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1

A PRELIMINARY STUDY OF HARMONIZATION IN 

MAQĀM MUSIC

Amer Didi

Maqām Music
The term maqām, which most likely appeared for the first time in the 

writings of Aš-Šīrāzī1 (13th century A.D.), can express:
−	 A cyclical genre as in the Levantine Waṣlah,2 the Maghrebi Ṭab`, the 

Iraqi Maqām, the Iranian Dastgāh, the Azeri Muqam,
−	 A melodic-type, or a specific mode (e.g. Rāst, Nawrūz, ‘Irāq or 

Iṣfahān). Majrā, iṣba`, nagham, šadd, laḥn, were the predecessors 
of the relatively modern term of maqām,

−	 A modal system, as in the Arabic Maqām and the Ottoman-Turkish 
Makam.

As a modal system, maqām3 stretches (intermittently) over a vast re-
gion, from East Turkestan in China, to Morocco, and from Albania to Su-
dan. Cultures as diversified as those of Central Asia, East Africa, the Arab 
World, Iran, Turkey, parts of Eastern Europe and the Balkans, share the 
common concept of maqām as a modal system underlying a wide spec-
trum of musical identities.4 

Despite the existence of instrumental polyphonic textures (lutes, fid-
dles, double-clarinets), consisting of a parallelism rooted in a prima-
ry monophonic texture that is doubled in fourths or fifths, the pre-emi-
nence of a monophonic texture is a common feature of the maqam zone 
modes. On the other hand, music of the Middle East can be heterophonic, 
i.e. the instrument(s) accompany the main melody with an embellished 

1  See Wright, Owen. The Modal System of Arab and Persian Music, A.D. 1250-1300. 
London Oriental Series, 28. London: Oxford University Press, 1978.
2  Literally (and musically): suite.
3  In this article, I refer to the alterations as follows: sharp = s, flat = f, double = d, half-
sharp (1/4 tone higher) = hs, half-flat (1/4 tone lower) = hf, sharp half-sharp (3/4 tone high-
er) = shs, flat half-flat (3/4 tone lower) = fhf. However, “neutral”, unless otherwise stated, 
refers to intervals that are the odd multiples of a quartertone, e.g. 1/4, 3/4, 5/4, 7/4 tone…
4 The exact delimitation of the geography of the maqām is a challenging task in itself, 
since the location of the maqām zone is surrounded by other musical cultures, e.g. those 
of Europe, Russia, India, China, Indonesia and Africa, and the consequent mutual influ-
ence by neighboring musical cultural zones.
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version(s).5 This status of monophony was unrivalled for centuries, wit-
nessing of a predilection for a single melodic line, yet with the possibility 
of variants (heterophony) or drones played in parallel. With the advent 
of European colonialism in the nineteenth century, tonal music started to 
influence the Maqām, in terms of aesthetics, intonations, melodic-types, 
instrumentation, and texture. Westernization, and later on globalisation, 
fostered the polyphonization and harmonization tendencies. The place of 
the piano in the nineteenth-century salons of the bourgeoisie,6 opera per-
formances in opera houses (Cairo), military music executed by almost 
every marching band of the Levant, and later, during the twentieth and 
twenty first centuries, chiefly with the boom of popular music and (social) 
media, all paved the way to harmonization.

Attitudes towards Harmonization
During the twentieth century, harmonizing maqām music oscillat-

ed between a traditionalist approach with a complete rejection, and a  
‘(r)evolutionist’ approach. The traditionalists based their attitude on the 
fact that maqām music hardly, if ever, used a polyphonic texture through-
out its (known) history. Citations like those in Al-Lādhiqī’s Fatḥiyyah 
Epistle (15th c.)7 gratifying the consonance of thirds and sixths do not 
constitute a strong case for the advocates of ‘harmony in maqām mu-
sic’, since no further citations would support Al-Lādhiqī’s assertion. Folk 
and art practices witnessed no use of such texture. On the other hand, 
the proponents of harmonization found a strong backing for their idea 
in the so-called ‘evolution’ of the western music language. In their eyes, 
since western music started as monophonic and proceeded along the path 
of polyphonization8 from plainchant to organum, discant, fauxbourdon, 
counterpoint, tonal harmony, modal harmony, atonality, polyonality and 
5 Cooke, Peter. ‘Heterophony’. In: The New Grove Dictionaryof Music and Musicians. 
London: Oxford University Press, 2004.
6  See Parisot, Jean (Dom). ‘Musique Orientale’. In: Tribune de Saint-Gervais. Bulletin Men-
suel de la Schola Cantorum, 4ème Année. Paris, 1898, pp. 55-56. Available online at: https://
archive.org/details/latribunedesaint18974pari/page/n4/mode/2up (accessed on 9 April 2020).
7 See Erlanger (D’), Rodolphe. La musique arabe, tome 4, Traité anonyme dédié au Sul-
tan Osmānlī Muḥammad II (XVe s.), Al-Lāḏiqī Traité Al-Fatḥiyya, Paris: Paul Geuthner, 
1939, p. 325. 
8  See Kitson, C. H. The Evolution of Harmony. Oxford University Press, 1914, Clercx, 
Suzanne. Aux origines du faux-bourdon. Revue de Musicologie, T. 40, No. 116 (Dec., 
1957), pp. 151-165. Société Française de Musicologie. Available at: https://www.jstor.
org/stable/927125 (accessed on 06 April 2020) and Alain, Olivier. L’Harmonie. Presses 
Universitaires de France. Que sais-je, No. 1118, 1965.
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so forth, nothing would prevent maqām music from taking the same route, 
even at the risk of ill-fated shortcuts. While the opponents of harmoni-
zation found in these attempts a threat to the essence and ‘soul’ of the 
maqām, the advocates of harmonization felt it their ‘duty to modernize’ 
and ‘evolve’ the musical language. The easiest way for the proponents of 
harmonization was to apply the rules of tonal music to maqām; the ‘im-
ported package’ would include chords, chords progressions and cadences, 
and the free spirit to ‘customize’ some chords to suit the tonal and maqām 
systems.9 

During the twentieth century, the European notion of the music of the 
‘other’, inherited from the colonial era, started to give way to a new ap-
proach to ‘exotic’ scales. Microtonality became a springboard for com-
posers to explore different horizons after the crisis of Wagner’s famous 
Tristan chord. Jorg Mager, Willi Möllendorff and Richard Stein experi-
ment in quartertones, Julián Carrillo’s harps in sixteenth tones. Ivan Wy-
schnegradsky was the first to theorize about micro-intervals.10 This led 

to the creation of ‘continuous’ instruments (Ondes Martenot, Theremin, 
electronic music) allowing the manipulation of pitches. Acoustic instru-
ments were altered to accommodate the new experimentations and region-
al styles: 24 quartertone equal-tempered pianos, Oriental trumpets, clari-
nets, and later on, microtonal guitar and fluid piano, joined the already 
suitable continuous (fretless) stringed instruments. Attitudes towards the 
‘other’ now oscillate from curiosities to experimental music, and from a 
global approach, seeking a renaissance of ‘old’ or new temperaments, to 
contemporary music and modal or ‘Oriental’ Jazz. Recent techniques are 
far from emerging from a complex of inferiority/superiority, or mere exot-
ic trends (from both, west to east and east to west). An increasing number 
of musicians, who are well-versed in both tonal and Maqām Music, west-
ern experimental musicians with an (ethno-) musicological background, 
are confronted by the issue of Maqām influenced harmony, seen through 
the prism of modality rather than tonal constraints.

The brief investigation that follows offers a preliminary examination of 
9 Unfortunately, with early efforts being mainly performed by musicians with a western 
musical background, many interpretations left the listener uncertain about the sonorities; 
it was either out-of-tune playing or the composer’s intention to alternate between neutral 
and diatonic intervals.
10  For a thorough study of the history of micro-intervals, see the comprehensive work 
of Franck Jedrzejewski: Dictionnaire des musiques microtonales (1892-2013), Paris: 
L’Harmattan, 2014.
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the purely technical and theoretical aspects of a potential harmony stricto 
sensu, rather than an exhaustive survey of the major experiences of the 
20th century in particular, which attempted to elaborate a harmonic tex-
ture, which can be called Maqāmal harmony. This article is limited to 
an introductory study of the triads in the maqām, without any prejudice 
towards ‘conservatism or modernism’ or generalisations about the results 
presented here. It is a cautious inspection of what has thus far for some 
been a taboo, for others a magic potion to ‘evolve’ maqām music. Despite 
my dual background and thorough research of tonal music and maqām 
music, coupled with several years of practising instruments from both 
musical languages, there is no intention in what follows either to promote 
or to demote the usage of the chords that are analysed and classified. A 
detailed investigation of the different approaches (theories and ideologies) 
and techniques applied during the twentieth century and beyond will ap-
pear in a forthcoming work.

Preliminary Classification of Harmonization Techniques
A cursory glance at treatment of the maqām during the twentieth centu-

ry shows that musicians, intentionally or unintentionally, tended to avoid 
harmonizing the maqām. This is seen through the number of pieces in this 
style. In ‘harmonized’ works, the bulk of the compositions and arrange-
ments are in non-neutral scales, i.e. `Ajam (4, 4, 2)11, Nahāwand (4, 2, 4), 
Kurd (2, 4, 4), Westernized Ḥijāz (2, 6, 2), Nakrīz and Nawā ‘Athar (4, 2, 
6, 2), Ṣabā Zamzamah (2, 4, 2)… 

The newness – sometimes the haziness - of the technique itself makes 
it hard to list all the practices of harmonization of the maqām. I list be-
low the main techniques while trying to coin new terms such as sporadic, 
subtractive, three-quarter-tone tonal harmony, and Maqāmal harmony, to 
describe their respective approaches:

1. Sporadic harmony consists of randomly playing a V-I sequence, 
doubling certain notes almost exclusively in thirds. It is usually encoun-
tered in Arabic pop music, yet ironically seen by several masters of the 
‘oud and qanoon as ‘revolutionizing’ the technique of their instruments; 
most of the time this technique leads to ill-fated ‘polyphonic oversim-
plifications’, puerile clichés, and shallow harmonies. Sporadic harmony 

should not be confused with the intentional alternation of monophonic 
and heterophonic or polyphonic passages. 
11 Multiples of a quartertone.
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2. Intervallic harmony comprises a succession of intervals, usually 
major, minor and neutral thirds and sixths. At a more elaborated level, 
Intervallic succession can exhibit an underlying intervallic progression.12 

3. Chordal harmony is a succession of chords that can remain at the 
level of succession (chord succession), or become a chord progression.

4. Subtractive harmony Consists of playing an n-note scale or chord, 
while avoiding the notes that form a three-quarter tone with the neigh-
bouring notes (third and seventh degree in Rāst, for instance).

5. Functional harmony Chords occupy a functional role in relation to 
the primary degrees (tonic, final, dominant). Functional Harmony can be:

a. More or less an adaptation of tonal harmony, in this case one can 
call it: three-quarter-tone tonal harmony. 

b. An intrinsic, endogenic technique, yet to be explored, that takes 
into account the essence of maqām music. A suitable name would be 
Maqāmal harmony. 

Attempts to harmonize a pure diatonic or chromatic passage, add noth-
ing to their quest for harmonizing maqāmian music. This sort of harmony 
is in fact behind the tendency of neglecting the maqām for the sake of dia-
tonic and chromatic scales where the harmony is obvious. 

A Scalar Problem
Like other modal systems, maqāmian music has a distinctive trait in 

the subtlety of its intervals. A certain note (in the musical rather than the 
written sense) is believed to have the freedom to be played anywhere be-
tween a little bit lower or higher than the ‘norm’. Despite fastidious dis-

12  See David Cohen’s description of the distinction between ‘succession’ and ‘progres-
sion’ in ‘“The Imperfect seeks its perfection”: Harmonic Progression, Directed Motion, 
and Aristotelian Physics.’ In: Music Theory Spectrum Vol.23 no.2 (Fall 2001), pp: 139-
169: ‘Progression in general is a series of two temporally consecutive harmonic events 
(sonorities) related in a way that is stronger than mere succession. As an instance of “di-
rected musical motion,” progression includes, crucially, the notion that an initial event 
engenders expectation of motion to a specific second event, such that notions of impli-
cation and realization, consequentiality, and so on, are felt to apply. Second, harmonic 
progression in particular is taken here to include not only the progression of chords, but 
also the progression of one harmonic interval (dyad) to another more specifically, cases 
in which a dissonant or less stable interval moves to a consonant or more stable interval 
in accordance with the canons of voice leading.’
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cussions among scale theorists’, this ‘norm’ is accepted to be a virtual grid 
of 24 equal quartertones13, even though many musicians reject the idea of 
a fixed grid and scale. However, eminent theorists such as Al-Farābī (10th 

century A. D.)14, who provided the first scalar theory of neutral intervals, 
Avicenna (11th century A. D.) 15, and theorists of the 20th century admit that 
the sikāh degree (Ehf) results from the halving of the minor third [D-F].16 

Consequently, it is safe to say that the Ehf is meant to fall at ¾ tone above 
D and below F, and 1 whole tone + ¾ tone above C and below G, yet other 
nearby intonations are left to regional, technical or individual styles. 

The most common in the maqāmian scale are: 

- Al-Farābī’s scale (10th century A.D.), giving the following 
values for the Rāst scale: ~204 c, ~151 c, ~143 c, 204 c, 204 c, 
~151 c, ~143 c.

- Al-‘Urmawī’s scale (13th century A.D.)17, first promoted by 
his inventor, then rejected by him in a later work to adhere 
again to Al-Farābī’s ratios. This scale consists of an extended 
Pythagorean scale resulting in 17 degrees and 18 intervals per 
octave.18 

13 Erlanger (D’), Rodolphe. La musique arabe, tome 5, Essai de codification des règles 
usuelles de la musique arabe moderne, Echelle générale des sons, Système modal. Paris: 
Paul Geuthner, 1949.
14  Erlanger (D’), Rodolphe. La musique arabe, tome 2, Al-Fārābī, (suite : livre 3), Avi-
cenne, Mathématiques, KitābAš-Šifā’. Paris: Paul Geuthner, 1935.
15  Ibid.
16  A pure minor third has the ratio of 6/5 which equals 12/10. Hence the two neutral 
seconds: with the ratios 12/11 and 11/10. Other approaches include the splitting of the 
interval between a minor (middle finger) and a major third (ring finger) on the `oud. Avi-
cenna’s ratios are:  13/12 and ~12/11.
17  Erlanger (D’), Rodolphe. La musique arabe, tome 3, Ṣafiy Ad-Dīn Al-’Urmawī Epître 
à Šaraf-Ad-Dīn, Aš-Šarafiyya, Livre des cycles musicaux, Kitāb Al-Adwār. Paris: Paul 
Geuthner, 1938.
18 Major (and minor) seconds, thirds, sixths, sevenths, fourths, and fifths, are all Pythag-
orean respectively in cents (circa): 90 c, 204 c, 294c, 408 c, 792 c, 906 c, 996 c, 1110 c, 
498 c, and 702 c). Neutral seconds, thirds, sixths and sevenths, however, have varying 
values according to the placement within the scale. For instance, the neutral seconds 
could be as small as 114 c or Apotome (ἀποτομή), or as large as 180 c, in fact two leim-
mas (λείμμα), both rejected by theorists and musicians of the maqām.
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- The 24 Quartertone Equal Temperament (24 QTET), probably 
invented during the 18th century, presents values that do not 
deviate too much from that of Al-Farābī. For instance, the 
values for Rāst in 24 QTET are: 200 c, 150 c, 150 c, 200 c, 200 
c, 150 c, 150 c, with a maximum deviation of 7 cents for the 
second and fourth Neutral Seconds ([Ehf-F] and [Bhf-c]). 

Many theorists reject the possibility of harmonizing maqāmian music, 
reasoning that the scale is a ‘changing’ one. In their opinion, since the 
maqām scale has subtle intervals, there is good reason to refute the ability 
of the maqām to admit a harmonic texture. This point does not stand up 
well since, in the realm of a group performance, there is no existence for 
such ‘changing’ intonations that shift all the time, and are left to the ‘feel-
ing’ of the performer; at least this conviction is exaggerated.

Another argument is that since maqām music is not based on super 

ratios, i.e. intervals that could be expressed as 
n +1

1 , harmony is not pos-
sible. This assertion lacks accuracy, for many musical languages knew 

harmonic textures, without having the 
n +1

1
ratios. An evident example is 

the tonal system of western music in its equal temperament, where all in-
tervals, except the octave, are impure, acoustically speaking. On the other 
hand, basing a music practice on harmonics is deemed inconsistent. For 
instance, theorists, who saw in the overtones a majestic manifestation of 
nature in art, when faced by the 7th and 11th harmonics they would label 
respectively them Bf and Fs respectively, while they are closer to a Bhf19 

and an Fhs. On the other hand, for each culture, the proper musical scale in 
practice is as ‘natural’ as other scales for other cultures are.

It is also worth mentioning that the acceptance of a texture within a 
scale is not related to that scale. For instance, the Zarlinian system has 
around 9/8 (204 c), 10/9 (182 c) and 16/15 (112 c) respectively as ratios 
(and values in cent) for a major tetrachord [C-D], [D-E] and [E-F]. These 
ratios were at the heart of the then modern scale, suitable for a better con-
sonance on degrees I, IV and V as is well known. Curiously, almost the 
same values are those provided by Al-‘Urmawī and adopted later in Ot-
19 The Bfhf (lowered by three quarter tones) of the 24 equal temperament is 950 c from 
harmonic 4 (C). Harmonic 7 is ~969 from harmonic 4, i.e. 19 cents sharper than Bfhf. 
Harmonic 11 is ~551 c, i.e. an Fhs in the 24 equal temperament.
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toman Music for the Rāst tetrachord [C-D-Ehf-F]: 204 c, 180 c and 114 
c. Obviously, a difference of two cents would not prevent Ottoman mu-
sic from adopting a polyphonic texture. In other words, neither tempera-
ments nor scales impose a texture. Despite the almost identical values in 
intervals, the Zarlinian scale is seen as a major scale, while the Ottoman 
is seen as Rāst. Another example from the Solomon Islands, where ‘Are’ 
flautists perform what to a maqāmian ear is a polyphonic performance in 
maqām Bayāti.

Obviously, the scale and the temperament were not the factors behind 
the monophonic texture of the maqām. The statement that ‘maqām cannot 
be harmonized because it is not equally tempered’ is not valid.

Maqām, Harmony and Improvisation
Some musicians fear that harmonization may destroy the improvisation-

al style. While modal music in general is heavily based on extempore, pre-
composed or semi-composed music also have a place in this context. Jazz is 
one of many cases that are rooted in improvisation, while being polyphonic.

The Problem of the Neutral-Tritone
In his survey of Rameau’s Code de musique pratique (1760), Thomas 

Christensen concludes that the French theorist and composer understood 
the dissonant seventh (and its tritone)  as ‘the causa prima of harmonic mo-
tion, the displacing agent (vis motrix) of the tonal universe’,20 central to the 
dynamic binary opposition of tension and resolution between the two main 
chords V(7) and I. This rebellious interval (diabolus) is behind the tension 
in the dominant seventh chord and its derivatives/extensions, such as domi-
nant ninths, the diminished triad of the seventh degree, the diminished and 
half-diminished seventh, the augmented sixth. Its regular resolution hap-
pens by extending (augmented fourth), or by shrinking (diminished fifth). 
In the maqām music, considering the general scale of Rāst, i.e. C, D, Ehf, F, 
G, A, Bhf, c, it does not present any tritone, i.e. three whole tones, but rather 
two neutral augmented fourths: Ehf-A, and F- Bhf, both having two whole 
tones and three quarter tones, or a triton minus a quarter tone. The ‘urge’ of 
resolution of this interval (melodically and harmonically) is not lesser than 
in an augmented fourth, although not always in the same motion (extending/
shrinking). However, the sound of this interval is more peculiar even to a 
maqāmian ear. In Rāst, while the [F-Bhf] neutral augmented fourth has a ten-
20  See Christensen, Thomas. Rameau and Musical Thought in the Enlightenment, Cam-
bridge: Cambridge University Press, 2004, pp. 128-129.
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dency to resolve on [Ehf-c], or more likely on [C-c], the [Ehf-A] neutral aug-
mented fourth does not seem to act like a tritone, in the sense that it expands 
from both sides of the interval. The strong function of the Ehf in this maqām 

is more likely to resolve this dyad on an [Ehf-G] dyad rather than, say, a [D-
Bhf]. Another sort of neutral augmented fourth is the one found on the first 
degree of Huzām, [Ehf -Af]. It has two whole tones and one quartertone. This 
interval also resolves on [Ehf-G] rather than [D-B]. The same interval found 
between the second and fifth degrees in Bayātī Šūrī would resolve on [D-
G]; G being the dominant (ghammāz) in this maqām.

Building Triads
While microtonal musicians experimented in myriad ways in divid-

ing the tone, the intonations of a 1/4, 1/5, 1/6 of a tone do not satisfy 
a maqāmian ear. Here is an examination of the potential chords of the 
maqām as they occur within the scale. The analysis of these chords from a 
modal rather than scalar perspective is useful for making possible for the 
first time an understanding of the potential dynamism of dyads, triads and 
beyond, within the maqām, far removed from the clichés of tonal music 
and the superficial ‘harmonies’ some musicians enjoy using sporadically.

In tonal music, major and minor thirds are used to build three-voice-
chords, although, in theory, other combinations with augmented and di-
minished thirds are possible. The four possible combinations are: 
 M + M = augmented, M + m = Major, m + M = minor, 
 and m + m = diminished.

Each of these chords has its own intrinsic character that can be ar-
ranged according to the degree of brightness:

Augmented   Major   Minor   Diminished

maqāmian

maqām

maqām

Rāst Rāst

maqāms

Apart from the aforementioned four chords, five extra chords can be 
derived from combining neutral, major and minor thirds. Besides, two ex-
tra chords that I name diminished Rāst and augmented Rāst exist outside 
these combinations.

Table 1 lists the seven neutral chords with their structures, placements 
within the different maqāms, and suggested generic names. The Charac-
teristic column presents the qualification of the third followed by that of 
the fifth.
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Table 1.

Thirds’ 

Combinati

on 

Notes Placement 
Generic 

Name 

Characteristics 

(3rd 5th) 

Neutral + 

Neutral 

[C-Ehf-G]* 

[Ehf-G-Bhf]** 

[G-Bhf-D]*** 

 

Rāst*, Sīkāh**, Yekkāh***: I 

`Irāq*, Ḥusaynī**: II 

`Ūšayrān*,Rāst**, Sīkāh***: III 

Yekkāh*, `Irāq**, Ḥusaynī***: IV 

Jahārkāh*, `Ūšayrān**,Rāst***: V 

Sīkāh*, Huzām*, Yekkāh**, `Irāq***: VI 

Ḥusaynī*,`Ūšayrān***: VII 

Rāst* 

Sīkāh** 

Neutral Perfect or 

(shortly) Neutral 

 

R or NP or N 

Neutral + 

Major 

[C-Ehf-Ghs] 

[Ehf-G-B]* 

 

Huzām*: I 

(Authentic) Ḥijāz*, Bayātī Šūrī*: II 

Suznāk*: III 

Huzām 

Neutral Neutral 

Augmented 

 

NNA 

Neutral + 

minor 

[C-Ehf-Ghf] 

[Bhf-D-F]* 

[Ehf-G-Bf]** 

 

`Irāq*, Ši`ār**: I 

`Ūšayrān*, Bayātī**: II 

Yekkāh*, Šūrāk Rāst**: III 

Sīkāh*: V 

Ḥusaynī*: VI 

Rāst*: VII 

`Irāq 

Neutral Neutral 

Diminished 

 

NNd 

Major + 

Neutral 

[C-E-Ghs] 

[Af-C-Ehf]* 

[G-B-Dhs]** 

 

Huzām*: IV 

Bayātī Šūrī*: V 

Suznāk*: VI 

Huzām**(with Dhs as Leading Tone): III 

Huzām’s 
dominant 

(?) 

Major Neutral 

Augmented 

 

MNA 

minor + 

Neutral 

[C-Ef-Ghf] 

[A-C-Ehf]* 

[D-F-Ahf]** 

 

`Ūšayrān*, Dū-Bayātī**: I 

Yekkāh*, Nayrūz Rāst**: II 

Jahārkāh*: III 

Sīkāh*: IV 

Bayātī*: V 

Rāst*: VI 

`Irāq*: VII 

`Ūšayrān 

Minor Neutral 

Diminished 

mNd 

Neutral + 

Neutral 

Diminished 

Third 

[C-Ehf-Gf]* 

 

Ṣabā*: VII 

Ṣabā or 

Diminished 

Rāst 

Neutral 

Diminished 

 

Nd or dR 

Neutral + 

Neutral 

Augmented 

Third 

[C-Ehf-Gs]* 

 

Ḥiṣār*: VII 

Ḥiṣār or 

Augmented 

Rāst 

Neutral 

Augmented 

 

NA or AR 
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Rāst 

maqām

aqām

maqāms 

Sīkā maqāms

maqāms 

Rāst

                                                           
21 Influence of Maqāms and Maqām classification theories revisited

‘Integral Music Theory 2018’, Sofia: NMA ‘Prof. Pancho Vladigerov’, 2019, pp. 28

Diminished 

 

Rāst
t 

Augmented 

The triadic approach for building chords with neutral thirds, leads only 
to one perfect chord, i.e. the Rāst chord [C-Ehf-G], while the six remaining 
chords are either Neutral Augmented or Neutral Diminished chords. The 
peculiar sounds of these potential chords constitute a challenge for build-
ing triads based on neutral thirds in the context of the maqām.

Morphology and Ethos of the Maqām
Unlike in major and minor, maqāms are not commonly divided into two 

tetrachords, or more correctly, into a pentachord and a tetrachord. Octavisa-
tion only appears in theoretical writings to classify scales in their quantita-
tive formulation, while melodic-types were, up to the early twentieth century, 
expressed in terms of formulae that sometimes do not go beyond a trichord. 
In this case, exploring the upper tri/tetra/penta/hexa-chord through the antici-
pation of a triad that touches unestablished notes, would definitely harm the 
ethos of the lower tetrachord. Sīkāh is one of the maqāms that historically had a 

compass that was limited to a neutral third: Ehf-F-G. Octaves in many maqāms 
are not structural, i.e. a degree in an upper octave does not necessarily bear the 
same function as in the lower one.

The ethos of Rāst could be another factor that makes it less suitable for 
the dynamism of the tension/release polarity found in major and minor scales. 
The neutrality of its ethos21 renders its topography the least suitable field for 
attractions between degrees. Its third splits the perfect fifth evenly. This neu-
tral placement of the mediant, could partially explain its ‘neutrality’ and more 
likely ‘indifference’ towards harmony. Nevertheless, Rāst and Sikāh are the 

only maqāms presenting a proper chord coherent with their respective ethos 

and scales. In fact, Bayātī, for instance, has a minor chord on its first degree, 
and in all cases, nowhere one can find a Bayātī or a Ṣabā or a Ḥijāz chord.

In major and (‘natural’) minor modes, chords placed on the first de-
grees are major and minor respectively. The modality is reinforced by 

21  Didi, Amer. ‘Influence of Maqāms and Maqām classification theories revisited.’ In: 
Academic Forum ‘Integral Music Theory 2018’, Sofia: NMA ‘Prof. Pancho Vladigerov’, 
2019, pp. 28-45.
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other factors that makes tonality homogenous. Among these factors, are 
intervals and chords.

In major, melodically speaking, intervals between the first degree and 
the third, sixth, seventh degrees, are all major, while the ‘good’ degrees – 
the fourth and the fifth – form a perfect interval with the tonic. In (‘natu-
ral’) minor, the first group forms minor intervals and the fourth and fifth 
form a perfect interval.

While the supertonic, the mediant, the submediant and the subtonic/
leading tone constitute modal degrees, and forming modal intervals with 
the tonic, the subdominant, the dominant and the octave constitute tonal 
degrees, thus forming tonal intervals with the tonic. An important feature 
in maqām music, is that, apart the first degree, all the other degrees can 
be modal, but also tonal. For instance, the second or sixth degrees can be 
a starting point for a new genre; conversely, the fourth, the fifth or even 
the eighth degree can be altered. This is due to the non-structuralism of 
the octave, and the construction of the maqām on a tri/tetra/penta/hexa-
tonic base. The closer the modal degree to the tonic, the stronger its modal 
effect. For instance, altering the supertonic would change radically the 
overall character of the mode. On the other hand, the alteration of the 
submediant or the subtonic does not have the same consequences. For the 
tonal degrees, the fact that they form a perfect interval with the tonic, cre-
ates a sort of a canvas, paving the way for the modal degrees to outline the 
details of the mode.

Table 2.

 Intervals between the first and 

the seven degrees 

I-

II 

I-

III 

I-

IV 

I-

V 

I-

VI 

I-

VII 

I-

VIII 

M 

 

O 

 

D 

 

E 

Major M M P P M M P 

(Natural) Minor M m P P m m P 

Phrygian m m P P m m P 

Rāst M N P P M N P 

Bayātī N m P P m m P 

Ṣabā N m d P m d d/P 

Sīkāh Baladī N N P P N N P 

Rāst

Rāst

Rāst 

Rāst Rāst 

C D 

 

 F 

 
G 

 
A 

 
 C

 1 /4 /4 /4 /4 1 1 

C D 

 

 F 

 
G 

 
 

 
 C 

1 /4 1 /4 /4 1 /4 

  

 

 M 

 
 

 
Nd 

 
NNd 
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Harmonically, chords built on the first, fourth, fifth degrees (‘good’ 
degrees), are major in major, and minor in (‘natural’) minor respectively, 
while the remaining chords are minor and diminished in major, and major 
and diminished in (‘natural’) minor. In the case of Rāst, intervals between 
the tonic and the third and seventh degrees are neutral. Chords on the tonic 
and the dominant are neutral.

Rāst
Bayātī
Ṣabā
Sīkāh Baladī

Rāst

 

Scale of Rāst 

 

Potential Rāst chords 

to have a Rāst chord on degree IV, and maximize the num Rāst 

C D 

 

 

Ehf F 

 
G 

 
A 

 
Bhf C

h

 1 3/4 3/4 3/4 3/4 1 1 

C D 

 

 F 

 
G 

 
 

 
 C 

1 /4 1 /4 /4 1 /4 

R m 

 

 

R 
 

M 

 
R 

 
mNd 

 
NNd 

 

In order to have a Rāst chord on degree IV, and maximize the number 
of Rāst chords, an Ahf is required: 

Rāst
Bayātī
Ṣabā
Sīkāh Baladī

Rāst

Rāst

Rāst 

Rāst Rāst 

 

 
   

 

 

C D 

 

 

Ehf 
 

F 

 
G 

 
Ahf 

 
Bhf C 

1 3/4 1 3/4 3/4 1 3/4 
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This produces the following chords: 

 

heless, whatever neutral scale is used, the minimum nu

Bayātī

Bayātī 

Rāst Sīkāh 

Bayātī

Bayātī

Ṣabā

Ḥ āz

Ṣabā

                                                           
22 Bayātī

of the maqām (prominent notes)
type of Bayātī, known then as Nawrūz, was formulated as: D, B

Système modal arabe levantin du XIVe au XVIIIe siècle (Étude historique, systémique et 
sémiotique, éditions critiques et traductions des manuscrits). 

 

R mNd 

 

 

R 
 

R 

 
R 

 
R 

 
NNd 

 Nevertheless, whatever neutral scale is used, the minimum number of 
diminished neutral or augmented neutral chords will always be two.

In Bayātī, intervals between the tonic and the third, sixth, and seventh 
degrees are all minor, while those to the fourth and fifth degrees are per-
fect. The only neutral interval from the tonic is between the tonic and the 
supertonic. Hence, the impossibility to create Bayātī chords in the same 
sense as major and minor chords, even as in Rāst and Sīkāh chords ([C-
Ehf-G] and [Ehf-G-Bhf], respectively). The characteristic (modal) note of 
Bayātī is the second note, Ehf. The only chord that could bear this note as 
a consonance, is that of the seventh degree [C-Ehf-G]. Hence the impor-
tance of VII-I cadences in such modes. The frequent use of a [C-D-F-G] 
chord in the case of Bayātī, might have the aim to let the listener suggest 
the missing note, a sort of ‘fill in the blank’ with the appropriate note, i.e. 
the Ehf22. Ṣabā has Ehf and Gf as characteristic notes, both foreign to a tonic 
chord, but belonging to the subtonic.

In the case of (westernized) Ḥijāz, a comprehensive sonority chord 
would require a minor dominant ninth [D-Fs-A-C-Ef] to encompass the 
tonic, dominant and the characteristic notes; this actually combines a ton-
ic chord [D-Fs-A], and a subtonic dyad [C-Ef]. In the case of Ṣabā, an ap-
poggiatura dyad could provide a solution: [D-Gf] followed by [D-F].

22  Bayātī’s first degree is usually harmonized with [D-F-A], but also with [D-G-Bf].
This can be understood, since G and Bf play an important role in the melodic-type of 
the maqām (prominent notes). As early as the seventeenth century, the melodic-type of 
Bayātī, known then as Nawrūz, was formulated as: D, Bf, A, G, F, Ehf, D (see Didi, Amer. 
Système modal arabe levantin du XIVe au XVIIIe siècle (Étude historique, systémique et 
sémiotique, éditions critiques et traductions des manuscrits). PhD Dissertation: Unpub-
lished, Paris-Sorbonne, 2015.



15

Table 3.

 Chords 

I II III IV V VI VII 

M 

 

O 

 

D 

 

E 

Major M m m M M m d 

(Natural) Minor m d M m m M M 

Phrygian m M M m d M m 

Rāst R m R M R NNd NNd 

Bayātī m NNd M m Nd M R 

Ṣabā m Nd Md*/M M/A Nd m/M Nd 

Sīkāh Baladī R R R R NNd R NNd 

Suznāk Bayātī Šūrī and Huzām

Suznāk, Bayātī Šūrī, Huzām Rāst Ḥusaynī

Sīkāh

Suznāk

Rāst 

C D 

 

 F 

  
 

 
 C 

1 /4 /2 /2 /4 1 /2 

Avoiding Dissonance Suznāk, Bayātī Šūrī, and Huzām
In considering Suznāk, Bayātī Šūrī, and Huzām in contrast with Rāst, 

Ḥusaynī, and Sīkāh, one can try to avoid the two chords that sound pecu-
liar, i.e. [A-C-Ehf] and [Bhf-D-F]. However, two new chords III [Ehf-G-B], 
and VI [Af-C-Ehf] have the same issue of dissonance, if not even aggra-
vated.

Suznāk has the following scale:

Rāst
Bayātī
Ṣabā
Sīkāh Baladī

Suznāk Bayātī Šūrī and Huzām

Suznāk, Bayātī Šūrī, Huzām Rāst Ḥusaynī

Sīkāh

Suznāk

 

Rāst 

C D 

 

 

Ehf 
 

F 

 
G 

 
Af 

 
B C 

1 3/4 3/2 1/2 3/4 1 1/2 

The following chords are generated based on this scale:

Rāst
Bayātī
Ṣabā
Sīkāh Baladī

Suznāk Bayātī Šūrī and Huzām

Suznāk, Bayātī Šūrī, Huzām Rāst Ḥusaynī

Sīkāh

Suznāk

 

Rāst 

 
   

  

I [C-Ehf-G] Rāst chord.
II [D-F-Af] diminished, IV [F-Af-C] minor, V [G-B-D] major, and VII 

[B-D-F] diminished.
III [Ehf-G-B] neutral neutral augmented and VI [Af-C-Ehf] major neu-

tral augmented, have a peculiar sound due to their neutral diminished 
fifths (three whole tones + a quartertone).
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Huzām has the same scale as Suznāk but starting from Ehf. The domi-
nants are: G and C (and c). Although [C-Ehf-G] sounds Rāst, it is still ac-
ceptable since it encompasses the two dominants of the maqām: G and C. 
Bayātī Šūrī has the same scale as Suznāk but starting from D; its dominant 
is G. In both maqāms, dissonance will remain in [Ehf-G-B] and [Af-C-Ehf].

Conclusion
This paper illustrates a sensitive, yet attractive topic that should be ap-

proached from a different perspective than merely rejecting or adopting 
extrinsic rules, which, in some cases, results in puerile imitations of tonal 
harmony that impoverish both tonality and Maqām. Among the potential 
chords in three-quarter-tone based scales, one chord presents at the same 
time a stable and a neutral (three-quarter-tone) sonority: the baptized Rāst 
chord. However, a minimum of two chords in any maqām yields the pecu-
liar intervals of neutral diminished or neutral augmented fifth. This con-
straint may limit the palette of harmony to five chords in the best cases. 
Harmonizing certain notes with a major, minor, diminished or augmented 
chord, is another factor that might be problematic to certain ears, as it 
creates a sort of disparity in the ethea of diatonicism-chromaticism and 
neutralism.
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A PRELIMINARY STUDY OF HARMONIZATION  

IN MAQĀM MUSIC

Amer Didi

Abstract
This brief study offers a cursory examination of the purely technical and the-

oretical aspects of a potential harmony stricto sensu, rather than an exhaustive 
study of the mainly twentieth-century efforts to elaborate a harmonic texture that 
might be called Maqāmal Harmony. This initial survey of the triads in the ma-
qām, lacks any prejudice towards ‘conservatism or modernism’, or bias regard-
ing the results found here. It is a cautious examination of what has so far been 
for some a taboo, for others a ‘magic potion’ to ‘evolve’ maqām music. Of the 
potential triads in three-quarter-tone scales, only one chord has a neutral perfect 
sonority, while the remaining six chords possess a degree of dissonance that ren-
ders their sonority peculiar.

Keywords: polyphony, modal harmony, ethos, doctrine of Affect, influ-
ence of modes, maqām, modal system, microtonality, temperament, scale.
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MELODY AND MATHEMATICS IN THOMAS 

CAMPION’S COMPOSITIONAL STYLE:  

‘TWO BOOKS OF AYRES’ 

Kalina Tomova

The poet-composer Thomas Campion was mainly known through-

out his life for his ayres,1 but it was his work as a music theorist that 

left a considerable mark on history. His treatise ‘A New Way of Making 

Fowre Parts in Counter-point, by a most Familiar, and Infallible Rule’ 

(1610) was clearly valued by his contemporaries as well, even though at 

the time there were other important musical textbooks such as Thomas 

Morley’s ‘A Plaine and Easie Introduction to Practicall Musicke’ (1597). 

The British musicologist Henry Davey writes in his ‘History of English 

Music’: ‘Though of less practical value than Morley’s treatise, Campion’s 

is throughout of the highest interest historically; and it was reprinted (with 

annotations by Christopher Sympson) in 1655 and later. No other, not 

even Morley’s, was then in sufficient request to justify another edition: the 
value of Campion’s was immediate; that of Morley’s had already become 

antiquarian.’2 It was this ‘immediate value’ of Campion’s work that sets 

it apart from that of his contemporaries – he was not just explaining what 
was already long established practice (as usually happens with theoretical 

treatises), he was presenting his own revolutionary compositional method 

– something that would become a widespread tendency of the composers 

only in the twentieth century. 

Although important historically, Campion’s theoretical ideas did not 

find a continuation in the practice of the composers coming after him. But 
to write them off as a historical curiosity unconnected to the work of his 
contemporaries, would be an underestimation of his findings and obser-
vations. It is the way Campion employed his theories in his compositions 

that when analyzed exhibit not only his revolutionary side but also how 

his technique corresponded with the established principles at the time.

1  Campion, Thomas (1567 – 1620) was a poet, composer, theorist, physician, and sec-
ond only to John Dowland, wrote the most English lute songs – more than a 100 – for 
which he created not only the music but also the lyrics. These songs (also called ‘consort 
songs’ or ‘ayres’) are compositions for solo voice or voices with an instrumental accom-
paniment, usually one or several lutes or viols, that can be rearranged according to the 
available participants.
2  Davey, Henry. History of English Music. London: J Curwen and Sons Ltd, 1921, p. 181.
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Poetic Aspect

The first aspect that needs to be considered about Campion’s compos-

ing style is the fact that he was also the author of the poems that he used 

as basis for his ayres. Because of that he was in a privileged position com-

pared to other composers, since he didn’t need to figure out the original 
intent of the poet. There was no chance for him to misinterpret the seman-

tic or lyrical aspects of the initial material while he was composing the 

music. As a poet-composer he had an educated view about both the liter-

ary and musical means of expression. He was a fervent denier of the use 

of rhetoric figures and word-painting: ‘But there are some, who to appear 
the more deepe and singular in their judgement, will admit no Musicke 
but that which is long, intricate, bated with fuge, chaind in syncopation, 

and where the nature of every word is precisely exprest in the Note, like 

the old exploided action in Comedies, when if they did pronounce Mem-

ini, they would point to the hinder part of their heads, if Video, put their 

finger in their eye.’3 He was obviously aiming at simpler, more natural 

combination of music and poetry, saying that ‘short ayres if they be skill-

fully framed, and naturally expressed, are like quick and good epigrams 
in poesy, many of them shewing as much artifice, and breeding as great 
difficulty as a larger poem.’4 This simple and straightforward approach is 

characteristic of all his work, both theoretical and compositional. ‘Cam-

pion’s comparison of the ayre to the epigram demonstrates extension of 

the literary fashion for brevity to music. Not only brevity is demanded 

but simplicity as well – only a homophonic setting will support the poem 

properly.’5 The syllabic structure of the ayres is a key characteristic that is 

indispensable because of the huge role the poems play in the interpretation 

and appreciation of the songs – the perception of the text is paramount.

 Campion wasn’t in need of melodic gestures in order to convey the 

meaning of his words, instead he dressed his poems in music in the most 

natural way that is the closest prosodically. In his treatise on poetry ‘Ob-

3  Campion, Thomas. A  Book of Ayres, Set foorth to Be Song, to the Lute, Orpherian, 
and Base Violl, by Philip Rosseter Lutenist: And Are to Be Sold at His House in Fleet 
Street neere to the Greyhound. Qu. by: Feldman, Martha. ‘In Defense of Campion: A 
New Look at His Ayres and Observations.’ In: The Journal of Musicology, 1987, Vol. 5, 
№ 2, Spring 1987, p. 242.
4  Thomas Campion, First Book of Ayres (c.1613), ed. Scott. London: Stainer & Bell, 
1979, p. ix.
5  Feldman, Martha. ‘In Defense of Campion: A New Look at His Ayres and Observa-
tions.’ In: The Journal of Musicology, Spring 1987, Vol. 5, № 2, pp. 242-243.
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servations in the Art of English Poesie’ Campion stresses that ‘above all 

the accent of our words is diligently to be observ’d, for chiefely by the ac-

cent in any language the true value of the sillables is to be measured.’6 It 

has also been observed by Martha Feldman that Campion takes into con-

sideration the duration of the syllables in the English language and that his 

‘consistency in aligning durational aspects of English words with accent, 

and coordinating these rhythmic elements with other aural and expressive 

elements (…) is often manifest as a simple alignment of verbal accent and 

musical meter, with a tendency to underscore stress with syllable length.’7 

As will be shown later, it is this compliance with the accent combined 

with syllable duration, that is revealed in his music as a way through the 

prosody of the text to create tensions and aspirations between accented 

and unaccented syllables/chords.

On the Method

In order to understand Campion’s compositional method ful-

ly it is necessary to examine his theoretical ideas thoroughly and the 

way they fit in his music. Only on the second page of his treatise ‘A New 
Way of Making Fowre Parts in Counter-point, by a most Familiar, and In-

fallible Rule’ Campion makes an innovation: ‘I assume that the true sight8 

and judgement of the upper three (parts) must proceed from the lowest, 
which is the Bass’ and then continues: ‘True it is, that the ancient Musi-

cians, (…) took their sight from the Tenor, which was rather done out of 

necessity than any respect to the true nature of Musick for it was usual 

with them to have a Tenor as a Theam, to which they were compelled to 

adapt their other parts: but I will plainly convince by demonstration that 

contrary to some opinions, the Bass contains in it both the Ayre9 and true 

judgment of the Key, expressing how any man at first sight may view in 
it all the other parts in their original essence.’10 In this statement he differ-
entiates himself from his predecessors who were using the cantus firmus 
technique, i.e. having the soggetto in the tenor part. Instead he proposes 
6  Campion, Thomas. Observations in the Art of English Poesie. London: Richard Field, 
1602, p. 37.
7  Feldman, Martha. Op. cit., p. 255.
8  Here the word ‘sight’ signifies ‘nterval’.
9 In England at that time ‘ayre’ or ‘air’ was understood to mean melody or tune.
10  Campion, Thomas. The Art of Descant: or, Composing of Musick in Parts. London: 
John Playford, 1671, pp. 2 – 3. This edition is an appendix to Playford’s ‘Introduction to 
the Skill of Musick’.
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that the bass is better suited for this role. His statement that the lowest part 

shows the essence of the key is further reinforced by his next account that 

the notes of the bass should be ‘rising and falling according to the nature 

of that Part, not so much by degrees as by leaps of a third, fourth, or fifth, 
or eighth.’11 Here his innovation abolishes the ever present movement by 

degree that has been the staple of polyphony since its inception. Robert 

Wienpahl declares: ‘This is the earliest statement to this effect.’12 

Campion then proceeds to explain the idea of interval inversion: ‘That 

rising or that falling doth never exceed a fourth, for a fourth above, is 

the same that a fifth is underneath, and a fourth underneath is as a fifth 
above.’13 That lets him develop his idea even further when he presents a 

‘new way of composing’ which consists of determining the upper parts 

by the movement of the bass through a method which is reminiscent of 

chordal inversion: ‘if the Bass shall ascend either a second, third, or fourth, 

that part which stands in the third or tenth above the Bass, shall fall into 

an eight, that which is a fifth shall pass into a third, and that which is an 
eighth shall remove into a fifth.’14 The initial chord can only contain these 

three intervals and their compounds. Campion provides a simple table that 

illustrates his point:15

8 3 5

3 5 8

When the bass shall descend the table is used upside down,16; 

thus a very simple method is created that can be employed with almost 

no other further knowledge. The true evidence that Campion is depict-

ing chord inversion comes when he explains the use of the sixth: ‘Know 
that whensoever a sixth is requisite you may take the sixth instead of the 
fifth, and use the same Cord following, which you would have taken if 
the former Cord had been a fifth.(…) Moreover, if the Bass shall use a 
11  Ibid., p. 3.
12  Wienpahl, Robert W. ‘English Theorists and Evolving Tonality.’ In: Music & Letters, 
Vol. 36, No. 4, Oct., 1955, p. 385.
13  Campion, Thomas. Op. cit., p. 4.
14  Ibid., p. 5.
15  Ibid., p. 5.
16  Ibid., p. 7.
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sharp, as in F sharp; then must we take the sixth out of necessity, but (…) 

such Basses are not true Basses, for where a sixth is to be taken either in 

F sharp, or in E sharp, or in B, or in A, the true Bass is a third lower.’17 By 

this statement is appears that Campion understood the relation between 

the root position and the first inversion of a chord.
Trying to classify Thomas Campion’s method within the already existing 

terminology is no easy task and Peter N. Schubert suggests the term ‘simul-

taneous composition’: ‘Campion’s method differs radically from both of 
the foregoing in that it can truly be described as “simultaneous composi-

tion”. Given a bass line and an initial “condition” (i.e., the voicing) of the 

first chord, all four subsequent parts are mechanically determined, no mat-
ter how long the given bass goes on. Even the insertion of a sixth chord 

does not disturb the rigorous process (…). Most importantly, memorizing 

six intervals in a little pattern eliminates the need to memorize a large ta-

ble or many individual chord progressions.’18 Unlike his predecessors, who 

used the successive technique of the cantus firmus, Campion composed all  
parts at the same time through his mathematic principle. The essence of 

Campion’s  method and its brilliance lies in the possibility to connect the 

horizontal line by ensuring the consonant vertical event. 

Application of the Method

How exactly Campion’s theoretical methods fit in his ayres is intrigu-

ing19 especially bearing in mind that the songs consist mostly of one treble 

voice and an instrumental counterpoint.20 How did the composer manage 

to ‘couple…words and notes lovingly together,’21 if, as seems apparent 

17  Ibid., pp. 14-15.
18  Schubert, Peter. ‘Campion’s “Chordal Counterpoint” and Tallis’s Famous Forty-Part 
Motet.’ In: Music Theory Online, Vol. 24, № 1, March 2018. Available at: http://www.mto-
smt.org/issues/mto.18.24.1/mto.18.24.1.schubert.php (accessed on 13 November 2019).
19  The current study focuses on works representative of Campion’s mature style and thus 
excludes the ayres from the Rosseter collection since they have been found by Martha 
Feldman in her ’In Defense of Campion: A New Look at His Ayres and Observations’ to be 
reflecting a younger, underdeveloped style in both his poetry and writing. The time prox-
imity of the publishing of the ‘Two Bookes of Ayres’ and ‘A New Way of Making Fowre 
Parts in Counterpoint’ was crucial for the choice of subject for this study since it signifies 
that Campion’s aesthetic and artistic ideas would be the closest in these two works.
20  Thomas Campion. First Book of Ayres (c.1613), ed. Scott. London: Stainer & Bell, 
1979, p. ix: ‘These ayres were for the most part framed at first for one voice with the 
lute, or viol, but upon occasion, they have since been filled with more parts, which who 
so please may use, who like not may leave.’
21  Ibid., p. ix.
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from his theoretical treatise, the treble voice is merely a consequence of 
a mathematical calculation and completely dependent on the bass? Cam-

pion’s reputation mainly rests on his melodic writing,22 so it would be too 

arbitrary if his melodies were only a result of mechanical placement of 

notes over the bass. 

First of all, it must be remembered that the bass holds the theme and 

moves mostly by leaps. It has been observed that ‘such movement in the 

bass helps to create a conjunct movement in the treble.’23 In this way Cam-

pion secures an expressive melody in the uppermost part but also pre-

serves the main theme in the bass (which also through his mathematic 

principle determines the other parts). By moving in leaps the bass does not 

exhibit the traditional vocal melodic characteristics even though it holds 

the ‘ayre’, that is why creating the song-like conjunct movement of the 
treble is so important.

But Campion’s compositional arsenal does not end here when it comes 

to the melodic progression of the uppermost part. Through deeper consid-

eration of the principles laid out in ‘A New Way of Making Fowre Parts 

in Counter-point’ it becomes clear that the rules are not so straightforward 

and at the same time not as restraining as they may first appear. Allowing 
just three possible consonant intervals – third, fifth (or sixth, depending 
on the bass), and octave – there are just two possibilities for each interval. 
In the initial chord an octave can only become a third or a fifth (if we ac-

cept that an interval can’t keep its original value since that would lead to 

forbidden parallel octaves or fifths), a fifth can only become a third or an 
octave, and a third can only become an octave or a fifth. But the initial rule 
that the choice of the next interval depends on whether the bass ascends 

or descends is proved to be unimportant: Campion himself demonstrates 

through an example that the student can choose freely whether to use the 

table one way or another or to mix the two ways as he pleases without 

observing the rule.24 That means that the composer can decide for himself 
22  Wilson, Christopher. ‘Thomas Campion’. In: Grove Music Online, 2001. DOI: https://
doi.org/10.1093/gmo/9781561592630.article.04693 (accessed on 11 November 2019): 
‘Campion’s musical voice is primarily embodied in his melodic writing, though it would 
be misrepresentative to regard him merely as a tunesmith.’
23  Boyadjieva, Veselа. Многогласие в Православието (Polyphony in Orthodoxy). So-
fia: Ab Edition, 2012, pp. 119: ‘принуждава баса да скача и да разширява (в сопрана) 
обема си в постепенност.’ Although observed in the context of the early Russian partes 
of the 16th century, the phenomenon of a leaping bass creating a conjunct movement in 
the treble takes place in an identical musical texture.
24  Campion, Thomas.Op. cit., p. 13.
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which interval best suits his melodic needs at the moment. This is the first 
indication that, although he calculates all the intervals from the bass, the 

other parts are not that subordinate to it, but are still subject to other crite-

ria such as relatively independent movement and development of the in-

dividual parts. Keeping in mind the vocal application of the compositions 
as well, it is the melodic conjunct movement so typical of the polyphonic 
writing that dictated which interval should be used next.

Another way that Campion worked around his own rules in order to 

accommodate the melodic needs of his compositions is through doubling 

of the third or the fifth of the chord instead of the root. Considering how 
often he used it in his ayres, it is curious that he failed to mention it in his 

theoretical work, but it can be assumed that the subject was deemed too 
complicated for the beginner composer, for whom the handbook is de-

signed. Undoubtedly the usage of chords with a doubled third or fifth was 
applied with melodic considerations, especially when it came to the treble 

part –the doubled note is always in the uppermost part, helping mold its 

melodic beauty. 

Example 1. Where Are All thy Beauties Now25

 

                                                           

Example 1 above is from the third song of the First Book of Ayres 

‘Where are all thy beauties now’ and it demonstrates how Campion uses 

25  Campion, Thomas. First Book of Ayres (c.1613), transcribed  and edited by David 
Scott. London: Stainer & Bell, 1979, p. 17.
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the doubling of the third instead of an eight in order to shape the individ-

ual movement of the treble part. According to his rules26 the chord should 

have been g-b-d-g, but he clearly preferred g-b-d-b, being a better option 

melodically. Another aspect of this technique is that Campion usually opts 
to use it right before a long syllable/note, as a way of creating melodic as-

piration towards the longer note. This can be seen in the eighth song of the 

First Book of Ayres ‘Tune thy music to thy heart’  as well:

Example 2. Tune thy Music to thy Heart27

 

The tension, created by the gradual ascending movement, culminates 

in a chord with a doubled third and then is released on the longer sylla-

ble ‘may’ only for a short period before the dissonance of the suspension 

forms the final cadence.
The chords with a doubled fifth are also used regularly in Campion’s 

compositions, usually near a chord with doubled third or in the beginning 

or end of a phrase. In the Second Book of Ayres the song ‘How eas’ly wert 

thou chained’ illustrates a sequence of a chord with doubled third and a 
chord with a double fifth. The melodic tension created by the chromati-
cism is further intensified by the chord progression and culminates again 
with a long syllable/note:

26 Campion, Thomas. The Art of Descant…, p. 10.
27  Campion, Thomas. First Book of Ayres, p. 27: Instead of the chord c-e-g-c, Campion 
here uses c-e-g-e.
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Example 3. How Eas’ly Wert Thou Chained28

  

 Another example of a chord with doubled fifth is from ‘Out of my soul’s 

                                                           

Another example of a chord with doubled fifth is from ‘Out of my 
soul’s depth’ from the First Book of Ayres where the chord is used on a 

final note in a phrase:

Example 4. Out of My Soul’s Depth29

  

These examples also illustrate how Campion combined verbal accent and 

                                                           

30 Scott

28 Campion, Thomas. Second Book of Ayres (c.1613), transcribed and edited  by David 
Scott. London: Stainer & Bell, 1979,  p. 12: Here d-f-a-d turns into d-f-a-a in the first 
chord and g-b-d-g into g-b-d-b in the second chord.
29 Campion, Thomas. First Book of Ayres, p. 18: In this example d-f#-a-d turns into d-f#-a-a.
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These examples also illustrate how Campion combined verbal accent 

and note duration to underline the meaning of the text, as in the words 

‘alone’ (Example 1), ‘may’ (Example 2), ‘to die’ (Example 3), ‘to thee’ 

(Example 4). that the integration of these things with the melodic move-

ment to create tensions and aspirations between the chords and his mathe-

matical principles forms the foundation of Campion’s compositional style.

Reduction of the Method

One of the main characteristics of the ayre as a genre is its ability to 

adapt the ensemble according to the available forces. All Campion’s ay-

res can be performed ‘with a solo voice and lute, with or without a bass 

viol on the “bass” line, or with four (or three) solo or chorus voices.’30 As 

Campion writes in the Preface to his First Book of Ayres: ‘These ayres 

were for the most part framed at first for one voice with the lute, or viol, 
but upon occasion, they have since been filled with more parts, which who 
so please may use, who like not may leave. Yet do we daily that when any 

shall sing a treble to an instrument, the standers by will be offering at an 
inward part of their own nature and true or false, outfit must, though to 
the perverting of the whole harmony.’31 The ability of the human ear to fill 
an incomplete harmony with the missing notes is a well-known phenome-

non, described from ancient times,32 and Campion having spent his time at 

Cambridge studying classics was obviously well acquainted with the idea. 
The fact that he advocates determining the other parts from the bass also 

reinforces this concept. Building vertical events upwards from the lowest 

part is not new: the earliest forms of polyphony were based on the princi-

ples of the overtone series. Campion creates parts simultaneously, based 

on the natural overtone series, and not by using the successive technique 
as his predecessors did. That is why for him to adapt the solo songs for 

larger forces was not a serious issue and it would  in no way affect either 
the interpretation or application of the music.

Considering that the initial conception of these songs was for only two 

voices – a treble and a bass – it is now evident that after setting the theme 

in the bass part, which also secured the conjunct movement of the tre-

ble, Campion’s main concern was the independent melodic movement of 

30  Scott, David. Thomas Campion, First Book of Ayres (c.1613) , ed. Scott. London: 
Stainer & Bell, 1979, p. iv.
31 Thomas Campion, First Book of Ayres, p. ix.
32  Augustine of Hippo. Quoted by  Buleva, Mariana. Идеята за хармония (The Idea of 
Harmony). Plovdiv: ASTARTA, 2009, p. 410.
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the latter. This is accomplished by free use of the mathematical principle 

and of chords with a doubled third or fifth. This two-part counterpoint is 
supplemented harmonically by the inner parts, which are also determined 

mathematically by the bass. It seems that this was the reason why Play-

ford in his edition of Campion’s treatise named it “The Art of Descant”; 

his manner of composing  provides a new way of achieving the already 

established practice of (initially) two-voice polyphony.

Conclusion

To grasp the novelty of Thomas Campion’s style fully it is vital to 

weigh all its aspects. Firstly, the texture of his compositions relies on the 

poetic text for rhythm and aspiration through verbal accent and syllabic 

duration in all four parts.

Secondly, Campion sets his theme in the bass, which actively shapes 

the treble through the former’s disjunct movement. The melodic move-

ment in the treble part is then further moulded through the use of chords 

with a doubled third or fifth. In this way the composer ensures both the 
dependence of the treble on the bass and its independent melodic move-

ment. Finally the filling of the middle parts becomes an easy task, accom-

plished through Campion’s mathematical principle of rotating intervals 

determined by the bass.

The characteristics outlined above define how Thomas Campion forges 
his compositional style in a way that results in his homorhythmic, straight-

forward songs. His unconventional ideas create a new practical method 

for achieving the polyphonic vertical of the contemporaneous practice 

that is also highly adaptive in terms of execution.
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MELODY AND MATHEMATICS IN THOMAS 

CAMPION’S COMPOSITIONAL STYLE: ‘TWO 

BOOKS OF AYRES’ 

Kalina Tomova

Abstract

As a poet-composer Thomas Campion (1567 – 1620) combined  verbal ac-

cent with syllable and note duration in his compositions. He also fervently de-

nied the use of rhetoric figures. In his treatise ‘A New Way of Making Fowre 
Parts in Counter-point, by a most Familiar, and Infallible Rule’ Campion pres-

ents a revolutionary method of composing in which the upper parts in a four-part 

texture are determined by the bass line through a mathematical rotation of the 

intervals of a third, fifth, and octave. In this way the parts are created simultane-

ously, instead of using the successive technique. 

Examination of Campion’s ‘Two Books of Ayres’ reveals that the composer 

sets his theme in the bass, which actively shapes the treble through the former’s 

disjunct movement. But Campion deviates from the rules set out in his treatise 
by inserting chords with a doubled third or fifth in order to secure the free me-

lodic movement in the upper parts. All of these characteristics define Campion’s 
compositional style.

Keywords: Thomas Campion, ayres, disjunct bass, verbal accent, syllablic 
duration, four-part counterpoint, root-position vertical.
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A NEGLECTED COMPLETION OF 

SCHUBERT’S UNFINISHED PIANO SONATA IN  

C MAJOR, ‘RELIQUIE’, D.840 (1825) BY NIKOLAI 

ZHILAYEV (1881-1938)

Nicholas Rast

‘Precisely in 1824 and 1825, Schubert moved decisively away from his 

predominant use of sonata form in his finales. Finales in either rondo or 
sonata-rondo form become common in the last phase of his career.’

(Thomas A. Denny)1

As a composer Franz Schubert was so fertile that, beside an astonishing 

output of songs, religious music, stage works, chamber music, piano so-

natas and symphonies, he left a wealth of fragmentary pieces in all genres 

that have both inspired and challenged later musicians to complete them. 

Most notable is the work of Reinhard Van Hoorickx (who concentrated 

mostly on the Lieder) and Brian Newbould (best-known for his comple-

tions of Schubert’s symphonic fragments). The composer’s unfinished pi-
ano sonatas, of which there are many, have also not gone unnoticed. 

Schubert left unfinished the third and fourth movements – the Menu-

etto (Allegretto) and the Rondo (Allegro) – of the C Major Piano Sonata 
D.840 (April 1825). However, substantial portions of these movements 

exist that make a convincing completion relatively simple. The surviving 

manuscript materials for the work are preserved in Cambridge, Paris, and 
Vienna; the pages containing the sketch of the fourth movement are lost.2  

The four movements of the Sonata did not appear in print until 1861, when 

they were issued by the Leipzig firm F. Whistling as ‘RELIQUIE.’ / Letzte 
/ SONATE / (unvollendet) / für das / Pianoforte / von / FRANZ SCHU-

1 Denny, Thomas A. ‘Schubert as Self-Critic: the Problematic Case of the Unfinished Sona-
ta in C major, D.840’. In: Journal of Musicological Research. Vol.8 Nos.1/2 (1988), p.109.
2  See Hinrichsen, Hans-Joachim (Ed.). Franz Schubert. ‘Reliquie’: Sonata in C Major 
für Klavier D. 840: Faksimile-Ausgabe nach den Autographen in Cambridge, Paris und 
Wien. 
Tutzing: Hans Schneider, 1992. Facsimile. The Sonata, edited by Walburga Litschauer, is 
published by Bärenreiter in Neue Schubert-Ausgabe, Series VII/2, Band 2.
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BERT.3 The appelation appears to originate with Robert Schumann, who 

published a series of Schubert articles in the Neue Zeitschrift für Musik in 

1839 entitled ‘Reliquien von Franz Schubert’:
1. Brief von Franz Schubert an seinen Bruder; 

2. Brief von Franz Schubert an seine Eltern (1824); 
3.Brief von Franz Schubert an seine Eltern (1825).4

4. Reise nach Salzburg; 

5. Mein Gebet; 

6. ‘Laßt sie nur in ihrem Wahn’
7. Mein Traum.5

The second movement of the sonata appeared at the end of the year as 

a music supplement.6 Schumann’s responsibility for naming the Sonate 

‘Reliquie’ may seem ineluctable, but this detail has gone largely unno-

ticed in Schubert literature.7

The first attempt to complete the work was made in 1877 by Ludwig 
Stark,8 and since then there have been numerous attempts to finish the 
fragmentary third and fourth movements, of which those by Ernst Krenek, 
Armin Knab and Paul Badura-Skoda are best known.9 Michael Benson 

provides a useful analytic survey of these three and numerous other more 

recent realizations.10 Thus the unusual fascination this work has had since 

3 Leipzig: F. Whistling. Wien: F. Glöggl, PN 837, 1861.
4 Neue Zeitschrift für Musik. Leipzig: Jg.10 Nr.10, 1 February 1839, pp. 37-39.
5 Neue Zeitschrift für Musik. Leipzig: Jg.10 Nr.11, 5 February 1839, pp. 41-44.
6 Neue Zeitschrift für Musik. Leipzig: 10 December 1839.
7 This despite the inclusion of the ‘Reliquien von Franz Schubert’ in Hans-Joachim Hin-
richsen’s article ‘Zur Bedeutung sdes Werks in Schuberts Sonatenschaffen’  that introduces 
the facsimile of the Sonata published by Hans Schneider, pp. 7-42. See above, footnote 2.
8 Leipzig: Breitkopf und Härtel.
9  Krenek, Ernst (ed.). Franz Schubert. Unvollendete Sonata C-Dur. Vienna: Universal 
Edition, VN  7296, 1923; Knab, Armin. Franz Schubert. Sonate C Dur (1825). Leipzig: 
Peters, VN 8376, 1962 (this completion was made in 1920), and Badura-Skoda, Paul. 
Franz Schubert. Klaviersonaten Band III. Frühe und Unvollendete Sonaten.  Munich: G. 
Henle Verlag, 1976.
10  See Benson, Michael Louis.  A Comparative Study on the Published Completions of 
the Unfinished Movements in Franz Schubert’s Sonata in C Major, D. 840 (‘Reliquie’) 
University of Texas, unpublished DMA thesis, pp. 45-81.  Available at: https://reposito-
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the composer’s death is comparable with that of the Unfinished Sym-

phony. Walter Rehberg indicated the reasons for this in the preface to 
his 1928 completion of the sonata, describing the publication as: ‘... an 
edition which includes [Schubert’s] unfinished though no less valuable 
movements... They were written, with only two exceptions, as far as the 

commencement of the recapitulation, which proves that they were not laid 

aside by any idea of abandoning or rejecting these commenced works, 
but rather by an intentional and temporary cessation of work upon them 

in favour of the working out of some new inspirations of the master.  The 

recapitulation, in any case, generally consists only of the repetitions, for 

the writing out of which Schubert, who was always being influenced by a 
thousand new melodies, lacked the time.’11  

Likewise Javier Arrebola believes the surviving manuscript to be ‘one 
of the most important sketches Schubert left us’: ‘… the importance of 
the ‘Reliquie’ cannot be overestimated. We might easily say that, in a 
similar way that the ‘Unfinished’ Symphony opened up a new phase in 
Schubert’s symphonic work, the C major Sonata marked the beginning 
of a new era in his piano sonatas. The formal innovations, the harmonic 

audacities (even by Schubert’s standards!), the massive textures and the 

pianistic colour of this composition are strikingly new, revealing a rather 

different piano composer – one more adventurous in his ‘studies’ towards 
the symphonic goal.’12

Figure 1. The Surviving Material of Schubert’s Sonata in C for Piano D840

I. Moderato   318 bars

II. Andante   121 bars

III. Menuetto: Allegretto  80 + 28 bars  incomplete

IV. Rondo: Allegro  272 bars  incomplete

ries.lib.utexas.edu/bitstream/handle/2152/18311/bensond43612.pdf?sequence=2&isAl-
lowed=y (accessed on 19 March 2020).
11 Rehberg, Walter (ed.). Franz Schubert. Sämtliche Klaviersonaten. Leipzig: Stein-
gräber-Verlag, 1928, p. 2, cited by Michael Louis Benson. Op. cit.
12 See Arrebola, Javier. The Unfinished Piano Sonatas of Franz Schubert. Lucena (Spain): 
Ochandro Press, 2012, p. 84.
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Figure 1 illustrates the fragmentary state of Schubert’s C major piano 
sonata. And, since the challenges that confront a potential completion of 

the piece are different for the final two movements, the examination of 
Zhilayev’s compositional decisions for each movement will be considered 
separately. This essay will investigate his completion of Schubert’s ‘Reli-
quie’ Sonata that has for far too long been overlooked (Example 1 shows 
the titlepage for this edition).

Nikolai Sergeyevich Zhilayev was born in Kursk in 1881. He showed 
musical talent when young, and studied harmony, counterpoint, fugue, 

and musical form under Taneyev, who thought him one of his most gifted 

students. Zhilayev graduated from Ippolitov Ivanov’s composition class 
at the Moscow Conservatory in 1904. Aside from giving private lessons 
to the children of Tolstoy, Tukachevsky and others, he was a music crit-

ic for various important music journals such as Sovremennaya Muzika 

(Contemporary Music) and Muzikalnaya Nov (Musical Novelty). Howev-

er, important contributions such as this completion of Schubert’s C major 
Piano Sonata have been neglected.13 Zhilayev was a close friend of Grieg, 
and as one of Scriabin’s closest colleagues, he assisted the composer in 

correcting the last three piano sonatas. Zhilayev’s students – who included 
Khachaturian, Kondrashin, Myaskovsky and Shostakovich – recall that, 
in his teaching, he followed Tanayev’s principles, particularly regarding 

style. ‘What is unacceptable in one style is quite acceptable in another. 
And the observance of certain rules is not the observance of the rules 

of music in general, but only the practical study of music of a particular 

style.’14 It is on this premise that the following examination of Zhilayev’s 
completion of Schubert’s ‘Reliquie’ Sonata is based.

13  It even goes unmentioned in Russian language studies such as  those by Krauklis, 
Georgi. Фортепианные сонаты Шуберта. (Schubert’s Piano Sonatas). Moscow: Mu-
zgiz, 1963, pp. 70-74 and Khokhlov, Yuri N. Франц Шуберт Фортепианные сонаты 
(The Piano Sonatas of Franz Schubert). Moscow: Elitoriyal URSS, 2007, pp. 279-298.
14  Engel, Joel. In: Протопопов, В. Л.  Памяти Сергея Ивановича Танеева: 1856—
1946. Сборник статей к 90-летию со дня рождения  (V. L. Protopopov. In Memory 
of Sergey Ivanovich Taneyev: 1856-1946. Collection of Articles in Honour of His 90th 
Birthday). Moscow-Leningrad: Muzgiz, 1947, p. 56.



37

Example 1. Nikolai Zhilayev’s Completion of Schubert’s Unfinished Piano Sonata 
in C major, ‘Reliquie’, D.840 (Moscow: Gosizdat, 1932. PN 12596), titlepage15

 

5 

 
                                                           
15 

15 A limited issue of only 1000 copies of Zhilayev’s completion of Schubert’s unfinished 
C Major Sonata appeared in 1932:

 

5 

                                                           
15 

 
 The Russian State Library in Moscow lists two copies – MZ S 65/873 and MZ S 65/874 
– but the catalogue entry does not mention Zhilayev’s name, which is not mentioned on 
the title page. As far as I can ascertain, this edition has never been reprinted. The copy 
used for this article is in the author’s possession.
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Menuetto Allegretto and Trio

The manuscript for the menuetto: Allegretto is all but complete. Schubert 

evidently thought so, since he wrote ‘etc. etc.’ at the point at which it breaks 
off.16 Writing from a narrative standpoint, Cameron Gardner makes the fol-
lowing observation about the incomplete minuet: ‘As no home key reappears 
in the unfinished Minuet, it is possible to identify a more profound transitory 
condition. With barely six bars of the reprise in sketched form, the suggestion 
of A major with a partially harmonized melody is analogous to the fragil-
ity that characterizes the relationship of the lyric protagonist to the outside 
world… Relating the unfinished passage to the earlier part of the movement 
as a tentative rotation, where A major was clearly established and the main 
theme’s quaver decoration was more sustained (A section, bars 18-30), fur-
ther emphasizes a fragile state. This relationship between the reprise and ear-
lier passage also correlates to pastness, which…distinguishes the lyric genre, 
even though a poet often writes a lyric poem in the present tense. As a struc-
tural arrival, the recapitulation clearly suggests the present, yet as a recollec-
tion of an earlier variant of the main theme in the same non-tonic key, it also 
strongly evokes the past… Without the imminent return of the home key, in 
particular, there is an absence of musical realism to break the mood of reflec-
tion. Instead, and especially with the da capo repeat of the Minuet following 
the completed trio, the movement remains forever cast in an idealised tonal 
design, forever lost in the transience of a key that can only be implied.’17

Nevertheless, two aspects of the completion of the menuetto here under 
review suggest that Zhilayev was well aware of the potential of its tonal 
and thematic design. Indeed, his relatively straightforward reconstruction 
adumbrates structural procedures found in the rondo finale. The overall 
tonality of A flat major and minor and momentary excursions to A major 
(principally in the menuetto’s middle section) foreshadow the recapitula-
tion in that same key. Meanwhile, the sectional character defined by the 
thematic detail (shown in Examples 2 & 3 and Table 1), and Zhilayev’s 
faithful repeat of Schubert’s treatment of theme a in the reprise (A1) fore-

grounds the variation character common to both movements.18  

16  See Hinrichsen, Hans-Joachim. Op. cit., pp. 118.
17  See Gardner, Cameron. ‘(Re-)Theorising Schubert’s ‘Reliquie’: Precedents, the 
‘Great’ Symphony, and Narrative’. In: Bodley, Lorraine Byrne & Julian Horton (eds.) 
Rethinking Schubert. Oxford: Oxford University Press, 2016, pp. 160 & 163. Chapter 2 
of Gardiner’s doctoral thesis presents a fuller survey of the ‘Reliquie’ Sonata. See ‘The 
Reliquie in context: precedence, the Ninth Symphony (D944), and narrative’ in Gardner, 
Cameron. Towards a Hermeneutic Understanding of Schubert’s 1825 Piano Sonatas: 
Constructing and Deconstructing Interpretation from Expressive Opposition. (PhD Dis-
sertation). Cardiff: School of Music, Cardiff University, 2006, pp. 44-122. Available at: 
http://orca.cf.ac.uk/54278/1/U584082.pdf (accessed on 14 April 2020).
18  Moreover, Gardner, Cameron. Op. cit., p. 163, observes that: ‘If the Minuet had been 
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Example 2. Schubert/Zhilayev: Menuetto Allegretto, bars 59-119

 

7 

                                                           
18 

finished, there would have been a return to the tonic, Ab major at the end, resulting in a 
completely symmetrical or palindromic key plan.’
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Table 1. Schubert ‘Reliquie’ Piano Sonata in C Major, D.840.iii – completed by 
Nikolai Zhilayev (1932) Form

 

8 

 

8 

 

8 

 

Example 3. Schubert/Zhilayev: Trio, bars 120-148

 

8 

Table 1 (continued). Schubert ‘Reliquie’ Piano Sonata in C Major, D.840.iii – 
Completed by Nikolai Zhilayev (1932) Form

 

9 

                                                           
19 
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Rondo Allegro

Many of those who have completed Schubert’s ‘Reliquie’ Sonata agree that, 
although Schubert called the finale ‘Rondo’, it is really in sonata form. In the 
cd liner notes to a recording of his version,  played by Todd Crow, Brian New-

bould explains: ‘The Allegro finale was to have been in sonata-form, despite the 
composer’s rondo heading, which became invalid as the sketch proceeded.  The 

exposition is complete, and there is a page or so of the development section: 
that is all.  The other large-scale works written around this time may well offer 
clues: in the finale of the G major String Quartet of the following year Schubert 
was heading for a similar degree of complexity and scale as when he set aside 

the ‘Reliquie’ finale.  Keen ears may even fancy they detect the odd kinship in 
rhythmic and textural ideas.   The present version completes the development 

section, omits the first theme from the beginning of the recapitulation (as Schu-

bert does if it has been extensively used in the development), and adds a coda 

with a there-and-back tonal excursion, thus anticipating both outer movements 

of the “Great” C major Symphony.’19

Armin Knab, adopts a slightly different strategy, seemingly more faithful to 
Schubert’s ‘rondo’ marking. In the notes to his edition of the sonata he writes: 
‘A contrasting middle section was not intended [here]. The written continuation 
leads to the main theme of the rondo, which after development, returns to the 

rondo theme in A major. This shows how to complete the movement without 
the essentials: I take the rondo theme in A major as the beginning of the reprise 
and continue in exact transposition until the twentieth bar, but then return to C 
major by revising a bar; from bar 21 onwards, the movement is followed faith-

fully until shortly before the second main group [= 93 bars], which begins after 
a corresponding modulation [of 8 bars] transposed to C major and further trans-
posed until the end [= 114 bars]. A short conclusion restates the rondo theme 

one more time.’20

19 Newbould, Brian. Schubert and His Circle. Toccata Classics (0065), p. 5. Released  20 
August 2007. Todd Crow’s recording of Newbould’s completion can be heard online at: 
https://toccataclassics.com/product/schubert-and-his-circle/ (accessed on 30 March 2020).
20 ‘bei  unserer Sonate war ein kontrastierender Mittelteil nicht beabsichtigt. Die noch 
niedergeschriebene Fortsetzung knüpft an das Hauptthema des Rondos an und führt nach 
einer Steigerung zum Rondothema in A dur zurück. Damit ist der Weg gewiesen, den 
Satz ohne wesentliche Zutaten abzurunden: ich nehme das Rondothema in A dur als 
Beginn der Wiederholung und führe es in genauer Transposition bis zum 20. Takte wei-
ter, gelange aber dann durch Einschaltung eines Taktes wieder nach C dur; von Takt 21 
an wird der Satz notengetreu übernommen bis kurz vor der zweiten Hauptgruppe [= 93 
Takte], die nach einer entsprechenden modulatorischen Wendung [= 8 Takte] nach C dur 
transponiert beginnt und bis zum Schlusse weiter transponiert wird [= 114 Takte]. Ein 
kurzer Abschluß bringt noch einmal das Rondothema.’ Translation mine.
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Example 3a. Schubert/Zhilayev: Rondo Allegro, bars 235-273 (see Table 2)

 

10 

 
                                                           
20 
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Example 3b. Schubert/Zhilayev: Rondo Allegro, bars 274-331

 

11 
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Example 3c. Schubert/Zhilayev: Rondo Allegro, bars 332-379

 

12 
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Example 3d. Schubert/Zhilayev: Rondo Allegro, bars 380-429

 

13 
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Example 3e. Schubert/Zhilayev: Rondo Allegro, bars 430-468

 

14 
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Example 3f. Schubert/Zhilayev: Rondo Allegro, bars 469-516.

 

15 
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Example 3g. Schubert/Zhilayev: Rondo Allegro, bars 517-560.

 

16 
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Table 2. Schubert ‘Reliquie’ Piano Sonata in C Major, D.840.iv – completed by 
Nikolai Zhilayev (1932) Form

 

17 

                                                           
21  

17 

 

                                                           
21 

 

17 

 

                                                           
21 

The manuscript of the sonata’s rondo finale stops in bar 272. However, the 
diagrammatic representation of the form of the finale (Example 3 and Table 
2) indicates that the situation is more complicated than a simple matter of 

choosing between sonata or rondo form. The sectional character of the first 
238 bars – alternating different thematic elements – is entirely consistent with 
the movement’s rondo label. Meanwhile, closer examination of Schubert’s 

handling of theme c in the second group reveals features of variation form.21 

The broader structural profile, however, has all the essential coordinates that 
support Brian Newbould’s claims for sonata form. Schubert’s intention to 

‘pave his way toward a grand symphony’ is well known,22 and wide-ranging 

21 Cf. Brian Black. ‘Lyricism and the Dramatic Unity of Schubert’s Instrumental Music: 
The Impromptu  in C Minor, D899/1’. In: Davies, Joe  & Sobaskie, James William (eds.) 
Drama in the Music of Franz Schubert. Woodbridge: The Boydell Press, 2019, pp. 233-
256. Black’s general observation on page 234 is especially apposite: ‘The principal fea-
tures of lyricism in Schubert’s instrumental music include motivic and melodic repetition 
, the use of variation as opposed to motivic development, and the presence of “closed 
song forms” within the overall structure.’
There are also striking coincidences between his interpretation of the C minor Impromptu 
and the structural characteristics of the Rondo here under scrutiny.
22 Schubert wrote a letter to Leopold Kupelwieser on 31 March 1824, in which he de-
clared: ‘Of songs I have not written many new ones, but I have tried my hand at several 
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experimentation with musical form was evidently part of that initiative. A 

major at the beginning of the ‘recapitulation’ recalls the same key area in the 
menuetto’s middle section, outlined in both instances by foreground thematic 

contrast. Zhilayev’s faithful adherence to the score’s sectional character at the 
musical surface (evocative of poetic scansion) reinforces the bond between 

the last two movements. Indeed, the dramatic intensity that results marks a 
significant landmark on the composer’s path to his symphonic goals. The-

matic fragmentation and virtuoso figuration in the extended coda (bars 4684-

560) triumphantly resolve the finale’s thematic oppositions through motivic 
disintegration and tonal affirmation.23 

The strength of this rendering of  the ‘Reliquie’ Sonata lies not only in its 
manifest grasp of Schubert’s style but also in Zhilayev’s realization of its role in 
the composer’s path towards the accomplishment of his symphonic aspirations. 

Five years after his version of Schubert’s ‘Reliquie’ Sonata appeared in 
print, Nikolai Zhilayev was arrested for counter-revolutionary activities; he 
was shot on 20 January 1938. Zhilayev’s case was reviewed in 1960, and he 
was completely rehabilitated on 26 April 1961. The revival of his musical 
contribution, however, is long overdue. Perhaps the rediscovery of Zhilayev’s 
skilful completion of Schubert’s C Major Piano Sonata, D.840 will provoke 
its widespread performance and publication in a new edition.

instrumental works, for I wrote two Quartets for violins, viola and violoncello and an 
Octet, and I want to write another quartet, in fact I intend to pave my way towards [a] 
grand symphony in that manner.’
See Deutsch, Otto Erich. Schubert. A Documentary Biography (translated by Eric Blom). 
London: J.M. Dent & Sons, 1946, doc.456, pp. 338-341.
23  Georgi Krauklis is rather unenthusiastic about the ‘Reliquie’ Sonata in his listener’s 
guide to Schubert’s piano sonatas, suggesting that despite its many points of interest and 
originality it is little more than a curiosity: ‘Although this work as a whole does not reach 
the artistic level of the greatest and best known Schubert sonatas, it is nevertheless very 
interesting and original, and its performance in concerts in its final form (with one or 
other version of the finale) would be highly desirable.’
‘Хотя произведение это в целом не достигает художественного уровня лучших и 
наиболее известных шубертовских сонат, все же оно очень интересно и своебразно, 
и исполнение его в концертах в законченном виде (с той или иной редакцией 
финала) было бы весьма желательным.’
See Krauklis, Georgi. Op. cit., p. 74. Translation mine.
I believe Zhilayev’s completion of the Sonata reveals far more. In this form, it fully jus-
tifies its position as a milestone in Schubert’s development as musical dramatist of the 
highest rank.
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A NEGLECTED COMPLETION OF SCHUBERT’S UNFINISHED 

PIANO SONATA IN C MAJOR, ‘RELIQUIE’, D.840 (1825) BY 

NIKOLAI ZHILAYEV (1881-1938)

Nicholas Rast

Abstract

The manuscript of Schubert’s Piano Sonata in C major, ‘Reliquie’, D.840 is 
among the most intriguing of the composer’s incomplete works. Enough of the 
Sonata is complete, tempting editors from the late nineteenth century to the pres-

ent day to finish the piece. Of the two fragmentary movements, the third (Menu-

etto) requires relatively little effort to make good the deficiency. The finale, how-

ever, poses a greater challenge; although it is called ‘rondo’, some believe that 
Schubert reconsidered, altering his direction in favour of sonata form. Was this, 
indeed, the reason the composer left the work unfinished? Until recently, elev-

en completions of the ‘Reliquie’ were known to exist, including contributions 
by Armin Knab, Ernst Krenek and Brian Newbould. Therefore, the discovery 
of a published edition by no less distinguished a musician than Nikolai Zhila-

yev – student of Taneyev, friend of Grieg, colleague of Scriabin, and teacher 
of Khachaturian and Shostakovich – is of considerable significance. Zhilayev’s 
skilful interpretation of Schubert’s puzzling experimentation with musical form 

is given close attention in this paper to reveal a reconstruction more than worthy 

to become a standard work in the concert repertoire. False accusations of polit-

ical subversion led to Zhilayev’s execution in 1938; but despite his subsequent 
rehabilitation in 1961, the restoration of his reputation as a musician of the high-

est rank is long overdue. Hopefully, the findings presented here will motivate 
publishers to reissue Zhilayev’s realization of the ‘Reliquie’ Sonata in a modern 
edition and pianists to bring it to the concert platform.

Keywords: Schubert fragments, completions, musical form, rondo, sonata, 

variations, Taneyev, Zhilayev, rehabilitation.
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HANS SITT’S  

PRAKTISCHE BRATSCHEN-SCHULE (1891):  

A TECHNICAL GUIDE FOR PREPARING NICHOLAS 

RAST’S LIED OHNE WORTE FOR VIOLA AND PIANO

Simeon Kirkov

‘…dieses Instrument vom Schüler ausser einer musikalischer Bega-

bung und gutem Gehör noch die Körperlicher Beschaffenheit, welche 
es demselben möglich macht, die anfangs erscheinenden Unbequemli-

chkeiten in der Handhabung leichter zu überwinden.’
Hans Sitt

Preparing a musical work for the concert platform comprises two main 

actions: Interpretative (mental) and Technical (physical). The analytical 

component is crucial for the insights it offers about the composer’s ex-

pressive intent. Moreover, an awareness of structure and form accelerates 

the process of learning. Of the many approaches available to the analyst 
it is important select the one that best suits the repertoire under review. 
Rast’s Lied ohne Worte1 possesses a strongly Schubertian character, mani-
fest most notably in its overtly lyrical thematicism, so Schenkerian theory 
is particularly appropriate.  Heinrich Schenker is considered the most in-

fluential tonal theorist of the twentieth century. Regarding performance 
issues, Hans Sitt’s Bratschen-Schule is the principal guide for decisions 

about the best training for technical refinement. Examination of these as-

pects will illustrate how the performer develops an active role in commu-

nicating the act of creation. 

1  Rast, Nicholas. Lied ohne Worte (edited by Simeon Kirkov). Sofia: ‘One Half’ Edition, 
2012.
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Interpretative Preparation

The schema below (Fig.1) shows the components necessary for build-

ing a convincing interpretation.

Figure 1.

Consideration of a composer’s background and education are impor-
tant for understanding his compositional choices. In the present instance, 

Nicholas Rast studied piano with professor Tanya Polunin, a pupil of 

Mabel Lander who was an assistant to the great pianist and pedagogue 
Theodor Leschetizky, a student of Beethoven’s pupil Carl Czerny. Rast’s 
training with Tanya Polunin developed a special affinity with the Viennese 
musical tradition, and developed his deep interest in this repertoire.2 So, the 

selection of Rast’s Lied ohne Worte for analysis – influenced by the com-

poser’s reputation in Schenker studies and Schubert scholarship – offered 
an apt case study for comparison with the work of Hans Sitt.

Very often composers write music inspired by the abilities of particular 
performers. Benjamin Britten – a renowned Schubertian – wrote specifical-
ly for Peter Pears, Julian Bream, Mstislav Rostropovich among others. Rast 
wrote Lied ohne Worte after our collaboration for a performance of Schu-

bert’s ‘Arpeggione’ Sonata. Since the Arpeggione, a kind of hybrid guitar-
cello, no longer survives, Schubert’s sonata exists in versions for a variety 

2  Rast’s master’s dissertation is a Schenkerian study of Schubert’s F Minor Fantasy D.940 
for piano duet; his doctoral thesis is a more extended survey of Schubert’s piano duets.



55

of different instruments.3 The viola’s idiosyncratic sound quality convinced 
Rast of the instrument’s rich expressive lyricism. A thorough understanding 
of the viola’s timbral palette, and close collaboration with the composer, 
produced optimal solutions for the Lied’s expressive challenges.  

Voice-Leading Analysis4

Schenkerian voice-leading analysis was chosen for its un-

paralleled ability to illuminate the relationship between details of 
the voice-leading and harmonic structure. The surface of the score 

unfolds a three-part song form in C major: A B A1.5 A is a closed 
period of 39 bars in C major (Ex.1). A bridge of 8 bars moves the 
bass harmonic support for the tonic (C) to bVI (bar 39).
Example 1. Section A

3  Among arrangements that range from flute to double bass, there are orchestral versions 
for viola and orchestra (Ze’ev Steinberg), cello and orchestra (Gaspar Cassado), and a 
piano four-hand realization by Schubert’s duet partner Josef von Gahy.
4  The voice-leading analysis presented here originally appeared as section 3.2, pp. 25-31 
of my unpublished Master’s thesis, New Pedagogical Issues in Viola Interpretation of 
Music by Contemporary Belgian Composers from the end of the Twentieth to the Begin-
ning of Twenty-First Century. Sofia: NMA Pancho Vladigerov, 2015. The text has been 
considerably revised for publication.
5  Analysis of the hypermetric structure, however, reveals a two-part form A B (+ A1 + 
Coda). See Kirkov, Simeon. New Pedagogical Issues in Viola Interpretation of Music 
by Contemporary Belgian Composers from the End of the Twentieth to the Beginning of 
Twenty-First Century. Sofia: NMA Pancho Vladigerov, 2015.  
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The harmonic transformation I – bVI, which is typical for Schubert.
The main theme in viola starts building in fragmentary motifs, first of 

a fourth (G – D) and then a fifth (D – G).

Example 2. Section B

Section B (Ex.2) comprises two phrases:
bars 39 – 54     bVII   (IV – II – V4-3 – I)

bars 55 – 60       I       (V – IV – V4-3 – I)

Meanwhile, tonal drama in this section is heightened through the dou-

ble binary opposition between B flat/B natural and E flat/E natural (high-

lighted in the graph). In the second half of section B the note G first ap-

pears as the third of an E flat major chord, later to be reinterpreted as the 
root of a cadential 6/4 chord in preparation for the return to the tonic, C 
major, at the beginning of A1. Although not a deliberate attempt at imita-

tion, such a phenomenon is a typical Schubert fingerprint.
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Example 3. Section A1

A1 (of bar 61) contains the same fourth- to fifth-degree cadence in C 
major. The main theme appears completely and directly leads to the cli-
max of the song, reducing the rhythmic values and climbing into the high 
viola register. The turn in bar 62 is repeated after two bars in diminution 
(four times smaller note values) and confirms the cadence in bars 65-66.

Example 3 shows the transformation of the viola introductory phrase 
from melancholic short motifs (from A1) into a confident melody. The 
turn appears three times in succession at the bars 62-65. At first time fills 
in at bar 62 (two beats), then for the second time it fills in from the second 
eighth note at bar 64 over the bar line of 65. The third appearance is not 
written with notes, but with the turn symbol (only one beat). As a result, 
emotional intensity increases and leads to the work’s conclusion. 

The third appearance of the ornament is not written out in full, but indi-
cated by the turn symbol (only once). As a result, the emotional intensity 
increases and leads to the work’s conclusion.6 The tonal-dramaturgical 

movement of the song ends at the first time in beat 76, followed by a 
seven-bar coda.
6  The use of this type of ornamentation as a structural element appears in Schubert’s later 
creative period: the beginning of String Quintet op. 163 / D.956, the beginning of the C 
Major Piano and Violin fantasy op. 159 / D.934 and the song ‘Die Allmacht’, op.79 / D.852.
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Technical Preparation

One of the main technical challenges of Lied ohne Worte is to find the 
warm, deep, alto sound, appropriate to the piece’s melancholic character. 
It is impossible to achieve the musical-aesthetic intentions without under-
standing the basic principles of tone-production. The full range of tonal 
nuances of volume, colour (timbre), and character (mode of attack) can 
only be achieved by mastery of the art of bowing animated by the per-
former’s artistic vision. The accomplishment of a beautiful tone depends 
on various mechanical components.

Ivan Galamian writes: ‘Taking for granted a bow stroke moving paral-
lel to the bridge, we must consider these three fundamental factors for the 
right hand: (1) the speed of the bow stroke, (2) the pressure it exerts on 
the strings, and (3), the point at which it contacts the string. This latter will 

be termed the “sounding point.”’ 7 Galamian goes on to explain that ‘these 
three factors are interdependent, inasmuch as change in any one of them 

will require an corresponding adaptation in at least one of the others’8 

Regarding the character and colour of the tone, he cautions that ‘the un-

derstanding of this relationship is of great importance but it must not lead 
to the false belief that there is only one combination of the three factors 
possible.’9  The numerous combinations provide a diverse range of ton-

al colours and sound characters. According to Yankelevich, Carl Flesch 
specifies the main factors for qualitative sound creation:10 

– Sounding point control for timbral and dynamic purposes.

– Optimal bow deployment and correct change of the strings to enable 
musical phrasing.

– Smooth change of the bow direction and constant (steady) control 
throughout its length, especially in the lower half.

Yankelevich precisely describes two stages of auxiliary finger move-

ments (Fingerstrich) at the heel of the bow, allowing smooth changes of 
direction.11 ‘Mastery of the smooth transition of the bow direction is es-

7 Galamian, Ivan. Principles of Violin Playing and Teaching. Englewood Cliffs. N. J.: 
Prentice – Hall, 1962 , p. 55. Available at: https://archive.org/details/Principles_Of_Vio-
lin_Playing_And_Teaching_/page/n1/mode/2up (accessed on 14 March 2020).
8  Ibid.
9  Op. cit., p. 62.
10  Yankelevich, Yuri. Педагогическое наследие (Pedagogical Heritage). Second edition; 
Moscow: Postscriptum, 1993.
11  When the bow moves upwards, the arm stops the movement at the heel and the fingers 
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sential for the artistic execution of cantilena and largely determines the 

cultivation of the sound picture.’12 The renowned viola virtuoso and teach-

er professor Michael Kugel taught that the principles of sound production 
discussed here are effective only when the instrument is held high enough, 

and the scroll is at the nose level.13 Thus, the weight of the right arm can-

not go forwards to the floor, but is transmitted to the strings. The control 
of the sounding point near the bridge is also considerably improved, and 
the sound becomes bright and full-coloured.14

Vibrato

There are three types of vibrato: initiated by the finger, the wrist, and the el-
bow. Teachers differ in their preferences regarding which type of vibrato should 
be employed, but, in practice, the most commonly used are combinations of 
these three types. Kugel recommended playing scales at a slow tempo (four 
notes per bow) with active vibrato; taking care not to interrupt the effect when 
changing the fingers and, especially, when changing the string. This technique 
– known as vibrato legato – helps to release the left arm and control the sound 

along the entire length of the bow. Hans Sitt’s scale-exercises, 15 despite being 
limited to  two octaves, are ideally suited for preparing Lied ohne Worte. 

Editorial Approach

The editorial notes on bowing are intended to help produce musical 
phrasing that best serves the dramaturgy of the piece. The necessary bal-
ance between the viola and the piano accompaniment has also been taken 
into account. When preparing the edition of Lied ohne Worte for print, six 
technical aspects – timbre, phrasing, bowing, vibrato, intonation and or-
namentation – were considered.

continue the movement for a few more centimetres. The fingers stop moving at the mo-
ment of change, anticipated by a downward movement of the arm.
Yankelevich notes two common faults – delaying the reverse movement of the arm, 

and loss of contact with the string at the moment of change – which can interrupt the 

smooth change of the bow direction at the heel.
12  Yankelevich, Yuri. Op. cit., p. 20: ‘Владение неслышным соединением смычка 
является необходимым условием художественного исполнения кантилены и в бо-
льшой мере определяется общей культурой звука и культурой двежения правой 
руки’. 
13  I was a member of Kugel’s viola class at Ghent Conservatory in 2000-2005.
14  See Auer, Leopold. Моя школа игры на скрипке (Violin Playing as I Teach It). Mos-
cow: Musica, 1965. 
15  Sitt, Hans. Praktische Bratschen-Schule. Leipzig: C.F. Peters, 1891, pp. 3, 4, 5. Sitt 
was a pioneer of writing instructive literature specifically for viola.
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Equalizing the Sound Volume along the Length of the Bow

– in the direction from the point to the heel, the pressure on the string 

is reduced, and in the case of decrescendo to piano the weight is 

taken off.
– Towards the point the weight is compensated by the thumb and the 

forefinger.
To balance the volume, it is suitable to operate with Hans Sitt’s scale-

exercises (pp. 32-38) with 2 bows per bar, where the intensity of the sound 

in both halves of the bow should be the same and the changes of direction 
should be smooth.

Rotation of the Forearm

The equalizing of the strength of the sound (the volume) along the 
length of the bow, and the crescendo and decrescendo as well, is made by 
means of rotation of the forearm.16

The pressure of the bow, which is transmitted by the rotary movements, 
comes from the release of part of the weight of the arm and shoulder. It 

is important to emphasize that every attempt to apply pressure from the 
forearm leads to clenching the arm. String instrument treatises refer to the 

application of weight rather than pressure.

Deployment of the Bow 

The constant speed of the bow is critical. Uneven movement leads rap-

idly to tension and fatigue. The learning process begins by sharing the 
bow in two parts; the sound in both halves must be uniform. Hans Sitt’s 
scale exercises17 – two notes played legato, two notes détachées – provide 

an ideal preparation for this.

In cantilena passages, Dimut Popen18 required her students to play a 
phrase free of vibrato, building up to the culmination by using only opti-
mal bow distribution and control of the sounding point, while constantly 
seeking perfect intonation (focus intonation). Sitt’s prescription for play-

ing double-stops is instructive:‘The pupil must take care to obtain a tone 

16  The rotary movement to the left (‘pronation’) bends the bow and transmits the weight 
from the arm and shoulder to the string via the thumb and forefinger. The rotary movement 
to the right (‘supination’) releases the bow.
17  Sitt, Hans. Op. cit., pp. 32-38.
18  I was a student of Professor Popen at Saarbrücken Musikhochschule des Saarlandes 
from 1996-1999.
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of equal strength from both strings, and should first practise on the open 
strings only in slow tempo and alternately in f and p.’19 This enables the 
adjacent strings to resonate; a discreet amount of vibrato is added only 
at the moment of culmination.  The C major tonality of Lied ohne Worte, 

which allows the open strings C, G, and E to resonate, helps to highlight 
the instrument’s timbre.

Ornamentation (Turn)

The performer must also pay particular attention to the correct perfor-

mance of the turn and its precise placement. Comparison with vocal per-

formance practice is recommended. Context always defines the execution 
of ornamentation. Sitt’s study № 28 (p. 45)20 is ideally suited as training 

not only for mastery of the turn but also for the other technical issues dis-

cussed above.

Comparison of Hans Sitt’s Etude 16 and Nicholas Rast’s  

Lied ohne Worte

Table 1 shows the compositional and stylistic similarities between 
Sitt’s Etude 16 and Rast’s Lied ohne Worte. Both works are in three-part 
form. The sum of the number of the bars in each phrase shows the sym-

metrical structure of the three-part form. The use of the ornamental turn 

three times in succession immediately before the code heightens the dra-

matic tension. The relatively extended coda with tonic prolongation in de-

scending motion releases the accumulated tension and confirms the main 
key. The tempo is similar (andante), as is the speed of movement of the 

bow (two bows per bar). Тhe tessitura does not exceed the 3rd position 
and, in both pieces, the main tonality allows the open strings to resonate 
and thus exploit the timbre of the instrument.

19 itt, Hans. Op. cit., p. 46.
20  This is available online at: https://imslp.org/wiki/Praktische_Bratschen-Schule_(Sit-
t%2C_Hans) (accessed on 5 March 2020).
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Table 1. The Similarities between Sitt’s Etude and Rast’s Lied ohne Worte

Hans Sitt Etude 16

Viola opening theme

A thorough understanding of the structure of the theme and its expres-

sive potential is essential to form a convincing interpretative concept. Ev-

ery phrase possesses specific expressive features whose origins may be 
found in opera and vocal music in general. Depending on the dramatic 

context, a theme may portray masculine or feminine qualities or articu-

late a question or its answer. Musical gestures and phrases in instrumen-
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tal genres have similar properties. Dimut Popen, recommended students 
create a text that suits the melody and so tells a story to the audience. This 
develops the musical imagination of the performer and helps expressively 
to articulate the phrases as singers do. The classical principles of phrasing 

involve consideration of the harmonic progressions (consonance and dis-

sonance) as well as following of the register of the melody. Ascent implies 
a crescendo, descent a decrescendo. The principal theme of Hans Sitt’s 
etude 16 has two phrases of 4 bars and one of 8 bars.

A comprises a theme of two four-bar phrases. Traditionally, they may 

be interpreted by the violist as a ‘question’ (proposition) and ‘answer’ 
with the first two bars being a ‘question’ (crescendo) and the third and 

fourth ‘answer’ (decrescendo). In the next phrase of 4 bars, the question is 
more pressing because the melody is higher and the answer is even more 
hesitant than the first. The following is a phrase of 8 bars. The first 4 bars 
are two ‘questions’ (2 bars each), the second sounds hesitant and uncertain 
(an octave lower). This is followed by a four-bar ‘answer’, which, reaches 
a higher register, sounds more confident and ends with a half-note appog-

giatura second degree B natural of the dominant A minor and pause.
A1 repeats the opening theme. Here, however, the dramatic tension is 

intensified as the tune reaches into a higher register for the first two four-
bar phrases. In the third, eight-bar phrase, the response is less affirmative.

In A2 the answer of the first four-bar phrase occurs in the lower register 
of the viola. The subsequent two-bar ‘question’ leads to the culmination of 
the piece, where the composer for the first time introduces a forte dynamic 

as well as three consecutive accents (bar 38). The final eight-bar phrase 
begins a descent with three successive statements of the turn motif (decre-

scendo), dying away to  piano dynamic for the four-bar coda.
Nicholas Rast Lied ohne Worte

Viola opening theme

The theme in Rast‘s work is quite different in appearance, but obeys 
similar classical principles of construction. Here, too, the form is tripar-

tite: A B A1.
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A: (bars 1 to 38) The first two phrases (bars 1-9 and 10-16) the theme 
emerges in the viola part through small fragments of ornamental, punc-

tuated character, the second time (bar 10) the melody begins in a lower 
register. The melody then gradually rises to the high viola register. The 

dynamic noted by the composer is forte. In bar 20, the turn appears for the 

first time, emphasising the tonic pitch C. In bar 25 the expressiveness of 
timbre and dynamics are altered with a new appearance of dotted rhythm 
(mezzo piano; dolce).21 The melody’s descent into the middle viola regis-

ter as well as the interruption with pauses leads to a gradual release of the 

tension (piano).

B: (bars 39 to 61) after a transition of 4 bars the colour of the sound 
changes from the new harmony (A flat major – flat VI degree). Here, the 

dotted rhythm appears three times, this time with rhythmic augmentation 

(dotted quarter note / eighth note). The direction of the phrase is logically 

determined by the register of the melody – crescendo to the bar 43 and 
decrescendo at the third appearance of the dotted rhythm (bars 44 to 45). 
The following is a passage of 8 bars of half-notes building-up the tension 
in a long crescendo to forte,22 which crosses into a double stops and the 
culmination of the work.

A1 – coda

At the climax of the piece the viola sounds in its high register, tense 
but at the same time soft and melancholic.23 The turn appears three times 

in succession (bars 62, 64, and 65) with the third time twice as fast. As a 
result, the emotional intensity increases and leads to the work’s conclu-

sion. In the coda, the dynamics are naturally exempted from going down 
into the low register of the instrument, increasing the note values   and the 

last two arpeggiated chords, pizzicato.

A superficial approach, lacking the necessary analysis of the structure 
of a work under review, cannot fully grasp the composer’s expressive 
intent. The tension created by the conflict between the three-part song 
form at the foreground and the two-part symmetrical structure at the mid-

dleground in Lied ohne Worte defines the work’s dramaturgy. In addition, 

21 This is achieved by applying slight pressure to the string, active vibrato, relatively 
quick bowing, with the sounding point close to the fingerboard.
22  Achieved by using optimal bow distribution and control of the sounding point combined 
with the progressive expansion of vibrato.
23  The sounding point is close to the bridge, active vibrato, tight contact with the string, 
using the entire length of the bow.
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Hans Sitt’s viola treatise provides the all-important technical advice re-

quired to meet the physical challenges that confront the interpreter. Sitt’s 
Praktische Bratschen-Schule (1891) responded to the need for an appro-

priate tool to prepare the viola player for the prevailing demands of the or-

chestral and chamber repertoire of the time by late Romantic masters such 
as, Schumann, Mendelssohn, Mahler, and Bruckner. In addition to provid-

ing good basic training for the repertoire he knew, Sitt’s technical exer-
cises also offer a solid grounding for the technical developments in viola 

performance and, in particular, for the use of the instrument in a solo role. 

The contribution of Sitt’s successors – Paul Hindemith, William Primrose, 
Tibor Serly and others – will be the subject of a forthcoming article.
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HANS SITT’S PRAKTISCHE BRATSCHEN-SCHULE (1891): 

A TECHNICAL GUIDE FOR PREPARING 

NICHOLAS RAST’S LIED OHNE WORTE  

FOR VIOLA AND PIANO

Simeon Kirkov

Abstract

This paper examines the interpretative (mental) and technical (physical) as-

pects necessary for preparing a piece for public performance. With a study from 
Hans Sitt’s Praktische Bratschen-Schule and Nicholas Rast’s Lied ohne Worte as 

examples, a case is made for suitable analysis and the selection of appropriate 
preparatory technical material. The manifest Schubertian influence in the Lied 

ohne Worte’s  exploitation of the viola’s warmest timbral range identifies Hans 
Sitt’s Bratschen-Schule as the ideal technical and musical training. Sitt’s techni-
cal exercises offer a solid grounding for the evolving technical developments in 
viola performance and, in particular, for the use of the instrument in a solo role.

Keywords: Hans Sitt, viola technique, tone colour, vibrato, mode of attack, 
instructive literature, Schubert, Nicholas Rast, Heinrich Schenker, analysis. 
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BASIC COGNITIVE PROCESSES IN CONDUCTING

Theodora Pavlovitch

Psychological processes represent a basic category of phenomena that 

signify a sequence of changes of mental activity following certain interac-

tions between a human being and the world. They are dynamic forms of 

reflecting reality which, according to their nature, are classified as:
1. Cognitive psychological processes – sensations, perceptions, think-

ing, memory, and imagination;
2. Emotional processes – sensations, active and passive experiences;
3. Processes of will – will, resolution, effort, and performance.1

Studying the specifics of cognitive processes in the course of perform-

ing the complex and diverse conducting activity will help reveal a signifi-

cant part of the relevant psychological characteristics.

1. SENSATIONS, PERCEPTIONS AND CONCEPTS

А. Sensations
Sensations define the most elementary cognitive process, which re-

flects the individual properties of the objects and the phenomena from the 
internal and external world that influence their immediate impact on ana-

lysts. The function of sensations is to ensure material for more intricate 

cognitive processes. According to the nature of the reflection and the loca-

tion of the receptors, sensations can be divided into three groups:
a. exteroceptive, relating to the properties of the objects and phenom-

ena of the external environment via sensory receptors located on the body 
surface; this group includes visual, aural, olfactory, thermal, and tactile 
senses;

b. interoceptive, relating to stimuli produced by receptors in the inter-
nal organs and tissues; this group includes all organic sensations, includ-

ing the sensation of pain, balance, and so forth;
c. proprioceptive, providing information about the position and the 

movement of the body via receptors located in the muscles and in the 

tendons.2

1 Piryov, Gencho & Desev, Lyuben. Кратък речник по психология (Concise Dictionary 
in Psychology). Sofia: Partizdat, 1981, pp. 167-168.
2 Ibid., p. 259.
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Aural sensations are of major significance with regard to exteroceptive 
sensations, as well as in all types of music-related activities. Visual sen-

sations are also important, as they allow the conductor to get information 
from the musical score as well as from the orchestra during performance.

Interoceptive sensations are not basic, but they provide important in-

formation about the general physical condition of the conductor and there-

fore impact at the level of higher psychological processes: such memory, 
emotion, will, and imagination. Herbert von Karajan said in an interview: 
‘My joy from conducting is much higher and may be the audience feels 
that. The orchestra positively feels it. My joy from conducting has ac-

quired new dimensions since I got rid of the severe pain, which I experi-
enced for full eight years.’3

Practice has shown that the intensive functions of consciousness and 

subconsciousness in the creative process may neutralize the interoceptive 
sensations. Karajan also claimed that: ‘Once during a concert I threw out 
a kidney stone and I noticed it after that. Usually this is a pain that makes 
you roll on the floor.’4

Regarding proprioceptive sensations,  kinaesthetic senses are crucially 
significant in conducting for the information they give about the posi-
tion and the movements of the body and its individual parts. This include 

sensations from the vestibular apparatus about the body’s balance in the 

space. The kinaesthetic sensations allow performing specific, purposeful 
and efficient movements with a sufficient degree of self-control. By way 
of self-monitoring many conductors come to the same conclusions about 

the need for muscle ‘freedom’. Lorin Maazel said: ‘Muscle tension is the 
hardest to overcome. Once I got into the music, not only the muscles of 
arms and shoulders strained but also those of my back and legs. One day 
I told to myself: You have to learn how to relax...’5

3 Mateopulous, Elena. ‘Караян – живот, изкуство, работа’ (Karajan – life, art, work). In: 
Bulgarian Music, 1988, № 2, pp.70 – 81, p. 17: ‘Радостта ми от дирижирането е много 
по-голяма и може би публиката усеща това. Оркестърът положително го чувства. 
Радостта ми от дирижирането придоби нови измерения, откакто се отървах от 
убийствените болки, които понасях цели осем години.’
4  Ibid., p. 20: ‘Веднъж по време на концерт изхвърлих бъбречен камък и го забеля-
зах едва след това. Обикновено това са болки, които те карат да се мяташ по пода.’
5  Maazel, Lorin. ‘Интервю’ (Interview). In: LIK Magazine, 1983, № 41, pp. 29 – 32, p. 
31: ‘Най-тежко за преодоляване е мускулното напрежение. Щом се вживеех в му-
зиката, напрягаха се не само мускулите на ръцете и раменете ми, но и на гърба и на 
краката. Един ден си казах: трябва да се научиш да се отпускаш...’
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Hermann Scherchen had interesting things to say on the matter: ‘There 
is a law – the intense mental energy comes in the form of intense physi-

cal energy. However, physical energy is anti-musical on its own: Music is 
an art of the spirit and the spiritual tension, it does not stand the physical 
energy, which has an end in itself.’6

Stanislavski’s conclusions following observations on the actor’s work 
are very pertinent: ‘As long as there is physical tension, there can be no 
proper, sensual feeling and normal spiritual life. So, before he begins cre-

ating, one must prepare his muscles, so that they do not limit the freedom 
of movement.’7

The problem of muscle freedom has a largely individual character – 

many conductors achieve this freedom in a natural way, without need-

ing special care. On the other hand, as comments by Karajan and Maazel 
have shown, even the most renowned conductors have had difficulties in 
overcoming muscle tension during their career. It is vital, therefore, to 
teach young conductors about the proper muscle feeling; i.e. activating ki-
naesthetic sensations and conscious self-control to release all unnecessary 

tension. This issue has been thoroughly explored by Andrey Sivizianov 
who, based on the existing scholarship, develops a comprehensive theory 
for a way to achieve motor freedom in the process of conducting and its 

meaning.8

While conducting, kinaesthetic sensations are directly connected with 
musical-aural awareness. It is necessary to examine these perceptions 
more closely, therefore, to understand better the mechanism of this pro-

cess, According to the basic qualities of a note, such as acoustic events, 
there exist four types of sensations: pitch level, volume, timbre, and 

6 Scherchen, Hermann. ‘Учебник дирижирования’ (Handbook of Conducting). In: Con-
ducting Performing Act. Moscow: Music, 1975,  p. 222: ‘Сушествует закон: усилен-
ная психическая энергия рвется на ружу в видеусиленной физической энергии. Но 
физическая энергия сама по себе антимузыкальна: музыка есть искусство духа и 
духовных напрежений, она не выносит физической энергии в качестве самоцели.’
7 Stanislavski, Konstantin. Работата на актьора над себе си (The Actor’s Proper 
Care of Himself). Sofia: East-West, 2015, p. 180: ‘Докато съществува физическо 
напрежение, не може и да става и дума за правилно, тънко чувстване и за нормален 
духовен живот. Затова преди да започне да твори, човек трябва да приведе в ред 
мускулите си, за да не сковават те свободата на действие.’
8  Sivizianov, Andrey. Проблема мышечной свободы дирижера хора (The Problem of 
the Choral Conductor’s Muscle’s Freedom). Moscow: Music,1983.  
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rhythm.9 This differentiation is purely scientific as, in practice, these four 
features are fully connected and constantly overlap with each other. For a 

deeper analysis, it is necessary to review them separately. First, though, it 
is important to clarify that, due to the complexity of the processes in the 
sound analyst, scientific literature more frequently uses the term ‘sense’. 
This emphasizes the psychological rather than the physiological aspect of 
the phenomenon. And so, without dwelling on the psycho-physical mech-

anism, the following discussion will track the role of the various compo-

nents of musical sense in the conductor’s activity.

THE SENSE OF PITCH LEVEL the so called pitch sense is consid-

ered essential for musical capability.10 Scholarship argues that it can be 

improved by training, but it is stressed that while this sense is important it 
alone is not sufficient for musicality. 

In conducting practice pitch sense has great significance for the need 
to control, and indirectly to invoke corrections to the pitch of different 
sound-producing objects (instruments, voices). In this case, a so-called 
descriptive ability is of great consequence as it allows the sensing of even 

the smallest change in pitch level. On the other hand, the theory of the 
zoning nature of human hearing illuminates the ability to perceive devia-

tions of a note only above specific values at the rate of 20-30 cents.11 It is 

exactly this specificity of hearing that explains the so called ‘choir effect’, 
typical of a wide range of ensembles. Because of the objective inability 
for several performers at a given moment to reproduce a note at precisely 

the same pitch in ensemble performances, combined notes are produced, 
whose resonance corresponds to a narrower or wider zone of sound fre-

quencies. The function of the conductor is to control the width of that zone 
and the deviations exceeding a specific value and, when the combined 
note is not perceived as a whole, to require the performers to make the rel-
evant pitch adjustments. A specific case in this regard is playing or sing-

ing a wrong note (due to mistake of the performer or due to error in the 
musical score) when it is again the conductor who has to exercise control. 
To carry out this task, the conductor should possess and develop his sense 
of pitch allowing him to perceive and respond adequately to the occurring 

pitch deviations.

9  Hristozov, Hristo. Музикална психология (Musical Psychology). Plovdiv: Macros, 
1995, pp. 40-63.
10 Ibid., pp. 40-46.
11 Ibid., p. 41.
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THE SENSE OF VOLUME is no less important for the conductor due 
to the primary significance of the dynamics for the musical interpreta-

tion. The dynamic sense is one of the earliest appearing and is easily con-

trolled. The high degree of development of this sense is another compul-

sory condition for the conductor due to the need of high distinguishing 

ability with regard to the different degrees of dynamics. An extraordinary 
example in this regard is part II of Karlheinz Stockhausen’s Inori where 

the conductor, by instructions of the composer, must achieve sixty differ-
ent degrees of dynamics.

One of the biggest problems of the dynamic sense upon conducting is 
the effect of masking or deafening, i.e. ‘hiding’ one note behind another 
especially often occurring in notes with close pitch. This precision clearly 

shows the direct interrelation between the sense of note and the sense 

of dynamics. Also, the sense of dynamics is directly connected with the 
sense of timbre where the human ear perceives some timbres (due to their 

spectral characteristics) as ‘stronger’ than others. A good example about 
that are two of the Ten Golden Rules for the Album of a Young Conductor 
of Richard Strauss who writes: ‘5. But never let the horns and woodwinds 
out of your sight. If you can hear them at all they are still too strong; 6. If 
you think that the brass is now blowing hard enough, tone it down another 
shade or two.’12

The dynamic sense of the conductor is of great importance for ensuring 

the dynamic balance of the orchestra, which represents an essential com-

ponent of the overall choir or orchestral sound. The lack of or insufficient 
aural control caused by a weak dynamic sense will cause significant dam-

age to the structure of a musical interpretation.

THE SENSE OF TIMBRE is of great significance in the conducting 
practice. Due to the nature of their work, a conductor must be able to 
perceive and impact indirectly on different timbres. According to Russian 
psychologist Boris Teplov’s research, three groups of signs are used to 
specify the timbres:
12 Strauss, Richard. ‘Десять золотых правил, записанных в альбом молодому 
дирижеру’ (Ten Golden Rules for the Album of a Young Conductor). In: Дирижерское 
исполнительство (Conducting Performing Act). Moscow: Music, 1975,  p. 397: ‘5. 
Зато все время держивал корны и деревянные инструменты в центре своего внима-
ния. Если ты их вообще слышиш, значит они уже играют слишком громко. 6.  Если 
тебе кажется, что медь звучит недостаточно громко, заставь их играть еще на две 
ступени тише.’
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– Light: light, dark, glossy, matt, etc.;
– Sensory: soft, rough, sharp, dry, etc.;
– Spatial: full, empty, wide, solid, etc.13

These and other similar features are often used in conducting. The spe-

cial relevance of the timbre and dynamic sense resides in their great value 

for building the structure of a musical interpretation. 

THE SENSE OF RHYTHM is based on the conditioned reflexes to 
time, fundamental to the central nervous system. For all types of musical 
activities (composition, performance, listening) the aural and the kinetic 
senses are combined. Because of the importanceof the locomotor appara-

tus to the action of conducting, this combination is central. However, the 
sense of rhythm’s more complex structure, which is connected with the 
higher cognitive processes, requires separate consideration.

B. Musical Perception
Perception is defined as a basic mental process of subjective reflection 

about objects and phenomena from reality, in the totality of their proper-
ties and parts, on their immediate impact on the sensory organs.14 There-

fore, unlike the sensations that inform the consciousness about individual 
aspects of objects and phenomena, perception gives information about 
their integrity. Concurrently ‘normal perception is not purely a passive, 
meditative act, but an active reflection as well. It is not an isolated eye, 
ear, etc. which perceives, but a specific human being with their particular 
attitude to the perception with its needs, interests, pursuits, desires and 
feelings. Perception is not a mechanical sum of individual sensations but 

an entirely new stage of sensory knowledge with its specific features.’15 

Due to that complex structure of perception, differentiating various types 
13  Teplov, Boris. Психология музыкальных способностей (Psychology of Music Abili-
ties). Moscow: Academy of Psychological Sciences, 1947, p. 50: ‘1. Светлотные харак-
теристики : светлый, темный, блестящий, матовый и т.п.; 2. Осязательные харак-
теристики: мягкий, шереховатый, острий, сухой и т.п; 3. Пространствино-обемные 
характеристики: полный, пустой, широкий, массивный и т.п.’
14 Hristozov, Hristo. Op. cit., p. 11.
15 Piryov, Gencho & Desev, Lyuben. Op. cit., p. 36: ‘нормалното възприятие не е чисто 
пасивен, само съзерцателен акт, а активно, действено отражение. Възприема не 
изолирано око, ухо и т.н., а конкретен жив човек с характерно за него отношение 
към възприемането със свои потребности, интереси, стремежи, желания и чувства. 
Възприятието не е механически сбор от отделни усещания, а качествено ново 
стъпало на сетивно познание със специфични за него особености.’
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of perception depends on the primarily active analyser. On this basis, per-
ceptions are subdivided into visual, aural, and so forth.

1. AURAL PERCEPTIONS (in addition to the combination of different 
types of aural sensations) possess a whole new range of features, among 
which the following are of great significance for conducting:

–  Perception of melody as a complete musical thought, most often 
the carrier of the basic musical content or the so-called ‘melodic 

hearing’. Aside from external signs – pitch, duration, timbre and 
volume of the separate notes, an individual perceives melody in its 
entirety and the emotional information it carries. Melody cannot be 

perceived as no more than a physiological stimulus. Teplov states 

that such ‘absolute non-musicality is impossible for a normal hu-

man soul.’16

When conducting, the melodic hearing is decisive because melody is 
one of the main forms of expression and its active perception is a signifi-

cant element of the creative process. A conductor’s musical interpretation 

relies on his perception of the structural components of melody (intona-

tion, rhythm, modal relations). At the same time, emotional perception 
and the experience of these components and their connection are crucial 
to this process.

– Perception of harmony or so-called ‘harmonic hearing’ that express-

es itself as the ‘ability to perceive multi-voiced music’17. As a result 

of Numerous studies have shown this to be the most recently devel-
oped ability in Man (ontogenetically and philogenetically).18

The importance of harmonic hearing for a conductor is undeniable. A 

conductor’s work is impossible without a properly developed perception 
of this kind.  Since a conductor ‘operates’ with multi-voiced music in all 
its forms, a failure actively to perceive the ‘vertical’ would render his ef-
forts to engage in the creative process impotent.

One of the main aspects of conducting ensembles such as choirs, small-
er vocal groups, and voices with instruments, is the inclusion of words, 

16 Teplov, Boris. Op. cit., p. 59: ‘Абсолютная немузыкальность невозможна для обыч-
ной психики.’
17 Hristozov, Hristo. Op. cit., p. 76: ‘способност за възприемане на многогласна му-
зика.’
18 Ibid., p. 69.
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further complicating the musical structure with textual detail. The mecha-

nism of perception is connected with other brain centers (center of speech), 
so it is natural to assume that the whole process of perception is signifi-

cantly complicated. This mechanism comprises four levels of perception: 
phonetic – tone – phoneme level, morphological – motive-word level, 
syntactic – phrase – sentence level and logic – composition – regarding 

the complete musical form and according to the meaning – text structure.

2. VISUAL PERCEPTIONS – There are two types of visual percep-

tion:
–  reading the musical score, which is directly connected with the aural 

perceptions and their realization through performance; – visual per-
ception of the performers, which are also directly connected with au-

ral perceptions and provide additional information when performing. 

Felix Weingartner declares that: ‘If a conductor is bound to the musical 
score in such a way that he cannot break away from it for even a minute, 
to look at the orchestra, then he is nothing but an  incompetent bar counter, 
who has no right to call himself an artist.’19 At any rate, this type of visual 
perception is directly dependent on memory, whose characteristics during 
conducting will be examined later. Both types of visual perception play 
are fundamental to the whole psychic process when conducting.

 

3. PERCEPTION OF TIME – it is a ‘particular form of perception that 
reflects objective continuity, change and the structure of the events that 
occur in our daily lives.’20 Experimentation has shown that hearing and 
motor sensations help for the most appropriate perception of time slots 

that are determined by human rhythmic processes: heart beat and breath-

ing.). As an art that develops in real time, the perception of time in music 
is of utmost importance. When performing, the perception of time has two 
aspects for the conductor:

19 Weingartner, Felix. ‘За дирижирането’ (On Conducting). In: Art of Conducting. So-
fia: Musical Horizons, 1979, № 11, рр. 72-90, p. 85: ‘Ако диригентът е свързан с 
партитурата така, че не може нито за минутка да се откъсне от нея, за да погледне 
към оркестъра, то той е обикновен отбивач на такта, невежа и няма правото да 
претендира за званието артист.’
20  Piryov, Gencho & Desev, Lyuben. Op. cit., p. 37: ‘особена форма възприятие, което 
е отражение на обективната продължителност, изменение и последователност на 
явленията или протичащите събития от действителността.’
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1. Perceptions of metric-rhythm through establishing conditional re-

flexes for time.
2. The perception of tempo, which is one of the most important param-

eters in  musical expression. Tempo as a form-creating factor is vital 
for shaping musical structure.  Indeed, most great conductors have 
focused on the issue of ‘correct’ tempi. 

From Berlioz, Wagner, Weingartner and Furtwängler to the present day, 
conductors are constantly seeking objective criteria for determining tem-

pi. Some of them even have concluded that perception of tempo is large-

ly a psycho-physiological or psychological problem, linking the sense of 
tempo to the conductor’s temperament. Berlioz for example states: ‘The 
most dangerous ones are those lacking activity and energy. They cannot 
handle a faster tempo. As fast as the work may start, if left to their care, 
they will slow it down until the rhythm reaches a certain level of calm-

ness, apparently corresponding to the speed of their blood movement and 
the overall exhaustion of the organism... There are people in the cusp of 
their youth with a lymphatic temperament – as if their blood is circulating 

at a moderato tempo.’21

 Eugene Ormandy’s especially attractive statements (recorded by mem-

bers of his orchestra during rehearsals) prove the complexity of tempo 
perception: ‘During every concert I keep feeling some uncertainty in the 
tempo. It’s shown clearly, a quarter note equal to 80, not 69... I conduct 
slowly, because I don’t know the tempo... I consciously gave you a slower 
tempo as I don’t know what’s more correct... Note that I am conducting 
faster and slower, faster and slower. Everything is connected to the pre-

vious tempo.’22 In this curious ‘mosaic’ of quotations, Ormandy uncon-

21  Berlioz, Hector. ‘Диригентът на оркестъра’ (Orchestra Conductor). In: Art of Con-
ducting. Sofia: Musical Horizons, 1979, № 11, pp. 7-22, p. 13: ‘Най-опасни от тях са 
тези, които са лишени от деловитост и енергия. Те не са в състояние да удържат 
що-годе бързо темпо. В колкото и бързо движение да започва творбата, поверена 
на тяхното ръководство, те малко по малко го забавят, докато ритъмът не достигне 
определена степен на спокойствие, очевидно съответствуващо на скоростта на 
движението на кръвта им и общата изтощеност на организма... Съществуват хора в 
разцвета на годините си с лимфатичен темперамент – като че кръвта им циркулира 
в темпо модерато.’
22 Ormandy, Eugene. ‘Куриозите на репетиционната работа’ (Curiosities of Rehearsal 
Work).  In: Music, Yesterday, Today. 1999, № 1, pp. 50-64, pp. 52, 54, 60: ‘На всеки 
концерт чувствам някаква несигурност в темпото. То е ясно указано, четвъртина 
равна на 80, а не на 69... Дирижирам бавно, защото не зная темпото... Съзнателно 
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sciously puts the problem of tempo in its purely psychological aspect.

Artistic pursuits in the conducting profession are largely associated 

with this problem. In this case, it is not insecurity that complicates the 
choice of tempo, but more frequently aesthetic choice that is directly con-

nected to the issues of artistic thinking.
An interview with Vasil Kazandzhiev is particularly relevant to tempo 

and its link with perception: ‘For me, the correct tempo is one that corre-

sponds to the natural pulse of the music, which does not create tension... 
The musicality has to be normal. Any tension is perceived as nervousness. 

Gluck and Vivaldi themselves have said that tempo is everything. But 
when you get up on the conductor’s podium, your pulse increases to 130. 
You think you’ve hit the right tempo, but it turns out to have been faster 
under the influence of your own increased pulse... Pulse reflects above 
all on the faster tempos. The more spontaneous a conductor is, the higher 
the chance for a more spontaneous and correct tempo. There is nothing 

more annoying than attempts to impose tempos on the artist. Yes, in the 
common effort of creating, there has to be logic and that comes from the 
tempos preferred by the conductor as well.’23

It is important to note that perception of tempo is directly related to 

other cognitive processes such as musical-aural perceptions, thinking, and 
imagination. It is highly dependent also on the temperament and character 

of the conductor. But especially strong is the dependency of this percep-

tion by the emotional and wilful psychic processes that create one of the 

most important components of of the conductor’s psychological charac-

teristics.

ви дадох по-бавно темпо, защото не знам кое е по-вярното... Отбележете, аз 
дирижирам по-бързо и по-бавно, по-бързо и по-бавно. Всичко е във връзка с 
предишното темпо.’
23 Karapetrov, Konstantin. ‘Интервю с проф. Васил Казанджиев’ (Interview with prof. 
Vasil Kazandzhiev). In: Music, Yesterday, Today. 1994, № 6, pp. 29-41, pp. 5-6: ‘За мене 
вярното темпо е онова, което отговаря на естествения пулс на музиката, при което 
не се чувства напрежение... Музицирането да е нормално. Всяко напрежение се 
усеща като неврастения. Още Глук и Вивалди са казвали, че темпото е всичко. Но 
когато се качиш на диригентския пулт, пулсът ти става 130. Смяташ, че си улучил 
вярното темпо, а то се оказва по-бързо под влияние на собствения ти учестен пулс... .  
Пулсът се отразява преди всичко върху бързите темпа. Колкото по-спонтанен 
е диригентът, толкова е по-голям шансът за по-спонтанно и вярно темпо. Няма 
нищо по-дразнещо от опитите да се налагат темпа на изпълнителя. Да, в общия 
замисъл на изграждането трябва да има логичност, а тя идва и от предпочетените 
от диригента темпа.’
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Recent scholarship on the issues of cognitive psychology, offers con-

clusions, which to a great extent explain the complexity and the compat-
ibility of processes: ‘The issue of where to place the boundary between 
perception and knowledge, or even between sense and perception pro-

vokes hot debates. Instead, to be more efficient, we have to review these 
processes as a part of a continuum. Information runs through the system. 

Different processes address different issues.’24

Irina Haralampieva observes that: ‘We have to note that the musical ex-

perience is not only specific but complex. Each moment of perception in-

terweaves senses, emotions, thoughts, memories, associations, etc., which 
merge into this complex body, spread in the general life experience of the 
individual and live long after the music has faded away.’25

C. Concepts
Concepts represent a higher level of knowledge, and transition from 

sensations and perceptions to concepts. They represent visual and summa-

rized images of objects and phenomena from the objective world occur-
ring in the brain, which have no impact on senses at a given time. Gener-
ally they are the results of processing and summarizing past perceptions.26 

Concepts of different structure and function contribute to the creative pro-

cess of conducting.

Musical-aural concepts are a key component of the creative process of 
conducting. The main form of expression of these concepts is the internal 
hearing of the conductor, which Rimsky-Korsakov defines as ‘ability for 
mental presentation of musical notes and their ratios without the help of 

an instrument or a voice.’27 Hermann Scherchen also mentions the signifi-

24  Sternberg, Robert. Когнитивна психология (Cognitive Psychology). Sofia: Iztok-
Zapad,  2012, p.106: ‘Въпросът къде да се постави границата между възприятието 
и познанието или дори между усещането и възприятието, събужда разгорещени 
дебати. Вместо това,за да сме по-продуктивни, би трябвало да разглеждаме тези 
процеси като част от континуум. Информацията тече през системата. Различните 
процеси адресират различни въпроси.’
25 Haralampieva, Irina. Музикалната публика (The Musical Audience). Sofia: Haini, 
2014, p. 63: ‘трябва да отбележим,че музикалният опит е не само конкретен, но и 
сложен. Във всеки миг на възприемане в него се сплитат усещания, емоции, мисли, 
спомени, асоциации и т.н., които се сливат в това сложно цяло, разпростират се в 
общия жизнен опит на индивида и живеят дълго и след отзвучаването на музиката.’
26 Piryov, Gencho & Lyuben Desev. Op. cit., pp. 150-151.
27 Rimsky-Korsakov, Nikolay. Quoted by: Hristozov, Hristo. Op. cit., p. 84: ‘способност 
за мислено представяне на музикалните тонове и техни съотношения без помощта 
на инструмент или глас.’



79

cance of internal hearing: ‘The conductor is a presenter of his ideal con-

cepts. The conductor must hear mentally the musical composition in such 

clear manner as this music was heard by its creator... This is exactly the 
perfect internal singing that must create the concept for music in the con-

ductor. If the composition lives in the conductor in its initial form, without 
being distorted from the material aspect of reproduction, then he is worthy 
of joining the magic of conducting.’28

In the creative process carried out by the conductor, the participation of 
the musical-aural concepts exists at the very beginning, upon reading the 
musical score. At this time the ‘real alloy’ of visual and aural moments is 

carried out by persons with highly developed internal hearing. Then the 

aural perception must immediately provoke corresponding movements 
and must have immediate ‘listening with eyes’. Robert Schumann writes: 
‘Someone said that the good musician, once having heard an orchestra 
piece, as complex as it may be, must see the entire musical score as it is in 
front of his eyes. This is the highest perfection, which we may imagine.’29

Upon training the conductor, developing and raising this ability is a 
paramount task because the lack of connection between aural perception 
and the musical-aural concepts would make the creative process impos-

sible. None of the higher mental processes can compensate for such a lack 
or insufficiently developed ability to ‘hear’ the musical score.

In addition to the formation of musical-aural concepts, visual percep-

tions are the basis for the creation of aural concepts. They are essential for 

conducting for two reasons. Firstly, when conducting without the score, 
they may add to the musical-aural concepts preserved in their memory. 

Depending on the type of memory a conductor has, the aural concepts 
may play a more or less important role. Secondly, the use of images, vis-

ual ideas created to illustrate the musical content. This process is a result 

of the connection between the different brain centres and the imagination. 
The occurrence of visual concepts on the basis of auditory concepts is an 
28 Scherchen, Hermann. Op. cit., pp. 209-210: ‘Дирижер – воплотитель своих идеальных 
представлений. Дирижер обязан мысленно слышать музикальное сочинение так же 
отчетливо, как слышал эту музыку ее творец. (…) Безупречное внутреннее пение и 
должно создать у дирижера представление о музыке. Если произведение живет в нем 
в своем первосозданном виде, не искаженное материальной стороной воспроизведе-
ния, следовательно, он достоин приобщиться к волшебству дирижирования.’
29 Schumann, Robert. Quoted by: Hristozov, Hristo. Op. cit., p. 86: ‘Някой твърдял, че 
добрият музикант, прослушал веднъж оркестрово съчинение, колкото и да било 
сложно, трябва като че ли да вижда пред себе си цялата му партитура. Това е най-
висшето съвършенство, каквото можем да си представим.’
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important phenomenon, which is the basis of programme music and all 
genres related to any form of sound illustration. Rudolf Kan-Schpeier ex-

plains: ‘The fact that the conductor does not usually realize how exactly 
he imagines the content of the composition and how, based on such con-

cept, he determines the manner of performance, is also explained by the 
fact that the essence of such concepts as a rule may not be connected with 

any specific objects... The essence of many compositions, as well as the 
mental nature of many conductors is such that the specified concepts of 
objective nature are not always revealed to them.’30

The issue for the positive or negative role of aural-visual associations 

is too subjective. An argument ‘for’ or ‘against’ this phenomenon is un-

necessary. More important is the proof of mutual dependence between 

different psychological processes. In this particular case, the enrichment 
of aural concepts by the complex action of the imagination, specific image 
functions, and emotions, which has an individual and spontaneous nature.

Thus, visual and musical-aural concepts operate in direct correlation 
through the professional experience of the conductor. As Dimitar Hristov 
puts it: ‘… the experienced composer would find the defects of a musi-
cal score even visually, without the help of his internal hearing, and his 
hand automatically corrects the error.’31 Experienced conductors share 
this same ability: by gaining knowledge and skills, their musical-aural 
and visual concepts are enriched, which increases ‘the palette’ of their 
creative opportunities and expands the mental processes that engage in 
the creative act.

30 Kan-Schpeier, Rudolf. ‘Руководство по дирижированию’ (Handbook on Conduct-
ing). In: Дирижерское исполнительство (Conducting Performin Act). Moscow: 
Music, 1975, p. 247: ‘Дирижер – воплотительсвоихидеальныхпредставлений.Ди-
рижеробязанмысленнослышатьмузыкальноесочинениетакже отчетливо,как слы-
шалэтумузыкуее творец… Безупречноевнутренее пение и должносоздать у дири-
жера представление о музыке.’
31 Hristov, Dimitar. Хипотеза за полифоничния строеж (Hypothesis for the Polyphon-
ic Structure). Sofia: Nauka i izkustvo, 1970, p. 133: ‘Например опитният композитор 
открива недостатъците на една партитура дори още чисто зрително, без помощта 
на вътрешния си слух, а ръката му автоматично поправя изобразения на нотната 
хартия поток.’
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BASIC COGNITIVE PROCESSES IN CONDUCTING

Theodora Pavlovitch

Abstract
Cognitive processes are fundamental to conducting; they are the foundation 

of a conductor’s success. The sensations of pitch, volume, timbre, and rhythm, as 
well as various levels of visual perception, have a potent influence on the quality 
of a conductor’s actions. A keen perception of time enables a conductor to fix 
the right tempo. Aural and visual perceptions shape ideas and concepts based on 

the musical content. The development of these processes in the consciousness 

through professional experience is indispensable to reach a high standard in the 
art of conducting.

Keywords: the art of conducting, conductor, cognitive processes, sensations, 
audio and visual perceptions, education, abilities, professional experience.
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THE RELATIONSHIP BETWEEN POLYTONAL 

MUSICAL PRINCIPLES AND  ARCHITECTURAL 

STRUCTURES

Vesela Naumova

The interaction between the music and architecture is an object of 

numerous scientific studies across different cultural and historical ages. 
Many common principles and processes are manifest in both musical and 
architectural masterworks. By reconciling the relative characteristics of 
both arts, the concept of harmony is an indisputable source of construc-

tive ideas. The interrelation of compositional techniques is shaped by the 
evolution of expressive means and stylistic tendencies. This study aims to 
realize the potential for applying the structural principles of polytonality – 
one of the main developments in the twentieth-century music1 –  to actual 
architectural constructions.

The Interaction of Music and Architecture

It is a historical fact that these two basic arts are the two languages 
of reality. This assumes the unceasing process of interaction, refinement 
and development of constructive principles. Iannis Xenakis, a renowned 
twentieth-century composer and architectwho creates this symbiosis in 

his own works, writes: ‘Whether we like it or not, there is a bridge be-

tween architecture and music.’2 The sense of musical figurativeness and 
spaciousness is undeniably a great artistic achievement, and spatial organ-

ization of the sound material extends musical boundaries and possibili-
ties. The same regularity is apparent in the influence of the music on the 
design,  especially where edifices are inspired by different musical works. 
It is an attempt to transform musical forms and emotions into architecture. 

There are different levels of interaction. For example, Xenakis speaks 
1 Dyachkova‘s defines polytonality as ‘the simultaneous vertical combination of two or 
more tonalities, forming a new unified modal structure.’
Dyachkova, Ludmila. Гармония в музыке XX века (Harmony in Twentieth-Century 
Music). Moscow: PAM Publishing House. Gnesinykh, 2004, p.71: ‘Политональнос-
ть – одновременное сочетания по вертикали двух или нескольких тональностей, 
образующее новую единую ладовую структуру.’
Polytonality, in all its manifestations can be found in the creative works of Stravinsky, 
Ravel, Bartok, Milhaud, Prokofiev, Shostakovich and other twentieth-century composers.
2  Xenakis, Jannis. ‘Музыка и наука’ (Music and Science). In: 20th Century Foreign 
music. Essays. Documents. Vol. 3. Moscow: Music, 2000, p. 208: ‘Хотим мы этого или 
нет, между архитектурой и музыкой съществует мостик.’
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of the correspondence and even ‘fusion’ of architectural and musical con-

cepts. However, Lorraine Farrelly realizes that the structural design is be-

hind the times: ‘The architecture is strongly influenced by the spirit of the 
time, but compared to other areas of culture such as art, design or techni-
cal sciences, it reacts more slowly to changes. (…) The ideas do not al-
ways come immediately.’3 Therefore, from a historical context, it can be 
argued that, because of their non-material character, musical principles 
influence architectural compositions. 

It is well known that both arts are metaphors of each other and their 
structures are entirely comparable. There are many common terms and 
notions, such as harmony, rhythm, texture, proportion and dynamics, that 

yield fruitful comparisons. Generally speaking, form building is rooted 
in the symbiosis of different human perceptions of harmony, based on 
rhythm and proportion: ‘Harmony is the dominant part of architecture, 
(…) the sense of the architecture arises from the connection between 
rhythm and the harmony.’4

The attempt by Renaissance architects and musicians to reconcile pro-

portional systems is based on the parallel between consonant (musical) 
intervals and mathematical proportions (in architecture).5 Mathematics 

and space connect the two arts. The process of generating the mathemati-
cal proportions leads to their musical meanings. Mariana Buleva claims 
that ‘sounds are set in order by referring to each other as a number to a 
number.’6 Each proportional ratio corresponds to a musical harmonic or-
der, which can be described as the frequency of the sound wave. Buleva 
further concludes that ‘each pair of numbers represents a musical conso-

3 Farrelly, Lorraine. Основи на архитектурата (Principles of Architecture). Sofia: 
Arch Libri, 2009, p.124: ‘Архитектурата се влияе силно от духа на времето, но срав-
нена с други области на културата като изкуство, дизайн или технически науки, тя 
реагира по-бавно на промените. (...) Идеите не винаги се реализират веднага.’
4  Kolev, Ivan. ‘Философия на изкуството. Тематична антология’ (Philosophy of Art. 
Thematic Anthology). Sofia: Lik & Vermeer. 1996, p.110. Qu. by: Karklisiyski, Tommy. 
Музика в изкуствата (Music in the Аrts). Sofia: Haini, 2005, p. 229: ‘Хармонията 
е господстващата част на архитектурата, (...) мелодичната част на архитектурата 
възниква от свързването на ритмичното и хармоничното.’
5 The studies of Andrea Palladio and Leon Batista Alberti are fundamental and remain 
relevant in our time. They complement the ideal proportions based on Pythagoras‘ 
numerical theory. Created by them architectural work is based on three types of 
proportions - arithmetic, geometric and harmonic.
6  Buleva, Mariana. Идеята за хармония (The Idea of Harmony). Plovdiv: ASTARTA, 
2009,  p. 284: ‘Звуците се привеждат в порядък чрез отнасяне един към друг като 
число към число.’
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nant relationship between two tones. Therefore, the resulting arithmetic 
and geometric progression is harmonious with respect to both acoustic 
and visual perception.’7

The rhythm, with its determining role as  a form-building  structural prin-

ciple in both space and time, is a basis for any architectural and musical mate-

rial. Tommy Karklisiyski writes: ‘The rhythm, as a fundamental category for 
each procedural-temporal form of art, operates on many levels and acquires 
different meanings.’8 Meanwhile, Alexei Gutnov’s argues that ‘the perception 
of architectural form is based on the hidden movement. (...) The architectural 
rhythm generates the inner dynamic tension of architectural form. The precise 
correlation between the separate elements and its integrity creates the effect of 
large-scale symmetry and harmonious balance. Where this succeeds, by the 
strength of its emotional impact, the architecture is reminiscent of music –a 
kind of “spatial music” –  directly addressed to man’s inner spiritual world.’9

Proportional Dependency

‘Everything in architecture concerns the relationship between architectur-
al-structural elements and the spatial features and properties it causes.’10 The 

quest for a proportional system in architecture aims to facilitate the technical 
and aesthetic requirements of the design. Such a system has to provide ‘ap-

7 Ibid., p. 300: ‘Всяка двойка числа представлява музикално консонантно отноше-
ние между два тона, ето защо получената аритметична и геометрична прогресия, 
е хармонична  както  по  отношение  на  слуховото  възприятие,  така  и  по  отно-
шение  на зрителното.’ 
8 Karklisiyski, Tommy. Музика в изкуствата (Music in the Аrts). Sofia: Haini: 2005, 
p. 156: ‘Ритъмът като фундаментална и ключова категория за всяка една процесу-
ално-временна форма на изкуството действа на множество равнища и придобива 
разнообразни значения.’ In the last chapter the author makes a thorough musical and 
scientific interpretation of Rudolf Arnheim’s work ‘The Dynamics of Architectural Form.’
9 Gutnov, Alexey. Мир архитектуры: Язык архитектуры (The world of Architecture: The 
language of Аrchitecture). Moscow: Music, 1985: ‘Восприятие архитектурной формы 
строится на скрытом движении (...) Архитектурный ритм придаёт внутреннее 
динамическое напряжение архитектурной форме. Точно найденное соотношение 
элементов между собой и с целым создаёт эффект масштабной соразмерности 
и гармонической уравновешенности. Там, где это удаётся, архитектура по 
силе эмоционального воздействия уподобляется музыке – своего рода “музыке 
пространства”, напрямую обращенной к внутреннему духовному миру человека’ 
available at: http://rusarch.ru/gutnov1.htm (accessed on 10 March 2020).
10 Tilev, Zheko. Технологична теория на архитектурата. Теоретични основи на ар-
хитектурната технология (Technological Theory of Аrchitecture. Theoretical Princi-
ples of Architectural Technology). Abstract. Sofia, 2014, p. 69: ‘Всичко в архитекту-
рата е отношения между архитектурно-конструктивни елементи и поражданите от 
тях пространствени характеристики и свойства.’



87

propriate, correct, clear and precise, structurally interdependent relationships, 
ensuring the necessary harmonious unity of the parts and the whole peculiar 
to the form.’11 The contemporary tendency to alter the architectural expression 
needs to create new principles and methods of design, related to the functional 
organization of space.

‘Architecture covers the three-dimensional space in which we live. Con-

vex and concave surfaces are of great importance for both sonorous and visu-

al scopes.’12 Setting optimal harmonious correlations of the length, width and 
height of individual spaces, buildings and even smaller architectural elements 
is a significant challenge. The interval relations within the chords, as constitu-

ents of musical-harmonic structures and architectural plan are similar. Rado-

slav Zuk writes: ‘Following Palladio’s recommendations, proportions based 
on plan ratios other than those related to the unison, the perfect fourth, and the 
octave are equivalent to triads from which either a major or a natural minor to-

nality can be fully constructed.’13 Zuk’s book outlines the detailed mathemati-
cal structure of these specific intrinsic relations, enriching the architectural 
proportional system with universal, rational, and practical principles.

Following this reasoning, it is possible compare the musical works with 
the proportional structures of entire buildings, as well as combining var-
ious harmonic vertical progressions with very large architectural struc-

tures. If a spatial sequence is equivalent to a chord progression, it suggests 
that the architecture could be considered within a specific tonality – to 
have a tonal centre – leading the basic proportions to new qualitative phe-

nomena. Zuk seems to support this view: ‘A work of architecture where 
the spaces and/or volumes intersect at distinct angles and are therefore 
experienced simultaneously may be compared to a polytonal composition 
where the superimposition of two or more tonalities is determined by a 
distinct interval or intervals.’14

11 Ibid., p.70: ‘подходящите, правилни, ясни и точни взаимообусловени структурни 
отношения, осигуряващи в крайна сметка необходимо присъщото за формата хар-
монично единство на частите и цялото.’
12 Gutnov, Alexey. Op. cit., p. 210: ‘Архитектура охватывает трёхмерное простран-
ство, в котором мы живём. Выпуклые и вогнутые поверхности имеют большое 
значение как для звуковой, так и для визуальной сферы.’ 
13 Zuk, Radoslav. ‘From Renaissance Musical Proportions to Polytonality in Twentieth 
Century Architecture.’ pp. 173-188. In: Nexus V: Architecture and Mathematics, ed. 
Kim Williams and Francisco Delgado Cepeda, Fucecchio (Florence): Kim Williams 
Books, 2004. Available at: https://www.nexusjournal.com/the-nexus-conferences/
nexus-2004/159 (accessed on 10 March 2020).
14  Ibid.
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A polytonal musical structure is marked by the enhanced differentia-

tion of textural layers that determines its expressive and colourful power, 
relief, and juxtaposition timbral range. The emblematic polytonal drama-

turgy expresses itself by means of a multi-layered system. The architec-

ture creates a limitless world of forms for the realization of the idea.

One of the most important prerequisites for the preparation of polyto-

nality is the organ point and basso ostinato as a manifestation of the mul-
ti-layered harmonic structure. In the music of the Middle Ages, the pedal 
point was initially combined with a melody. By increasing the voices of 
the texture its role as a support of the entire harmonic structure becomes 
more significant. Each part of basso ostinato texture could be compared 
with Renaissance and Baroque strict symmetry and repetition of the same 
structural element within the frames of the different floors of the build-

ings: ‘all dimensional proportions have been combined according to the 
rules of “harmonic proportions.”’15 The following example demonstrates 
the rhythmic repetition of spatial modules (a) and structural modules (os-

tinato) for the construction of temporal musical form (b). The melody is 
in d minor, but it is harmonized on the dominant of C major – there is a 
conflict between B and B flat.

Example 1a. Villa Rotonda - Plan, Al Paladio16

15  Blokhina, Irina. Архитектура. Всемирная история архитектуры и стилей 
(Architecture. World History of Architecture and Styles). Moscow: AST, 2014, p. 144: 
‘Все размерные соотношения сочетались по правилам “гармоничной пропорции.”’ 
16 Ibid., p. 145.

Prerequisites for Polytonal Structures and Their Analogies in

Architectural Composition
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Example 1b. Haydn, String Quartet, Op.54 no.1, second movement, bars 81-8417

The principle of diminishing the proportions of the facade window 
holes of the buildings is analogous to that of the harmonic vertical conflict 
in the music. The polytonal layering is rooted in a similar structure – the 
whole harmonic movement of the upper layer from the beginning to the 
end is opposed to the stationary or rhythmic bass.

This type of technique, reflecting stylistic details of different eras,  
shares  features of technological construction. This contradiction naturally 
leads to an internal stratification and polytonality in both arts.

On the other hand, the contrast not only separates the elements, but is 
also a rallying point in the both arts. The principles of unity and differen-

tiation of the texture produce the desirable equilibrium and complemen-

tarity. Creating contrast between the registers/layers is one of the main 
purposes of the polytonal structure. Intensifying the contrast between a 
figurative or pedal background and the thematic (melodic) relief is in-

tended to create a kind of stereophonic effect.

17  Tyulin, Yuri. ‘Современная гармония и её историческое происхождение’ (Contem-
porary Harmony and Its Historical Origin). 1963, reprint In: Теоретические проблемы 
музыки ХХ века (Theoretical Problems of Twentieth Century Music). Issue 1. Moscow: 
Music, 1967, p.160.
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Example 2. Shostakovich, Piano Sonata No. 2, Op. 6118

There are analogues examples in architecture. It is necessary to dis-

tance one layer from another without filling the intermediate space. For 
example, church domes or the ceilings of concert halls (see Example 3a), 

where the accentuation of the dome is predetermined by the functions of 

the layers. Another example is the facade of the ‘Ivan Vazov’ National 
Theater, Sofia (b). The triangular pediment with gold ornaments, which 
contrasts sharply with its supporting six white columns, is comparable 
with the timbre as a main orchestral characteristic. Thus, constructive  
contrast can be added to timbre/colour contrast.

Example 3a. Hall in Schönbrunn Palace, Vienna19 and 3b. ‘Ivan Vazov’ National 
Theatre, Sofia.

a) b)

  

18  Sikorski Edition.
19  Blokhina, Irina. Op. cit., p. 250.
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Music theory has countless examples of the constructive function of 
the contrasting layers in the texture, and their realizations are individu-

al. In Bartok’s ‘Mikrokosmos, Sz.107 and Sketches, Sz.44 each layer can 
be represented by a single-voice melody in a definite tonality; in Prokof-
iev’s Third Symphony or Shostakovitch’s First Piano Sonata, however, 
the textural stratification is generated by multi-voice chordal layers. Here 
the tonal contrast underlies the polytonality. The analogy in architectural 
space can be found in specific elements: different shape, volume, size, 
scale, material, colour, nuance, illumination or even stylization. Contrast 
is a powerful means of expression and the widely preferred method in the 
design. Its technological potential gives the necessary freedom to present 
provocative ideas for the future vision of the architectural object.

Creating  a  polytonal composition is  inseparable from the  process of 
changing the vertical events and revaluing the role of the tonic. The use of 
dissonances in the multi-layered sonority naturally approaches polytonal-
ity since it shakes the supremacy of a tonality. The architectural centre and 
its dominant element in the ensemble are comparable with the tonal centre 
and the dominant of a certain tonality. 

Example 4 illustrates the bi-functional layers C – G flat, creating a 
vivid dramatic effect:

Example 4. Pancho Vladigerov, Suite Op.51, Prelude

As in architecture, the superimposition of ‘non-functional layers’ as 
‘convex and concave surfaces’ (Xenakis) within the common system, al-
ters the structure and impact on the central stable element. Thus fragments 
are created with the significance of secondary centres. The concept of dis-

sonance in music might be expressed as the introduction of an unexpected 
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change of the form, breaking the symmetry for example; some confron-

tations of textures and, as a result, this dissonance can be resolved unex-

pectedly somewhere. The presence of architectural ‘dissonances’ – sharp 
angles and bold lines – violate the rhythmic stereotype. Combined with 
the intensity and expression of the colour, material or texture, they create 
movement and dynamics in the various architectural layers, which are 
more or less differentiated.

-

tors in establishing polytonality. This tendency from the last century re-

vives polyphonic techniques on a new harmonic basis. Linearism gener-
ates texture-harmonic stratification that only sometimes produces equally 
determined tonal layers. The layers of linear polytonal structure are char-
acterized by extreme simplicity of the melodic profile – simple and short 
motifs, lightened cantilena and figuration, and harmonic lapidary – there 
is no multi-sonority and abundant tonal functions.

Example 6. Bartok, Bagatelle op. 6, №120

It is comparable with Modernism in architecture – there is a tendency 
towards functionality – devoid of unnecessary decoration, with the repeti-
tion of simplified modules.21 In many cases the linear disposition of the 
20 Public Domain. Available at: http://ks4.imslp.net/files/imglnks/usimg/d/df/
IMSLP42554-PMLP03090-Bartok-BagatellesOp6.pdf (accessed on 10 March 2020).
21 The period of Modernism at the beginning of the 20th century is characterized by 
functionalism – ‘the form follows the function’ - making architectural forms according to 
their functions, by applying the principle of Modulor. See: Farrelly, Lorraine. 

Twentieth-century  linear harmony is one  of the  most important  fac
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modules is highly organized by certain principles, which facilitates the 
perception. The potential combinations are unlimited, but in all cases their 
integration is based on concrete interval structure. It is possible to con-

struct a type of harmonic texture in which the layers can change places. 
In an architectural space it is the movement of the separate modules that 
comprise the rotating elements in each vertical row; this principle cor-
relates with the rotating tones in a vertical musical event – it is therefore 
called the ‘dimensional-spatial construction of the chord inversion.’22 In 

turn, it is the genesis of the established polytonal correlations.

Example 7. Scheme of the inversion of the chord, in which each element corre-

sponds to the tone of the chord (a) and the use in a vertical structure (b) and (c)

7a. 23                                                                          7b. 24

                       

Modulor – a scale of proportions, created by the French architect Le Corbusier (1887-
1965). The proportions of the human body are applied to the design of buildings, where 
the base of the modulor is the golden section.
22 Meteva, Anastasia. Архитектурата и музиката като изкуства със сходни компо-
зиционни принципи (The Architecture and the Music as Arts with Similar Composition-
al Principles). Abstract. Sofia, 2016, p. 29. Available at:   https://www.uacg.bg/filebank/
att_11828.pdf (accessed on 10 March 2020).
23  Janson, Alban & Florian Tigges. Fundamental Concepts of Architecture. The 
Vocabulary of Spatial Situations. Basel: Birkhäuser, 2014, p. 46.
24  Available at: http://thefoundation.bg/wpcontent/uploads/2018/08/ (accessed on 10 
March 2020).
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7c. Jacqueline Cooperative, Sofia25

In the polytonal texture (Example 8) the sub-tonal inversion is not just 
a compositional technique, but also a means of form-building. Example 8 

shows the scheme of the tonalities situated in a definite interval proportion 
(chord inversion on a minor third and a major sixth). Each line has rhyth-

mic and texture/register autonomy.

Example 8. Scheme by Milhaud, Saudades do Brasil, Op.67  VIII Tijuca26

 А Fis
 Fis A
As an architectural analogue, the inversion of layers could be described 

as a horizontal-to-vertical rotation. A bright example is Frank Lloyd 
Wright’s Fallingwater, analyzed from different angles, it shows the rep-

resentation of stereometric dimensions and geometric two-dimensionality 
in various decorated angular combinations.27 This compositional tech-

nique creates interesting architectural objects in all its peculiar variants.

25 Available at: http://whata.org/blog/desette-sgradi-koito-opredelikha-bg-arkhitekturata-
na-desetiletieto (accessed on 10 March 2020).
26  Public Domain. Available at: https://imslp.org/wiki/Saudades_do_Brasil,_Op.67_
(Milhaud,_Darius) (accessed on 10 March 2020).
27  See Lind, Carla. Frank Lloyd Wright‘s Fallingwater. Princeton Architectural Press, 
1999.     
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Interpretative Peculiarities in Polytonality 

The establishment of polytonal principles in many twentieth-century 
creative works determines not only the evolution of harmonic language, 
but also its stylistic features, influenced by the expressive and technologi-
cal means. 

Musical polytonal principles are applicable to new architectural tech-

nologies – it is clearly demonstrated in the eccentric (at first glance) archi-
tecture – such as Frank Gehry’s Guggenheim Museum in Bilbao in Spain. 
World-famous Bulgarian architect Stefan Dobrev declares: ‘It reminded 
me of Bach’s complex, multi-layered music, in which each voice is a com-

plete beautiful melody, while implying another; together, [the melodies] 
form a consummate composition. In the Frank Gehry Museum, the lead-

ing voice is the complicated expressive exterior, the second is the rich 
elevated interior and the counterpoint is an impressive construction. (…) 
It is a work of a great master and a true virtuoso of a harmonious archi-
tectural polyphony!’28 From this metaphor it becomes apparent that each 
element and each layer is dependent on the others in a common system. 
The resultant subordination, in turn, leads to the compositional diversity 
of evolving progressions, to the dynamics of the architectural utterance in 
accordance with the juxtaposition of form-function. In the composition we 
can find an interpretation at a higher level of Palladio’s proportions in new 
technologies and the symbiosis of various expressive means, acting on the 
visual level. All of this can be found in polytonal musical forms.

Musical form, as a dynamic and changing process, can inspire original 
spatial architectural solutions as well as decorative structures. The compo-

sitional means realizing dynamic and varied forms integrate architecture 
to the contemporary science. Present-day Bulgarian architecture demands 
it. The Old House in Stara Zagora, made of white concrete, is a signal 
example29 that demonstrates different approaches to the composition and 
integration of new technologies and innovative building materials. In this 

28  Dobrev, Stefan. Архитектурни истории (Architectural Stories). Sofia: Stefan Do-
brev, 2012, p. 120: ‘Напомняше ми сложната, многопластова музика на Бах, в която 
всеки глас е завършена красива мелодия сама за себе си, а вплитайки се заедно, 
образуват несравнима върховна композиция. В музея на Франк Гери водещият глас 
е сложният експресивен екстериор, вторият е богатият възвисяващ интериор, а 
контрапунктът е впечатляващата конструкция (…) Това е творба на велик майстор 
и истински виртуоз на една хармонична архитектурна полифония!’
29 Available at: https://www.capital.bg/specialni_izdaniia/kapital_gradove/2019/ (ac-
cessed on 10 March 2020).
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building several proportional systems are imposed at different angles (at a 
different interval) – it radically rethinks the form-space concept. Rational-
izing the knowledge of proportions and rhythm under the control of math-

ematics creates different levels (analogically – different tonalities), both in 
the exterior and the interior space.

In the musical forms with larger constructive plans, polytonality man-

ifests itself in the cross-links thanks to which the architectonics of the 
polytonal structure acquire a relief, dynamics and a sense of space. Szy-

manowski’s String Quartet No.1, in which each instrument (each part of 

the texture) is in a different tonality, is a good example of this. A polytonal 
structure is formed vertically within the diatonic scale and diminished 
mode structure. The resulting vertical events have a particular colour, and 
the polytonal plan clarifies the three-part symmetry.

Example 12. Scheme of Karol Szymanowski’s String Quartet No.1, Op.37 30

         I                                II                               III

C – Es – Fis – A    D – F – As – H    C – Es – Fis – A      

The architectural form is articulated by the change of the structure’s 
‘thematicism’ through altering the scale as an accent in space, and by var-
ying contrast. The balance between the parts and the whole is expressed in 
a proportional system both architecturally and musically, creating a sense 
of unity and harmony among the parts.

The rhythm is of great importance for the flow of the layers:31 ‘Rhythm 
serves as a means of visual design that subdivides, enlivens and integrates 
structural forms.’32 Since the rhythm is an organizing principle of struc-

tural elements, the heterogeneous ‘rhythmic’ levels create an impression 
close to musical complementarity. This is also apparent in Bulgarian Re-

naissance architecture. Each layer creates a different rhythmic suggestion, 
as in the metric-rhythmic diversity of Bulgarian folk music.33

30  Public Domain. Available at: http://imslp.eu/files/imglnks/euimg/4/41/IMSLP49195-
PMLP103722-K.Szymanowski.pdf (accessed on 10 March 2020).
31  The individualization of the rhythm is emblematic in the 20th century polytonal com-
positions. The rhythm is differentiating as an independent expressive means and some-
times has thematic functions.
32  Janson, Alban & Florian Tigges. Op. cit., p. 254.
33  See Meteva, Anastasia. Op. cit., pp. 36-37.
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‘The dimensional-spatial composition of architectural structures is cre-

ated by means of the principles of symmetry and asymmetry, contrasting 
juxtaposition of the elements, including the different rhythmic proportions 
of the details.’34 By the specific rhythmic consequence of forms and siz-

es, narrowing and expanding alternations, brightness and darkness, the 
‘spatial rhythm creates a special dynamic and highly expressive image.’35 

Tendencies in contemporary architectural design towards multilayered 
structures manifest themselves in the polyrhythmic correlation of the ele-

ments. The ‘movement’ of the dynamic building facade can be expressed 
metaphorically as sounding tonalities with a distinctive rhythm at each 
layer/level.

Polytonality can be interpreted in different ways according to particu-

lar styles and artists. Multifunctional/polytonal edifices appear as a result 
of the new technological challenges. The free treatment of musical form, 
established by polytonal principles, offers an inexhaustible source of ideas 
for architectural structures. 

Conclusion

Polytonality in music provides harmonic means that reflect the con-

temporary trends of intrinsic and cross-art synthesis. Architecture gener-
ates ideas for the construction of spatial forms, embedded within a pol-
ytonal structure. The experimental application of musical principles to 
architectural compositional techniques creates bright, original solutions 
and touching images.

34  Jeleva-Martins, Dobrina & Stella Tasheva. Теория на композицията (Theory of 
the Composition). Sofia, 2015, p. 2: ‘Обемно-пространствената композиция на 
архитектурните съоръжения се създава с използването на принципите на симетрия 
и асиметрия, контрастно съпоставяне на елементите, включва различни ритмични 
съотношения на детайлите.’  Available at: https://www.academia.edu/10588428/
ТЕОРИЯ_НА_КОМПОЗИЦИЯТА (accessed on 10 March 2020).
35  Farrelly, Lorraine. Op. cit., p. 134: ‘пространственият ритъм създава особена дина-
мика и силно въздействащ образ.’
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THE RELATIONSHIP BETWEEN POLYTONAL MUSICAL 

PRINCIPLES AND  ARCHITECTURAL STRUCTURES

Vesela Naumova

Abstract

This study interrogates the potential for applying the principles of polyto-

nality – one of the emblematic techniques of twentieth-century music – to ar-
chitectural structures. The present-day tendency of art synthesis in architecture 
generates multifunctional spatial forms inspired by polytonal musical structures. 
The experimental application of musical principles to architectural composition-

al techniques creates bright, original solutions and touching images.

Keywords: music, architecture, polytonality, interrelation, correlation, con-

structive technology, artistic principles.



101

MUSIC’S INTERNAL PSYCHOLOGICAL WORLDS: 
THE ESSENCE OF SCHUBERTIAN DRAMATURGY1

Nicholas Rast

Schubert is music’s greatest master of ironic drama.

Harold Truscott2

REVIEW: Davies, Joe and Sobaskie, James William (eds.) Drama in 

the Music of Franz Schubert Woodbridge: The Boydell Press, 2019. xxix, 

348 pp. ISBN 978 1 78327 365 2

Readers browsing through the latest book-length studies of Schubert’s 

music might be surprised by the emphasis of the symposium here under 

review. Expectations of a survey of the composer’s sustained effort to 
gain success in writing music for the stage are not entirely frustrated; con-

tributions by Lorraine Bodley on Claudine von Villa Bella and Christine 

Martin on Fierabras see to that. In response to Laura Tunbridge’s claim 

that the negative critical reception of Schubert’s dramatic music is based 

on a faulty definition, the analyses of a wide range of pieces in different 
genres attempt a more precise interpretation of what drama actually meant 

for the composer. 

Drama in the Music of Franz Schubert tackles issues that have charac-

terized the reception of the composer’s music from his lifetime to the pre-

sent day. Despite his undisputed genius as a song composer, or possibly 

because of it, Schubert’s want of success in the field of dramatic music is 
attributed to a ‘lack of critical acclaim for some of his large-scale stage 

works, as well as ignorance of other projects that were never performed 

or closely studied.’ (p. xxi)3 The misconception – that Schubert ‘was [bet-
1  The title of my review, which summarizes the conclusion of the essays collected here, 
borrows from Joe Davies’ final paragraph. See p. 330.
2  Truscott expands on this assertion In his essay ‘Schubert’s unfinished piano Sonata in 
C major’. In: The Music Review 18 (1957), pp. 114-137. On page 115 he writes: ‘One 
of the understandable reasons for the idea that Schubert is pre-eminently a lyrical rather 
than dramatic composer is that he seldom uses themes for development, placing the main 
weight of the dramatic development on tonality: he can, therefore, afford to begin his 
most dramatic movements with quietly lyrical themes, whose real connection with the 
matter in hand is ironic.’
3 In the absence of further comment, all page references refer to the book here under 
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ter] suited to smaller forms because of his miraculous melodic gifts’ – was 

buttressed by the allegation that the composer’s predilection for lyrical 

themes was ill-suited for sonata structures. Meanwhile, the repetitive dis-

cursiveness of Schubert’s larger instrumental works, when compared with 

Beethoven’s motivic and developmental techniques, were considered 

structurally deficient. What is needed fully to understand the considerable 
drama in Schubert’s vocal and instrument music, the editor’s argue, is the 

appropriate contextualization.

The first three essays examine new ways of approaching Schubert’s 
handling of drama in stage and sacred works. In considering the role of 

drama in Schubert’s music it is essential to take a more flexible approach 
than has hitherto been customary, as Laura Tunbridge writes: ‘drama…

exists in the unexpected and the otherworldly…historical context proves 

all important in the definition and understanding of musical dramaturgy. 
So too does genre.’4 This aligns with Anne Hyland’s opinion that ‘drama 

resides in the frictions between instrumental and vocal forms,’ as she il-

lustrates in her study of the C major Overture for string quintet, D.8.

Lorraine Byrne Bodley’s discourse on Claudine von Villa Bella, like-

wise finds that in order ‘to reframe Schubert’s contribution to opera it is 
vital to recognize how it “converses” with the conventions of genre and 

reconnect it with the context in which it is embedded.’5 Bodley focuses 

on Schubert’s handling of the orchestra ‘to achieve remarkable musical 

fluidity and dramatic verisimilitude’ and his use of silence as a dramatic 
event.’6 Christine Martin highlights Schubert’s dramatic competence in 

Fierabras. She foregrounds five different types of recitative and arioso 
to imitate spoken dialogue, a recurrent dotted motif to characterize Fi-

erabras, and the changing identity of the pitch E flat in the melodramatic 
scene No.15 as a teichoscopic effect to prove the composer’s dramaturgi-
cal skill.

‘The identification of implicit personae within Schubert’s texted and 
non-texted music via various kinds of suggestive musical evidence ap-

pears to hold great promise for illuminating its inherent and often dy-

review.
4 pp. 5-6.
5 p. 15.
6 p. 26.



103

namic drama.’7 James Sobaskie supports this assertion with a persuasive 

interpretation of Schubert’s A flat Mass D.678, whose narrative follows 
the implicit persona’s spiritual journey from penitent (Kyrie), to adherent 

(Gloria), to believer (Credo), to initiate (Sanctus), to anticipant (Agnus 

Dei). But even more compelling is that Schubert’s determined innova-

tive compositional choices – such as the unorthodox five-part form of 
the Kyrie, textual adjustments in the Gloria, and text repetitions in the 

Credo – all confirm that the presence of the suggested dramatic persona is 
most convincing ‘when the music departs from convention and challenges 

expectation.’8

For Susan Wollenberg ‘the  variety of ways in which [Schubert] han-

dles aspects of form and expression’ in his dramatic ballads reveal his 

use of these pieces to explore new compositional techniques and effects. 
Her investigation of  Adelwold und Emma D.211, whose ‘dazzling range 

of musical textures and topics’ that show ‘so many of the elements of 

opera, crossing over with the Lied,’ is compelling.9 Likewise, Marjorie 

Hirsch explains, the aria-like lyricism in Schubert’s setting of ‘Gretchen 

im Zwinger’ monologue, and its affinity with the Stabat mater, reveals the 

heroine’s psychological response ‘to events at a particular point in her re-

lationship with Faust.’10 Like Wollenberg, Hirsch, believes that songs like 

this, ‘helped prepare Schubert to compose the works of his maturity.’[p. 

112] Hirsch’s layered analysis finds dramatization in its modulations and 
emotional parallels between the Mater dolorosa and Gretchen, culminating 

in the conclusion that ‘aria-like songs [like the “Zwinger” monologue]…

paved the way towards complex works like “Die junge Nonne”…where 

dramatic development and lyrical expression are virtually indistinguish-

able.’ [p. 131] I must confess, however, that in her investigation concern-

ing the mystery of the song’s incompleteness, with which Hirsch begins 

her article, there is no mention of the various attempts to complete it, most 

notably Benjamin Britten’s brilliant illumination of Schubert’s fragment.11 
7 p. 54, fn. 16.
8  p. 61.
9 p. 87.
10  p. 116.
11 See pp. 107-112. The latest edition of the Deutsch Schubert Verzeichnis, lists 3 com-
pletions: Diabelli, published in the Alte Gesamtausgabe, Vol.XX, 10, Nr.596; N.C. Gatty. 
In: Music & Letters IX, 1928, pp. 386-388, and Benjamin Britten. London: Faber & 
Faber, 1943. Graham Johnson recorded Britten’s completion with Marie McLaughlin on 
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James Sobaskie contributes an enlightening comparison of the protago-

nist’s psychology in two Schubert serenades:12 ‘Horch, horch! die Lerch 

im Ätherblau’, D.889 and ‘Leise flehen meine Lieder’, D.957, No.4. Bor-
rowing from Gustav Freytag’s Die Technik des Dramas,13 Sobaskie identi-

fies five phases in Schubert’s dramaturgy14 that reveal a nuanced trajectory 

from aspiration that after a breakthrough ends inconclusively, leaving the 

listener ‘free to imagine how the scene plays out.’ [p. 143] 

Citing Hugh Macdonald’s landmark essay on Schubert’s ‘volcanic tem-

volume 13 of the Hyperion Schubert Edition, track 6. In the CD liner notes, regarding 
Britten’s treatment of the text not set by Schubert (pp. 17-18), Johnson writes: ‘…the 
manner in which the twentieth-century composer meets the challenge of “Hilf! Rette von 
Schmach und Tod” – surely the heart, and point, of Goethe’s poem – is more original, and 
convincingly Schubertian. Britten has the courage to repeat “Hilf!” three times…and he 
underpins this passage with similar shifting progressions, exploring  various possibilities 
of enharmonic modulation. These lead the piano to a climactic B flat minor chord in 
second inversion, over which the voice plummets from one end of its range to the other. 
Equally daringly, Britten invents a transition and inserts the words “Ach, rette mich” 
twice – rhetorical additions to Goethe’s poem, phrases that rae supported by echoes of 
the opening semiquavers of the accompaniment. These prepare a touching recapitulation 
of the opening prayer, unaltered Schubert as is right and proper. The last of these lines 
is repeated with different harmonies leading to a newly invented and convincing final 
cadence for the piano.’
12  Sobaskie’s approach in this article is reminiscent of Schenker’s essay on Schubert’s 
‘Ihr Bild’. See Schenker, Heinrich. Der Tonwille: Pamphlets in Witness of the Immutable 
Laws of Music Volume I. Oxford: Oxford University Press, 2004. (ed. William Drabkin), 
pp. 41-43. At the beginning Schenker writes (the translation is by Robert Snarrenberg): 
‘Two bars serve as introduction… Since it is certainly not possible to  detect a motive in 
these bars, it is a question of what other purpose they fulfill. Do they just simply intro-
duce the key, or do they perhaps prefigure the initial tone of the voice part, or both? Now 
be that as it may, in any event one would still have to ask why the master strikes the same 
tone twice when it was also quite possible simply to let it remain sounding during the two 
bars. In fact, the answer the answer to this second question brings us the solution of the 
puzzle: repeating that tone in a slow tempo, after a rest no less, amounts to staring at it, 
as it were, and while we do this we feel ourselves miraculously transported right to the 
side of the unhappy lover, who stands there “in gloomy dreams” (in dunkeln Träumen), 
staring at the picture of his beloved: we, too, now stare at the picture with him.’
13  Freytag, Gustav. Die Technik des Dramas. Leipzig: Hirzel, 1863. Available at: https://
ia600302.us.archive.org/25/items/dietechnikdesdr01freygoog/dietechnikdesdr01frey-
goog.pdf (accessed on 8 December 2019).

See also the English translation by Elias J. MacEwen Technique of the Drama. 

An Exposition of Dramatic Composition and Art Chicago: Scott, Foresman 

and Company, 1900. Available at: https://ia800208.us.archive.org/25/items/

freytagstechniqu00freyuoft/freytagstechniqu00freyuoft.pdf (accessed on 8 December 

2019).
14  p. 136, Figure 6.1.
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per’15 and Susan Wollenberg’s chapter on the same theme,16 Clive McClel-

land looks for drama in Schubert’s Lieder by addressing the composer’s 

psychology. McClelland’s focuses on ‘stormy allusions’, most notably in 

Winterreise, leading to the conclusion that Schubert aimed ‘to go beyond 

naïve word-painting in making use of the dramatic devices of ombra and 

tempesta.’ [p. 166] The supernatural theme adumbrated by McClelland is 

developed by Susan Youens in her survey of ‘Gruppe aus dem Tartarus’, 

D.583, and her outline of Schubert’s various efforts to set Schiller’s poem 
reveal a composer fully aware of the need to develop the appropriate com-

positional resources to meet the text’s dramatic demands.17 [pp. 171-72] 

Youens explains that ‘[Schubert] had a special affinity for poems that tell 
of the moment of death and the transition to the afterlife.’ [p. 178] His use 

of  ombra – as in the ‘bone-rattling ostinato on C’ – at the opening, and 

abounding use of the passus duriusculus [Examples  8.5 and 8.8] recall 

the Damnation Scene at the end of Act II in Mozart’s Don Giovanni. ‘Is 

more chromatic saturation than this final scene of Don Giovanni even pos-

sible? Schubert, I believe, decided to try […]’ Youens declares.
Drama in the Music of Franz Schubert is dedicated to Susan Wollen-

berg, and every essay acknowledges its indebtedness to Professor Wol-

lenberg’s Schubert scholarship. Most prominent is the recognition of her 

recent monograph Schubert’s Fingerprints: Studies in the Instrumental 

Works and its importance for understanding the composer’s true signifi-

cance.18 The final group of essays investigate Schubert’s instrumental mu-

sic, and all verify Wollenberg’s claim that the composer ‘treated the dra-

matic ballad at this time as a vehicle for experiment with compositional 

techniques and effects.’
Anne Hyland’s inspired study of the Overture for string quintet, D.8 

offers a persuasive outline of the work’s conflation of influences from 
Cherubini’s Overture to Faniska and Zumsteeg’s setting of ‘Hagar’s 

15  Macdonald, Hugh ‘Schubert’s Volcanic Temper’ in: The Musical Times 119/1629 
(Schubert Anniversary Issue, 1978), pp. 949-952.
16  Wollenberg, Susan Schubert’s Fingerprints: Studies in the Instrumental Works. Farn-
ham: Ashgate, 2011, Chapter 6, ‘Schubert’s Violent Nature’. 
17  Schubert set the second stanza as a composition exercise for Salieri In 1813 (D.65); an 
incomplete setting followed in March 1816 (D.396). The third and final version, written 
in September 1817 (D.583), was published as Op. 24.
18 Schubert’s Fingerprints is mentioned no fewer than eleven times in the 14 essays (in-
cluding the editors’ preface) here under review. 
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Klage’. For Hyland, the chamber music from the first part of Schubert’s 
career shows an ‘acute sense of drama…[that] functions on multiple lev-

els, incorporating harmonic, thematic, and textual elements.’19 She later 

adds that the opening of Schubert’s own setting of ‘Hagar’s Klage’ – com-

posed three months before the Overture, D.8 – is ‘symptomatic of an un-

derlying concern of much of Schubert’s early instrumental music: ‘how 

to incorporate the inherent drama and intensity of the ballad tradition, 

or dramatic scene, into his instrumental forms.’20 Schubert’s solution, ac-

cording to Hyland, is to dramatize the form by thematic proliferation, the 

lack of a medial caesura, a non-resolving recapitulation, and delaying ton-

al resolution until the coda. The paratactical manner of ‘juxtaposing lyri-

cal and dramatic passages’, the ‘lack of transitional or connective material 

between tonal centres, and the expansion of form to include more tonal 

areas than expected’ define Schubert’s lyric-epic dramatic sonata style.21

In spite of the conflict between lyricism and drama, ‘Schubert’s finest 
instrumental music,’ Brian Black argues, ‘is also animated by a compel-

ling dramatic process that seizes the imagination of its listeners from the 

very first bar of the piece and does not relent until all issues and conflicts 
have been resolved.’22 Schubert’s pervasive use of variation as a means of 

textural and harmonic intensification in the C minor Impromptu D.899/1 
that transforms the affective character of the theme, all framed by a con-

flation of sonata and rondo forms, is a tour de force. However, the Schu-

bert fingerprint that provides ‘the most touching resolution…is reserved 
for the coda’s final cadences’23 has far-reaching structural consequences.

Commentary on Schubert’s last three piano sonatas is shared between 

Xavier Hascher, Lauri Suurpää, and Joe Davies. Not only does Hascher’s 

elegant analysis of the first movement of the A major Sonata, D.959 re-

veal the symbolism in thematic repetition and variation it also discovers 

the composer’s debt to Goethe’s Organicism and, in particular, his plant 

model:24

19  p. 207.
20  p. 213, emphasis mine.
21  p. 208.
22  p. 233.
23  p. 252.
24  pp. 266-75. See also, Goethe’s essay Versuch die Metamorphose der Pflanzen zu 
erklären. Gotha: Carl Wilhelm Ettinger, 1790. Available at: http://www.deutschestextar-
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‘The variants and variations to which [Schubert’s] material is subjected 

are metamorphoses culminating in its flowering. The material does there-

fore develop, but it does so through a process of variation and enrichment, 

polarization and ennoblement, and eventually poeticization.’25

Lauri Suurpää’s review of the slow movements of the sonatas in C mi-

nor, D.958, and B-flat major, D.960 recall James Sobaskie’s two contri-
butions earlier in the volume. The opposition of a positive musical agent 

(protagonist) and a negative musical agent (antagonist) is central to both 

movements: ‘The anatgonist’s attempts to lead the protagonist astray from 

the hoped-for path…and the protagonist’s  reactions to them underlie the 

movements’ expressive drama.’ [p. 284] Suurpää defines the two narra-

tives as ‘victory over threat’ (D.958) and ‘from agony to transcendence’ 

(D.960) respectively.

Joe Davies’ closing contribution, entitled ‘Stylistic Disjuncture as a 

Source of Drama in Schubert’s Late Instrumental Works’, tests his claim 

that the slow movements of both the Piano Sonata in A major, D.959, 

and the C major String Quintet, D.956,  ‘shatter the boundaries of beau-

ty entirely, entering the distorted world of the grotesque, and exploring 

new contexts for musical drama.’26 In the Adagio (D.956) ‘from dream to 

nightmare’, through the ‘dramatization of irreconcilable contrasts;’27 in 

the Andantino (D.959) ‘from eerie lyricism to distorted fantasia.’28 Davies 

concludes that ‘we are left to find meaning in the music’s internal psycho-

logical worlds. Therein lies the essence of late Schubertian dramaturgy.’ 

[p. 330]29

chiv.de/book/show/goethe_metamorphose_1790 (accessed 12 January 2020); cited by 

Hascher on p. 267.
25  p. 278, emphasis mine.
26 An earlier incarnation of Davies’ paper, presented at the Oxford Conference ‘Schu-
bert as Dramatist’, bore the title ‘Topical Drama: Hearing the Schubertian Grotesque’. 
The published essay and its title is an abridged version of Chapter 4 of the author’s 
doctoral thesis: ‘Stylistic Disjuncture and Grotesquerie in Schubert’s Last Instrumen-
tal Works.’ Davies’ PhD dissertation, Interpreting the Expressive Worlds of Schubert’s 
Late Instrumental Works (University of Oxford, 2019), is available online at: https://ora.
ox.ac.uk/objects/uuid:78703ffa-e431-4a6b-ad77-dbb33a92c53b/download_file?file_
format=pdf&safe_filename=DAVIES%2Bthesis.pdf&type_of_work=Thesis
(accessed on 13 January 2020). 
27  pp. 304-12.
28 pp. 313-23.
29  p. 330.
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The careful arrangement of the articles in this book reflects a deep con-

cern for the development of its theme, but despite the generally high edi-

torial standards, there are a few errors that should be corrected for its sec-

ond printing. Among the more serious occurs on page 47, during Christine 

Martin’s discussion of the changing role of the pitch Eb in the Melodrama 

(no.17) in Fierabras: ‘the third, now of Cb minor’ should read ‘the third, 

now of C minor’ and, in the same passage, ‘the B# minor in bar 110’ should 

read ‘the B minor in bar 110’. A similar error of note-spelling occurs on 

page 288 in Lauri Suurpää’s paper on Schubert’s C minor Piano Sonata, 

D.958, where Example 12.3a has D double flat in bar 57 instead of D flat 
as correctly notated in Example 12.3b. Elsewhere, instances of lingusitic 

inelegance impair the reader’s experience. An apostrophe is misplaced on 

page 46 of Martin’s essay on Fierabras: ‘Hearing a stranger approach their 

prison, the knight’s  tension…’ should read ‘Hearing the stranger approach 

their prison, the knights’ tension…’ On page 71, in James Sobaskie’s other-

wise excellent and provocative analysis of Schubert’s Mass in A flat, there 
is an ugly chime: ‘Ultimately, repetition determines the ultimate expressive 

impact of the Credo…’ while in Xavier Hascher’s survey of the A major Pi-

ano Sonata, D.959 we read ‘The beginning of the sonata possesses little of 

the character with which we usually associate with Schubert.’ [p. 272] Apart 

from these minor quibbles, my only reservation concerns the editors’ policy 

regarding the ‘select bibliography’. Readers will search in vain under this 

heading for much secondary literature cited in the footnotes. For example, 

none of the sixteen sources listed in Lorraine Bodley’s first footnote  appear 
in the bibliography. It seems that only references that make a direct contri-

bution to the text of the essays make it into the catalogue at the end of the 

book, and those included only for background purposes do not. 

Conclusion

The continued perception of Schubert as a composer who failed to 

gain success in dramatic music is absurd. No less preposterous is the mis-

guided belief that he lacked the capacity for structural cohesion in larger 

forms. Schubert’s profound understanding of human psychology enabled 

him to express in music what is inexpressible in words – social inequality, 

the tragedy of unrequited love, and man’s confrontation with mortality – 

giving his music (vocal and otherwise) a timeless quality that preserves 

its relevance. 
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Students of nineteenth-century music, and of Schubert’s music in par-

ticular, have much to be grateful for in the contributors’ impulse to pub-

lish this collection of articles.30 Drama in the Music of Franz Schubert 

confirms that the composer was obsessively preoccupied with expressing 
drama through music. A lifelong fascination with writing for the stage, 

an unparalleled pursuit of the lyric/epic transformation of the Lied, and 

the innovative dramatization of gesture, tonal structure, and form in in-

strumental genres illustrate Schubert’s distinction as a composer who was 

very much the equal of Beethoven. As Laura Tunbridge writes, ‘Schubert 

becomes a dramatist of the mind.’ [p. 7] In Xavier Hascher’s words, ‘Dra-

ma in Schubert is something that happened before, and of which music is 

the aftermath.’ [p. 280] As Sobaskie writes at the end of his analysis of 

‘Ständchen’ (D957/4) ‘the end…enables and indeed urges us to imagine 

the untold epilogue of this narrative, to speculate what happens next. But 

it doesn’t resolve the drama. We decide.’ [p. 149] So, this book is essential 

reading; not only does it set the record straight regarding two centuries of 

critical misapprehension of Schubert’s worth, it also offers challenging 
insights that change for the better the way we listen to his music.  

30  The one-day conference, entitled ‘Schubert as Dramatist’ was part of the Oxford Lied-
er Festival in 2014. Drama in the Music of Franz Schubert, however, does not comprise 
merely the revised versions of the papers presented at that symposium. Only some of 
the articles presented there are included in this volume. Here is a complete list of the 
2014 conference papers: Richardson, Michael, ‘Medievalism and Historicism in Franz 
Schubert’s Fierrabras’; Hascher Xavier, ‘Under the Shadow of the ‘Ombra’: Characteri-
zations of Drama in Schubert’s Mature Instrumental Works’; Wollenberg, Susan, ‘Schu-
bert’s Dramatic Lieder: Rehabilitating ‘Adelwold und Emma’, D 211’; Hirsch, Marjorie, 
‘Gretchen abbandonata: The Lied as Aria’; Dixon, Martin Parker, ‘A Brechtian approach 
to Schubertian Drama’; Bodley, Lorraine Byrne, ‘Goethe and Schubert: The Wonder of 
Song and Vicissitudes of the Singspiel’; McClelland, Clive, ‘‘Durch Nacht und Wind’: 
Tempesta as a topic in Schubert’s Lieder’; Davies, Joe, ‘Topical Drama: Hearing the 
Schubertian Grotesque’; Strahan, Barbara, ‘Tragic Perspective: Negotiating a Narrative 
in Schubert’s Four-Hand Piano Fantasias’; Sobaskie, James, ‘Dramatic implications of 
contextual processes in two serenades of Schubert’; Guez, Jonathan, ‘Thematic Altera-
tions and Narrative Time in Schubert’s Songs and Sonatas’; Black, Brian, ‘The Dramatic 
Unity of Schubert’s Instrumental Music’, and Doğantan-Dack, Mine, ‘Narrative and 
Drama in Schubert’s Piano Trio in E Flat Major, D 929’. The full text of Barbara Stra-
han’s PhD dissertation, (De)Constructing Paradigms of Genre: Aesthetics, Identity and 
Form in Franz Schubert’s Four-Hand Fantasias. National University of Ireland May-

nooth, 2013, is available at: https://pdfs.semanticscholar.org/db72/907dd8b4ad1a2d0a2

c185e7fe3abae39883d.pdf (accessed on 13 January 2020). Jonathan Guez’s four-page 

proposal for this paper is available at: https://cpb-us-w2.wpmucdn.com/campuspress.

yale.edu/dist/d/40/files/2014/09/Oxford-Lieder-Festival-Proposal-WITH-NAME-qxsb-

co.pdf (accessed on 13 January 2020).
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MUSIC’S INTERNAL PSYCHOLOGICAL WORLDS: 

THE ESSENCE OF SCHUBERTIAN DRAMATURGY

Nicholas Rast

Abstract

 ‘Schubert’s vocal and instrumental music incorporates much more drama 

than previously recognized; his dramatic innovations were sensed but not yet 

defined nor explained – awaiting appropriate contextualization’ These claims, 
by James Sobaskie and Joe Davies, are triumphantly vindicated in Drama in the 

Music of Franz Schubert. The intelligent sequence of the contributions guides 

the reader through Schubert’s efforts to write music for the stage via his abundant 
experience as a Liedkomponist to his handling of gesture, tonality, and sonata 

form in instrumental works, and illuminates the ingenuity with which Schubert 

assimilated the drama in his musical language to suit music both with and with-

out text. 

Keywords: Franz Schubert, Singspiel, opera, psychology, tempesta, ombra, 

volcanic temper, drama, memory, sonata form, gesture, narrativity, parataxis, to-

nality, poetics, grotesque.
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