The
two cpisodes thercfore define an expanding GS sequence the same as was scen
with the first movement of La mer (Fig. 7.8 on page 85) and very similar to that
of L’isle joyeuse (Fig. 5.1 on page 50). ’

If the alternative measurement from page 19 is followed, and the cadenza
considered as equivalent to just two of the surrounding 6/8 bars (four units), the
proportions remain accurate to within a crotchet,beat throughout: the total
length becomes 148 units and the coda begins after 91 (shown in brackets in Fig.
10.2), still accurate GS to nearest whole numbers. As it is, model precision is less
important in such a free picce as this than in a taut structure like L’isle joyesse, and
this corresponds with the cadenza’s ambiguity here, whereas the notation of the
‘quasi-cadenza’ in L’isle joyeuse allows no such ambiguity of mcasurement.

Knowing that Debussy intendod D’'un aahier d'esquise to sound like aa
improvisation, one would not expect proportional structure to be too intricate,

and this is generally so. The cadenza, though, is prepared by the picce’s three
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Fig. 10.2: D’un cahier d'esquisses
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points of dynamic focus at bars 25, 30 and 37, which lead to it via a sequence of
12:12:12 units. This reduced proportional importance of dynamics matche$
their less important formal role here than in more vigorous picces like * Reflets’or
L’ssle joyeuse. .

It might be thought inconsistent that the points of tonal return in Fig. 10.2
subtend GS rather than symmetrical divisions. But in this context it is logical,
since here they are also points of formal departure; to form a symmetrical
sequence with them would certainly have an instinctively square or sedentary
cffect on the picce’s progress.

The picce’s date of composition, its Db key, its divisi-cello-like opening, and
other thematic resemblances, all leave us in litde doubt about which cahicr
d’esquisses the title refers to ~ making the proportional similarity to the first
movement of La mer, already mentioned, particularly striking. Like L’isde joyeuse
it suggests structural experiments in preparation for La mer. f
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‘Mouvement’ (Images of 1905)

*Mouvement’ is one of the clearest of Debussy’s ternary forms, with an added
coda which recalls the central section. Its tonal structure generally emphasizes
the form, the diatonic outer scctions (apart from the coda) firmly in C major,
round a chromatic central section dominated by F§ (with a swong B minor
implication given only the bricfest of realizations in bar 96), and a whole-tone

coda. [t was mentioned in Chapter 1 above that the main climax at bars 109-10,

just before the recapitulation, is placed over the picce’s GS (the total of bars is

177, GS of which is 109). Also, the beginning of the central section after 66 bars
lies within a bar of GS on the way to the arrival of the main climax (GS of 108 is

66:7). These two proportional corrcspondc;nccs form part of a more complex

n :

Bar 115 marks the picce’s recapitulation tohally; but this recapitulation arrives
with the first four bars from the opening section excised, their place having been
taken by the four bars of recession, on Fif, from the climax (bars 111-14). This
substitution is symmetrically matched by the four bars over an Fi bass with
which the picce’s opening section ends. Fig, 10.3 shows how larger-scale sym-
metrical patterns result, with the halfivay point marked by the arrival of the F#
pedal afecr 88 bars — made absolutely exact if one counts up to the last actual note
of the picce, a staccato crotchet. :

In the outer sections the bass Cin bars 34 and 144 forms symmetrical divisions
within the scctions, and the central 8+8-bar repeated phrase surrounding it
marks these sections’ internal points of GS (25:16:25), so that the outlines of the
outer scctions imitate in diminution the larger-scale proportional outline of the
entire picce. GS of 66 is 41; of the opening séction’s total of 66 bars, 41 reappear
in the recapitulation (bars 115-55) before the coda intervenes at bar 156. The
overall reflected symmetry again brings to mind the tide Imagrs.

A rather exceptional event is the sudden explosion of the first dlimax in bar 53,
correspondingly given no exact proportional preparation. This decisively tonic
cvent, added lower in Fig. 10.3, then participates in other proportional schemes
based on the work’s tonal structure, shown jn the diagram. This also shows'the
importance of the picee’s final note, rather;than just the final double-bar, as a
tonal point of measurement here. The coda completes the design by whirling off,

as it were into infinity, with an expandingEGS sequence of 447+11 bars.
: N

;
‘Hommage 3 Rameau’ (Images of 1905) ™.
; .
Like ‘Mouvement’, ‘Hommage 2 Rameats’ is in ternary form with a coda
recalling che central section; and, as with!*Mouvement’, its recapitulation s
subtly masked, arriving thematically in bar §7 but not resolving tonally until bar
61. This overlap at the recapitulation is matched by the tonic pedal which
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continues for the first seven bars of the central section, before the bass moves
away in bar 38 (as in L’isle joyeuse, a large-scale phase-lag).

Again like ‘Mouvement’, the first and central sections of ‘Hommage’ both
reach a dynamic culmination, the second being much the more powerful. It is

also extensive:

beginning fortitsimo in bar 51, it continues the crescendo until bar

54, where the bass shifts from G to D (the tritone from the G} tonic) — now
. continuing fortisimo, unlike the bass G two bars carlicr which was marked down
e to mezzo-forte. Debussy, incidentally, later emphasized this delayed centre of the
the subsequent printed dimi-

1

climax, advising Margucrite Long
‘nuendo by two bars until bar 56 (Long, 1972, 26).
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Fig. 10.4 shows the proportions of the picce, measured by minim beats since
the metre varics (as discussed in Chapter 2 above). Both climaxes are given 63
units of preparation, as well as forming a symmetrical arch between the picee’s
beginning and cnd, of 68:89:69 units. This all divides itsclfinto a nctwork of
Fibonacci numbers, giving symmetrical balances (as * Mouvement’ docs) to the
polarity between the tonic key and its tritone. Although some of the divisions are
one minim removed from ideal theoretical accuracy, to alleviate this would

Fig. 10.4: *Hommage 3 Rameau’
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require n"orc alterations of metre at musically disruptive places. As it s, the three
cxisting metrical changes, in bars 11, 16 and 42, all help proportional accuracy,
and in aduition all three mark important proportional nodal points, as shown in
the lowcd lefe part of Fig. 10.4. (Again, the changes of metre are audible as such
only at the end of the bar concerned. ) The postponement of the piece’s first tonic
chord until bar 5, matched by the final cadence five bars before the end, has a
special ptoportional purpose, shown at the bottom of the diagram. In addition,
the two climaxes form the outer divisions of a spiral sequence, matching the sense
of cnormous strength that slowly unwinds issclf in the piece’s central section.

There| is another connection between *Hommage® and ‘Mouvement.
‘Mouvement follows ‘ Hommage® in the Imager, and the nearest tempo reha-
tionship between them is, perhaps surprisingly, approximately minim to minim,
cven allcl‘wing for a slight increase of minim speed for ‘ Mouvement. (Try bars
88-110 of ‘Mouvement’ before setting an opening tempo!) Since the minim is
already the unit of measurement in both Figs. 10.3 and 10.4, the proportions of
the picces in these diagrams can now be put directly together, as shown in Fig.
105. (¢ f-lommagc' is shown in bold lines, and ‘ Mouvement’ in broken lines.)

Fig. 10.5: ‘Hommage 3 Rameau’ and *Mouvement® in sequence
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The &nnsitionbctwccndlcnvopicccsannowbeseenasplaocdwidlha
minim lbt:at of the. GS between the main dimax of ‘Hommage® and that of
‘Mouvement’ (69:109 units, measuring to the centre of the climax in the lateer -
as accurate GS as possible without disrupting the proportions already scen
within cach picce). As the main climax of ‘Mouvement’ is placed at its GS, this
complctes 2 GS-symmetrical sequence (as aocurate as possible in the context) of
68:69:109:68 units, leading from the beginning of the central section in
‘Homipage’, via the two pieces’ main climaxes, to the end of ‘Mouvement’, and
thus ofl the first scries of Images. The carlicr tonic C major climax of* Mouvement’
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also lics over the haltway point between the main climax of ‘Hommage’ and the
cnd of ‘Mouvement’, taking the point of measurement as within bar 54 of
*Mouvement’ - well within the two bars of fortissime.

Therefore the dvnamic shape of ‘Mouvement’ grows logically out of the
momentum built up by ‘Hommage®, in a way similar to the relationship linking
the last two movements of La mer, completed in the same year. The difference
here is that, aptly, the two picces can be separated and still retain their individual
proportional coherence.

[fwe now complete this sct of Images by including ‘ Reflets dans Peaw’ at the

beginning, connections continuc. The nearest relationship of pulse between
‘Reflets’ and * Hommage’, which follows it, is a croechet of * Reflets’ (half a bar)
to a minim in ‘Hommage’ (the unit of measurement used in Figs. 10.4 and
10.5). In *Reflets’ the first tonic return arrives after 68 of these units (34 bars);
preciscly the same happens in  Hommage’, at bar 24. In‘Hommage® each of the
two climaxes has 68 units of preparation, and this is related by GS (bijugate
Fibonacci numbers) to the arrival of the main climax in * Reflets’ after 110 units
(55 bars). Therefore the shape of ‘Hommage® grows logically from that of
‘Reflets’, their first tonic returns related by transposed symmetry, and their
dynamic shapes by GS. Thosc relationships among the three picces give special
weight to a letter from Debussy to Jacques Durand in 1905 (Debussy, 1980,
140), specifically requesting that the three picces be issued in a single volume,
rather than scparately (as Durand had presumably intended). )

“Cloches 2 travers les feuilles’ (Images of 1907)

As alrcady mentioned on page 4, “‘Cloches 2 travers kes feuilles’ is another clear
example of a GS dynamic arch, with its single climax, at bars 312, placed at its
GS point. (Taking the minim beat of the outer sections as the unit of measure-
ment, this is continued by the dotted minims of the central section - a continuity
made explicit by the semiquaver sextuplets across bars 23~4 and 39—-40. The
resulting total is 95 units, GS of which is 58-7, leading to the second half of bar
31, with the picce’s only moment of fortissimo.)

By Debussy’s strict standards of not repeating himself, it might appear risky
for him to have begun his sccond series of Images (whether deliberately or not)
just as he began the first serics two years carlicr, With a GS dynamic arch form.
But in the case of ‘Cloches’ the large-scale tonal procedurcs of “Reflets’ are
reversed. * Reflets’ begins and ends diatonically, its central portion dominated by
chromaticism, whereas *Cloches’ has predominantly chromatic outer sections,
surrounding a strongly tonal (mostly lydian and pentatonic) central section. (bars
24-39). This tonal system again pivots on a symmetrical arrangement of minor
thirds, with the opening and recapitulation based on (rather than in) G and CY
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respectively, and the central section oscillating from E to Bp and back, before
finishing on CH.

As shown in Fig. 10.6, the climactic two bars, in Bb major, are symmetrically
placed within the diatonic central section. The preceding proportions all lead by
GS to (and over) the climax, and the recapitulation, restoring whole-tone
modality at bar 40, subtends thic GS (32:20) between the beginning of the
centraksection and the end of the piece. The first main section (bars 1-23) also
forms a smaller temary sequence within the picce’s overall one (again, a wave
within a wave); this follows a2 GS sequence of 22:13:8 units leading to the
emergence of tonal definition at bar 24. The subtle touch of then withholding
the bass E until bar 26 (where the lydian A# disappears) means that its arrival,
marking the diatonic centre of the entire picce, divides it, as exactly as possible in
terms of half bars, at its halfway point (47:48 units).

The comparison —and contrast - between this picce and ¢ Reflets dans Peaw’, as
the respective opening picces of the 1907 and 1905 Images, arc the more
remarkable because the two picces are almost preciscly the same length — 95 and

Fig. 10.6: *Cloches A travers kes feuilles’
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94 units respectively, mcasurcd in both cases by minim units at a very similar
tempo — with their climaxes placed identically, at 58-9 units.

There are more detailed correspondences, shown in Fig. 10.7. (The necessity
of the additional unit in * Cloches’ can be seen from Fig. 10.6.) Of these, the most
notable is the parallel siting of the main tonal tuming point (after 42 bars and 43
units respectively), which forms in cach piece the primary GS between the first
tonal departure and the climactic centre (26:16 bars in * Reflets’, 27:16 units in
‘Cloches’). But is this parallel not illogical, given that the tonal procedure in
*Cloches’ at that point is the reverse (chromaticism to diatonicism) of that in

‘Reflers”? The answer scems to be that in *Cloches’ the dramatic relationship of

the tonal polaritics also is inverted: the opening chromaticism is languid, like the
opening diatonicism of * Réflets’; and the new tonal clarity at bar 24 comes as
an increasc in dynamism, like the corresponding transition to chromaticism in
‘Reflets’. In the light of thae, the proportional procedure in *Cloches® makes
sensc.

!
Fig. 10.7 i
l: m .’! ———
ﬁml(eonal ' main tonal climax LY
depanure i depatture I end
|
l N N ! |
j B , |
i | i i | \ 1 |
i | second ;| \ ] !
! I the:ne vatied | \ |
| I 1 ltp'mc \ \ |
R |
*Cloches I 7 l ' l 6 l 16 |
16 ‘ Y = "
i

These pccultar hidden correspondences between two ostensibly very different
forms invite the question of whether Debussy was deliberately setting himself a
challenge — sccing how closely he could approach the basis of the carlicr model
structure of * Reflets’, but {"°“’ from the absolutely opposite direction tonally,
and consequenty with a complctcly original (Also compare the parallels
in Fig. 10.7 with thosc myolvmg ‘Reflets dans l'eat’ in Fig. 4.8 on page 44.)
\

‘Poissons d'or’ (Images ¢ bf 1907)

To a rather less clear degrcc than ‘Mouvement’ or ‘Hommage 2 Rameav’ s
‘Poissons d’'or’ can be dcscnbcd in ternary-plus-coda terms. Bars 1-29 form the
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opening section, with bars 22-9 forming a varied reprise and transition. Bars
30-85 form a central development section, all derived thematically from the
opening section, leading from bar 30 to the picce’s sforzandissimo climax in bars
84-5. This central portion is subdivided thematically into three parts at bars 46
and 53. A very condensed recapitulation ensues, now over varied chromatic
harmony, leading into the tonic resolution of the cadenza and coda from bar 94
to the end. -

These oudines are carcfully blurred: the transition to the central section is not
only prepared tonally in bar 26 but also dovetailed in between bars 28 and 33,
and the recapitulation is anticipated strongly from bar 80 onwards. Nonctheless,
bar 30 is clearly recognizable as an unprecedented turning point texturally and
thematically, and Debussy’s dynamics (ignored by all too many pianists) indicate
bars 845 as the proper culmination of the preceding dynamic accumulation.
Bar 86, despite its chromatic hannony, takes up the rccaplrulanon mclodically
from bar 3 of the opening scction, so that the two climactic bars, 845, really
take the place that bars 1-2 occupicd in the opening section. Bars 84-5
thercfore can be taken as forming a structural overlap, belonging both to the
central section and the recapitulation,

.Dynamically * Poissons d'or’ bears some similarity to * Jeux de vagues’, indulg-
ing in 2 number of sudden, irregularly spaced dynamic eruptions before begin-
ning a sustained approach by four-bar phrascs, from bar 64, to the main
climax—placed much nearer the end of the piece than those of the other Images
already studicd.

Mecasurement of its proportions was discussed on page 19; the cadenza, 37
quaver beats long (beginning slightly below tempo, but definitely continuing
the pulsc), counts as the equivalent of 6¥% bars of 3/4, bringing the picce’s total
dimensions to 102 units of 3/4. (The extra ¥, present for musical reasons, has
anegligible effect on the overall calculations and can safely be disregarded here.)

Fig. 10.8 shows its proportional sequences, taking the centre of the main
climax as the point of measurement, in view of the climax’s double structural
role. The piece’s opening and final sections are related by GS (29:18); the
beginning of the long crescendo and ostinato to the main climax divides the
central section in GS of 34:21, and consequently the entire picce likewise
(63:39, or thrice 21:13). The final tonic resolution at bar 94, beginning the
adenza, is symmetrically placed (9:9) within the final section, and the cadenza’s
dynmucpak,conﬁrmmg the tonic key, nkcsupasumhrposmon within these
latter 9 units.

The carlier dynanuc peaks then form GS—symmtmcal sequences, as does the
thematic grouping in the central section, giving proportional emphasis to the
beginning of the long crescendo (bar 64) and the main climax. Unlike ‘Jeux de
vagucs’, ‘ Poissons d’o?’ is the last movement of its suite; 2ccordingly the pro-
portional sequences leading to the main climax then resolve themselves by GS
within the movement, or at its end.
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Fig. 10.8: ‘Poissons d'or’

6 102
ostinato . end
o —— 6 ——— -39} ————
PPP) ———————
. centee
*Capricicux " - of {/f
formal! 29 184
dynamic
o ] o}
2
o |
*Expressif’ '
3
16 9 | 9 154 |
smali-scate l laglay
& 8| 81ls <[>
<7 T |
-
(5] 2 13 9 21 13
dy . 6xnt {3 = 8) 0 x3[6xyl ff| = L;I>
39 24 tonic
0x1) 3 x 8)
formalf |
dynamic 21 34 » 185
n 1.6 Y}
teprise 1 f

As the finale of the 1907 Images, the large-scale proportional outline of
‘Poissons d'or’ can be compared with that of ‘Mouvement’, the finale of the
1905 Images. This is shown in Fig. 10.9. The symmetrical divisions from
‘Mouvement’ now become GS ones, with the gencral outline of ‘Mouvement’
cllipticize in the later piece. For two picces so diffcrent in many respects, this
hidden relationship is remarkable; it can then also be linked to the proportional
outline of * Dialogue du vent et de la mer’, the other finale composed in the'same
period of Debussy’s carcer. This is shown lower in Fig. 10.9.

Both *Clochcs 2 travers les feuilles’ and * Poissons d’o’, from the 1907 Irages,
can therefore be scen as logical and adventuroug variants of the proportional
modcls used for their equivalents in the earlier 1905 Images. Since the 1905
Images are such a sophisticated, virtually model, embodiment of the proportion-
al principles Debussy had developed up to then, it would have been futile for him
merely to repeat their structural sophistication in later works: Instead, the Images
of 1907 advance a stage, experimenting with the earlier ideas to find how much
they can be ellipticized, inverted, or subverted without losing their musigal
relevance and coherence. (“Er la lunc descend sur le temple qui fut’, the central
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Fig. 10.9: Comparisons (not to scale)
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picce of the 1907 Images, has no such direct conncctions with the first series of

Images. It goes a stage further again by avoiding any large dynamic surges.)

Prélude a Paprés-midi d’un faune

Different writers have viewed this analytically clusive masterpiece in various
ways; summing them up in his own perceptive discussion, William Austin
(1970, 74) obscrves that * perhaps the disagreement is more about the meaning
of the labels than about the way the music coheres’. The most logical labels
appearto be theones used by Jean Barraqué (1972, 86), recognizing the sections
from figure 3 to bar 54 and from 8 to 10 as developments of the opening part up
to 3, with a closer approximation to recapitulation, albeit much varied, not
arriving until 10, and the central section lasting from bar 55 to figure 8. (The
importance of 3 as the work’s main pivot of departure is underlined by the
presence there of the work’s only anacrusis, subtly brought to the surface from
the carlier lead-in to 2.) This gives the work, for all its fluidity, a distinct arch
form, with its main climax in the central portion; and the sections can con-
veniently be labelled A A’ B A" A.. (The italicization of the two transitional A
sections refers to their freer relationship to the opening section, by comparison
with the final recapitulative A, section.)

Strangely, none of the cxisting analyses considers the piecc’s important un-
dulating dynamic accumulation as crucial to the architecture. There is only one
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fortisimo, in bar 70; after this has subsided, the music never rises above piano
(collectively, or mezzo-forte in individual voices) and is mostly pianissimo. But the
main climax is prepared by an carlier undulating dynamic sequence ~the clearest
example of this in Debussy’s music up to that time—which largely defines the
paragraph articulation up to bar 54, with main divisions at /, 2, 3 and bar 55,
and subsidiary articulation at 4, § and 6.

In measuring the proportions of this piece the metrical modulations between 3
and 4 have a curious effect. Debussy indicated that the quaver remains constant

throughout the passage, which means thac at 10 a crotchet beat is still worth two .

of the quaver units with which the picce opened. Between 10 and 11, eriplets are
gradually re-introduced into the 4/4 metre, until at 11 the notation changes to
dotted crotchets, continuing the pulse of the preceding crotchets with their
triplet subdivision. The new dotted crotchet, therefore, is still worth 2 units in
terms of pulse continuity, instead of the 3 units of a dotted crotchet at the
opening of the picoc—despite the fact that from 10 itis quoting virtually the same
music. Of the many effects of transformation that this work’s arch form under-
goes in its recapitulative stages, this is one of the oddest; and even if onc has no
interest in measuring proportions, to the sensitive listener the memory of the
metrical gear-change between 3 and 4 — perpetrated twice to emphasize the
point — is likely to leave an instinctive inkling that the recapitulation is some-
how working on a differentiated rhythmic level from the opening. )

The arithmetical effect on proportions is that from 11 to the end, the 9/8 and
12/8 bars have to be regarded as modified 3/4 and 4/4 bars, consisting respective-
ly of 6 and 8 units, a unit being the constant quaver pulse of the picce as measured
up to 10. (This is no suggestion that the last nine bars would be felt as groups of
six or cight beats; the reasoning of pages 1718 applies again.) This gives a total
of 817 units for the entire picce.

Fig. 10.10 shows the resulting large-scale proportions. The first paragraph
lasts 72 units, and this exactly defines the positioning of the climax in the sccond
paragraph, 72 units after its beginning at 1. The third paragraph beginning at 2
similarly reaches its peak after 72 units, and the fourth one (the A’ section)

. expands this by GS, its culmination being centred 113 units after its beginning

(72 x 1-618 = 116, GS to within threc units, or half a bar). The lead-in to the
main climax in the central section begins again 72 units after the beginning of
that section, leaving another 72 to the end of the section.

The resulting series of dynamic peaks, taken by itself, follows a Fibonacci
sequence up to the third peak, with only one inaccuricy of onc quaver beat (234
instead of 233), too insignificant to matter. Only the-main climax does not
continue this Fibonacci sequence; this is because from the third peak (bar 47)
onwards a larger takes over, as will be described shordy,

The paragraph at 2 then begins a GS sequence linking 2, the anacrusis v 3, the
central section at bar 55 and the recapitulation at 10—all accurate to within to
quavers (689 x 0618 = 425-8; 425 x 0-618 = 262-7; 264 x 0618 =
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Fig. 10.10: Prilude & Paprés-midi d'un fanne
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163)—remarkable accuracy in view of the larger metrical structurc involved.

Incidentally. a notable relationship with bar structure here is that the gx:adual
expanding sequence of the first three paragraphs comprising the opening A
section-72:90:102 units—is contained by a 10+10+10-bar ;cqu;t;:c—thc

wth being achieved by gradual metrical expansion between 1 and 3.

gm'l'hc onc mgain division )t'xgzovcrcd by this fgrmal GS sequence is thc.bcgin-
ning of the A” section at 8. This is because the central section’s length .lnstcad
imitates the opening Fibonacci dynamic sequence, comprising 144 units. The
central section’s fortissimo climax divides this into 90:54 units—as ncar as possible
o GS$ in terms of crotchet beats. GS of 817, the work’s total of units, is 505 -ten
units, or 1% bars, from this main climax after 515 units. This is the largest
inaccuracy yet; though only 1-2% of the entire length involved, its presence
allows the climax maximum GS accuracy inside the central section.

There cxists a variant reading of the dynamics at that point. In Debussy’s own
two-piano arrangement, which probably antedates the full score, the climax is
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spread over bars 6870, with twin forte peaks (no fortissimo) indicated in bars 68
and 70.! In this state the climax lies exactly over the overall GS point (inside bar
68), but loses its GS accuracy within the central section. In percentage terms the
inaccuracy is more evenly spread by the full score’s modification to fortissimo in
bar 70 only—apart from the broader surge produced by this singlc forsissime with
its three bars of powerful crescendo. '

The other discontinuity in Fig. 10.10 is that the climax at bar 70 does not
continue the Fibonacci sequence of the earlier peaks, as already mentioned. This
is because from 4 onwards four-bar groups of 3/4 metre (24-unit groups)
gradually assume preponderance, running continuously from the peak in bar 47,
via all the intermediate points of formal articulation, to the end of the central
section at 8, where the metre changes to 4/4. (The only exception is at 5, where
thelinc is still kept smooth, and proportional continuity is maintained instcad by
GS of 24:38:24.) Figure 4, beginning this new symmetrical sequence after 315
units, lics within three units (half a bar) of the entire picce’s secondary GS, after
312 units,

Finally, Fig. 10.11 shows how all the final points of resolution in the picce

fig 10.11
endof
ceneral section
%
4/4 mette
"
) end
67 (bar 100)
(bas 90) penulumate
‘plus animé’ thematic return
o 80 t 80
—_—  tae I 40 40
*Un peu plus
animé’
I «— 88—+ | «—— 88 —»

| d]t%] i qgtlj

64 64\

*recap.’ ‘ :2 units
=~
L. Debussy’s manuscript of the two-piano ver-  printed two-pisno m\m,dﬁs matter, just as
sion (collection of Mme Jobert-Georges, Paris;  his manuscripe full score (Music department of
ic copics in the Centre de Docu-  the Bibliothdque Nationale, Paris: Ms. 17686)
mentation Claude Debussy) corresponds to the  corresponds to the printed full score.
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produce a comprehensive scries of interlocking symmetrical divisions, drawing
the picce to its serene close. They include figure 11, where the notation reverts to
dotted crotchets, the dotted crotchet now being worth only two units, as
described on page 150 above. This symmetry might appear banal or inevitable in
view of the larger metrical groupings, were it not that the frequent changes of
metre in the final parts of the picce make such symmetries, even without the
intricate overlapping, most unlikely to have arisen fortuitously. (The reader who
doutes:this is invited to find a wal of changing the proportions without
destroying mo&t of the symmetrics.)

Of all Dcbussy’s works up to 1894 studied here, L’aprés-midi evidendy con-
tains the most sophisticated proportional organization. Apart from this, Arthur
Wenk (1976, 152) has pointed out one other numerical correspondence —that
the piece compriscs the same number of bars (110) as Mallarmé’s poem compris-
cs lines. Fortuitous, perhaps, but the coincidence is made more remarkable by
the simultancous presence of the other numerical systems just described-
particularly since the above analysis has pointed out another numerical counter-
point between bar measurements and quaver measurements in the opening part
of the picce.

Other works

From about 1894 onwards, up to the picces studied so far in this book, virtually
all Debussy’s works show proportional organization, although to varying de-
grees of structural importance. For example, in the Nocturnes, whose forms are
still more conventionally definable in termary and rondo terms, proportional
structure is present but less dominating thanin La mer. Or in the Chrldrew’s comer
proportional structure, although present, plays a less vital role than in the piano
Images.

Two movements from the ycar 1901 appear to have no such thorough
proportional frameworks: the ‘Toccata® of Pour le piano and the two-piano picce
Lindaraja. With the ‘Toccata’, 2 more conventional picce in many ways, this is
not too surprising. With Lindarafa it is of more interest because of its affinities
(shown in Ex. 27) with both the * Prélude’ of Pour le piano and the slighy later
‘Soiréc dans Grenade® from Estampes, two picces thoroughly organized into
proportional scquences. Lindaraja, involving no discernible ones, gives, for all

_its dramatic moments, less impression of these being coherently paced and

2. Debussy himseif tried one of the only possibi-  tulation at figure 10 (instcad of 120:128 as in
litied, In his pre-orchestral drafi of L'aprés-midi  Figs. 10.10 & 10.11), but at the cost of des-

* (published in facsimile in Debussy, 1963), bar  troying nearly all the symmetrics in Fig. 10.11.

101 was omitted. This omission, of 8 units (Dcbussy later added the missing bar to the
(remembering the metrical idiosyncrasy de-  sanuscript by pencilling “bis’ above bar 100
scribed on page 150 above), allowed a lage-  —again, a casc of proportions being made exact

. scale balance 0F 120:120 units across the recapi- by repeating a bar.)
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Ex. 27
(a) Lindaraja, bars 35-8
’ Medéet... dans oo rytdee obs soupled
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aligned than the other two related picees do. This judgment is admiteedly
subjective, but it is shared by many commentators, and finds implicit corrobora-
tion in Debussy's decision to keep Lindaraja unpublished (it was not printed
until 1926).

Later orchestral scores and Pelléas

> -
Other developments of the proportional techniques already scen in the Images of
1907 continue in the orchestral Images and in feux. The dramatic frameworks of
‘Gigues’ and ‘Rondcs de printemps’ (from the Images) and of Jeux all show a
particular relationship to *Jeux de vagues'—an avoidance of sustained dramatic
accumulation in the carlier part of cach work, making way decisively for two
sustained build-ups to large climaxes in the later part of the score. Fig. 10.12
shows the parallel. (The ballct Khamma also tends towards this dramatic shape,
but less exactly.)

Fig. 10.12: Comparisons (not to scalc)
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All these scores, however, have quite ditferent gencral proportions: although
they all have GS and symmctrical organization, their differences of musical
substance logically lead to different solutions of proportional balance. Unlike
*Jeux de vagues’, they are all complete musical entitics, and accordingly their
proportional sequences all complete themsclves by the end of the picce. It can
very quickly be guessed that this archetypal dramatic shape, particularly impor-
tant to Debussy, first found form in his oesvre in Pelléas et Mélisande. In this case
the shape was, of course, implicit in Macterlinck’s drama. But similar basic forms
arc fundamental to much drama of all cpochs; our analysis leads us back to
Dcbussy’s acute sensibility to literature and drama.

To study Pelléas properly from this aspect would require another book; but
one proportional occurrence can quickly be mentioned. The climax of the opera,
Act 4 Scenc 4 (the first scene Debussy sct), accumulates its tension in a clear
sequence of events; its roke in the opera’s form is obviously parallel to that of the
passage lcading to 78 in fesx, or the passage leading to 38 in ¢ Jeux de vagues”. [ts
main dramatic pivot, after Pelléas’s and Mélisande’s declaration of love, is the
point ofliterally no return, as Pelléas and Mélisande, in the garden, hear the castle
duors lock for the night (top linc of page 255 in the Durand vocal score, at the
double-bar). This divides the scene’s total of 1316 crotchet beats in exact GS of
813:503 (taking the scenc’s musical beginning as the 6/4 on page 232 of the
Durand vocal scorc) -as accurate as anything yet traced in this book. Pelléas's

and Mélisande’s declaration of love (page 244 in the Durand vocal scorce) is -

placed over the exact halfway point of these first 813 beats.

Similarly, there is not space here to analysc the other orchestral scores - in any
case it is healthier to leave some challenges for the reader. But there is a special
intcrest in showing some aspects of Jeux, provided it is remembered tha this,
without thorough musical analysis, can only cell us a very limited amount about
this complex and magnificent score.

Measurement should be explained here, as the score docs not always make it
clear what should be done. (As mentioned before, Debussy notated his scores for
the performer’s convenicnce, not the analyst’s.) The basic unit of pulse adopted is
the opening crotchet, which becomes, slightly accelerated, the dotted crotchet of
the 3/8 bars. This relationship also applies between 78 and the end. In between,
all printed tempo relationships are followed - for example, the 2/4 bar (at J=J)
being treated as %5 of a unit, the 3/4 bar at 27, 29 and 43 (where
d = J) as two units, and so forth. But at 49 the musical relationship is
different: this time the preceding rhythm has completely collapsed, and the
crotchet of the new 3/4 metre (no tempo relationship specified this time) is taken
as re-cstablishing the basic unit of pulse. Similarly at 78, 3gain with no rela-
tionship specified, the crotchet beat musically takes over from the preceding 3/8
bar, rather than ) = ), because the cross-rhythms leading into 78 prevent any
audible quaver continuity across the transition. (To take a basisof » = ) in”
these last two cascs would also make the 3/4 uncomfortably fase, unlike the
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cxamples at 27, 29 and 43 where > = ) was specified.) Even though some of
those relationships are not specified in the score, they are all musically logical,
and they resultin a proportional system that accords perfectly with the logic of all

the others already scen in this book.?

Fig. 10.13: Proportions in fax
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Fig. 10.13 shows the resulting large-scale proportions. The focus of the

penultimate climax, at bar 429 (ninc bars after 48), is at the primary GS on the
way to the final dimax at 78 (GS accurate to within two bars, or 0-3% of the
distance measured). A GS-symmetrical sequence then links those two climaxes
with first the recapitulation (to use the term frecly) at 51, then the entry of the
sustained string melody —which Debussy had stealthily withheld all through the
picce until then - in bar 566 (five bars after 6¢), and lasdy the cnd of the

work~all the divisions here being accurate to within a bar.
Itis not only those musical ways of defining tension and structure (sensation et
forme) that are familiar from * Jeux de vagues®; we also saw the same numbers in

3. At 35 the first printing of the score had b =
& , which Debussy dhen changedto J = ) for
subsequens printings. Yet ) = ) scems more
musically logical (for exampie, the violin pizzi-
cato figure). Debussy obviously had difficulty
in deciding: in the ipe full score (Music
deparument of the Bibliothdque Nationale,
Paris: Ms. 966) he gives ) = ) (visibly
changedthus from J = b );barthe b = J
two bars earlier was originally & = b . In his
annotated copy of the first primting of the full
score  (Bibliothdque  Frangois  Lang,
Royaumont, Franc), he left the printed ) =
J unchanged at35but revertedto p = M two

1587

bars carlier. Does the confusion suggest that
Dcbussy had to extricate himself from a mistake
in counting? - an understandable one, given the
metrical complexity. The question arises not
only because of his obvious difficulty in decid-
ing, but atso because the solution he finally
adopted was the best one proportionally rather

Debussy’s pizno reduction of Jexx, aneedat-
ing the full score, is one bar shorter, the bass
entering one bar, instead of two, after 38. The
effect on overall proportions is fairly negligible,
though.
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use there — particularly 222, divided 111:111 (Fig 9.9 on page 124). At the
same time this correspondence shows the distance Debussy had travelled in the
intervening seven years. ‘Jeux de vagues’ traverses 222 units from its beginning
to its main climax; Jeux traverses 222 quite similar units merely from its recapi-
tulation to its final climax—a tonr de force of controlling tension, achicved here by
extraordinary harmonic skill, moulded into 2 new mixture of large- and
small-scale  construction. In ‘feux de vagues' smallsale ‘foreground’
dynamic scquences had given way at a well-defined poin (figure 29) to larger
‘background’ ones; in Jeux Debussy mixes the two types, incorporating an
unpredictable sequence of small-scale dynamic undulations within the overall
accumulation between 51 and 78, these subsidiary surges contributing to, but
ncver obscuring, the main large-scale surge.

A complication in Jeux is that Debussy is known to have remodelied the final
section at a late stage, extending the passage before 78 and abso the final page.*
This was donc at Diaghilev’s request; but Debussy’s unusual compliance (he
refused to change a note of Khamma for Maud Allan) suggests he also favoured
the idea. Again it proves he was not working from an unalterable plan. What the
carlicr version may have involved proportionally is uncertain without maie
thorough analysis; but one possibility is that Debussy mighe have though in
terms of different tempo relationships at various goints - possibly accounting
for the problem discussed in note 3 on page 157.

Préludes

The Préludes are somewhat exceptional; in most of them (but not all) some
proportional structure can be found, but usually less consistently or intricately
than in the piano Images. One possible explanation is simply that many of the
Préludes arc sufficiendy short to remove the need for more complex hidden
unifying devices. Another reason comes from the title Préfude, suggesting that a
sense of incompletencss at the end of such picces is apt. An example is
‘Brouillards’, which fades out in mid-phrase, harmonically on a question mark;
tlu:lls matched by the picce’s proportional sequences, similarly left unresolved ac
1ts close. *
Some of the Prludes somewhat exceed their bricf, amounting to Iarger.‘
complete musical edifices more akin to the Images. \’C\c qu'a vu le vent d'oucst’

4. The manuscripe piano reduction score S, The manuscript of Ew Hane et moir (Music

(Music deparument of the Bibliothtque department of the Bibliothdque Nationale,

N_atiomle. DParis: Ms. 1008) contains the ori-  Paris: Ms. 989) shows one instance where, int

ginal vc.tsions of these passages, scored out but  extending a passage at proof'stage, Debussy also

still kegible. changed its tempo refationship to the surround?
ing sections. (This is the same passage referred
t in note 11 on page 9 above.)
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and* La cathédrake engloutie’ (Book 1), and * La terrasse des audiences’ and * Feux
d'artifice” (Book 2), are the clearest examples, and all four form proportional
systems. That of * La cathédrale’, of special interest, is examined now.

‘La cathédrale engloutic’ |

With_onc exception, this picce follows an arch form, ABCBA, with the main
diwsions at bars 28, 47, 72 and 84, and the two outer portions forming
introduction and coda. Although the sections are all thematically related, they
are still clearly distinguished in other ways. The 27-bar introduction contains the
one departure from a pure arch form—an anticipation in bars 7-13 of the central
C section, so that this long introduction itsclf forms a ternary sequence-again, a
wave within a wave.

Fig. 10.14: ‘La cathédrale engloutie® as printed
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Fig. 10.14 shows the picce’s dimensions as printed. Despite the :‘lllurc of the
89-bar total, no consistent proportional tendency whatever is visible. But this
piece poses a much more practical problem. For performers, it is impossible to
st a suitably ‘profondément calme’ tempo at the beginning that docs not have
funereal consequences from bar 22 onwards (and in bars 7—13). Theonly way to
offsct this, by speeding up in bars 18-21, involves the cmbarrassment of
contradicting Debussy’s instruction ‘sans presser’ at bar 20. i

The solution comes from the fortunate fact that Debussy recorded the picccon
piano roll in 1913 (Welte-Mignon roll no. 2738, available until recently on a
Telefunken LP record, GMA 65, issued in 1962). He simply plays bars 7-12
and 2283 at exactly double the speed of the remainder - logically, since it
results in continuity of triple metre at all the tempo transitions. This issurprising-
ly little known, though it was first documented by Charles Burkh‘art in 1968.
Burkhart also considers bars 869 to be at the faster speed, but this is less clear:
Debussy makes a considerable rallentando in bars 84 - S, and bar 86 could be
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considered as a rerum to the ordinary slower tempo from the rallentando. It is
therefore not considered here as a doubling of speed.

The problem of why this is all unmarked in the score is discussed below. The
other problem about this evidence is that a piano roll cannot guarantee exact
reproduction of the original tempo since, unlike a record or tape, its pitch is
unaffected by playback speed; also, piano rolls can be edited. (At least, though,
this onc is known to be by Debussy, unlike some Duo-art rolls issued under
Ravel’s name but actually played by Ravel’s friend Robert Casadesus.)® But this
way of playing the piece, apart from being musically logical, was also known to
some of Debussy’s acquaintances, including Alfred Cortot (Burkhart, ifd., lists
them all), who recorded the piece on disc with the same tempo changes.
Dcbussy’s stepdaughter, Mme de Tinan (then Dolly Bardac), who was resident
in the Debussy household when the Préfudes were composed, has confirmed in
conversation that Debussy played those two sections at double speed.

Taking a bar of the slow tempo as a unit, cach of the fast bars is now equivalent
to half a unit. Fig. 10.15 shows the result. The 89 bars produce a total of 55 such
units, 34 of them at the faster tempo (bars 7-12 and 22-83) and the remaining
21 ac the slower tempo. The climactic section arrives after 21 unis, the GS; and

Fig. 10.15: *La cathédrale engloutic® with Debussy’s recorded modifications
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6. Information kindly supplied by Gregor land). These piano rolls are discussed further in
Benko {formerly of the International Piano Ar-  Appendix 2 below.
chives now housed at the University of Mary-
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the arrival of the central (C) section forms a GS of 30Y2:18 %% units on the wav to
the coda. '

The lengths of the two B scctions are related by GS of 9%4:6 (=19: 12); the
tonic return at bar 72 (sccond B section) subtends a near-symmetrical division of
12¥2:12; and the coda’s arrivakdivides these latter 12 units 6:6. (The very slight
inageuracics in the ratios of 30%4: 18%2 and 12%:12 are mutually explanatory: to
eorrect one would exacerbate the other.) Just anticipating the recapitulation at
bar 72, the quaver movement begins at bar 70, aftcr 42 units, over a tritonal bass
F#, completing a 21:21 division around the climactic first tonic arrival in bar 28.
The picce’s remaining climax, in bars 61-2, lics over the halfivay point (17:17
units) between the first climax and the end.

Why the tempo changes are notindicated remains mysterious; they are equally
absent in the only known autograph.” But the necessary indication J = ), at
bar 43 of* Cequ'avu le vent d'ouest’ (present in the printed score), is also missing
from the same manuscript, providing at least one other instance of a tempo
instruction so obvious to Debussy’s musical instinct that he appears to have
taken it as read (like the gh"s in LYisle joyeuse, mentioned carlier on page 49
note 1).

The manuscript of *La cathédrale’ does contain one piece of circumstantial
cvidence: in bars 70 - 3 the quavers are notated as semiquavers, with the bar-line
between bars 70 and 71 omitted; and the minims in bars 723 are obviously
changed from what were initially crotchets. This is shown in Ex. 28. Rather than

Ex. 28: Autograph manuscript of ‘La cathédrale engloutic’, bars 67-73 (reproduced by
courtesy of The Robert Owen Lehman Foundation and of The Pierpont Morgan
Library, New York)
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soil what is an unusually beautiful manuscript, Debussy refrained from scoring
out the semiquaver bars, and instead noted neatly in the margin that “ ces doubles
croches sont des croches’ (these semiquavers are quavers). But this manuscript,
in view of its exceptional immaculateness — cven for Debussy — must have been
recopicd from an carlier draft (as is known to have been Debussy’s normal
practice). His mistake in bars 70~ 3 suggests that the draft from which he was
copying may have had a different metrical notation, which he was now alteringin
the coursc of recopying. The concentration necessary could casily have been
sufficient to distract him from remembering o supply instructions for changing
7. The autograph of the complete first book of  man foundation, on deposit in The Pierpont

. Préludes forms part of The Robert Owen Leh:  Morgan Library, New York.
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the tempo. (Also, the two doublings of speed come, like so many manuscript
problems, at the beginnings of new lincs.)

The altemative argument, that he simply could not count well enough to cope
with these metrical complidations, is hardly borne out by the metrical intricacics
successfully negotiated in, for cxample, the tirst movement of his Sonata for
Flute, Viola and Harp. WHarcver the answer, it cannot change the proportions
documented in the music itsclf, as Debussy intended it to be heard.

The last works ’

Some of the last works of 1915 onwards appear to carry the process of subverting
proportional systems to it§ full conclusion, by ultimately defying their logic and
largely avoiding thetypes af proportional system found in carlier works. En blanc
et noir eschews obvious GS sequences almost completcly, and the forms of the
Sonatas and Etsdes are less dependent on them than carlier works have been seen
to be. This does not dispfove the relevance of GS to carlicr works; it merely
reflects that some of the late works explore a very different idiom - particularly
with the clliptical density of some of the Etudes or En blanc et noir. When
GS-symmetrical sequences are clearly present, s in ‘Pour les huit doigts’
(bijugate Fibonacci numbkrs, counting by crotchet beats), they are not always
resolved at the cnds of the picces. Sometimes other clear numerical sequences are
involved, such as the 34 bars of the central section of ‘ Pour les octaves’ (bars
49 — 82), divided 10 + 94-:8 + 7. Some simple GS constructions remain: the last
of all Debussy’s piano picces, the Elégie of December 1915 (now republished by
Jobert, Paris 1978), begins and ends quictly, reaching its climactic point after 13
of its total of 21 bars. |

To investigate those aspects of Debussy’s late style properly would require
another book. But the tendency can be summed up bricfly by saying that
Dcbussy, continuing his ¢onstant cvolution away from the musically obvious,
sometimes moved clear cven of any instinctive expectations and rewards that
might be involved in following GS and symmetrical sequences — avoiding the
subconsciously cxpected proportional move, just as his carlicr works develop by
forc3talling the expectedj melodic or harmonic follow-through. When pro-

portional systems are partly present, as in some of the Préludes or Etudes, they-

could simply initiate musical relationships that can then be continued and
developed in different ways. .

It can be added that if Debussy was unaware of his proportional systems, the
subconscious judgment cesponsible first of all for organizing them with such
precise logic would later h:avc had to avoid complctely — and still subconsciously
— the possibility of such ?ocumnccs in a sclected number of the late works.

1
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“The golden mean, as Aristotle says, keeps vou from bein® a golden ass.”

Chapter 11 - Lond Perer Wimscy

External evidence

It may have scemed churlish in the preceding chapters not to accept quietly that
Debussy’s divin nombre letter about ‘Jardins sous la pluic’ establishes that he
planned his proportional systems consciously. But the remark is arguably not -
explicit enough to be absolutcly conclusive; on the more positive side, to pursuc
the question further can lead to other worthwhile discoveries. If the proportional
structures were really subconciously formed, then the subject awaits psycholo-

" gical research well beyond the scope of this book, and Gustav Fechner has been

vindicated to adegree he could hardly have dreamt of.. If, on the other hand, they
were consciously formed - or even just if they reached their final exactitude with
Dcbussy’s conscious assistance ~ then two main questions follow. First, where
did he learn the idea? Second, why was he so secretive about it?

The cxistence of the second question of course makes the first harder to
answer. In addition, Debussy’s childhood education was so irregular that we can
trace little of what he was formally taught then.! Nor can we examinc his library,
now dispersed; in any case much of what he read in his formative years was
probably borrowed or read in his favourite bookshops, discussed more below.

But when we speak of his formative years, it is well to remember how long his
musical formation took, as already scen in Chapter 4 above. One of the most
decisive periods in Debussy’s lifc came at the end of his scudent days when, freed
from his institutional studies, he was caught up by the Symbolist movement,

spending more time among writers and painters than with fellow-musicians.

445‘
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These circles form onc focus for this chapter’s investigation.

Another important cvent was his first childhood encounter, at about the age of
nine, with the artistic avant-garde, brought about through the eccentric figure of
Charles de Sivry, brother-in-law of Paul Verlaine and, according to Emile
Goudeau (1888, 109), ‘musician too, but more particularly a cabbalist pas-
sionately embroiled in occult science’. De Sivry encountered the young Debussy
through knowing Debussy’s father during the 1871 Paris Commune, after
which de Sivry’s mother, by then Mme Mauté de Fleurville, took charge of the

1. According to Julia d'Almendra (1965, 110),  al irurgy of the cathedral, and d'Almendra sug-
who interviewed Debussy’s sister Adéle in  gests this as the origin of his love of the old
1948, Dcbussy spent a good part of his infant  modes and of Palestrina and his contempor-
years not witht his parenzs but with his aunt in  arics. .
Cannes, There he was eventrained in the music-
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young Debussy’s musical education. What Debussy heard and learned in chis
radical milicu must have contribured largely to his subsequent disrespect for the
academic establishment when he went on to study at the Conservatoire in 1382.
(His Conservatoire studics appear to have included no incitements to compose
by proportional systems.)

It is casier to trace what Debussy would have heard among the Symbolists.
Proportional balance has always been regarded as basic to composition in the
visual as documented notably in Paul Sérusice’s ABC de la peinture, a
substantial part of whosc thirty-five constitucnt pages is devoted to proportions
- and of this, almost four pages (pages 16-17 and 19-20) to the Golden
Section. Although the book did not reach print until 1921, it was intended as a
handbook of traditional teaching, with ideas Sérusier had gathered since carly in
his career, when one of his closest associates was the painter Maurice Denis ~
who in tum was a friend and artistic collaborator of Debussy’s in the lacc 1880s
(he designed the cover illustration for La damoiselle élue). Denis's own interest in
numbers and proportion is discussed later in this chapter.

Numerical structurc has an equally long pedigree in litceature, going back at
least to Virgil, incorporated cither as proportions or by mnre csuteric systems of
number symbolism - or, in some cases, by both simultancously. G. E. Duck-
worth (1962), Alastair Fowler (1964; 1970) and Gunnar Qvarnstrdm (1966)
demonstrate some of the most striking examples of number systems lurking
below innocent fagades in famous literature.

The Symbolists were specially interested in this subject for two reasons - the
possible cabbalistic and other hidden connotations of the numbers themselves
on theone hand, and, en the other, the more practical use of numbers in shaping
and balancing forms. Evidence of the former will be discussed further on.
Apropos of the latter, the Symbolists’ (and Debussy’s) famous preoccupation
with plaisir — in its proper meaning and in its artistic role ~ was a thoroughly
scicntific pursuit for them, not just a dilettantish hedogism as is still often

supposed. One of the most precisc expressions otiﬁc quest can be

found in the writings of the mathematician Chad
Ashy figure, whose reputation suffered almost comiplesc.cetfpse afer his death
in 1926 until a recent resurgence of interest, Henry was a crudial background
presence to the Symbolist movement in the 1880s and 1890s, particularly a8 a
recognized mentor to the ‘Hydropathes', a large, loosely knit association of
avant-garde artists in the 1880s. Through the * Hydropathes® and his literary
fricnd Gustave Kahn, Henry became one of the closest friends of Jules Laforgue,
whose art criticisms, well known to Debussy, are very influcnced by
Henry’s scientific approach. Through Laforgue, Henry also became acquainted
with the musical Ysaje brothers, with whom Dcbussy became friendly soie
years latcr. Most nozably, Henry was a co-founder of the influential Symbotist,,
journal La Vogue, and his writings figured widely in other Symbolist journals —
including La Revwe Blanche, in whosc pages Debussy’s ‘Monsieur Croche’ later
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made his début. (Félix Fénéon, the cditor of La Rawe Blandse, was one of
Henry’s most enthusiastic supporters.) According to David Arkell (1979, 42),
Henry was also the model, or one of them, for Paul Valéry's Monsieur Teste, from
which Debussy later rather shamelessly pillaged - to Valéry's irritation — for his

own ‘Monsicur Croche’.? .

Henry was particularly concerned to demonstrate numerical relationships that
can be linked with such sensations as ‘harmonious’ and ‘inharmonious’ com-
binations of colour, or with concordant and discordant shapes and angles in the
composition of drawings. In Henry’s view these qualities could be analysed in
terms of the same mathematical equations as could the curves and angles of a
musical melodic line. In short, Henry sought to give simple and workable
definition to the relationships between mathematics and art in ways that could
also link all the arts - an extension of the quest that had motivated the work of
others like Gustav Fechner, whom Henry frequently mentions. It was predomi-
nandy from Henry’s theorics that Georges Scurat’s and Paul Signac’s Neoim-
pressionism was derived (thoroughly documented by William Homer, 1964);
Camille Pissarro also followed this school for a time before breaking away,
finding that the applications of the theorics were bcfoming too stercotyped -

again, too much like a formule.

i
]

In relating his theories to music Henry took a special interest in the theoretical
writings of Rameau, and there his prime concern, as with the ancient Greeks, was
the numerical relationships inherent in melody, harmony and rhythm. Itis in his
more general acsthetic writings that discussion of larger-sale proportion
appears, and prominent in this is discussion of the Golden Section.

Henry’s firse publication on acsthetics, the Introduction & une esthétigue scien-
tifique of 1885, quickly shows his breadth of reference: by pages 56 he has
illustrated the artistic criteria he is dealing with by toyching on the most marked
stylistic traits of artists as varied as Leonardo da Vinci, Rameau and Edgar Allan
Poc. Should that have failed to raise the young Debussy’s cycbrows, Henry
immediately groups Leonardo and Ramecau together as the two artists who, he

_ ) considers, ‘ pursucd farthest the science of aesthetics’ (i64d., 5). His next sentence

takes as an example Leonardo’s illustrations for his friend Luca Pacioli's GS
treatise De divina proportione of 1509. By page 6 Henry’s discussion has included
|

2. José Argclics (1972) gives a complete bib-
liography of Henzy’s writings, together with a
thorough study ofhis work and influence on the
Symbolist movement. Henry’s acquaintance
with the Ysafe brothers is documented in his
correspondence with Laforgue, edited many
years later by Debussy’s close friend Georges
Jean-Aubry (Laforgue, 1922, vols. 4-5). Lafor-
gue himsclf mee the Ysafe brothers through the
journalist Théo Lindenlaub, a known acquaine-
ance of both Henry and Debussy. Whether De-
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Laforgue dicd shordy after Debussy’s retum
from Rome. |

Henry’s friendships with Laforgue and other
writers are traocd further by David Arkell
(1979, especially 41-3). Remarkably, Debussy
was one of the carlicst admirers of Laforguc in
the 1880s, when Laforgue was still virtually
unknown cxcegit to his friends. Some fascinat-
ing evidenoe of this has been gathered by
Margaret G. Cobb (1982).
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both Gustav Fechner and Adolf Zeising, the latter also owing his fame to GS
treatises of 1854 and 1884. Page 15 takes up proportions specifically, singling
out ‘harmonic proportion’ and Golden Section because they alone combine the
properties of geometric series with addititive or subtractive functions. The latter
he gives in its two names of section d'or and *la divine proportion de Pacioli’.

Page 20 takes up music more specifically, but less in terms of large proportions
than in terms of the shape of melodies considered as curves, or as a line turning
through a different angle with cach new note. Making the analogy with sculp-
ture, Henry quotes at length from Eduard Hanslick on the subject of “arabesque’
and its acsthetic importance — a recurrent subject some years later in Debussy’s
writings. By page 30, after more precise numerical analysis of musical intervals
and of the significance of temperament in tuning, Heary’s discussion has again
become more general, and among other idcas raised in the closing paragraphs is
the presence of spirals in nature. For a pamphict of thirty-onc pages, the amount
of attention given to some of Debussy’s favourite topics, quite apart from GS and
spirals - Rameau, Edgar Allan Poc, arabesque, and precise links between the arts
- is very remarkable.

Most of Henry’s acsthetic publications are similarly short; only * L'esthétique
des formes’ (first published in instalments in La Revwe Blanche in 1894-5) is
considerably longer, summing up the basis of various of his carlicr works, and
again discussing the Golden Section. Since Henry’s other writings include

articles such as *Loi d’évolution de la sensation musicale’ (1886), Wronski et -

Pesthétigue musicale (1887a), and La théoric de Rameaw sur la musique (18870), it
is hard to imagine that the young Debussy would not quickly have fastened on
them. When the Introduction 2 une athitique scientifigue appeared in 1885,
Debussy was in Rome; but we have some idea, from Debussy’s correspondence
with friends such as the Parisian bookseller Emile Baron (quoted in Ambritre,
1934), of how carefully, even in Rome, he followed Parisian avant-garde literary
and other artistic developments. As we saw in Chapter 4, it was shorty after
1885 that GS and symmetrical organization began to appear in a thoroughly
organized way in Debussy’s music - particularly in “Spleen’.

When Henry’s subscquent aesthetic papers appeared, Debussy was back in
Paris and mixing in circles that included various friends of Henry — notably the
eccentric poct and inventor Charles Cros, known for his interest in ancient secret
traditions of art (Goncourt, 1891, 70). This part of Debussy’s life is srangely
shadowy, different acquaintances tending to give different accounts of his in-
terests and circles of friends, suggessing that he moved somewhatssilently among
many of them. Since Debussy was still largely unknown at the time, few bothered
to document his movements — not that Debussy would have encouraged any
such attempts. There is no record of whether Debussy ever met Charles Henry,
though if he cver atrended the occasionally 300-strong gatherings of the
‘Hydropathes® he must have been aware of Henry’s influence there. In any case,
we have so much documented discussion of Henry’s work, in books that Debus-
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sy must have known (such as Charles Morice’s 1889 literary manifesto La
Littérasure de tout-a-I’heure), in numerous reviews of Henry's writings in Symbol-
ist and other journals, perhaps implicitly in the connection between Messicurs
Croche and Teste, and in later recollections by people who were friends of
Dcbussy’s at the time — notably in Maurice Denis's Théories ~ that it is inconceiv-
able that Debussy, with his insatiable curiosity and literary appetite, could have
remaiqed unaware of the exact nature of Henry’s work. -

A more curious aspect of Debussy’s interests, little mentioned by most of his
friends, was his preoccupation with the occult. While this had become some-
thing of a fad in fin-de-siécle Paris (sce, for example, Lionel Carley’s amusing
anecdotes (1975, 50) which include Delius infuriating Strindberg at a Parisian
séance by making the table spell out ns-e-r-d-¢), Debussy’s interest appears’as
something much more serious, in common with that of many Symbolist artists —
reflecting the underlying Symbolist belicf at the time that science was on the
verge of breakthroughs that would establish new links, or re-establish ancient
ones, with both art and religion.

Debussy’s occult involvements were first documented by Léon Guichard (in
Lockspciser, 1965, 272-7), who tracked down Debussy’s association with
Joséphin Péladan’s rather tub-thumping neo-Rosicrucian movement in the carly
1890s, and his abortive musical collaboration with the occultist playwright Jules
Bois in 1892. [t appcars that Debussy was occupied with &otérisme even during
his stay in Rome from 1885-7, his lctters to Emile Baron (Ambridre, 1934)
requesting supplics of not only Symbolist journals but also such titles, as
Rase +crvix by Albert Jounet (known then as an occultist and cabbalist), and
Charles Morice’s Le chemin de la croix. Neither of the titles has been traced,
unfortunately. One may well wonder whether such interests had been inculcated
at an carly age (together with idcas about number?) by Charles de Sivry. -

By the time of Debussy’s retum from Rome in 1887, a central Parisian
rallying-point for both esoteric and Symbolist devotees was establishing itself in
the shape of the bookshop and publishing house L'Art Indépendant of Edmond
Bailly, another &otériste of widely remarked crudition. Alain Mercicr (1969,
126) considers Bailly’s influence primarily responsible for the new spread of
interest in esotericism around that time, and the poct and &otériste Victor-Emile
Michelet, who was actually on the scene, describes the shop in more detail (1937,
66-80), as docs Debussy’s poct friend Henri de Régnier (1926). According to
Michelet Debussy was one of the most regular callers (it was Bailly who first
published Debussy’s Cing poémes de Baudelaire and La damoiselle élue). In
Michelet’s words (1937, 75):
Ablcmapmshhmcﬂﬁxlydquehmylahhmdfbedmmghlyhnp«gmmdﬁm
Hermetic philosophy [involving reputedly ancient Egyptian theorics of magic and
alchemy]. Besides his reading on that subject and conversations with Edmond Bailly,
who was a student of the esoteric side of both Occidental and Oriental music, he became

. acquainted with the sacred music of the Hindus [sic] through frequenting the Sufi Inayat
i

Khan and his two brothers. i
i
167 .



Other evidence ;

Among the shop's other frequent visitors were Mallarmé; Gustave Moreau, at
that time Dcbussy’s favourite painter (Lockspeiser, 1962, 230); Villiers de
PIste-Adam, whose Rosicrucian play Ax# became one of Debussy’s unﬁm'slfcd
operatic projects; Odilon Redon; Huysmans; Ehc engraver anf.l sculptor Félicien
Rops; Degas; Toulouse-Lautrec; and Régnier. Régmcr hlms'clt (1926, 89)
mentions Verlaine and Laforgue as having been visitors in ca.rllcr years before
Bailly rook the shop over from Edouard Dwjardin, the editor of La Revue
Indépendante and founder of La Revue Wagnérienne. Some of those that.chus?y
met there he may already have known from the Chat Noir before his stay in
Rome. One wonders what books and journals filled Bailly’s bookshclycs
(Charles Henry’s writings must surely have bicen there), or what conversation
passed between the shop’s visitors. Michelet documents some of the ideas in the
air by quoting a letter he received in 1890 frori'l Mallarmé (Michelet, 1937, 67):

cher confrére, ; ) )
M?l'nhank yof:; sending me your study De Pésotérisme dans Vars. It interests me quite
personally. For P'd find it difficult to conceive dnything or to follow it up without
covering my paper with geometry that reflects _somfdmg of the m«hpum of my
thinking. Occultism is the commentary on the pure signs obeyed by all literature, the
immediate projection of the spirit. Voo o perands
Stéphane Mallarmé.

I
Ifthis is a rather unusual view of Mallarmé, Alhin Mercicr (’1969. 12'3 seq.) tends -
to corroborate it, giving other evidence of Mallarmé’s interest in geometry,
equations and cabbala. Unfortunately no detailed mcqrd scems to bc available of
exactly what was discussed at Mallarm¢’s mart'lz gatherings. Actfordmg to Walu'r
(1963, 186), Debussy was quite an carly habitué of the mardis, even before his
close friend Picrre Louys.®

3. Some fascinaring glimpses of che Parisian  and 3rtistic collaborators Gabricl Mourcy and
literary world e Tty to the 19208 Rn}do Vit Debusy’s axquitanse with
come from the large collection of correspond-  Michgler would have continued throughli c
ence (now in the Carlton Lake Collection at  invo T of.bofh of them in the tenry
the Humanities Research Center, University  Soci Baudchu? in the l§90: and 19004; it
of Texas at Austin) between Victor-Emile was the Sociée&’s archives that Debussy’s
Michelet and various literary and artistic sponde with  Micheler .Z?gﬂy
friends, much of it concerning his work as edi- mrged(vaadusxbm).ondnmbym pro-
tor of the periodical La feune France. The letters posedxi music (never cmnplemdg)ol;y ?‘;m ‘:::
amply document both the professional esteem accompany a perfoema 'ml %h Michelcts
and the affectionate regard in which Michelet  esoteric play Le pelerin d'amour’. This cp! "
was held by as wide a range of artists as Villiees isﬁnuydoc\mtedbykobm()rkdgea(l::!! 3
de LTsle-Adam, Edmond Bailly, Théophile pp. 266-8 and p. 368, note 29), and by
Gauticr, Eugtne Carridre, Jules Massenct, the R-E. Knowles (1954, 230-1), whose sy
singer Emma Calvé, Debussy’s early friend padun:madyofM:dnkt‘sampt:w
Maurice Bouchor (whose lerters to Micheler  Furdier fascinating glimpscs of Parisian mry’
include questions about cabbala), Georgetee  life of that period.
Leblanc, Charles Morice, and Debussy’s friends } .

|

168

i
;
'
|

External evidence

It is also tantalizing that no record exists of Debussy’s conversations with
Inayat Khan and his brothers; apart from any more arcane knowledge, they may
have been a main source for Debussy’s later use of Eastern modes, as already seen
in L’isle joyeuse and La mer. More precise knowledge of Debussy’s interests can be
gleaned, however, from Villicrs de Isle-Adam’s Ax#l - though sadly Debussy's
musical sketches for it have disappeared. Like Gocthe’s Faust, which Debussy
also knew,* Axél makes prominent reference to the magic significance of the
pentagram (Maricl edition, 1960, 195) — a figure at the centre of most csoteric
symbolism, and the most basic gecometric manifestation of the Golden Section,
as its lines divide onc another uniquely by GS. Pierre Mariel, in his introduction
to Axél (ibid., 25-7), shows that much of Axél’s symbolism, including the
preoccupation with the pentagram, is derived from Eliphas Lévi's Dogme ef rituel
de la haute magic, where the pentagram (pentade, which Lévi spells pantadle, as
Villiers then also docs) figures prominently. Lévi includes the following descrip-
tion of what gecometrically can only be the Golden Scction (Lévi, 1896 [ English
cdition}, 87):

By the Pentagram also is measured the exact proportions of the great and unique Athanor

necessary to the confection of the Philosophical Stone and the accomplishment of the
Great Work.

If Lévi’s passage sounds fatuous to our ears, this does nothing to lessen the
influcnce the book had on the circles Debussy was frequenting in the 1880s and
1890s. Mercicr (1969) documents this influence in some detail, listing many
admirers of the book who knew Debussy (such as Catulle Mendes) as adepts of
cabbalistic systems of number virtuosity that go well beyond the range of just the
measurement of spiral lengths discussed in Chapter 8 above. Maricl (1960, 23)
more specifically mentions Debussy as being influenced by the Dogme et ritud,
although this might be hard to prove.

To be fair to Lévi, the sentence quoted above, like most occule alchemical
writing, is meant allegorically in terms of the human soul, not just the making of
solid gold. (This alchemical context also makes cxplicit the traditional associa-
tion of GS with alchemy, already implicit in the name section d’%r.) One could
interpret Lévi as saying that in occult belicf the proportion measured by the
pentagram — that is, the Golden Section — purifies the soul and clevates the spirit.
Whatcver one thinks of this, the passage documents how GS was considered
then among those with esoteric leanings, in addition to its purcly acsthetic
treatment by Charles Henry. This belief in the magic or health-giving properties
of GS and the pentagram, incidentally, is well documented through the ages
traceable as far back as the Pythagorean school (see for example the Encydopsedia
Britannica article on Pythagoras). One implicit relic of this philosophy in music
4. Robert Godet (1926, 63-5), recounting De-  avait un cerveau £gal A tous les tiches, 3 touts
bussy’s knowledge of Faxst, and cven of such  celles dn moins qui se passent du concours deha
authors as Schopenhauer, sums up: ‘Debussy  sottise ou de la pédanteric.’
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is the fact thae the standard 5-linc musical scaft is still known in [ealian as che
‘pentagramma’ (* pentagrama’ in Spanish).

Debussy's break with Péladan’s movement in the carly 1890s was not surpris-
ing, since Péladan’s flamboyant ways contrasted as sharply with Dcbussy's
natural sccretiveness as with traditional Rosicrucian secretiveness. Whether
Debussy continued csoteric activities after this is harder to ascertain; but a rather
extraordinary dossier of csoteric political intrigues (Schidlof, 1967, 23) lists
Debussy as Grand Master until his death (possibly a figurchead role) of the then
highly secret Rosicrucian Prieuré de Sion, a movement that came to recent public
promincnce in qunnection with the mysterious history at the tumn of the century
of Rennes-le-Chiteau.5 The musician Numa Libin also recounts in conversation
that Maggic Teyte, whom he knew well, rclated to him thar when she knew
Dcbussy (from 1907 onwards) he was still involved in csoteric activitics, includ-
ing esoteric Egyptology.

However all this may be, and however much Debussy may have differed with
Péladan, there is much he may have learned from Péladan’s very wide know-
ledge; it is a pity that their letters to cach other are untraced since vanishing in
Emma Debussv’s disastrous auction of 1933. According to Paul Amold (1955,
268), Péladan’s musical theories were derived from Pythagoras and Plotinus,
both known as avid disciples of number and numcrology, and this recalls
Debussy’s reference to Plato in his letter about divin nombre and * Jardins sous la
pluic’. Plato’s surviving writings do not in fact explicitly discuss GS, though it is
implicit in the pentagonal faces of one of the five Platonic solids, the dode-
cahedron. But more relevant to Debussy’s context, Plato is traditionally linked
with GS - for cxample, by Matila Ghyka (1949, 224) and Em6 Lendvai
(1971, 115).°

One other correspondence with Péladan, though it proves litde, is so odd as to
be worth relating. [n 1892 Péladan published his allegorical Rosicrucian novel
Le panthée, whose central figure is an impoverished composer, Bihn, no doubt
partly drawn from Péladan’s zcquaintance with Debussy and Satie. Working
constantly on his Symplonic de l'or, Bihn dreams of escaping with his mistress

5. This is now documented by Baigent ef al.
(1982), developed from the material presented
by Heruy Lincoln in two television program-
mes (Lincoln, 1979). Part of Lincoln's evidence
concerned 2 precise connection with Nicolas
Poussin’s painting Les bergers d'Aradic, shown
to be designed around the pentagram; and this
Bives a special slant 1o an otherwise enigmaric
dictum in Péladan’s rules for the 1892 Salon do
Raxe + Creix — that among the types of painting
to be rejected were *all landscapes excepr those
composcd in the manner of Poussin® (Péladan,
1892, 292). In an earlier book on the subject of
Rennes-le-Cadteau, Gérard de Side (1977,
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28n) cliims that the central character int the
affaie, Béranger Saunitre, was entertained dirz
Dcbussy in 1891. S

6. Lendvai'$ceference, though, results from his
having taken Plato’s description of geometric
series in general (from the Timasns) for one of
GS. Franqois Lasserre (1964, 89) explains more
preciscly that Plato's contemporary Eudoxus
was said in Classical time3 ~ by Eudermus — to

Golden Section from Plato, and that this radj,
tion has lived on.
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from the wretchedness of city life to an idyllic existence on the island of Jersev.

"One wonders what Péladan’s thoughts were when Debussy, twelve years lacer,

himself cloped to Jerscy with Emma Bardac, whilc he was at work on La mer, his
own symphonie de l'or in the special sense we saw in Chapters 7-9 above.,
Various passages in Debussy’s published articles suggest he sympathized with
Charles Henry’s or Péladan’s numerological views. Defending the music of
R.aw?u, Debussy takes up Rameau's scicntific approach to music, recalling

the old Pythagorean theory that music should be reduced to 3 combinationof numbers: it
is the ‘grithmetic of sound’ just as optics is the * geomeery of 1 ght’. (Debussy, 1977, 255.)

!
An ardent reader of Baudclaire, Debussy mighe have felt this beyond mere
abstrate theory. Baudchire's cssay Du vin et du hachish describes a particularly
vivid expericnce of music as numbers (1961, 338) - from which it is not a long
step to the vorteses and spirals of La mer (pages 77 and 97 above), with their
exact qumerical manifestations.

In her study The Rosicrucian enlightenment, Frances Yates makes frequent
mention of the traditional Rosicrucian view of music as a scientific art, or an
esoteric science, quoting examples like Vitruvius (much discussed by Debussy’s
contemhiporarics), who listed  the arts and sciences based on number and propc;r-
tion’ # ‘music, perspective, painting, mechanics and the like® (ibid., 38). Yates
also frequendy cmphasizes the Rosicrucian movement’s prime interest in reform
and renewal of the arts, seen as an image of the cosmos. Debussy’s gencral affinity
with this credo hardly needs further claboration here, and it perhaps echoes
particilarly in another Debussy comment that *Music is a mysterious math-
cmztiéal process whose clements are a part of Infinity’ (Debussy, 1977, 199).7

Other documentation exists of the ideas with which Dcbussy came into
conta#t in the 1880s and 1890s. Mauricc Denis published his accumulated
theoretical ideas in 1912, Besides almost immediate mention of Charles Henry’s
work (1912, 3), he frequently expounds the importance of number: ’

'l'me,ﬁriswienognsp thchwofpmpmﬁons.dxemystuyofd\cmmmm[nima
mesurgs), the methods of synthesis in hicratic Egypt or ancient Greece ... (ibid., 179)
From lkm subordination of nature to human sensibility and reason cmerge all the rules:
gt?od ions, the measure whereby one can ... find the numerical rapports as well
wn:h e Japanese as with the Egn'x.iu}s ~ proportions that coincide in fact with our
instinctive need for symmetry, equilibrium and geomenry ... (ibid., 267-8)
isy like his friend Sérusier an enthusiastic student of numbers, is doubtless
n:fu'r1ng to more varied and complex number systems than just GS; but it again
I
7. The oft-quoted passage, froman interview in  *interview’ sppearcd in print, Debussy ridiculed
April 1904, in which Debussy is credited with  its inaccuracy: *Clest extraondinaire comme ce
saying It faut d¢barrasser la musique de tout  soi-disant musicien entend mal ...’ (Dcbussy,
scientifique’ is completely unreliable.  1971,273 and 319; alsoin Lesure, 1962, 9 and
‘lqaliﬂn'wlnuishhyd\edayaﬁetthe 46).
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illustrates to what cxtent Debussy was surrounded by such thinking at the very
time numerical structures began to appear clearly in his music.

Early in the 1890s, through Picrre Loujs, Debussy became friendly with the

young Paul Valéry. Many years later, in his lecture Histoire d'Amphion, Valéry
reminisced: ’
1 told Debussy I envisaged an extravagant operatic system based on an analysis of means
and on strice principles ... Thus the orchestra and singers had profoundly different easks;
the dramatic action, mime and dance were all rigorously separated and peoduced each at
its own rate, for well-determined durations. The same applied to the overal! duration,
divided and cven timed by the clock. (Valéry, 1960, 1281)

This, the only recorded conversation between the two artists, probably dating
from the mid-1890s (Lesure, 1977, 153), centres on the two principles of strict
temporal proportion and structural counterpoint. Such a burcaucratic exccution
of the principles might hardly have appealed to Debussy, but once again we find
him involved in such discussion. Valéry’s other well-known passion at the time
was Classical architecture; his interest in number was more preciscly
documented quite a few years later in 1931, when he wrote 4 preface to Matila
Ghyka's GS treatise Le nombre d'or (whence the cpigraph on page 23 above).

Even if Valéry's plan was not to Debussy’s liking, a letter Debussy wrote to

Georges Hartmann in 1897 tells us that Debussy’s method was similardy to .

preparea groundplan of awork before writing in the music: * The musical plan of
the Chevalier d'or is ready, and [ just need about two and a halfmonths to finish it
(Cobb, 1977, 46).°

We know, too, that Debussy shared his friends’ critical alertmess to archi-
tecture. Another letter to Georges Hartmann in 1898 (Roy, 1964, 118) finds
Debussy railing for a good few paragraphs at what he considers the appalling
architecrure of the Opéra-Comique. Carried away in a vein of lyricism, he
finishes:

These people scem to know nothing about lighe, and consequently about the whole
theory of luminous undulations [/a théoric des ondulations lumineuses), the mysterious
harmony that links up the different parts of an edifice ... '

If this, tantalizingly, is not more technically specific, it still shows Debussy’s
strength of feeling on the subject; it also provides an excellent analogy to
Debussy’s own procedure six years later in L’isle Yoyeuse — onc of his most
luminous picces — in terms of the dynamic undulations’that scrve to link up the
piece’s formal framework, as we saw in Chapter 5 above.” Such an alertess to
architecturc is hardly surprising, in any case, from one who hat been brought up
in the redesigned Paris of Baron Haussmann, characterized by-its geometric
groundplan of intricate but long alignments, converging on éwiles and other

[ 4

8. No trace has cver been found of this work, 9. Architects [ have asked about this have va-
with its sather Rosicrucian-sounding tide. rious views. [t scems most likely that Debussy
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points of focus (rather as Debussy’s structural counterpoints do) — and with its
twenty constituent arondisements arranged in an expanding spiral round the
centre (which is why Paris can still be heard referred to colloquially as
‘I'escargot’). '

A more explicit connection between architecturd and his music appears in a
lct.u:r-ﬁom Debussy to Georges Jean-Aubry in 1908 (Cobb, 1977, 46), where
Debussy expresies disquict about Ricardo Viies’s way of playing his new second
scrics of Images:

.. he necds to put in some hard work on them. He still docsn't feel their architecture
clearly, and, despite his incontestable virtuosity, he distorts their expression.

Again architecturc and cxpression —forme t sensation — arc connected; and, as we
saw in Chapter 10 above, the architecture in these picces is very unconventional.

His articles as a critic confirm a sharp awareness of musical architecture; a
good reason for documenting all this will soon be scen. One of the clearest
instances is his review in 1901 (Debussy, 1977, 22--3) of Paul Dukas’s Piano
Sonata: i

... If you look at the third part of this sonata, you'll find, underncath the apparendy
picturesque exterior, a powerful force that controls, almagst imperceptibly, the rhythmic
tension as if by a steel spring [un mécanisme dacier] ... You could cven say that the
emotions themsclves are a structural force, for the picce cvokes a beauty comparable to
the most perfect lines found in architecture ... i

Not only docs this again link expression directly with form, but also the possible
analogy of a spring (the passage is hard to render:exactly in English, but this
interpretation is reasonable) recalls the spiral in his own ‘ Hommage 2 Rameau’,
seen in Fig. 10.4 on page 142 above - a picce corﬁposcd not long afterwards.
Whatever the case concerning this detail, Debussy’s last sentence anticipates the
character of ‘Hommage 3 Ramcau’ most precisely.

A more technical issuc suggests that Debussy wa.+ using GS consciously. This
is that the numerical sequences found in the analyse$ above nearly always reduce
themselves at some stage to the Fibonacci serics, the most convenient way of
carrying out otherwise unwicldy GS calculations. This applies throughoue
‘Spleen’ (the first comprehensive GS structure in his oesvre — page 35 above); in
‘L’ame évaporée’ (page 37); in the incomplete dynamic sequences of Figs.
4.4-4.5 (page 40); in the opening dynamic sequenck of Laprés-midi ( page 151);
in ‘La cathédrale engloutic’ (page 160); in the :most dynamic scctions of

was referring to rechniques used since ancient
times to prevent monotony on the outside of 2
building all made of the same material. This is
done by managing the relief of the walls and
outlines 50 as to vary the amount and angle of
light and shadow sriking various parts of the
walls, and, in the process, to emphasize the
overall proportions. In musical terms this
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* L'isle joyesse (pages 54-5), ‘Reflets dans l'can’ (pages 25-7), *‘Hommage 3
Rameau® (page 142) and ‘Poissons d'or’ (page 148); in the Introduction to
‘Dialogue du vent et de la mer’ (page 97) and the carlier version of the
Introduction to ‘De I'aube A midi sur la mee’ (page 89); and finally in the 1915
Elégie (page 162). Fibonacci numbers are also important in picces not analysed
here; including Masgues, * Pagodes® from Estampes, the “ Prélude’ from Pour le
piano, the Prélude ‘Ce qu'a vu le vent doucst’, and the introductory part of
‘Rondes de Printemps'.

Ini addition to this we have the oddity that the plan of ‘L’ime évaporée’
(as scen in Fig. 4.2 and pages 37-8) appears artifically contrived, since some of
its numerical intricacies, through they make up a Fibonacci nctwork, could not
havd been intuited by a subsconscious sensitivity to GS-symmetrical division.
Or if the incomplte Fibonacci systems seen in the Ballade, Nocturne, and the
‘Menuet’ from the Suite bergamasque (Figs. 4.4-4.5, page 40) were subcon-
sciously intuited, this subconscious sensitivity would have had to work exacty
for part of cach picce and then suddenly switch itsclf off, which is hard to accept
logically. Was Debussy experimenting in those picces — with the discipline of
writing to a sct scheme, or by juxtaposing proportioned sections or whole picces
(as jn the Swise bergamasque) with unproportioned ones?

If he was, this might have resulted from his obscrvation that he had already
intuitively approximated to GS in songs like Beau soir (page 33 above); we know
Bedu soir was still in his mind over this period, since he had it published in 18917
abqut cight years after its composition. To link intuition with conscious tech-
nique in this way would have been specially in keeping with Jules Laforguc’s
vicws on the matter, which Debussy must have been reading at about that time
(quoted in this book’s Preface).

fall or some of the above supposition is correct, why was Debussy so sccrctive
about it? One answer is simply thar secretiveness was basic to his personality -1l
érait trés sccret’ is usually one of the first comments one hears in conversation
with those who knew him ~ possibly connected, too, with the habitual secrecy of
esoteric circles. But Debussy generally avoided any technical description of his
ou}n music — for example, nowhere in his letters or writings do we find even the
whole-tone scale named - and this reflects the fact that, in the most exact sense,
hejwas the absolute professional, or anti-dilettante, whose professional pridc lay
iniletting the music speak for itself. After all, virtually no composers before
Sck\ocnberg cxplained their precise techniques cither, and though Schocnberg
did, his aesthetic and cemperament were far removed from Debussy’s. Nor
would Debussy have wanted to divulge any more techitiques to the imitators of
his style in the 1900s, who, he insisted, were in danger of making him loathe his
o¥m music. SO
‘Debussy also had to be on guard against misunderstanding from critics, some
of it misguided, some of it wanton. More than a few critics considered his style
t00 esoteric and contrived, and for Debussy to have let information leak about

! 174
i
!

External evidence

geometric construction would have been folly, virtually telling critics where to
pounce. We know this was Debussy’s point of view because he used the argu-
ment himself when writing in defence of Rameau (Debussy, 1977, 255):

{Rameau] was perhaps wrong to write down all these theories before composing his
operas, foc it gave his contemporaries the chance to conclude that there was a complete
absence of anything emotional in the music.

Another article finds him putting this more aggressively (ibid., 127): *Morcover,
[ think itis dangcrous to initiate the layman into the sccrets of musical chemisery’
~ the main implication of this being a full awareness of techniques he was not
prepared to divulge.

Did Debussy divulge anything more specific to friends? If he did, it would
doubtless have been in confidence, and if so, it scems that confidence was
respected. Nonetheless, some remarks from his friends are worth noting for what
they may imply. Robert Godet, one of Debussy’s most trusted friends, wrote to
him in 1917 to compliment him on how the Sonata for Flute, Viola and Harp
secmed in quite a new way to suspend itself in the air without visible support.
Godet continues (Lesure, 1962, 82):

Of course, vou have never abused the function of scaffolding, and you have always
excelled ~ if anyone did - at flartening it with one kick once the edifice was complete.

George Jean-Aubry, with whom Debussy shared a love of Jules Laforgue’s
works, had a similar view. Writing in 1920 of Dcbussy’s essential gosis de la
libertt, Jean-Aubry defines this as ‘non pas le godt du désordre ... mais unc
secréte discipline 3 soi-méme imposée’ (1920, 193—4). Whatcver they meant
precisely, it is evident that those two intimates of Debussy’s mature years
accepted not only strict discipline in Debussy’s music but also its complete
compatibility with his musical freedom.

One particularly wonders what Jean-Aubry meant, because it was to him that
Debussy first enthused in 1908 about André Caplet, who was soon Dcbussy’s
most trusted musical collaborator: “This Caplet is an artist. He knows how to
create sonorities and, with a pleasing sensitivity, he understands proportions [ s
le sens des proportions] ..." (Debussy, 1957, 23). In 1909 Caplet was arranging La
mer for two pianos, and in connection with the arrangement we find Debussy
writing to him in a genial mood (ibid, 40): ‘You're the guardian angel of
corrections ... and you're jolly good at counting! [vous savez joliment bien comp-
ter!]’ What had Caplet been counting in La mer? Their correspondence gives no
more clues; but numerical preoccupations would have been well in character
with Caplet’s known penchant for mysticism.

If, afeer all this, we have stll not mailed Debussy down with proof more
conclusive than his divin nombre letter, we can only congratulate him on having
covered his tracks so efficiently, if indeed he did all this consciously — though his
general secretivencess gives more weight to an odd slip like the divins nombre.
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Might that letter be an example of the \vglll-known subconscious urge to leave a
clue somewhere when onc has pefpetrated the pcrfco:'t crime? Whatever the case,
it helps cstablish the perspective of this discussion if we also view it from th'c
other side, considering what necessarily follows from the belicf that Debussy’s
use of GS was completely unconscious.,

One would have to accept immediately that he was also unaware of t‘hc exact
nature of many of his most sophisticated forms, like ‘lcux_dc vagucs’, whose
construction is inexplicable unless proportions are taken into account. This
would require Debussy to have had a most unmeticulous lack 9f interest in exact
architecrural aspects; but we have just seen a profusion of his views telling us
otherwise, in addition ro his remarks on proportions quoted in Chapter 1 (page
9, note 11). _ é _ ' -

In the case of *Jardins sous la pluic’, if GS was not his conscious preoccupation,
what was he referring to in his letrer? 6: mentioned in Chapter .IO. no othe.r
system is visible in the plan shown on page 137 above (Fig. 10.1); ifone were, it
would inevitably not have allowed the simultaneous GS precision of Fig. 10.1-
brought to maximum accuracy by the bar he added t the Pn:)ofs. And.lf he
counted bars in ‘Jardins sous la pluic’, did he avoid doing this in other picces,
despite the interest in number many of: his associates had? )

In 1889 Mauricc Emmanucl records iDebussy saymg.hc *could do with less
four-bar phrases’ in César Franck’s symphony (Lockspeiscr, 1962, 208). What
about L’ isle joyeuse and “Jeux de vagucs?? If he was not aware of .d.xc StructufaL
purposc of their four-bar sequences, it {vould suggest that his cnuc;l faculncs
had regressed since 1889; and his music ptherwise hardly supports this idea. All
this would have to apply to a composer '2:2 extolled * the need to understand —

rare among artists’ (Debussy, 1977,1254).

50" there a:cg some dgfﬁculticz in accdpting the idea that chussy used GS
consciously (mainly the lack of any mccc'Ef arithmetic on his surviving sketchcs),
there seem to be considerably more indigestible contradictions involved if we
take the other point of view. But the an';wcr must be onc or the other, and the
more plausible option seems clear for d:i moment, though it is well notto adoet
too fixed a position, since more evidence could appear that might cither compli-
cate or simplify the question. Whatever the exact answer, it docs not change what
the musical scores contain, and only hffects two or three sentences of our
provisional conclusions. :

Roger Nichols (1977, 157) calls GS “as and proportional device which
docs not draw a(ttcntion t:) itself® - a description that could hardly ask for' better
corroboration than the way Debussy’s usc of GS managedtq cvade detection for
almost a century. If defiberate, Debussy’s strategy was wcl!-mg,h perfect, to the
extent even of convincing many commerjtators that such strict procedures would
be incompatible with his music. There i.s another important aspect, tho.ugh, 19
this relationship between strictness of execution and freedom of expression. All
!
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the dimensional changes and variants traced in the chapters above were achieved
simply by Dcbussy’s extending or compressing the same musical material — by
repeating a bar or a pair of bars, or conversely by climinating some such
repetition, or by stretching one bar to wo or compressing two into one. Such an
inherent flexibility of line, with all the advantages it brings, must also lcad
dangerously near at times to the stifling chasm of infinite possibilitics. Ravelisan
obvious example, among many, of a composer whose inner resources found their
fulldst stimulation when his outer ones were most strictly limited, and it is
equally arguable that strict proportioning actually made composition casier in
many respects for Debussy, anchoring the music down where apt, and providing
the neoessary way of balancing and controlling the new formal freedom his music
had won in other respects. This again is in keeping with the general views on
freedom and disgipline expressed by Dcbussy’s friends Godet and Jean-Aubry,

quoted on p. above.
Edgar Poc w3s one of the most dominating of all the literary influences
on Deb d his€ssay “The philosophy of composition’ - virtually a catech-

ism to many of the Symbolists — puts this rclationship between cxpressive
freedom and formal strictness ncatly in focus. Poc’s aim in this essay is to scotch
completely the idea of artists forming their works in i inspired haze, without
any idea of the precise mechanisms that shape them. Selecting The Raven® asone
of the best-known and dramatically most cfective of his poems, he exphains:

It is my design to render it manifest that no onc point in its composition is referrible
cither to accident or intuition ~ that the work proceeded step by step, to its completion,
with the precision and rigid consequence of a mathematical problem.

Poc then lists in relentlessly logical detail a chain of coldly calculated decisions
covering all aspects of the poem’s composition, from its optimum overall length
to the choice of the word *Nevermore® as a refrain largely because of its asso-
nance. Every possible technique is used to exploit and manipulate the reader’s
instinctive responses and expectations, building the tension all the while towards
the poem’s climax. Opinions vary as to whether Poc’s tongue is in his cheek at
times, so clinical secems his claimed manipulation of the reader’s emotions; but
the beauty of his position is that if indeed his tongue is in his check, then he is
mercly applying the same rechniques one storey higher: all his technical cxplana-
tions, and the surpriscs he springs with them, are similarly playing catand mouse
with the reader’s cxpectations and responses.

On an immediate level, Poc’s strategy could casily be adapted to define the
logical course of detailed construction in a piece like Debussy’s “Reflets dans
P'eau’. The analogy also extends more generally to the way Debussy’s equally
exact systems help the music to reach, unfiltered, to more powerful levels of
emotional responsc in the listener, by avoiding the standard forms that drive
more conventional music into the net of the listener’s intellectually conditioned
judgment. This is exemplified by the structural nature of La mer, where Debussy
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cvidently wanted to keep the work’s peculiar but very fundamental use of sonata
form from being superficially audible. More important here, the smaller formal
units and associated geometric structures make up the motives, subjects and
developments in the underlying process of transformation and renewal, so that
the larger sonata scheme ctfectively works one storey above (or below) the
apparent level of argument — further extending the possible analogy with Poc’s
techniques.

Edward Lockspciser had a constant preoccupation with this aspect of Debussy
as an explorer and communicator of the remoter comers of dream consciousncss,

where cmotions tell their truths unstifled by intellectual prejudice or inhibiton. -

In his lecture * Debussy's concept of the dream’, Lockspeiser cxplored this idea
along the line of Debussy’s idolization of Poc and Tumer, and it led him to an
intriguing intuitive coincidence. Discussing parallels of drcam images between
Debussy and Turmer, he played recorded extracts from La mer, and tollowed by
quoting from an article by (the then) Sir Kenneth Clark:

This dream-like condition reveals itself by the repeated appearance of certain motifs
which are known to be part of the furniture of the unconscious .. Onc of these is the
vortex or whirlpool, which became more and more the undeelying chythm of [Turncr’s)
designs ...

Turmer’s are not the only spirals that can be associated with La mer. The first
edition of La mer appeared with a reproduction on the cover, at Debussy’s
request, from Katsushika Hokusai’s print “The hollow of the wave off Kanaga-
wa’, a copy of which also hung on Debussy’s study wall (PL. 1). The dominating
motive of the print is the wave, whose lower outline curves in a logarithmic
spiral, admitedly broader than Debussy’s variety. In addition, the GS divisions
indicated around PL. 1 show how close the composition comes to overall GS -
marking especially the upper extremity of the wave, the side of its lower curve,
and the top of Mount Fuji.

Another of the most popular of Japanese prints at the time, which Debussy is
likely to have known (and of which Monct had a copy), was Andd Hiroshige’s
“The whirlpools at Awa’ (PI. 2), whose main motive speaks for itself, and which
also approximates closely to overall GS _composition (vertically, the division

* between water and land; horizontally, the centre of the vortex). Dcbussy’s love

of Japanese art is well known; whether ornot he knew this print, it well illustrates
the preoccupation with such shapes and compositions in Japanese art.

It is even possible that the spiral shapes hidden in Dubussy’s music might
have some intended significance relative to the spiral configuration of the human
inner car. This might sound oo far-fetched were it not that a precise parallel can
be drawn once again with Laforguc’s essay on Impressionism, which stresscs the
relationship between the techniques of Impressionist painting and the workings
of the human cye. .
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Pl 1:*The hollow of the wave off Kanagawa® from Karsushika Hokusai's Thirty-six r
W rEy-Six rrews
of Mosns Fusji, ¢. 1820-9 (reproduced by courtesy of the Trustees of the British A\'rlusc\:m)

_l | | '

Time will tell what further conclusions may result from the present stu

its findings have ?ccn put together with material from othc*: fields, orx;t::i:
that may emerge in the future. As far as performing the music is concerned, it is
worth rcmcmb.cnn_g that the above analyses have all been made from \‘vhat
Debussy wrotein his scores; to try to emphasize the forms and shapes any further
woukl be like trying to enhance a Renoir baggneuse by sketching in her skelcton
In dhis .rcspcct Robert Godet’s comment, already quoted on page 175 abou;
‘flatvening d!c scaffolding with one kick once the edifice is complete’ can ;qually
aptly be applied to the music’s performance. At the same time, the analyses above
prove how p.ncxscly judged Debussy’s indications are, and how crucial to the
fonm:.th:tttscvcn less excuse now than there ever was for the thythmically and
dynamically perverse performances of his music that tend w claim seylistic
authenticity, oft.cn in the name of ‘what imbeciles call Impressionism’. ’

The reader wxs.hing some respite from Golden Sections is recommended to
Anton Ehrenzweig’s book The hidden order of art. Despite what the tide might
suggest, Ehmz.wcng hardly touches on aspects like proportional techniques, but
rathsr pursues in detail, and with much sympathetic understanding, the com-
plexity of relationships in the various arts between subconscious inspiration and
consnous.tedmiqucs. This not only develops Laforgue’s thoughts on the matter,
but an give useful perspective to the present book’s findings. ,
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Ehrenzweig's thesis is that art has always cvolved by breaking up surtace
continuitics in order to exploit more hidden levels of cohesion; and that when
the more hidden relationships, through developmene, become the obvious
surface technigues, their fecundity dics (or to use Debussy’s term, they become
Jormules). As an example he mentions the practice among Romantic syn'lphonists
of helping unity by quoting from carlicr movements in later ones, and points out
the irony that the model this technique was derived tfrom - the finale of
Becthoven's Ninth Symphony — used the device for the absolutcly opposite
purposc of wrenching the finale away from the worlds of the carlicr movements

PL 2: *The whirlpools at Awa’ trom Andd Hiroshige's Famous places in the sivtv-odd
provines, 1855 (reproduced by courtesy of the Vicroria and Albert Muscum)
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(1967, 219-20). The argument has obvious affinities with the rclationship
between the surface argument in Debussy’s music, the sort of surface interrup-
tions that we saw in picces like *Jeux de vagues', and the hidden cohesion at
deceper levels that those interruptions established.

Another main part of Ehrenzweig’s thesis is that in gencral a crucial part of
artistic creation is an oscillation between very precise critical phases and ones of
more ihituitive receptivencss to new inspiration. He suggests that on a smaller
scale, too, more rapid alternations of these states are a normal part of healthy
waking consciousness (ibid., 203), and that their thythm may be instrumental in
defining our sense of time. Although he docs not pursue this further with music,
it invites more study. Not only basic chythm and mctre, but also the subter
large-scale thythms and alternations of types of structures that we have scen in
Debussy’s music: for the sensitive listener these all might affect aspects of this
psychological rhythm, and thus be instrumental indefining our sense of musical
time and proportion ~ as well as in explaining music’s ability to warp our sensc of
time away from clock time. This also makes obvious why good musical propor-
tions cannot just be defined theoretically, but have to be matched to the music’s
content by the most critical intuition.

These are merely fragments of ideas that invite exploration. In short, the
present book is likely to, and should, raise more questions than it answers. The
hope is that its findings have helped define some of those questions more clearly,
and may suggest some ways of investigating them. [f more findings result that
topple some of the opinions cxpressed in the preceding pages, [ shall be entircly
content.
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Measuring the arc length of a logarithmic spiral

o ’-'.

- -~

This can in fact be done without any recourse to mathematics: one simply lays a
picce of thread or string along the arc of Fig 8.1 on page 97, marks off the
length involved and then measures it by the same units as in the diagram.
Obviously this rather crude method is not conducive to maximum accuracy;
hence the calculation below.!

Even the calculation cannot give complete accuracy, for the reason that the
musical plan represented in Fig. 8.1 follows Fibonacci numbers, which represent
GS only to the ncarest whole numbers. Therefore the points of intersection of a
truc logarithmic spiral, based on exact GS, will not correspend absolutcly to the
bar divisions in each case. The error, however, will always be very small —in this
casc a maximum of ¢. 0.3% of the diameter of the measured portion of the arc.

To definc the spiral, two exact radii are required, together with the angle
traversed by the arc between one and the other, which in the case of Fig. 8.1 is
900 degrees, or Sa radians. If we follow the Fibonacc proportions of Fig. 8.1
and take the spiral’s point of focus (which of course it never reaches) as 34 units
from the left edge of Fig. 8.1, the arc begins at r = 3 and ends at r = 34,

The logarithmic spiral (see Fig. A.1) is defined by

log r = KO (where K is a constant).

Fig. A.l

N

1. 1 am grateful to Drs David Jeffrcy and Armand funmgdwuu:kbyahammmma&
Sivaramakrishnan for showing me how tomake  culations.

the cakculation, and to Andrew Uttkey for con-
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If natural logarithms are used, we obtain
In r = k@ , where In 7 denotes natural logarithm of r,
or r = & = exp (k9), where cxp is calculated by using natural log tables
backwards. (Small k is a new constant.)
I€ the spiral begins 268 = a and goes to 6 = B,
0 =Qa =f| = 3 = e"
0=P=r=34=c

To find k:

=& In %=¢=01545553..

The reason for using natural logarithms is that the following equation then
applics to find arc length:

Arc length = VT + k-2 (&0 - &9)

(This equation, derived from simple calculus, has been known for some cen-
turics.)

Substituting for k, ¢ and !
Arc length = VT + 0-15455537 (34 — 3)

= 202-957 (accurate to 3 decimal places).

In Fig. 8.6 (page 102) the central total of bars between Introduction and Coda
mustl?cancvcnnumbet,topcmﬁtdlcsymmmial division at the end of the
Efposxtion; 202 (101 + 101) is the ncarest even number to the result above.

Alternatively one can calculate by taking two other fixed points (for cxamiple,
ry = 8,7; = 21), making these the exact points of spiral intersection rather than
the two points in the above calculation. Onc could then find k (which would be
very marginally different) and calculate arc length with appropriate modifica-
tions to the above formula for arc length to cover the exterision of the arc beyond
the limits of the new 7, and r,. A further alternative is to begin with only one
fixed radius (or diameter) and define k by means of exact GS: i

A = GS = Y4=L whenever 7y and r; are & radians apart. ‘
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Arc length of a logarithmic spical

Because the Fibonacci scrics only approximates to exact GS, resulting arc
lengths can vary between 199 and 206, depending on the fixed points chosen;
again 202 is the nearcst cven number to the mean of those results.

If indecd Debussy was more adept with numbers than is generally known, it
could account for another hidden relationship linking the two spirals in the outer
movements of La mer. That of Fig. 8.1 is based on the Fibonacci scries, and that
of Fig- 7.2 (page 77) is based on the summation series 7, 9, 16, 25, 41, 66....on
which the whole first movement is built. These two series, both defining circular
figures, are related by 7, the number that defines the measurement of circular
arcs. That is, if one multiplies 3, 5, 8, 13, 21..., by 7, onc obtains, to ncarest
whole numbers, 9, 16, 25, 41, 66 and so on.
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1
Proportional intrigue in other composers® music

|

!
Various types of proportional correspondence, including GS, can be found in
music by composers of many styles, schools and eras — though jt is important to
add chat they are untraceable in equally large quantitics of excellent music by
many of the same composers. In many cases where GS is preient, the musical
cvidence suggests that it is unlikely to have beenapplied consciously; also it often
tells us lircle about the music that is not already obvious in onljodox terms. For
example, E. J. D. Camp’s investigation into the positioning of double-bars in
Mozart sonata movements (1968) needs to be supplemented by more detail of
what happens inside the sections — especially any unorthodox procedures —

before one can guess why the cmbk-Zar isatthe GSinsome movements but not
ho

in others. In this respect Johpn Rutter’s more detailed proportional study (1975)
of Beethoven's Fifth Symp ore to tell us, suggcsting how departures
from the sonata norm are used to build up proportional and dynamic strength in
teems of large-scale thythms. Some of the proportions Rutter goes on to trace in
Haydn and Mozart (ibid.) were almost certainly deliberately planned, since they
involve other ratios besides GS. Haydn, Mozart and Becthoven are linked, too,
by their connections with Freemasonry — even though only ozart’s involve-
ment in it is known to have been very thorough. T“

Some cascs of numerical structure in music are well known to have been
deliberate. Brian Trowell's analyses (1979) of highly sophisticated numerology
in music by Dunstable have proved themsclves specially ptactil&l by helping to
solve paleographic problems in mamuiscript sources. Newman Powell (1979)
maps this field further, showing Fibonacci numbers in other medieval music,
and giving an unusually lucid description of the special propertics of GS. In
recent music, some deliberate Fibonacci constructions by Kienek, Nono and
Stockhausen are described by Jonathan Kramer (1973). Betgés preoccupation
with numbers, particularly the number 23 (butapparenty not the Golden
Section), has long been known, on his own admission. Only recently, though,
did the discovery by Douglass Green and George Peric of annotated sketches,
and then of an annotared full score, of Berg’s Lyric swite perrhtt\ail appreciation of
how intricatcly Berg practised numerical construction (Perle,{1977).

On the other side, Camp (1968, 33) mentions that Schoenllcrg, questioned
about the Golden Scction, disclaimed usc of it (perhaps becaube the Fibonac
serics contains the number 13?). Schoenberg’s use of the term dpldcn Section to
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describe the relationship between dominant, tonic and subdominant keys (1978,

132) is a different matter, obviously intended metaphorically rather than mathe-
matically. Roger Nichols also reports in conversation that Messiaen, asked in
1978 about GS, similarly disclaimed use of it - perhaps more surprisingly in view
of his mysticism. [t might make an interesting project — not attempted here - to
investigate whether Messiacn's music nonctheless reveals any intuited GS
patrerms. -

"Em0 Lendvai's detailed study (1971) of Bartdk’s music is still controversial,
mainly because some wayward arithmetic undermines the accuracy of many of
his claims of GS construction. Lendvai also dodges the question of whether
Bartok used GS consciously (if we accept that some of Lendvai's proportional
conclusions are valid). This is discussed in more detail in Chapters 2 and 7 of

" Howat (1979) and in Howat (forthcoming). The case cannot be proved one way

——

or another since Bartok, perhaps wiscly, left no explicitly incriminating evidence
in letters or surviving sketches. On the other hand, any argument that Barték —a
voracious reader and an avid student of natural history — was unaware of GS has
to contend with such immediately obvious details as the xylophone solo that
opens the third movement of his Music for strings, percussion and celeste: the
repeated £''s follow a sequence of 1, 2, 3, 5, 8, 5, 3, 2, 1 per crochet beat
Between the beginnings of bars 2 and 4.

To investigate these other composers in detail is beyond the scope of this
book; but three examples of GS construction are remarkable enough to be worth
describing below. None of them has accompanying cvidence, cither in the
manuscripts or in the composcers’ letters, to prove whether the use of GS was
conscious or not. Bue the constructions are clear and logical, and also account for
idiosyncrasies in the music’s construction.

Schubert: Piano Sonata in A, D.959, first movement exposition

The first 81 bars of this movement, from Schubert’s penultimate sonata, are a
model of normal sonata exposition ~ tonic first group to dominant second
group, linked by a modulating transition passage in bars 28-54. In performance
it is casy to imagine the imminence of the double-bar in bars 78-81. Instead, at
bar 82 the music plunges into a turbulent and chromatic development of the
carlier transition material, before the main second subject returns in bar 117,
leading to the double-bar and repetition. In normal terms this is unaccountable,
yet it sounds convincing; what is its logic?

Fig. A.2 shows the layout of this passage, 132 bars long the first time, and 130
when repeated (counting over the cadence o C major the second time, as is
logical). In every way the main turning point is the division after bar 81,
separating the orthodox, diatonic part of the exposition from its irregular,
tonally unstable adjunct. GS of 132 is 81-58, and of 130 is 80-34, so this main
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division is within two-thirds of a bar of the exposition's primary GS for both the
first and second times.

Fig.A.2: Schubert Sonata in A, D.959, first movement exposition

interruption
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double-bae
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‘hematic transition group silene
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16 1 6
3 {
100 103

E minor E major

These first 81 bars — the stable portion — are divided 27:27:27 by the three
thematic groups (first group, transition and second group) and also 40v2:40%2
by the section’s dynamic apex, the fortissimo accented chord halfway through bar
41. Converscly, the irregular portion from bar 82 onwards is dominated by GS,
the main division being at the silent bar 112 that marks this portion’s climax
(31:20 bars the first time, 30:19 the second). The sudden cadence to E minor
and subito piano in bar 101 similarly mark the GS on the way to the silent bar
(19:11 bars). From there to the double-bar (first time) the 32 bars are divided
16:16 by the retum to tonal stability with the second subject in bar 117,

For all the music’s difference from Debussy’s idiom, the structural principle is
the same one as we saw in L'isle joyesse (Fig. 5.6 on pageS5 above) and in La mer
(Fig. 7.2 on page 77) ~ symmectry up to the GS point followed by GS after it.
The principle of exposition, too, appears to be working in cbunterpoint on two
levels, the *surface’ exposition up to bar 81 itself forming the first group of a
more clemental exposition of stability against instability, symmctry against
asymmetry. Again it isa disruption of surface coherence (after bar 81) thac allows.,
themore potent structure to develop under the surface. (And another disruption
of surface cohcrence - the silent bar 112 - allows it to retum to symmetry and
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tonal stability.) It should be added that in the mavcmcnt’s. :::capitulation the
proportions are altered — but then it is no longer an exposition.

Schubert scholarship of the last decades has found cnough evidence to quash
the old notion of Schubert dashing off his masterpicces without carcful prepara-
tion (sce, for example, Reed, 1972); and this cxample must add to the intrigue of
how he worked. (Some surviving sketches for the movement show that he did
not origifially sketch it to the above dimensions.) Whatever the answet, it might
involve Jacques Chaillcy’s study (1975) of Winterrrise, in which Ch.alllcy unex-
pectedly found himself concluding that Schubert must have been involved in
Freemasonry — a subject on which Chailley already had expertise from an carlier
investigation of Mozart’s Zauberflite (1972). (Chaillcy also pointed out that
Schubert would have been wise to keep any Masonic activity secret in the
political climate of the time.) The structure analysed above also gives off a
specific whiff of Freemasonry, in that the first 81 bars, divided 27:27:27, form 3
blocks of 3 to the power 3. (The movement’s coda — another strange adiunft to
the structure - again is 27 bars long.) Together with many other curious
types of structural contrivance ~ tonal and othq ~ in Schubert’s music, this
invites more study. :

‘ i
Ravel: ‘Oiscaux tristes’ from Miroirs (1904-5)

Of the five picces comprising Mirvirs, * Oiscaux tristes’ presents the simplest
formal oudines. [ts temary form is clear as ABAA’, the A’ consisting of acadenza
and coda following a condensed recapitulation (bars 21 -4). Leaving out for the
moment the cadenza and coda, the main ABA portion of the picce - bars 1-24 -
forms a dynamic arch beginning and ending pianisimo, and rcachiqg a ﬁrm
climax in bar 15. Counted by crotchet beats (since bar lengths vary), this section
compriscs 89 units, and the height of the dynamic arch is reached after 55 of
these, making the dynamic arch clearly proportionced by Fibonacci numbers. The
top partof Fig. A.3 shows this. The portions of the arch beforc and a.fter the pnk
arc also divided no more than one crotchet beat away from the intermediate
points of GS, with the key change after 33 crotchets (bar 10), th.c onsct of the
central section with the agitated bird-calls after 47, and the recapitulation afeer
75 crotchets. The ronality at the dimactic point is also the most remote key (E)
reached from the picce’s tonic Eb minor, as well as the tritone from the Bb which
forms the first and last note of the dynamic arch.

Thus far there is no ambiguity whatever in the measurement of dimensions.
The cadenza complicates this; as with the cadenza of Debussy’s D’un aabier
dasquises the normal chythm is suspended, and it has to be related o what
surrounds it in 2 musically realistic rather than liseral way.! In ‘Oiscaux tristes’
1. Viado Perlemuter (1970, 24) confirms chis,  ¢o the choed and its prolongation before mov-
relating that Ravel wamed him against playing  ing quite rapidly into the cadenza.’
the cadenza *too literally. The Lens applics only '
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Fig. A.3: Ravel: *Oiscaux tristes’ from Miroirs
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the predominating metre is 4/4; bar 26, following the cadenza, is in 4/4, and
although bar 24, preceding it, is marked 2/4, both the harmonic motion and the
dynamic grad:mon there give effectively a bar of 4/4 beginning halfivay through
the notated bar 23! The cadenza could then provisionally be counted as a group
equivalent to 2 4/4 bar, thus wking lm:rally the semibreve in the bass.

If this is done, du: length of the entire picce comes to 121 units. GSof 121 is
75:46, defining cxactly the point of recapitulation (bar 21) and, to within a
crotchet, the begihning of the central section after 47 units, as shown in the
lower sequence of; Flg A.3. The coda similarly coincides with the GS between
the m:apxtulanon and the end, completing a GS arch sequence of 28:18:28
{accurate to the nearest crotchct) within the larger one of 47:28:46. All this
shares the logic ah‘cady seen in the Debussy examples: in the more static formal
outlines the Golden Sections are balanced to form symmetrical arches, whereas
the more dramaué clement of the picce, the dynamic arch, avoids symmenry.

FromFig. A.31i 1 can be scen how han'nomously the two sequences are linked,
the oudines of th ternary form growing logically out of the momentum of the
dynamic arch. Asi concluding link between the two Sequences, the 32 units of
cadenza plus coda are divided 16:16 by the final cadence tothe tonic chord at the
beginning of bar 29. .

Even the small inaccuracies in Fig. A.3 can be loglcally accountcd for. Were
the recapitulation’ o enter at its theoretically ideal point in the dynamic arch -
after 76 units — the piece would have to finish after 123 units. The resulting ,
34-unit length (instead of 32) from the end of the dynamic arch to the end of the
picce would cither disrupt the 16:16 ratio around the final cadence at bar 29, or
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necessitate its expansion to 17:17 - which would then cause metrical complica-
tions at a musically inappropriate point.

It is, incidentally, remarkable that this analysis should hinge on the same
complication of measurement ~ the cadenza ~ as Dcbussy’s Dun cabier
d'aquises, for Ravel is known to have written *Oiscaux tristes’ under the
conscious influcnce of the structural ideas Debussy had just incorporated in
D'un-cattber desquisses

Like Debussy (and apparently unlike Schubert), Ravel makes frequent use of
GS, notably throughout the Miroirs. The most sophisticated example is
*Alborada del gracioso', a virtual compendium of proportional devices, includ-
ing a large-scale GS sequence derived thematically from a small-scale one related
to it by the ratio V5 (from which is derived the exact value of GS, as shown on
page 2 note 1 above).? As a subtle structural encore, Ravel orchestrated
‘Alborada’ in 1918, cxtending some passages to allow more time for orchestral
colour and crescendo accumuladion. This new version, inevitably breaking up
some of the old proportional comrespondences, crects new ones in their place.

Other works by Ravel showing GS construction include three dynamic arch
forms — the songs 5i morme! and Lﬂgmmif vents venus d'ontre-mer, and the piano
picce A la maniére de Borodine. More intricate GS construction, using Fibonacci
numbers, is apparent in the Sonata for Violin and Cello and the late Sonata for
Violin and Piano, as well as in parts of Le tombeas de Couperin (for cxample, in
the ‘Fuguc’ the first inverted entry occurs after 21 bars and the first stretto after
34). The third of the Mirvirs, *Une barque sur I'océan’, gocs further by mixing
GS with another number system developed from powers of 3, contained inside
clearly defined musical blocks, and then ingeniously developed in conjunction
with the GS tendencics.

In general Ravel was known to be fascinated by hidden challenges, well

2. A Duo-art piano roll of *Oiscaux tristes’
(Duo-art no. 082), supposedly performed by
Ravel himself, is among thosc mentioned on
page 160 above as possibly having been made
by Robert Casadesus. The carclessly arriculated
rhythm audible on this particular rofl (obscur-
ing the difference berween duplet and tripler
quavers, and thus the underlying croechet putse,
at ransitions such as bars 3-4) is therefore not
definitely attributable to Ravel; not is the alea-
tory treatment of bars 10-11 in the “Ravel’
Duo-art rollof*La Vallte des doches’, abso from
Miroirs. The confusion over the authoeship of
these rolls is compounded by the fact that 2
recent issue of them on disc (Everest X912) -
nodoubt done in all innocence ~ reprodeaces the
*Toccata® from Le tombean de Couperin ata grin-

dingly slow pace —just about the spcednwhxdl
Ravel, a notoriowsly uncven pianist, might have

91

been able to play it! M. Jean Touzcler kindly
clarified the marter by plaving me his own copy
of the *Toccata’ roll (Duo-art no. 086) on a
properly adjusted Duo-art Steinway set to the
speed indicated on the roll, producing a much
more credible performance.

3. The V5 relationship is achieved in whole-
number terms by a combination of GS and sym-
metry. 5 is thus relared vo 11 by 54343, 13 10
29 by 13+8+8, 21 047 by 21+13+13, cxe.
Those are the numbers concemed in
*Alborada’, counting in 6/8 units from the be-
ginning, giving a fascinating partern of thematic
derivation, The logic of this arithmetic can be
followed from the formula for GS in Chaprer 1
above: if ¢ (the value of GS) is taken as the
smaller value, 0-618034,then ¢ = Y51 =
V5o 1 +2p,0rl 40+ ¢
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cxemplificd by 2 highly ingenious picce of (non-GS) virtioso construction
quictly concealed in the * Pantoum’ of the Piano Trio, detected recently by Brian
Newbould (1975). All this musical evidence gives a precise focus to Ravel's
enigmatic remark to Maurice Delage: My Trio is finished. [ only need the
themes lor it’ (Stuckenschmide, 1969, 149). One must suspect that Ravel knew
well what he was doing; learning his ceaft in the Paris of the carly 1890s he would
have been aware of the same currents of thought as was Debussy, with whom he
was then still on good terms. i

Fauré: *Reflets dans I'cau’ from Mirages (1919) g

Faur€'s choice of poem (from the Baronne de Brimont's set of Mirages) might
suggest homage to Debussy, who had dicd the year before. At the same time the
superficial parallel shows how different their idioms were —notably in this song’s
avoidance of any strong dynamic surge. But there is a more concealed corres-
pondence. !

The poem’s seven stanzas, all the same length, are spread to different lengths in
the music - respectvely 13, 11,9, 11, 12, 17 and 38 minim units, indicating
special treatment for the last stanza, with its quictly sinister ¢limax to the poem
(‘Si je glisse ..."). In a through-composed sctting, Fauré ruris his main musical

transitions in counterpoint with the verse, preventing the musical transitions -

from coinciding with beginnings of stanzas until the crux — the beginning of the
final stanza at bar 33. Thus the opening 2/2 metre expands in bar 18 ro 3/2, apdy
at the word ‘caresses’ in the first line of the third stanza —;thc word-painting
underlined by an inversion of the hitherto constant texture, and a slightly
feverish glimpse of the tonic key through the chromaticism. In response, the 2/2
metre returns in bar 25, just before the end of the fifth stanzd, and lasts undil the
end of the song. The first of those metrical changes arrives after 34 minim beats,
and the other one after 55, leaving 56 units to the end.

Fig. A.4 shows, in addition to this simple Fibonacci sequence, how the final
56 beats are arranged to accommodate the poem’s climax in the last stanza. The
quaver movement, constant since the song’s beginning, is interrupted halfway
through bar 33, after 72 units, to make way for the menacing Si je glisse, les caux
feront un ronde fluide ..." The accompaniment to this rippleg in three phrases of.
triplet then duplet quavers, until the original 2 panymg texture returns in
the second half of bar 44, the ripples having subsided. From l:hc interruption in
bar 33 to the end of the ripples in bar 43 there are 21 units (counting the rest in
bar 44 apart); the surrounding sections, cach of 17 units (‘u.i‘thc nearest whole
number), make up a total of 34, balancing the song’s climactit section by GS and
sctting it symmetrically in the centre of the last 56 units. (The extra unit - 56
instcad of 55 - is present because to produce exact Fibonacti numbers again in,
the second half of the song would involve another interruption of the 2/2 metre.

!
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Fig. A.4: Fauré: *Reflets dans Peaw’ from Minyges
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Presumably Fauré, no slave to rigueur, decided that musical exigencies took
priority — especially in this case the dramaric effect of the structural hiatus in the
bar 44.)

GS is completely absent from the other three Mirages and, as far as can be seen,
from most of Fauré's output. If this example of Fibonacci construction was
unconsciously intuited, what happened to the intuition in all his other music?
Might Fauré have been paying homage to Debussy on more than one level,
quictly incorporating what he perhaps knew was a technique special to Debwzssy
(as well as to Fauré’s former pupil Ravel)?

Whatever the answers in the above three analyses, there is a distince possibility
that such techniques have been in the conscious equipment of many composers,
who, finding them in carlicr music, have quictly borrowed or developed them.
This certainly applies to some twenticth-century compusers: Peter Maxwell
Davies is one who has confirmed it in conversation, mentioning Dallapiccola as
one of various composers with whom he has discussed proportional and other
hidden techniques in music of the past. The point is also implicit from all the
analyses in this book that, with many composers, the more a picce flouts formal
norms the more one might suspect other types of discipline in its formal
organization.
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‘Reflets dans I'eaw’ (Images of 1905) » Tempo Q .
T3 -f«.-.\ > » -d_ — 2 Pz >

- PP h —— I yp.;- '

(‘Arnduﬂno ?ollo iz == = 2 ;

cmpm rubale H

h2 Y |

|

10 Quasl cairnza a ) 2l ~

PrIavyo

”m- crene - sesmgrade

195

194

U s -

="t

L,



Appemlix 3

‘Reflcts dans I'cau’
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‘Clair de lunc® (Suite bergamasque)
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‘Clair de lunc'
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Textual commentary !

Three sources have been available for each picee reproduced above. In cach case
source 3 is a second edition corrected or revised from the first edition, and this
source 3 has been taken as the basis for the text above. In the cases of *Reflets
dans I'cau’ and L’ésle joyensse the ﬁrl"n of Durand no longer has records of the cxact
dates of issuc of those second editipns (the works were reprinted about every two
years) buit can confirm that the cotrections were supplicd by Debussy. In the case
of *Clair de lune’ the corrected edition was probably issucd shortly after Debus-
sy’s death when the firm of Fromont was taken over by Jean Jobere (in 1923); in
casc the corrections were not from} Debussy’s pen, they are listed at the end of the
commentary to ‘Clair dc lunc’ below. For the other three picces, though,
differcnces between source 3 and the carlier ones are listed only if the source 3
reading is not an obvious correction or rerouching of the carlier versions, or if the
variant is of special importance fo the above analyses. Not listed are editorial
slurs, printed ---=~, and other additions printed in square brackets. All bar
numbers and unit totals in the mulsical texts are editorial, The abbreviations ‘u.s.’
and *Ls.’ stand for upper staff and lower staff,

‘Reflets dans Peau’ (no. 1 of Images, premiére série)

Sources: (1) autograph: Musicd tofthe Bibliotheque Nationale, Paris:
Ms. 998 ,

(2) first edition, prepared from (1) above, by A. Durand et fils, Paris, October
1905, imprint no. D. F. 6615 (1)

(3) corrected edition from dnc"I:: plates, Durand ¢. 1910-15.

by Debussy have been traced.
AN
i .
Bars 15, 33 - 4, 79-80: - — - L — after *Rit.’ and *Motto rit." in (1) only.

Bar 18, u.s.: tic cb’~cb’ present in (1) only. N
Bar 22, u.s.: sccond note, gh'*’ In all sources, presumably*should be ¢b’** as in
more recent Durand reprints. o

Bar 23: no diminuendo has been added; although absolute subito ppp in bar 24
| 4
|
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Textual Commentary

scems unlikely, opinions must vary if and where to begin any dimin-
uendo.

Bars 248, u.s.: by normal convention this passage should be in demisemiqua-
vers, not hemidemisemiquavers as in all sources. Perhaps just carcless-
ness; but other manuscripts of Debussy’s (discounting a few obvious
slips) also suggest that he tended to work on the basis that a group of 13,
14or 15 (asin this passage) is ncarer to 16 (normal hemidemis) than to 8

277> (normal demis). His notation has therefore been retained, not only

becauise the context prevents any confusion, but also ~ possibly Debus-
sy’s reason for notating as he did - because it avoids what would
otherwisc look misleadingty like changes of speed leading into bars 24
and 29.

Bar 29, w.s.: Debussy’s arithmetic is correct (10+4+2 hemidemisemiquavers in

. the first half of the bar); but, despite the concurrence of all sources,

perhaps the figuration should include 2 ¢*** before the bb”.

Bar 36, u.s.: last group demisemiquavers in all sources.

Bar 50, u.s.: double dot in all sources after 7; an alternative solution to removing
a dot (as here) would be to follow with a-demisemiquaver upbeat. Cf.
bar 65, but also bar 54.

) Bar 54, u.s.: all sources erroncously have 1..before the octave Ffi, and a crotchet

tail on the last quaver cly’’'a}y’"’.

Bars 59-60, L.s.: all sources have crotchet bass notes instead of minims as in the
surrounding bars. Perhaps an oversight; perhaps an implication of
increased turbulence in these two central climactic bars (cf. the analysis
in Chapter 3 above).

Bar 93: how to play the first chord, combining the temuro marks with the
arpeggiation, is not clear. (1) lacks the arpeggiation sign, suggesting
that Debussy too had doubts. Viado Perlemuter reports that in later
years (¢. 1915) Debussy instructed Marcel Ciampi to play it thus:

*Spleen’ (no. 6 of Aricttes oublices)

Sources: (1) autograph: Bibliothaque Frangois Lang, Abbaye de Royaumont,
France .

(2) first edition, prepared from (1), by E. Girod, Paris 1888, imprint no. E.G.
6122
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(3) second edition from new plates by E. Fromont, Paris 1903, imprint no.
E.1422 F.(6).

No proofs or other copics corrected by Debussy have been traced.

The text follows that of (3) without alteration except to omit the English
translation. Debussy revised the song for the 1903 edition, retouching some
harmonics and textures, and moving some vocal entries back or forward byupto
acrorcher; exceptionally, the final *hélas’ is 1 Vs bars carlierin (1) and (2), on two
fb's (MJ ), but with the piano part undemeath as in (3). None of the variants in
any way affect the analysis in Chapter 4 above.

‘Clair de lune’ (no. 3 of Suite bergamasque)

Sources: (1) first proofs with Debussy’s corrections: collection of Mme de
Tinan, Paris (sce pages 40 and 44 notes 8 and 9 above)

(2) fizsc edition by E. Fromont, Paris 1905, imprint no. E.1404 F.

(3) second edition from new plates but using the same imprint no., J. Jobere,
Paris ¢. 1923

No autograph or other copics corrected by Debussy have been traced.

Bar 7, u.s.: tie from final b’ lacking in (3); present in (1) and (2).
Bar 17, Ls.: (3) has mg.; (1) and (2) correctly have m.d. ,
Bar 21, u.s.: all sources have a superfluous dot after crotchet gh”.
Bar 33: 4 lacking in (3); present in u.s. of (1) and (2).

Bar 52, Is.: final }7 lacking in all sources.

Bars 58, 65, ls.: 2 lacking in all sources.

Bars 59-65, L.s.: the inconsistency of the bass note values has been left untam-

pered with, since the only consistent solution (a dotted minim tied to a

dotted crotchet in cach bar) would clutter the score. The inconsistoncy

implies that such exactitude is not desired: that the bass notes are to be
sustained but without their subsequent point of relcase being made
N ,

Alterations made for source (3): bars 7, 17, 33: cf. o&mmcntary above / bar 6,
u.s.: dot to minim ch’ / bars 18-19: 2,6 tou.s. / bar:21: 6 to both staves/
bar 23: 6 to u.s. / bars 23—4: slurs to Ls. / bars 35-6, L.s.: slur only on
first beatof 35 in (1) and (2) /bar 36, u.s.:§ tob”/bar61, Ls.:  moved
from d’ to ¢’ / bar 69, u.s.: dot to db’*’.

4
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Textual Commentary
L’isle joyeuse

Sources: (1) autograph: Music department of the Bibliothdque Nationale, Paris:
Ms. 977

(2) first cdition, prepared from (1), by A. Durand et fils, Paris 1904, imprint no.
D.&F. 6446 .

43} Corrected. edition from the same plates, Durand ¢. 1910-15.

No proofs or other copices corrected by Debussy have been traced.

Bars 9, 15, 16, 66, u.s.: | to g in (3) only; sce page 49 note 1 above.

Bars 13, 11314, 240: all renuto marks editorial; cf. respectively bars 12, 103—4
and 109-10, 236.

Bar 18, beat 3: perhaps Debussy meant the mf that appears in all sources, buta

‘ lapse of concentration when recopying seems a more probable explana-

tion in view of the similar echo effects in bars 17 and 19-20.

Bar 63: no diminuendo in any sources; cf. commentary above to bar 23 of
‘Reflets dans I'eau’.

Bars 117 - 44: sce page 62 above regarding an carly sketch variant,

~ Bars 13940, u.s.: tenuto marks on the first note of each beat lacking in (2) and

(3) arc implicd in (1), where bars 138-40 u.s. cach appcar as 7 .

Bars 148-52, 166-77, u.s.; 204-7, 21215, u.s. & Ls.: the dotted crotchets
should possibly be tied in pairs or fours (if so, it is not the only repeated
detail Debussy overlooked, as has already been seen). The solution is not
clear cnough, though, to justify changing the text.

Bars 156-7: (1) gives these bars as in Ex. 11 on page 62 above.

Bar 161, Ls.: the staccato dot in all sources is probably a carclessly written
intended #enuto mark; of. bar 164.

Bar 242: A (ls.) and > (u.s.) editorial; ¢f. bar 238./ All sources have a staccato
dot as well as a renuto mark above beat 1, u.s.; but in (1) the dot appears
above the tenuto sign and was probably an accident; cf. bar 238. / The
other inconsistency with bar 238 - the notation of the second and third
beats, u.s., common to all sources — has been left unchanged.

Bar 254, Ls.: change to bass clef lacking in all sources.
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