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Frank Bridge: the String Quartets - Angela M Edwards

This study traces the stylistic development of the string
quartets. The opening chapter shows the way that his personal idiom
emerged 1in the earliest works. It also explains the analytical
approach that has been used. The concept of symmetrical orderings
fusing separate elements has been evident in music from all stages of
Bridge's output. Overall tonal relationships have linked with inner
tonal relationships as well as thematic 1deas and chord structures.
In addition, symmetry has drawn together the two aspects of Bridge's
language, the traditional and the radical, and shown how the way that
they are balanced is subtly changed in the course of his development
as a composer.

The music 1s explained from two approaches to symmetry, linear
and circular. The ascending chromatic scale can be divided
symmetrically by a number of intervals, notably seconds and thirds and
tritones. Symmetrical orderings of two or more of these intervals are
commonly found. The twelve semitones can also be arranged as a circle
of fifths and it is this that has been most significant to the study.
By adding tonal definition to these pitches, the circle of fifths
explains this aspect of the music and also how certain pitches are
interchangeable with one another. Therefore, the circle of fifths has
also been a useful tool in explaining Bridge's concept of extended
tonality.

The main part of the study discusses the second and third
quartets in depth as they represent the peak of Bridge's creative
output and are at the centre of important stylistic changes. The
final chapter briefly shows the way that his language continued to
develop in the abandoned work and the fourth, and last, quartet.



Styldistic Evolution

Frank Bridge belongs to the second generation of modern British
composers, coming after such as Stainer, Parry, Elgar and Delius. Of
these former musicians, Stanford is possibly one of the most
infiuvential in terms of his role as teacher of the generation of
composers born in the last quarter of the nineteenth century, Ireland,
Vaughan Williams, Holst, Howells, Noeran and Bridge himself.
Stanford's main view of the art of composition seems to have been that
a good technique was the chief objective and, indeed, Bridge's music
demonstrates the professionalism and craftsmanship that stemmed from

<his attitude.

However, Bridge also exposed himself to wider influences and thus
Zormed a highly personal idiom which progressed beyond mere
proficiency. This dualism in Bridge's creativity can be described as
a grounding 1in musical tradition coupled with an interest in
contemporary techniques and ideas. Of the former, Bridge is quoted in
a unique interview in "Musical America® in 1923 <1) saying -

‘Some people talk of contemporary music as if it were the

beginning of things - as if the music of the past could be ignored



altogether. This is a wrong view. That which has nothing in common

with the past is lifeless.'

There is no comment by Bridge in this article, or apparently
elsewhere, as to the developing musical techniques that were featuring
in European compositions in the first quarter of the twentieth
century. However, as a chamber music player, he was known to be
performing contemporary French music, notably the first British
performance of the string quartet by Debussy and performances of
Ravel's music in the composer's presence. He was also undertaking
conducting engagements which would have brought him into contact with
some late nineteenth century German music. In addition, bhis
association with Elizabeth Sprague Coolidge would have fostered his
interest in current trends in music, partly as she promoted Festivals
of Contemporary Chamber Music and commissioned works from the leading
Buropean composers such as Bartok, Stravinsky and Schoenberg. Bridge
indicated kis confidence in "modern®* music when he urged his only
composition pupil, Britten, to go abroad to further his studies with

Alban Berg.

The development of a contemporary idiom within a traditional
framework is clearly evident in the seven works for string quartet
which span almost his entire creative life. It is one of the few
forms to which he repeatedly returned. It was Bridge's interest in

chamber music generally that led to important relationships with



Walter Wilson Cobbett and Elizabeth Sprague Coolidge. Cobbett was a
wealthy, retired businessman who was a keen amateur musician. In
1905, he began to encourage chamber music vigo rously by instituting a
Cobbett chamber music competition, which Bridge won three times in due
course. He went on to commission works from young British composers
such as Bridge, to offer performance prizes for student chamber
ensembles and to compile what has become a standard book, "Cobbett's
Cyclopaedic Survey aof Chamber Music". Bridge's formative years
coincided with this upsurge of interest and activity in the field of

chamber music and clearly he benefitted from it.

Another fortunate coincidence was his meeting with the American
patroness Elizabeth Sprague Coolidge at the home of his publisher,
Vinthrop Rogers, in 1922. She had, by this time, already founded a
chamber music festival at Berkshire, Massachusetts and she, like
Cobbett, went on to organise competitions, commissions and other
festivals both in America and Europe. She eventually persuaded Bridge
to allow her to endow money to him in order to relieve him from the
pressure of violin teaching, thus enabling him to spend more time
composing. In return, Bridge dedicated all his late chamber works to

her.

Financial security does not seem to have altered Bridge's way of
working in any way. The years surrounding the First World Var had

been *‘the period when Bridge consolidated his personal idiom and so by



the early twenties, when he was in his mid forties, there was little
chance of a fundamental change of approach. Bridge was a man of
integrity who knew no other way than to be true to himself.

‘The true artist writes to express his own honest views, not to
please the public....... .. If he follows [his own] inspiration, that
is sufficient to Jjustify him, even though the work he produces under

its influence pleases only two persons in the world.' <2>

The same interview mentioned earlier, also reveals something of
Bridge's working methods -

e by patient experiment after experiment, not in public,
but in the workshop. That is the place where new theories must be
subjected to rigid and complete tests before they are given to the
world......... A new work is the reflection of the composer's outlook
upon life. He seeks truth, and when he presents his finished work to
the public, he presents the solution of a problem.

The self-criticism to which the artist subjects himself will
prevent him from foisting an ill-prepared work upon the public. The
true artist may be trusted to take that care, and the greater the
artist he is, the greater the care he takes. After that, the truth of
his message must make itself known. If he is sincere, then all is
vell.'®
These attitudes clearly come across in his teachings too, as indicated

by Britten. <3>



It 1is perhaps this integrity that led Bridge to combine
traditional and forward looking techniques in his music, with a sense
of respect for tried and tested ideas but avoiding mere imitation and
displaying a keen interest in new ways of working. He took what he
considered to be the best of both styles which allowed him to develop
his own idiom. This double perspective of Bridge's music has been
discussed before, recently in Anthony Payne's book "Frank Bridge:

radical and conservative.” <4>

The general view of Bridge's output is that his early music
employs conventional tonal and formal frameworks, within which there
is scope for much rich chromaticism. Many of the pieces from this
period, up to the 1914 - 1918 war, have been described as salon music.
Vhile it is true that Bridge was writing music for both amateur and
professional performance, both do actually demonstrate more
intellectual and emotional depth than might at first be realized. A
considered examination of the early “Novelletten* and *Idylls" for

string quartet have shown this to be the case.

During the second decade of his creative life, Bridge developed
his chromatic language further and it was at this point that
contemporary performers and critics began to react unfavourably
towards his music. This reveals the staid and reactionary attitudes
of the British musical establishment of the time and doubtless

Bridgg‘s confidence suffered much as a result of such prejudices. In



1921, Stanford, in his Musical Association lecture <5>, condemned what
he termed “ugly music". He claimed not to be against progress but
rejected music which was too free with its modulations, saying that it
had only a limited audienc;. Clarity, beauty and simplicity were all
virtues extolled by bhim. With such a figurehead of the musical
establishment expounding these views, it 1s not surprising that
changes in musical taste were only slowly brought about. However,
Bridge continued to be true to himself and although criticism hurt him
deeply, he refused to embark on 'mere playing around in the colors and

embroideries of some fashionable caprice......... ' <6>

The music that Bridge wrote during and after the 1920s has been
described as marking a stylistic revolution. <7> Vhile it is true
that the third string quartet sounds quite different to 1its
predecessor because o0f its terser, more motivic language and
heightened chromaticiem, my work on tonal analysis of all seven works
for the medium has led me to view them in terms of Bridge's stylistic
development rather than as two different compsitional methods. The
early works, the "Novelletten" of 1904, the “Phantasie in F minor“of
1905 [the first Cobbett work] and the “Idylls* and Quartet in E minor
{number 1) of 1906, are clearly written in terms of keys, with
conventional harmonic progressions, sequential passages, flowing
thematic 1lines and key signatures. However, there 1is still a
significant degree of chromaticism, tonal ambiguity and elements which
defy a conventional explanation, The two miniature sets, the

"Novelletten" and “Idylls", are possibly more innovative than the



other two works. This may be due to their scale which would suit the
trying out of techniques, and also to the fact that neither were
submissions for composition competitions and therefore Bridge may have

felt freer to suit his own ideas and tastes.

The String Quartet in G minor {number 2], which was completed in
1915, is in direct descent from the previous four works but although
the traditional techniques are still present, there 1s greater
emphasis of the tonal ambiguity and bitonality that was so marked in
the early miniature works for the medium. The chromaticism 1is
increased as a direct result of this and unconventional relationships
and structures are more widely used. Also, there is a tendency to use
pitches as tonal bases rather than keys, this also as a result of the
chromatic idiom. Tonalities are now frequently established by pedals
or repeating pitches and often ambiguity is created when upper parts
imply one tonality and a bass part another. A wider range of tonal

relationships is inevitably possible too.

The last two quartets, of 1925 - 1927 and 1937, are identified by
number, 3 and 4, rather than by key. This is not to say that they are
atonal, for they are not, but, like a significant part of the second
quartet, their tonalities are establishd by pitch reference not
diatoay. Certain conventions are retained, notably the use of
sequence as a structuring device, fourth and fifth relationships,

tradipional chords and traditional quartet textures. However, the



lyrical and expansive thematic writing, which was much used in the
previous works, is now virtually absent. This 1is replaced by a
motivic way of structuring thematic material. This 1s not new; a
striking example of motivic writing is the main theme of the central
moverent of the G minor quartet, for instance. The reason for
structuring thematic material in this way is directly related to the
implementation of a fully chromatic language, where an order of a
different kind is required and one which can reflect tonal
relationships more overtly. Vith the more progressive chordal
structures of the preceding works, there is now an additional method
of harmonic structuring in these works involving paired triads. The
formal boundaries are now less clearly defined too. From this brief
description of the quartets, 1t is evident phat his music gradually
moves towards an equality of the twelve semitones, while retaining a
tonal framework, and this indicates an evolving process rather than a

stylistic revolution.

From my study of the quartets, I have reached the conclusion that
all of them combine conventional and radical elements and that
Bridge's stylistic development results in a change of emphasis.
Vhereas the early works show greater reliance on tradition, the last
two quartets employ more of the forward locking techniques. The G
minor quartet is at the turning point in his creative development and,
as such, is an almost perfect balance of the two approaches. Whereas
conventional methods can be explained in conventional terms, the more

radical elements cannot and a different way of explaining them must be



sought. Also, Bridge was clearly trying to draw together the
disparate elements 1in his music. The fact that Bridge put such
apparent opposites together suggests that the two differing styles
were used in a way governed by the same underlying principles. The
two sides of his musical personality are continuously juxtaposed and
therefore it is surely the analyst's task to find a way of explaining
the music that shows how the separate threads are part of an overall,

unified plan, a method that can explain both elements and how they are

unified by a common premise.

Bridge's music has its origins in the extended tonal, chromatic
language of the late nineteenth century. His early works are
constructed round the concept of key. Nevertheless, as I shall show,
diatony was often used in a nan-conventional manner and even in the
first of the quartet works there is some chromatic writing centred on
a single tonal pitch and thematic and chord structures that are non-
diatonic. In the second quartet, Bridge establishes G as the tonality
fairly equally' in terms of 1ts traditional and wunconventional
centricity. With the last two works, diatonic tonalities are absent.
Nevertheless, there 1s never any doubt that these works are tonal,
although Bridge's continual quest for ambiguity creates much tension.
An exanmination of the main tonal relationships of the seven works

shows the way that Bridge's ideas on tonality developed.

Figure 1 overleaf.



Figure la) Novelletten - 1904.

I II I1I

Eb major G minor Eb major

b) Phantasie in F minor ~ 1905,

Allegro moderato Andante moderato

F minor D minor

c) ldylls - 1906.

I Il III

C# minor E minor C major

d> String Quartet in E minor - 1906.

I II III

E minor C minor/major A major

contd.

10

Allegro ma non troppo

F major

Iv

E minor



Figure le) String Quartet in G minor - 1916.

I II III

G minor B minor E major - G major

f) Quartet Number 3 - 1925 - 1927.

I I1 111

(Fb} 4+ C -+ F# D -+ G# C » F#

g) Quartet Number 4 - 1937,

I 11 I1I

Eb+D Db+ E C# -+ D

The most obvious point about these basic frameworks is that Bridge had
an increasing tendency to employ tonal progression, within a work and
eventually within a movement. None of the works employs an overtly
conventional tonic to dominant, subdominant or relative progression
except for the A major to E minor in the first quartet and B minor to
E major in the second. Vhat is common to all, though, 1is the third
relationship, overtly used in the works up to and including the G
minor quartet. The last two works also use tritonal and semitonal

relationships and it 1s these that assume a greater importance than
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the thirds, further evidence of the equalizing of the twelve semitones

and the presence of a non-diatonic hierarchy.

Vhile the minor third relationships can be explained 1in
conventional terms, for instance, as the relative or
as tonic and relative with change of mode, tritonal and major third
relationships are more distant as they involve change of mode and non
direct links. Semitonal tonal progressions are less easy to explain
in conventional terms. As the quartets employ main tonalities that
are not directly related in this way, other methods of explaining

these relationships must be sought.

Lendvai's book on Bartok <8> postulates the theory of an extended
tonic, dominant and subdominant, achieved through continuing relative
functions. As a tool to explailn this extension of conventional tonal
relationships, he organises the twelve chromatic pitches as a circle

of fifths.

Figure 2 overleaf.
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Figure 2. g € : LA

T = Tonic, D = Dominant, S = Subdominant.

This structure explains minor third and tritonal relationships in
terms of an extended tonality. Leading on from this, it can be said
that pitches within the wsame tonal axis are interchangeable,

therefore.

Applying this explanation of pitches to the main tonal
relationships of the quartets increases the understanding of them and
also draws together seemingly distant pitches which can now be

explained in conventional terms and thus show direct relationships.
Figure 3a) Novelletten.

I I'Y III

Eb major G minor Eb major

T D T

13



Figure 3b) Phantasie in F minor.

I II I1I
F nminor D major F major

T T T

c) ldylls.

I I1 I11

C# minor E minor C mjor

D D T

d) Quartet in E minor.

I II 111 IV
E minor C minor A major E minor

T S S T

e) Quartet in G minor.

I Il I1I
G minor B minor E major - G minor

T D T T
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Figure 3f) Quartet Number 3.

I 11 III
{Fb)l] 4+ C -+ F# D 2 G# C -+ F#

D T T S S T T

g) Quartet Number 4.

I 11 III
Eb =+ D Db 4 E C# 4 D

D T S s S T

This ordering of pitches into tonic, dominant and subdominant helps to
clarify the tonal progressions so that, for instance, the three Ildylls
present two aspects 0f the dominant leading to a tonic resolutionm.
This method explains all of the tonal frameworks in conventional terms
and therefore it seems likely that it will be useful in explaining
smaller scale tonal progressions and points of thematic emphasis.
Another important point regarding Lendvai's method, is that of pitches
within the same tonal axis being closely related, irrespective of
mode, and even interchangeable. Hence, C minor is followed by A major
in the first quartet and C leads to F# in the ocuter movements of the
third quartet. Thus, tonality is extended through motion to more
distant pitches via tonal axes of symmetry and Lendvai has presented
the possibility of connecting traditional tonal structuring and

dividing the octave symmetrically.

15



Drawing all the twelve semitones into a conventional framework as
functional and non-functional elements, while useful, will not serve
as an adequate method to describe Bridge's stylistic developnent,
however. By applying Lendvai‘'s method to Bridge's tonal frameworks,
it does imply that the quartets were dealing with the 1issue of
equalizing the semitones, that there was a freedom to place seemingly
unrelated pitches next to each other by extending the parameters.
This 1is reinforced by the increasing chromaticism of the music.
However, this is not to say that freely chromatic writing is anarchic,
but rather that there was a reappraisal of the structuring of formal
elements. The fact that thirde were so important to Bridge in his
tonal structuring leads one to conjecture that certain pitches were
put together for their intervallic relationship. Modern research into
nineteenth century music highlights intervallic ordering as a way of
structuring, essentially using those intervals which divide the octave
symmetrically. Third relationships were favoured even from the
beginning of the century and diminished seventh chords and tritonmes
are characteristic results. The whole tone, used later in the
century, possibly derives from the subdivision of the tritone. The
semitone not only points to the dissolution of conventional tonal
elements, but 1is 1in itself a symmetrical divider of the octave.
Antokoletz, in his book on Bartok (9>, expresses it thus -

' Concomitant with the tendency to equalize the twelve tones in
the latter part of the nineteenth century, symmetrical pitch
collections began to appear as textural devices of local structural
elements...... [ which were] the primary means of integrating the large

scale structure.'
~
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Recent research has shown that composers such as Rimsky-Korsakov,
Debussy, Stravinsky and Bartok were concerned with structuring their
music with an awareness of the symmetrical properties of intervals.
The main tonal relationships of Bridge's seven works for string
quartet employ major and minor thirds, tritone, semitone and perfect
fourth, All except the last, are intervals that divide the octave

symmetrically.

Figure 4.

major third ; T

T —

CC#DDFEFF#GG# AA# BC

minor third b 1 1 1 J

tritone ! i —J

By using the circle of fifths again, as this is another symmetrical
but conventional ordering of the twelve semitones, the symmetry is

also clear.

Figure 5 overleaf.
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Figure 5a)

One example of minor third and tritonal axes of symmetry.

b)

One example of major third symmetry.

The one symmetrical relationship Bridge does not employ in the
large scale framework of the works is the whole tone, but it features
in the 1local working and I show 1t below with 1its tritonal

connections.

Figure 6 overleaf.
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Figure 6a)

L] v —
CC#HDD# EF F# G G# A A# B C

| S— J

b)

As I shall show later, in the discussion of the works, the type
of relationships manifest in the broad tonal architecture are the
basis for the local structuring. By describing Bridge's music in
terms of its intervallic relationships, all layers of the music are
drawn together. This concept of intervallic structuring based on an
underlying symmetry as a means of prolongation 1is derived fram
Schenkerian analysis which proposes that the compositional detail is
determined by the form of the whole. Whereas Schenker approaches
tonal music from the concept of harmonic progression, my study of the
Bridge quartets 1s based on intervallic symmetry. Tonality 1in
Bridge's music 1s established only partly by conventional functional
methods, partly by altering these methods to form symmetrical
relationships and also by a more radical approach to tonality. The

application of ‘prolonged motion within the framework of a single key

19



- determining progression’' <10> 1s inadequate for transitional
tonality. In addition, Schenker's approach depends on the clear
definition of consonance and dissonance and, as will be seen in the
discussion of the works, the extended tonal language blurs this
distinction. Also, the passages of tonal ambiguity and pantonality

lie outside Schenker's parameters.

I have examined other analytical methods and from some have
gained in evolving my own. Van den Toorn's discussion of octatonic
structuring in the music of Stravinsky <11> demonstrates one way of
working with a symmetrical division of the octave. My study of
Bridge's music has revealed little apparent use of structuring in this
way and I have concluded that its use forms part of a multi-faceted
exploration of symmetry. In addition, much remains unexplained by
adopting this method exclusively, chiefly the structural function of

tonal relationships.

One analytical method that seems inappropriate for a discussion
of Bridge's stylistic development is that of pitch class set theory, a
principle formulated by Milton Babbit and developed by Alan Forte in
his study "“The Stucture of Atonal Music" <12>, This kind of
analytical approach seems to be highly appropriate for post - tonal
music as 1t explains chromatic vertical and horizontal structures.

Vhile Forte's approach may have a relevance to Bridge's later warks,

20



the flowing lyricism of the early works would seem to deny explanation

in this way.

Antokoletz's methods <13)> have, to some degree, reinforced the
idea of symmetry as an underlying principle but bis way of taking
several analytical approaches, symmetrical pitch construction,
symmetrical transformation of folk modes, intervallic cells, does not
clearly show a composer's stylistic development as works are discussed
in more than one way. Useful ideas on the way that Bartok was
interrelating traditional and non-traditional methods, helped to focus
my view of Bridge's methods. ‘The priority of pitch-class A is
thereby established both as the root of traditional and non-
traditional comnstructions and as the nucleus of this large scale tonal
structure.' <14> [ have taken this idea of unity further, however, by
postulating that radical and traditional elements are also aspects of
an underlying implied axis of symmetry. This I shall discuss later,
in relation to the second and third quartets. Antokoletz's
description of thematic and harmonic structures in terms of their
horizontal symmetry has been usefully applied, at times, to explain
certain aspects of Bridge's music. For example, the harmonic
structures containing major and minor triads which are a tone or a
tritone apart, used in the third and fourth quartets, are clearly

explained in terms of their symmetry in this way.

21



Figure 7.

T
=
7 -0 7 ~3-
T T 1
J g 3
L)e Z L
- X -
s b] 1 -4 b 7
N 14 T
1

ACE + EbGBb - Eb GbBb + F AC
34 1 4 3 3 4 7 4 3

[ The numbers indicate the number of semitones between two pitches.)

Sometimes, thematic symmetry explained in tbis way takes the pitches
in their sounding order but, at times, a re-ordering 1s necessary, as
for example in the sequential writing in bars 19 - 27(3) of the first
movement of the G minor quartet. Entries occur on D and C but only

the former have a symmetrical makeup and then only in rearrangement.

Figure 8. 2
- oI
S . ol

At aad

j mf == 4 con Pmiont— v = dolce ~ P

The scalic order of pitches is -
DEbFGABCD
1 2221 22

but putting the pitches into ascending order on C results in symmetry-

22



CDEbFGABbC

21 2221 2
Another example of symmetry from the same work explained by
rearrangement of pitches occurs with the first playing of the main

theme of the second movement, 1in the introduction.

Figure 9.

sl

>3

!

The sounding order is a rearranged symmetrical pattern based on the

pentatonic scale on B -

BC# EF# A B

2 32 32

Although Antokoletz's study has proved to be a valuable insight
into current analytical style, some aspects of his work, such as his
discussion of folk modes in Bartok's music, are irrelevant to a study

of Bridge's music.

23



Ultimately, my method of describing Bridge's music evolved over a
period of time and after examining all seven of the major works for
string quartet which represent every stage of his creative life. Ny
approach has been born of studying recent analytical models and having
a keen sense of the musical language being an ongoing, organic
process. Bridge left no clues as to his compositional methods via the
written word and most of his working manuscripts were destroyed. Ny
method of describing the music leaves some aspects unexplained but
passages that lack a clear definition may perhaps be irrelevant to the
main structuring. I have chosen to discuss the second and third
quartets in detail as they are crucial to explaining Bridge's
stylistic development, the former coming at the peak of his early,
evolving style and the latter demonstrating his new compositional
approaches, albeit borne of the old. While the pres ence of ‘'radical
and conservative' <15> elements 1s clearly evident, there is also an
implied unity of concept; ‘'the diversity of the foreground Iis
meaningless unless it occurs against a background of unity.' <16> ‘'An
analysis should undertake to explain essential relationships within a
composition, their genesis, ordering, 1interaction and relative
importance to the parts and to the whole of the work.' (17> This I
have attempted to do by showing the way that an implied axis of
symmetry underpins the tonal framework of the second and third

quartets and that this is the structural framework of local working.

To sum up, my method of describing the music draws on the

Schenkerian principle of unity of the different levels of working

24



allied to Bridge's more broad based concept of tonality. In order to
explain these tonal relationships, I bave used Lendvai's way of
organising pitches into tonal axes, which led to a search for aspects
of symmetry in intervallic relationships, prompted by my readings,
chiefly of Antokoletz. Before discussing the second and third
quartets in respect of this method, I propose to examine the salient
aspects of the former work in relation to the preceding quartets, to
show how the elements of Bridge's mature style were, to a large

degree, present in the early compositions.
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Traditional Structuring

Bridge's compositional style clearly evolved from a grounding in
traditionai techniques and, therefore, I now propose to examine this
aspect of the G minor quartet 1in relation to the "Novelletten",
*Phantasie”, “Idylls" and E wminor quartet. Tonality being the
essential reference of Bridge's music, it is his conventional tonal
relationships that I shall discuss first. Although the main keys of
the three movements of the G minor quartet are not closely related, G
minor, B minor, E major and G major, conventional relationships exist
within the broad spans of the first two movements. The first and
second subjects of the first movement are in G minor and Bb major
respectively in the exposition and the two main themes of the second
movement are in B minor and D major. Both pairs of tonalities have a
conventional, relative relationship which highlights the minor third.
Similar relationships occur in the first section of the "Phantasie"
and in the first, second and fourth movements of the Quartet in E

minor.

In the smaller scale, the first and second subjects of the first
movement. of the G minor quartet, in ©both exposition and
recapitulation, bhave tonal progressions of a fifth or a fourth. The
first subject moves from G to D and the second subject from Bb to Eb

in the expositior and G to D in the recapitulation. The development

26



also has a tonal outline of a fourth, D to G, but neither pitch is
emphasised and the cbvious tonal movement is from the C# of bar 88 to
the E of bars 125 - 127. In the recapitulation, bars 146 - 152 lead
to the repeat of the second subject with a tonal progression of D + A
+ D3 G. In the second and third movements, the tonal progressions of
sections do not bave such outlines but there are many such
relationships in the course of the writing, as in the preceding
movement. One notable example is the start of the middle section of
the second movement, where, following the brief touch on D, the music
moves quickly through F# + B 4+ E 4 A + D. This pattern of fourths is
repeated and references to 1t occur in the course of the section. 1In
the finale, the opening theme of the Allegro vivace begins on D, bar
27 et seq., while the second part of the idea, bar 71 et seq., begins
on G. A prominent progression from G# to C# occurs in bars 186 -

209(1) of the development.

The "Novelletten" was the first acknowledged work for the medium,
and it is no surprise that conventional tonal progressions are used.
After a tonally ambiguous introduction, section A of the first piece
is approached from a perfect cadence in Eb in bars 15 - 22. The
second section 1s characterised by an extended passage on the tonic
pitches of C and Eb, with a relative relationsbip, in bars 55 - 60.
Tonalities in the plece so far have been fleeting and so this passage
is significant. These two pitches are used agaln periodically in the
return of section A, in bars 87 - 97. The first piece ends with an Eb

5 Bb -+ Eb tonal progression in bars 101 - 111. The second "Novellett"
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begins in the tonally transient manner that typified much of its
predecessor but the second section ends with an E 4+ A + D progression
in bars 37 - 44. The final playing of section A begins in bars 67 -
72 with a traditional tonal movement, from G to C. This is the only
time that the section begins in this way. The overall tonal
progression of the plece is from D to G. The third piece also begins
with shifting tonality and the first instance of traditional
structuring occurs in the middle of the first subject, bars 17 - 23
where the music is based on an arrangement of the fifths Bb, F, C and
G. The second subject 1s more conventional in both exposition and
recapltulation, with Bb + Eb and G 4+ C progressions in the former and

Eb -+ Bb in the latter.

The "Phantasie” in F minor begins in a different manner to the
preceding work as it is tonally stable from the outset. The first
forty-four bars are based on F and C, as tonic and dominant, and only
then does the music begin to widen its tonal parameters. It is not
until the end of the second subject that such a firmly conventional
progression is reintroduced, with the Eb -+ Ab tonalities in bars 81 -
92. The recapitulation of this section is ordered in a similar way as
it ends with C + F + C tonalities in bars 162 - 185. However. the
repeat of the first subject is tonally far more adventurous than its
original version. The third section of the work begins with the tonal
convention of C 3+ F » Bb 4 F in bars 341 - 356 but this kind of
structuring is then avoided until the beginning of the fourth playing

of the rondo theme, bars 462(2) - 468, F 4+ Bb 4 F.
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-(m[l) ,he "Idylls" are . more coherently adventurous than the
previous works. Although relative, fourth and fifth relationships
exist, they are not extended over a reasonable span and there are many
more implied but unresolved tonalities. One notable passage occurs
near the beginning of the first piece after much ambiguity. A clear

progression of fifths is evident in bars 7 - 16, B + F# 4 C#.

The Quartet in E minor is the last of the earliest works and this
too displays traditional tonal structuring. Like the G minor quartet,
the second subject in the first movement has a conventional opening,
beginning in G major, the relative, and progressing to C, bars 66 -
73. The main tonality is reinforced in bars 76 - 94 with a D to G
movenent. However, after this the section moves to more radical
progressions. The recapitulation of the first subject implies a more
conventional structuring than the original as unresolved pitches move
up a fifth, (E) + B, (G -+ D and (Bb) + F. The repeat of the second
subject begins with similar conventions to that of the exposition,
moving tonally from E to A to D in bars 242(1) - 257. The movement
ends with a coda that comprises progressions from E to B and B to E,
separated by a relative C to A movement. The main theme of the second
movenment is lyrical and flowing and this is matchad with a stable
tonality, initially. In bars 22 - 35, C moves to G. This is repeated
in the repeat of section A. The finale resumes the E +» B + E

progression of the first movement at the start of section A.
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Allied to Bridge's use of conventional tonal relationships is his
use of conventional chords and progressions in some passages. A good

example of this is the beginning of the second subject of the first

movement of the G minor quartet.

Figure 10. G minor Quartet I Bars 49 - 60(1)
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Figure 10 contd.
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The Bb major theme is clearly supported harmonically at the beginning
by the pizzicato ‘'cello chords. The rocking ostinato figure, split
between the two upper parts, in turn supporte them and adds sevenths
and ninths., Although the harmony is less clearly defined from bar 56,
the rest of the passage 1is clearly based on conventional triadic
structures and a strong harmonic bass 1s evident in 67 -~ 59,
culminating in a perfect cadence in Bb major. All three of the

quartet movements end with a perfect cadence which is unusual in the

31



context of the preceding works which do not make consistent use of

this as a conclusion.

The opening bars of the third “Novellett" indicate that this kind
of triadic harmony was a feature of Bridge's music from his early post

student days.

Figure 11. Novellett III Bars 1 - 4
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Another good example of such writing is found in the passage

leading to and anticipating the second subject of the first quartet's

first movement.

Figure 12 overleaf
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Figure 12. E minor Quartet I Bars 51 - 66(1)
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Figure 12 contd.
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This passage contains mostly one or two chords in the bar, exceptions
occuring where the melodic line or accompaniment introduces an extra
pitch. Most of the chords are based on major or minor triads but
there are three diminished chords. Sevenths, ninths and elevenths are
added and there is one accented auxilliary note [the F# at bar 60(1)]
and one suspension [the A to G at 63(1-3)]. The passage endé with a
conventional perfect cadence in G major to prepare for the second
subject proper. Not only are the chords themselves conventional in
makeup in these passages, but the progressions are too, each, for
instance, culminating in a clear perfect or imperfect -cadence.
However, although passages of conventional harmony exist, it has to be
said that they are not common. As will be discussed later, similar

passages are less clearly defined in a number of ways.

34



The sequence is a classical feature of tonal music and 1t is
freely used as a thematic structuring device in the G minor quartet.

The first subject of the first movement contains such writing.

Figure 13. G minor Quartet I Bars 1 - 6(3)
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Here, the fifth and sixth bars repeat the two preceding ones down a
perfect fifth. Another notable sequential passage occurs 1in the
transition at bars 30 - 35 where all parts are subject to a three bar
repeat up a perfect fifth, (The violin parts are interchanged from

bar 33.]

Figure 14 overleaf.
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Figure 14. G minor Quartet I Bars 30 - 35
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The second part of the main theme of the finale contains

sequences.

Figure 15. G minor Quartet III Bars 67 - 70
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Again, all parts are involved as the first two bars are repeated down
a fourth. The four bar phrase is in turn sequentially repeated from
bar 75, beginning on E and G#, a fifth below the original. Later in
the movement, bars 215 - 216, Bridge combines first movement and
finale themes. With the repeat of this combination in bars 219 - 220,

the material is transposed up a fourth.

Sequential writing of this nature occurs in the quartet works

prior to 1915. In the "Novelletten* of 1904, the main idea of the
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second movement is quickly subject to sequential repeat at the

interval of a fourth.

Figure 16. Novellett II Bars 5 - 10
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However, apart from a relatively obscure example in the final piece,
bars 30 - 33, conventional sequencing is remarkably absent from these
miniatures. The same 1is true of the "Phantasie"™ of 1905. The
clearest example ocurs in the middle section of the work where the

repeat of its opening material is subject to sequential development.
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Figure 17. Phantasie Bars 259 - 264(2)
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This material returns as part of an A B A structure and on the second

playing additional sequencing is added to the end of the above

example.

The rest of the work contains very few instances of this

type of writing; it is short lived and nat placed prominently.
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A striking example of sequencing occurs in the first "Idyll" of
1906, at the climax of the first section, bars 22 - 24, where the

material descends in fourths in all parts.

Figure 18. Idyll I Bars 22 - 24
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The first quartet , in E minor, from the same year, also makes

little use of conventional sequential writing, using considerable
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repetition to extend ideas. An early attempt at a sequence, at the
start of the first subject of the first movement, bars 8 - 9, is short

lived and not an exact repeat. The transition in the same movement

contains a more authentic passage, rising in fourths.

Figure 19. E minor Quartet I Bars 34 - 37
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The movement's coda uses sequential material to lead to its climax at

bar 313 but here the rising fifths are prefaced by a tritonal repeat.

Figure 20. E minor Quartet I Bars 309 - 312
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In summary, then, although conventional sequential writing exists
in the quartets up to and including the G minor quartet, its use is
limited and there are only one or two instances of it used in an

accented and obvious way.

Another conventional aspect of the music is Bridge's predilection
for writing expansive, lyrical themes. In the first movement of the G
minor quartet, both main themes are in this vein, although because of
their tonal and bharmonic context, 1t is the second subject that is
more overtly conventional. [See Figure 10.] Two themes in the second
movement are conventional too, but now it is the second part of

section A, from bar 25, and the theme of section B,

Figure 21. G minor Quartet II Bars 25 - 31(1) and 78 - 86
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Figure 21 contd.
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In the finale, both main themes from the first movement are re-used
and the only new lyrical writing is the short lived transitional

material which is similar to the earlier movement's second subject.

Similar use of thematic lyricism occurs in the earlier quartet

works. In the first “Novellett*, both main themes are like this,

although the first theme is only arrived at after eighteen bars of

working out.

Figure 22 overleaf.
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Figure 22. Novellett 1 Bars 19 - 26 and 45 - 50.

2_71ﬁ’ﬁb\o
L] A -~
L ¢4 P L R < p 1 =
a3y 3 17 1 —¥
J fr desice 0.
A -:\ P ot
T 3 () t—t ; 1 i i
—1 ) L 11 — b
I [ / v i 2‘. | S
A ) - f;’: {f::#' ] F’_o 2. #
7 g ey 172
43, % Con pomme
wah eij" .Lz F,/-\
@ { : }1 lL/J r
1 X ' 4 74 1 ll
- 1
% >h'- 50.

In the second and third pieces, it is the second ideas that are broad

and sweeping.

Figure 23. Novellett II Bars 25 - 30
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Figure 23 contd. Novellett II1 Bars 40 - 47.
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Only the middle section of the “Phantasie" has thematic writing

exclusively of this type.

Figure 24. Phantasie Bars 253 - 258 and 271 - 274
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In the outer sections, this type of thematic writing is again reserved

for second ideas.

The first “Idyll" is the first of the quartet pieces to present
this extended lyricism from the outset and so this demonstrates a

clear link with the G minor quartet.

Figure 25. Idyll 1 Bars 1 - 7

Although at a slightly faster tempo, the second theme is in a similar

vein, although without the seanless note spinning quality of 1ts
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predecessor. Themes of a similar type are the main theme of the

second "1dyll" and the second idea of the third.

The first subject of the first movement of the first quartet is

in this style but much more chromatic than anything Bridge has written

so far.

Figure 26. E minor Quartet I Bars 5 - 7
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The second subject is altogether more conventional. [See Figure 12,

where the second subject theme is played by the viola.l

The second and fourth movements also contain lyrical writing.

Figure 27 overleaf.
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Figure 27. E minor Quartet II Bars 26 - 33 and IV Bars 61 - 70
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Transitional Structuring.

If there are elements of Bridge's style that can be explained in
conventional terms, there are also examples of such writing that are
placed in a slightly unfamiliar context. In other words., some aspects
of his music can be described as having their roots in tradition but
their use moves towards less conventional structuring. The opening
theme of the G minor quartet is clearly in the home key despite the
absence of F# as the leading note. However, the sustained D pedal, as
dominant preparation, in bars 7 - 8(2) is unresolved, as 1t shifts
chromatically onto Db, The dominant preparation at the end of the
first subject, bars 24(2) ~ 27(3) passes onto Bb before moving onto G
for the start of the transition. At this point, the very chromatic
bass line weakens the sense of tonality too, bars 28 - 29(2). There
is further tonal ambiguity at the end of the tramsition. In bars 43 -
48, the bass sustains an F# pedal which implies a dominant preparation
leading to B. In fact, the second subject begins in Bb which is
actually approached from a D#7 chord in first inversion at the end of
the transition, an enharmonic V7 of Bb., [In the recapitulation, this
lead into the second subject, bars 150 - 152, is achieved as a result

of a completely conventional dominant approach.]

The second movement of the G minor quartet begins with a tonal,
thematic idea but this is continually unfolding to reveal a series of

possible tonics for the movement. Eventually, B minor is established
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thematically in bar 8 but the C#7 diminished and E# chords in bars 8
and 9 do not reinforce this. It is not until bar 17 that theme and
harmony come together in B minor. Although the middle section of the
movenment is tonally clear, once again, there is a continually shifting

tonal progression at the start.

Although a fourth exists between the B minor at the end of the
second movement and the E major at the start of the finale, the change
of mode distances the 1link. In fact, a symmetrical structuring

results from this and therefore an unconventional use of a traditional

concept occurs.

Figure 28.

B minor 2 E major
B D F# E G# B

34 2 4 3
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The pitches rearranged in scalic order are -~

BDEF#G#B

322 2 8
Significantly, the B which lies at the centre of this symmetry, while
markedly present in the final chord of the second movement, is omitted
from the E major at the beginning of the finale as the complete tonic
triad is avoided. This is a similar example to that in the E minor

quartet, discussed later.

The opening thematic idea of the first subject in the finale,
bars 27 et seq., 1is tonally centred on a D pedal in the '‘cello.
However, the theme itself emphasises E 1initially and avoids C#
completely. The idea is actually constructed out of a pentatonic
scale on G. The second part of the first subject, bars 63 et seq., is
also apparently , clearly define;ru ﬁfolding over a bass pedal
G. The theme itself begins with a rising fourth onto G but whereas
this would conventionally involve an anacrusis, Bridge places D on the
first beat of the bar, thus unsettling the tonal stability. The
second subject 1is introduced in a fully chromatic context which is in
anticipation of the true start of the new section in bar 133. The
theme is clearly set in B minor but there is a pedal D in the bass and
a continuation of the chromatic style in the viola, Further tonal
ambiguity occurs at the end of the exposition where there is a Bb bass
pedal in bars 150 - 152(1) which implies a tonal move to Eb or F. At
the last moment, the base moves onto G which provides the dominant for

the ensuing D at the start of the development. Tonal duality exists
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in the passage in the development beginning at bar 179 where a C#
pedal establishes the tonality while the first subject of the first
movement is played on G#. In the recapitulation, both themes of the
first movement are combined from bar 275, the first subject starting
on G and the second on Ab. A pedal C underpins this. Even in the
work's coda, tonal stability is interrupted as there is a sudden shift

from G major to E major before the final tonic resolution.

From this discussion of transitonal tonality in the G minor
quartet, it is clear that there is much ambiguity, achieved by several
pitches being used at once. Also, on many occasions, tonalities are
established by pedals rather than by harmonic means. This provides
tonal reference in a more chromatic idiom. Sometimes, a pedal on one
pitch will underpin a diatonic theme based on another. As will be
seen later, in the discussion of the work in chapter 2, there are many
unconventional tonal progressions involving suchk intervals as
semitones, thirds and so on. In addition, conventional fourth and

fifth progreseions are frequently separated by intervening pitches.

Tonal ambiguity features at the start of the "Novelletten", with
an introduction of eighteen bars. Initially, a Bb pedal figure
assumes a tonic role but in bar 3 the theme starts on F, thus setting
up a dualism. The first thematic phrase comes to rest on a G minor
triad, the second, which is an altered repeat, concludes in bars 9 -

10 on Gb harmony. The third attempt of the theme progresses over a
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longer span to Bb harmony at the end of bar 18 but Gb chords play an
important part in the phrase. Bb is clearly tonally resolved onto Eb
for the start of the theme of the first section in bar 19. However, it
is not until bar 37 that theme and harmony seem to come together as on
the first playing the harmony establishes Eb while the theme begins on
the Bb that was implied in the introduction. In bar 37, the 'cello
plays an oscillating Bb F and the theme begins on Bb. However, the
barmony does not support this implied Bb tonality and the thematic
l1ine retains the Ab of the Eb tonality which was used for the first
statement of the theme, from bar 19. Although Eb is the true tonic of
the first piece, Bb is implied at the start of the repeat of the
section A, from bar 76 and Eb only emerges gradually. The coda, which
begins in bar 98, is very similar to the introduction but now the two

phrases cdlminate on Eb chords instead of G and Gb.

The second section of the second "Novellett" begins in an
ambiguous manner with an A major key signature and A in the bass but
with B as the thematic starting note and B minor?7 as the accompanying
chord. This means that the E major9 chord which concluded section A
resolves as both IV and V. The end of the section is equally unclear
as D in the bass in bars 41 -~ 44 is the root of D minor seventh and
ninth chords until the last bar when it becomes B minor7 in first
inversion. D has been set up as a dominant and then its function
changed. In fact the return of section A begins with an unambiguous G

minor which was absent at the beginning of the original version.
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The "Phantasie" begins in a more conventional tonal manner. With
the second subject of the first section there is a major third
movement from the Ab major of the first playing to C major with its
repeat, bars 68 - 69. Both tonalities are partly established and
maintained by pedals in the bass. Another wunconventional tonal
movement in this section occurs in bars 80 - 81 where the music shifts
from E to Bb. A tritonal shift is also used where this material
returns at the start of the development, bars 93 - 102. Ab -+ Db in
bars 93 - 96 becomes D 4+ G in 98 - 101. A whole tone shift from D to
C occurs later 1in the development, bars 122 - 123. A bitonal
reference occurs in bars 218 - 221 of the recapitulation where the
first subject in Db major is placed over a Bb pedal in the bass. The
first section of the “"Phantasie" ends with a firm F minor in bars 245
- 248 but 1its effect is weakened from bar 250 where Ab 1s the
emphasised pitch in an F minor broken chord. The emphasis is switched

to C in the following two bars which end the sectionm.

The middle section of the work begins in D major which 1s related
to neither F minor nor C. The middle of this section begins with a
theme 1in F# but over a bass which enphasises C#. Like 1its
predecessor, this section ends in an ambiguous manner. F# 1is held
through the last three bars, 301 - 303, which suggests a resolution on
C# or B. In fact the return of section A comes in D major, like the
first playing. The central part of the “Phantasie® ends in an
uncertain manner. Although the bass moves from C to F in bars 336(3)

- 339, suggesting a further move of a fourth to Bb, the harmony does
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not support this as C major progresses to A minor?7 and D minor?7,

implying a resclution on A or G.

In fact, the beginning of the final part of the work continues

the ambiguity. The theme suggests D minor but there is no supporting

harmony.

Figure 29. Phantasie Bars 349(3) - 341(1)
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The D minor first inversion at the beginning of 341 is followed by G

major7, which sets up the possibility of a move to C. In fact, in due

course this final section will centre on F major but thie is not
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firmly established in the first playing of this first idea. Another
example of tonal ambiguity in this part of the work occurs in bars 408
- 413, a passage at the end of the second playing of the first
thematic idea and leading to the restatement of the second. E 1is
convincingly established in the bass but the upper parts are quite

chromatic.

Figure 30. Phantasie Bars 408 - 414
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From 411 to the end of the passage, each bar ends on a chord o} E.
n
However, , the final bag 3 -
what might have been a dominant preparation on E is now switched
to B as 1t is this pitch that is held over. 1In fact, neither E nor B
turn out to be dominants as the return of the second idea comes on C.
The only time that F major 1s clearly stated is in the coda, bars

471¢(2) - 472(1). The section's main theme is always tonally ambiguous

and even at this point, the F major triad is avoided.

The first "Idyll" begins with an unaccompanied theme in the viola
which clearly lies within C# minor. However, as the other instruments
are added, their chromaticism weakens the tonal reference. The whole
of the first part of this first piece is tonally shifting and many
implied tonalities are not resolved. Section B begins in bar 31 with
an enharmonic shift to Db and the major mode. This is established and

retained much more firmly than the C# of section A.

The most unusual tonal structuring in the work occurs at the
beginning of the second piece. The three upper parts imply a I - IV -
I progression in E major in bars 1 - 4 but the 'cello has a repeated
C to F# tritonal outline underneath. In bar 5, the upper parts move
to Ab major which is a major third from both E and C. The 'cello in
bars 6 - 7 plays an F to B tritone which is a semitone lower than C -

F#.
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The second phrase begins in bar 9 with the upper parts in C#
major and the ‘cello playing an A to D#¥ tritone. These pitches have
an axial third relationship to the original playing. The second half
of the phrase, beginning in bar 13, combines F major with D as this
time the tritone is avoided. In fact this second phrase ends with a

clear V - [ cadence in E minor.

This clear cut resolution is avolded in the repeat of section A.
A bar's rest at 93 replaces the cadence. This is followed by a repeat
of the end of the phrase up the octave and the rest. A falling
sequential passage based on the major third follows in bare 97 - 104.
This eventually resolves with a V - I progression in 104 - 105 but
this is incomplete as the E minor/major triad is replaced by the tonic
pitch in all parts for the first beat of 105. This is followed by a
bar of harmonics on E and C which are the two tonalities implied at

the start of the piece.

Bridge frequently sets up the possibility of a tonality but
replaces it at the last moment. An example of this occurs in the

third *Idyll"” in bars 101 - 105.

Figure 31 overleaf.

59



Figure 31. Idyll III Bars 101 - 109
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The Bb7 chord in bars 101 - 103¢(1) appears to be a V7 in Eb but the
resolution in 105 is on A, the counterpole of Eb. The same principle
occurs in bars 110 - 114 where C major? leads to B not F. However,
the final playlng of this passage, in bars 114 - 116(1), resolves B7

conventionally onto E major at 118.

The coda of this third pilece begins in bar 206 and for the first
twenty-two bars the tonality is established and retained by a bass

pedal C. The upper parts move chromatically throughout this passage.

The Quartet in E minor begins with the sort of tonal ambiguity

that marked the start of the “Novelletten". Now, though, the
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expansiveness of the earlier work is replaced by a series of fast

moving tonics in the unaccompanied thematic line, C B A and G.

Figure 32. E minor Quartet I Bars 1 - 4
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The bassline fifth, F# to B, in bars 3 - 4 suggests a further
progression to E in bar 5. Although this pitch is placed in the bass
at this point, the start of the first subject, the theme begins on C.
The final chord of the introduction is G9 in first inversion which
leads to the thematic C. However, the tonal intention is blurred by
the pairing of E and C in bar 5. It may be no coincidence that these
two pitches were paired to create a similar effect at the start of the

second "Idyll", written in the same year.

The first subject which begins in bar § is chromatic initially
and so tonal reference is largely obscured. In bars 14 - 15 a pedal B
implies a dominant preparation for E but the bass moves down in the
next four bars and the tonic is only reached in bar 20, once again

with C as the thematic tonal centre.
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The transition begins in bar 28 with a pedal E as a foundation
for chromatic writing in the upper parts. Counterpole replacement
occurs later in the section, bars 41 - 42, where an implied move to A
is replaced by Eb. In bars 46 - 47(1), A is eventually established

and so Eb is merely a diversion.

A further example of this kind of tonal ambiguity occurs at the
end of the development, bars 186 - 203(2), wvhere a pedal C underpins
nmuch chromaticism until bars 200 - 203(1) where there is a resolution

onto a C major triad in all parts.

In the recapitulation, E as a tonality 1in 1its own right is
avoided as C continues to feature as the starting point of the theme.
Even at the beginning of the coda the pedals in viola and 'cello, bars
207 - 302, are accompanied by C as the starting pitch of the theme and
it is only in the last four bars of the movement that the resolution
on E is brought about. Here, accented E minor chords are followed by
a unison E. By resolving on the single pitch, all ambiguity is

rempved.

The second movement opens with twenty bars of writing which is
tonally and thematically unsettled. The music 1is chromatic,
punctuated by the opening Db and D chords which recur in bars 15 - 17.

There are several attempts at beginning the theme but nothing of any
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length is achieved. C minor tonality 1is eventually established in bar
21, following the pedal C in bar 20, A conventional C minor theme is
started in bar 26 and this is followed by the dominant, G minor from
bar 33(2). A more radical tonal progression occurs in bars 42 - 45
where the theme is started as for C minor and then as for F#. The
second part of the movement begins in bar 63 with an eight bar phrase
which ends with an F# to B progression in the bass. The latter pitch
is held with a pause and forms the root of a B minor triad at the end
of bar 70. This implies a further progression onto E at the start of
the next bar but in fact Eb follows and thus a major third tonal

progression is achlieved.

The main tonalities of the third movement are A and G which are
not directly related. However, by considering all pitches to be part
of an extended tonic, dominant, subdominant construction, G 1is a
dominant to A. The movement begins with a clear A major. The first
important tonal move is to F# in bars 13 - 21. However, Bridge
creates ambiguity as he places chromaticism over the bass line pedal

and then reintroduces the original theme on A from bar 17.

The third movement ends with the conventional manner that opened
it. A major is presented in an uncomplicated way and it is followed
by E minor at the start of the finale. This forms a conventional
subdominant to tonic. However, the change of mode implies a symmetry

between the two tonic chords.
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Figure 33. A major - E minor
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The finale continues the tonal ambiguity and the unconventional
relationships of the preceding movements. The first subject of the
first movement is reintroduced from bar 239 with the same bitonal
reference as befare. It 1s this material that concludes the work,
thus providing a cyclic identity. The final statement 1is the
unaccompanied version of the first esubject which opened the work.
This time the chromatically descending theme progresses onto E but as

the cadence is avoided, the tonal resolution is weak.
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Linked with transitional tonal structuring is Bridge's harmonic
style. In the G minor quartet, there is much fluid chromatic writing
and sevenths and ninths proliferate. The opening of the work shows

how Bridge achieves a seemless flow while using conventional and

radical progressions.

Figure 34. G minor Quartet I Bars 1 - 4(3)
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Frequently, the chords lie outside the main tonal reference. An
example of this occurs at the beginning of the transition in the

exposition of the first movement.

Figure 35 overleaf.
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Figure 35. G minor Quartet I Bars 28 - 30(1)
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After the G minor triad at the beginning of the passage, a seventh and
ninth are added followed by unresolved augmented sixth chords at the

end of bar 28 and alternating C#/Db and D chords in 29.

In the development, bars 90(3) - 94(1), there is a passage of
alternating C# major and E minor chords which are not directly
related. Both chords are in the same tonal axis and, as will be shown
later, it appears that the two are placed together for the symmetry

that they produce.

Bridge also has a fondness for diminished and augmented chords. A
passage which demonstrates this occurs at the start of the second

movenent.
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Figure 36. G minor Quartet II Bars 4(2) - 8
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As will be discussed in chapter two, these types of chords have

symmetrical properties.

A striking example of tonality and harmony at odds with one
another features at the end of this second movement. The theme in the

second violin is clearly in B but there is avoidance of a cadence as
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the two B minor triads in bars 193 and 194 are approached from Eb

augnented. The perfect cadence is only put in at the last moment.

Another example of theme and harmony at odds is the first playing
of the second subject in the finale, bars 115 - 132. This is almost
an anticipation of the section as there is no demarcation in the
expected Bridge manner. However, the B minor theme is accompanied by

fluid chromatic harmonic progressions.

The opening of the first "Novellett" also demonstrates the
separation of tonality and harmony.

Figure 37. Novellett I Bars 1 - 10CD
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Figure 37 contd.
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The second movement opens in an ambiguous manner too. The first
bar implies a D major tonality but G is the true tonic of the
movement. The first four bars comprise conventional progressions, D
to A and C# to F# to C#. This final chord remains unresolved,

however.

The beginning of the second section of the second "Novellett"
begins in bar 25 with ambiguity caused by the mismatch of tonality and
harmony. The bass pedal A provides the tonal base but this is not
reinforced harmonically until the perfect cadence 1in bars 25(3) -

26 (1).

The “Phantasie" places ambiguous writing in an inner position, the
opening is tonally more direct. However, the approach to the

recapitulation of the first section is a little unorthodox as chords
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of Eb and G are alternated in bars 138 - 141. The latter implies a
possible resolution on Ab, the tonality of the second subject in the
exposition; 1t 1is this material that opens the recapitulation,

However, the recapitulation starts in F major and so the Eb chords

seem to be a dominant axis replacement for C.

An unusual progression is used twice at the beginning of the
middle of the slow section of the work. In bars 271 - 278, there are

two whole tone progressions, F# - G# - Bb and A - B - C#.

The "Idylls" begin in a similarly fluid harmonic style to the G

minor quartet.

Figure 38. Idyll 1 Bars 1-5
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The Quartet in E minor begins with an unaccompanied thematic line
that implies a series of possible tonmics. It is broken off at the end
of bar 2, before the move onto E. This is replaced by a repeat of the
F# to G progression at the end of bar 2 in bars 3 - 4 but now
expressed in full harmony, F# major 9 to G augmented 11. This sets up
the possibility of a further move to C and this is what happens at the
start of the first subject in bar 5. However, this is not the

expected tonality for a quartet in E minor.

At the start of the transition, the pedal E is still part of a C
major chord and the E minor triad is only permitted on the last quaver
of the bar, 28. This bar is repeated twice at 30 and 32. It is then
repeated sequentially, on a pedal A and D in bars 34 and 36. Again,
tonality and chord come together only on the last quaver. At the
climax of the transition, bars 42 - 45, there is an unconventional

progression which incorporates diminished and augmented chords.

Figure 39. E minor Quartet I Bars 42 - 45
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Figure 39 contd.
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The second movement opens with a semitonally shifting progression
Db - D - Db, The first of these chords is an axial third from the E
at the end of the preceding movement. The whole progression is tar
removed from the C minor tonality that emerges as the tonic of the
movement, although a further downward shift would lead to that pitch.
Another interpretation of this progreseion is as G - D - G, with
counterpale replacement, which again, would lead to C by continuing

the fourths.

Although sequencing points to a conventional musical structuring,
Bridge uses this technique in a more radical way. Apart from
repeating at the interval of a fourth or fifth, there are sequences
involving other intervals. Following the conventional sequences in
the first part of the first subject of the G minor quartet, there is
sequential writing in bars 14 and 15 of the first subject at the

jpterval of the whole tdne.
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In the second movement, the second part of section A begins in
bar 25 with a new theme in the ‘cello starting on B. The repeat of
the idea begins in bar 33 with the theme transferred to the viola and
starting on Bb. Later in the movement, in the middle section, the
material is repeated in rising sequences at the interval of a third,
bars 91 - 93. Eight bars later, there is a similar passage but on

different pitches.

More sequencing on thirds occurs in the first subject of the
finale, bars 48 - 50, and once agaln there is no preference of either
major or minor. Later in the same section, there is repetition at the
interval of the major third with the second part of the subject. 1In
bar 71, the material is based on G; eight bars later, the same idea is
based on Eb. Vhole tone sequencing occurs in the passage leading to

the second subject, bars 107 - 110.

Two clear examples of sequencing of this type occur in the first
"Novellett*, in bars 27 - 30 [repeated down the octave at bars 85 -
88] and bars 55 - 59. The first of these repeats at the whole tone,

the second at minor and major third.

However, there is much more of this type of writing in the
*Phantasie". A striking early example comes in bars 45 - 40, the

passage which concludes the first subject in the exposition.
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Figure 40. Phantasie Bars 45 - 49
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In

bars 45, 47, 48 amd 49 contain unconventional chords on the
These can be explained in terms of their symmetry.

these structures are formed in part as a result of an

accented auxiliary note in violin 2 and this resolves on the final

quaver of the bar to create a conventional seventh.
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Sequential writing continues in the transition, bars 52 - 59,
where the material is transposed down a minor and then a major third.
This 1is followed by sequential repetition in the second subject which

begins in Ab in bar 61 and is then stated in C from bar 70.

The development begins with a combination of second and first
subjects in bars 83 - 97. The former begins on the original Ab, the
latter on G. The two ideas are then repeated on D and C#
respectively, thus forming a tritonal relationship. Later in the
development, bars 115 - 135, the first subject 1s treated
sequentially. At this point, the opening grace note figure is
omitted. The starting note of the three playings of the theme are D
in 115, C in 123 and Eb in 131. Therefore, the sequencing does not

have a regular pattern.

In the middle part of the slow section of the work, the thematic

material is again subject to a tritonal repeat.

Figure 41 overleaf.
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Figure 41. Phantasie Bars 291 - 296
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In the first part of the first “Idyll" there is repetition at the
interval of the minor third, initially in bars 4 - 5 and then in bars

17 - 21. The latter results in a tritonal outline.

Figure 42 overleaf.
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Figure 42. Idyll I Bars 17 - 21
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The second "Idyll" opens with an eight bar phrase which is
immediately repeated down a minor third. Perhaps of even greater
significance, though, 1s the passage which concludes the piece, bars
97 - 105. Here, the falling major thirds are highlighted by the

straightforward, harmonic writing.
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Sequences at the interval of a third are used in the final pilece
too, bars 187 - 202(1). Initially, a rising seventh figure in violin
1 marks the start of the sequencing on D, F and Ab. From bar 196(2)
the end of this idea, the falling whole tone is then taken up as the
basis of further sequential writing based on rising tonic axis
pitches, Bb, Db E, G, Bb and C#. It is no coincidence that the main
tonal relationships of the "Idylls" are minor and major thirds; the

sequencing cited reinforces this.

In the first movement of the E minor quartet sequences at the
interval of the whole tonme occur 1n the development in bafs 149 et
seq. and 173 et seq. These passages are relatively unemphasised but
the writing 1in the recapitulation from bar 215 is very prominent.
Here, a two bar rising phrase is repeated up a major and a minor
third. This is followed by a falling sequence bullt on a one bar idea
which falls 1in axial thirds. Axial thirds are used 1in the
recapitulation of the second subject. From bar 256, the thematic
material rises, beginning on G, Bb and Db in violin 1. At the end of
the movement, there is another passage of sequencing, half way through
the coda, bar 309 et seq.. Here, the thematic idea in violin 1 is
started on C#, G and D which puts together tritone and perfect fifth.
It is perhaps significant tbhat the tritonal repeat is not fully

sequential as the lower parts are independent in bars 309 - 310.
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Following the opening chords of the second movement, the music
becomes sequential. In bars 4 - 9, a two bar phrase is begun on Db, C
and Bb. Later in this first section, bars 42 - 45, the main thematic
idea 1s restated at its original pitch, starting on C, and two bars

later it is started on F#, thus forming a tritonal relationship.

The second part of this movement begins with a four bar phrase
which 1s immediately repeated up.. a major third, bars 63 - 70. The
same Interval is used for the start of the repeat of section A from
bar 97. The opening chords are followed by the thematic material that
was treated sequentially before, from bare 4 ~ 9, but this time these
sequences are replaced by a restatement of both chords and theme in

bars 102 - 106, moving up a major third.

Two whole tone sequential passages occur in the third movement.
In bars 49 - 51 of section A all parts move up, the 'cello beginning
on G, A and B. At the beginning of the coda, bars 123 - 125, the
upper parts are almost fully sequential. The starting pitches of
violin 1 are A, G and F. The ‘'cello retains a pedal A with a trill at

this point.

Unconventional sequencing occurs near the beginning of the

finale, bars 24 - 29.
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Figure 43. E minor Quartet IV Bars 24 - 29
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Initially, the idea is repeated up 2 minor third and then it is
repeated in an altered form up a whole tone. Whole tone repetition is
a feature of the following passage which is a rhythmic compression of
the opening idea of the movement. Violin 1 and viola state the theme

on B in bars 30 - 37. This is then repeated in bars 38 - 45 on C#.

From this examination of sequential writing, it is possible to
see that Bridge uses intervals other than fourths and fifths for
repetition. Thirds and whole +tones are particularly favoured.
Another feature of this transitional sequencing is the irregular
patterning so that material is repeated at more than one interval, for

instance up a major third and then up 2 minor third from that.
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Vithin a conventional thematic style of writing, Bridge brings
about certain changes which alter or abandon diatony. These changes
are sufficiently numerous to suggest that there 1s a rationale
governing these alterations. From my study of the quartets, it seems

that symmetry lies at the basis of such writing.

The first subject of the first movement of the G minor quartet
has a conventional lyricism but it lacks the sharpened leading note
that characterises the minor mode. As will be discussed in chapter 2,
the initial presentation of the theme has an ambiguous symmetry on
A/Eb and A/C#/Db. It is only in the recapitulation that the theme is

presented in its fully symmetrical order.

The second and third movements have pentatonic ideas.

Figure 44. G minor Quartet II Bars 1 - 2(1)
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Figure 44 contd. G minor Quartet IITI Bars 27 - 32
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The pentatonic scale forms a symmetrical division of the octave.
Although this scale is the basis of much ancient music, it had been
replaced by the diatonic scale in western music until the end of the
nineteenth century when composers such as Debussy and Stravinsky
revived its use. The opening theme of the second movement is centred
on a pentatonic scale on B while the first part of the first subject
of the finale is centred on A. The continuation of the finale theme
{ntroduces C but this can be explained as an accented auxiliary note.
The second part of the first subject begins in bar 63 and this is also
pentatonic. It leads to thematic writing in violins 1 and 2 which has

major third outlines. (See chapter 2.]

The third "Novellett" opens with two four bar phrases, the first

of which is symmetrical and the second being based on symmetry.
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Figure 45. Novellett III Bars 1 - 8
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The first phrase uses the following pitches, arranged in scalic order

Eb F G Ab Bb C
221 2 2
The second phrase is based on the scalic arrangement below but
including Ab -
FGABbOCD
221 22
The pitches of the two phrases put together continue the symmetry -
Eb FG Ab ABbCD
22 1. 11 22

Eb is the tonality at this point.

The main theme of the first section of the “Phantasie" is similar
in construction to that of the first subject of the first movement of
the G minor quartet. Both are in the minor mode and both avoid the
sharpened leading note. The "“Phantasie® theme is more clearly

symmetrical from the outset being based on the following pitches -
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Ab Bb C Db Eb F
2 21 2 2

As if to reinforce the use of symmetry, Bridge uses it in the rising

scale in bars 35 ~ 37 which leads to the first climax of the first

subject.

Figure 46. Phantasie Bars 35 - 37
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A scalic arrangement of the thematic pitches used here ig -
CDEFGAbDBbC

22121 2 2

The third "Idyll" has a main theme based on pentatony. (B and F

lie outside this.l
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Figure 47. Idyll 1II Bars 8(2) -~ 15

T7 % 1 . v 1 %
A e S e e e e
u i A bl L Lo § Il Al
JP J_J ] c 15.
D is the centre of symmetry -
DEGACD
23232

The first playing of the main theme of the E minor quartet is
fully chromatic and the pitches have a C to F# outline when they are

placed in scalic order,

Figure 48. E minor Quartet I Bars 1 - 4
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This is the only version of the theme that is fully symmetrical as,
generally, the idea leads onto E which breaks the pattern, One

notable exception to this though is the passage that leads to the
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transition, bars 24 - 27, where the theme is stated as above twice as

E is reserved for the start of the new sectionm.

The theme of the middle section of the second movement has a
symmetrical construction, achieved by using A natural in an Eb
tonality. Its pitches have a symmetry on C. The repeat of the theme
from bar 67 has a symmetry on E and thus the two main tonal pitches of

the quartet are brought together once more.

The main theme of the third movement is pentatonic.

Figure 50. E minor Quartet III Bars 1 - 11
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The full range of pitches used in this theme is -
ABC#DEF#
22 122
This comprises two pentatonic scales a fourth apart -
DEF# AB
A BC# E F#

Thus Bridge combines radical and traditional elements.

The second theme in this movement is built on pitches with an A
to G symmetry. This reinforces the tonal implications at the start,
bar 72 et seq. as the bass is centred on G and the theme begins on A.
In scalic order these pitches are -

ABCDEFG

212212

One theme in the finale has a symmetrical ordering, pointed to by

the whole tone accompaniment figure.

Figure 51 overleaf.
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Figure 51. E minor Quartet IV Bars 110 - 111

In ascending order the pitches are -

B C# D# E F# G#

2 2 12 2
However, these pitches also comprise added fifths -

E B F# C# G¥ D#
and so Bridge combines radical and traditional once more. After a
repeat of this thematic fragment in bars 116 - 117, there is a passage
based on another symmetrical order in bars 120 - 127. The whole tone
accompaniment figure quated above is continued and put with sustained
chords, mostly A major9. The full complement of pitches in this eight
bar passage 1s A C# E G B which can be reordered as -

EGABCHE

3222 3
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[The F#s in bar 123 are sufficiently transitory in the context of the

passage to be discounted.]

Radical Structuring.

There are elements of Bridge's style that lie outside
conventional ordering. First of these is tonality. Certain passages
in the G minor quartet are so chromatic that they avoid a tonal base.
Generally they are short-lived. In the first movement, there 1s one

such passage near the start of the first subject, bars 10 - 11.

Figure 52. G minor Quartet I Bars 10 - 11
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This follows clear tonal progressions in the bass in bars 6 - 9. A
similar pairing of convention and radical occurs in the transition,
In bars 30 - 36 there is conventional sequencing, the bass rising trom
Bb in 30 to F in 33 and C in 36. However. from 30(2) - 32 the music

becomes highly chromatic.

Figure 53. G minor Quartet I Bars 30(2) - 32
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This writing is repeated at the new pitch at 33(2) -~ 35.

Tonal reference is avoided in the second movement in the two bars
which lead to the restatenment of the second theme of the first

section.
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Figure 54. G minor Quartet II Bars 31 - 32
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This passage is repeated in bars 43 - 44.

In the finale, the last thematic fragment of

presented in a non-tonal context,

Figure 55 overleaf.
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Figure 55. G minor Quartet III Bars 67 - 70
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Although this passage avoids tonal reference, it 1is subject to
conventional sequencing as the first two bars are immediately repeated
down a fourth. This thematic fragment comes many timees in the course
of the movement and on many pitches. The movement's coda is strongly
tonal from its beginning in bar 349 to bar 370 but in bars 371 - 373
the idiom becomes chromatic again. This proves to be a brief

diversion before the conventional ending in G minor.

As will be discussed in chapter 2, the main tonalities of the G
minor quartet form a symmetry around the A/Eb axis, This axis, 1in
turn is the basis of much of the imner working in the quartet and in
this way Bridge draws together the large and small scale structures of
the work. The main tonalities of the “Novelletten", Eb, G and Eb,
comprise major third symmetry with F as the central point. There is

{nsufficient evidence, however, to support the premise that this pitch
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is an underlying structural force in the work as a whole, in fact its
importance seems to last for only a few bare at the beginning where
the attempts at the opening theme are started on F in bars 3 - 11,
The theme is eventually presented in full on Bb from bar 19 and so the
use of F in the opening bars can be explained as dominant preparation.
There is further reference to the pitch at the end of the first
section, where the theme comes to rest on F, G and Eb in bars 38 -
411, Another use of the pitch occurs in bars 69 - 71 where the
emphasised chords from bars 35 - 36 are restated at a new pitch. This
time the final chord is F major. However, in the course of the work,
F does not feature as an important tonality and the implied harmonic
and thematic importance of the beginning of the first "Novellett" is

apparently discontinued.

Although the tonal structuring in these miniatures is fluid,
particularly so in the first pilece, there is no extended period when

the chromaticism becomes so intense that the sense of tonality is

completely lost.

The "Phantasie® has F and D as its main tonalities and as both
are in the same tonal axis there is no central pitch or axis between
them. Nevertheless, the minor third is an interval that divides the
octave symetrically. Like the “"Novelletten", there is much ambiguity
in the tonal structuring but there is always a sense of the music

moving towards a pitch. The only passage that seems to defy tonal
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description is the sequential one mentioned earlier and quoted in

Figure 40.

The three main tonalities of the "Idylls" are C# E and C which
form an assymetrical arrangement but the pitches form minor and major
thirds which are symmetrical divisions of the octave. Like its two
predecessors, the music is tonally fluid but there is no evidence of a
complete avoidance of tonality. Perhaps the most advanced use of
tonality comes at the beginning of the second piece where Bridge

introduces bitonality.

The main tonalities of the Quartet in E minor are E C and A, an
assymetrical pattern. However, G 1s an important pitch too as it is
used for the second themes in the first, third and fourth movements.
By including this pitch with the other three, a symmetrical
arrangement is formed with D at the centre. Eb is the second tonality

of the second movement and this, as the counterpole of A, does not

alter the symmetry.

Figure 56 overleaf.
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Figure 56.

Although there 1is some evidence to support a premise that D is a
governing factor in the inner working of the quartet, it 1is not
conclusive. For instance, the opening chromatic theme of the
introduction, which becomes the first subject of the first movement
and the most important theme of the work, does not have a symmetrical
arrangement. Also, there are no important climaxes on D in the first
movement. However, the placing together of E and C as tonalities in
the first subject forms a symmetry round D. The second subject theme
begins on D, followed by a rising ninth to E to highlight the pitches.
Initially, this theme is played over a pedal D but this version, from
bar 51, is in anticipation of the section proper which begins in bar
66 in G tonality, conventional for the subject. Later 1in this

section, though, bar 77 - 88, D is used as a tonality.

The second movement begins in a curious manner, with three

isolated chords.

Figure 57 overleaf.
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Figure 57. E minor Quartet II Bars 1 - 3
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The three chords are Db? in first inversion, D7 and Db7 in first
inversion. This placing would seem to emphasise Db but there is an
ambiguity here as this chord is in first inversion but the D7 is in
root position. Also, the dynamics highlight the middle chord. D is
the centre of symmetry of this semitonal progression too. The chords
recur in bars 15 - 17, 97 - 90 and 143 - 145. The main theme of the
movement begins in bar 26 in C minor but the starting pitch is D as an
accented auxiliary. In the repeat of section A, the theme begins in
the same way, but then there is a version of the theme which begins on

G#, the counterpole of D. [Bars 129 - 136.]

The opening, pentatonic theme of the third movement does not
display a symmetry on D but the second theme combines G and A as

1o D aonthe civle F flu.

tonalities at the beginning and these are adjacent
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In the second section of the finale, an important whole tone
accompaniment figure on E and D is introduced in bar 94. [See Figure
§1.1 This figure is important until bar 107 but then it alters to C#

and B.

Vhat emerges about the E minor quartet is an implication of
Bridge trying out ways of integrating tonality and themes but this
work lacks the fuller cohesion of its successor. There are some brief
passages in the work that demonstrate a lack of tonal reference. The
first of these occurs at the end of the transition in the first

movement, bars 44 - 45.

A more extended passage occurs in the development, in bars 116 -

124, where the thematic entries are the only point of reference.

Figure 58. E minor Quartet I Bars 116 - 124
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Figure 58 contd.
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In the second movement, the opening chords, quoted in Figure 57,
create a feeling of uncertainty. In the last two movements there are

several passages of tonal ambiguity.

In all of the works for string quartet there are some chordal
structures that are impossible to explain in conventional terms. This
links with chords based on triads but which can be explained as
aspects of symmetry. All the unconventional chords can be explained
via symmetry. In the first movement of the G minor quartet a clear
progression of such chords occurs towards the end of the transition,
at the end of bar 42, This is an isolated homophonic gesture as the
texture before and after is contrapuntal and Bridge marks it to be
played pesante and with accents in all parts within a forte dynanmic
level. The first of these chords comprises added fifths, C# G# D#

with A as an added counterpole. The next two chords have the same
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basis, interlocking major thirds with added counterpole, E G# B# with
F# and E# with B G and D#. The presence of tritonal relationships in
these chords points to an underlying axis of symmetry, while fifths

and major thirds both divide the octave symmetrically.

At the end of the development, there is another such progression
in bar 121 which is repeated in altered form in bars 126 - 128(1).
The upper parts form a unity over a pedal bass in both progressions.
All of the chords, except for the last chord of bar 121, which
comprises interlocked major thirds, are made up of interlocked tritone

with major third.

The middle section of the second movement begins with writing
that 1is quite chordal. At the end of bars 79 and 81 there are
progressions of unconventional structures. Both comprise interlocked
tritone and major third followed by two chords of interlocked major
thirds. The following four bars, 82 - 85, conclude with triadic moves
from Eb major7 to A major, a counterpole progression. This particular
tritone has great significance in the work as a whole, as will be
discussed in chapter 2. Bofh these passages are repeated several
times in the course of the section and the Eb + A progression leads
directly to D for the start of the repeat of section A in bars 119 -
120. The second movement ends with a passage that pute radical and

traditional in close company.

99



Figure 69. G minor Quartet II Bars 192 - 195
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Bars 192 and 193 end with chords of interlocked major thirds on C and
Eb. Each time, they are preceded by a structure of whole tones with a

BF outline, B being the tonal goal,

and followed by a B minor triad.
In respect of the axes of symmetry, C and Eb are dominant pitches and
therefaore can be said to be replacing F#, the conventional dominant of

B. 1In fact, the movement eventually concludes with a traditional V7 -

1 progression.
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The opening passage of the first *“Novellett", bars 1 - 18,
employs chords of interlocked major thirds and chords of added fifths
but none 1is in an emphasised position and their use is neither
consistent nor regular. In barse 35 - 36, there is an emphasised
chordal passage but this comprises traditional triads. Bars 66 - 68
contain a tritonal progression, Eb - A, and a chord of interlocked
major thirds which results from an appoggiatura. Therefore, in this
plece, the radical chordal structures are few and are placed 1in

relatively obscure positions.

The second piece begins with two conventional chords followed by
a series of diminished sevenths in bars 2 - 4. This comprises the
introduction which leads to the allegretto of section A in bar 5.
This bar ends with four chord structures built on interlocking major

thirds and tritonmes. It leads to a further such chord at the

beginning of bar 6.

Figure 60a). Novellett II Bare 5¢2) - 6(
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Figure 60Db).
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The movement ends with a move from a unison C# to a G major triad
and in this way the perfect cadence is replaced by the tritone. The
final piece ends in an unconventional manner toa. The bass in bar 152
implies a perfect cadence in Eb but in fact both the Bb and Eb in the
‘cello are part of chord I. The preceding chord occurs at the

beginning of the bar and is Db major which does not form a
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conventional progression, However, Db is in the same tonal axis as
Bb, the true dominant, and so Bridge has achieved a dominant to tonic

progression in this rising whole tone.

The first subject of the first part of the “Phantasie" 1is
strongly in F minor but the first playing, 1in bars 2 - 6 is
unaccompanied. Then follows an extended perfect cadence in F minor
before the repeat of the theme which is approached from the chords in
bars 12¢(2) - 15(1). These triads avoid the tonic chord in root
position. This is bheld back to reinforce the V - I outline at the
start of the theme. However, the F minor chord is not preceded by its
dominant but by a chord of added fifths, Bb F C G. Each time the
theme 1s presented in F minor in the exposition, this progression is
repeated, bars 22 - 23 and 41 - 42. Another unconventional structure
occurs immediately after the first playing of the theme 1in its
accompanied version, bar 20(2). Again, the unconventional chord, of
interlocked major thirds, replaces chord V at an implied perfect

cadence.

The sequences in bars 45 - 49 have already been discussed. [See
Figure 40.] Each time, the chord following the +tritonal/fourth
thematic outline comprises interlocked major thirds with one added
counterpole. The chord is in an accented position reinforced by rests
immediately before. However, each time, this structure resolves onto

a seventh in root positionm.
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The transition begins [bars 61(¢(2) - 52(1)] with a major third
progression, from C# major?7 to A augmented. The latter chord

comprises interlocked major thirds. The sequential repeat in bar 55

et seq. omits the major third progression but retains the chord of
{nterlocked thirds. The third playing of the material, bars 58 - 60,
uses conventional chords but employs a tritonal progression at the

beginning of bar 58, from Bb minor? to Fb major?. In the second

subject, a chord of added fifths, Db Ab Eb, is held throughout bars 81

- 84 in the three upper parts.

A significant passage of chordal writing concludes section B of

the middle part of the work, bars 301 - 303.

Figure 61. Phantasie Bars 301 - 303
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This comprises a major third progression from D to F# repeated three
times. In addition, the chord on D is made up of interlocked major
thirds. The final F# major triad, in bar 303, leads to a D major
chord at the start of the repeat of the first part of the middle
section in bar 304, This means that F# replaces A, an axis

counterpart, to form the cadence.

A similar kind of passage concludes the second playing of the
main thematic idea of the final section, bars 408 - 414. {See Figure
30.1] Chords of interlocked major thirds alternate with E major
triads. The wuse of unconventional chordal structures in the
“Phantasie" is more overt than in the preceding work. Such chords are

placed at structurally important moments and given more extended use

In the first *Idyll" a tritonal chord progression occurs at the
height of the climax of the first section, bars 22 - 24. [(See Figure
18.1 This comprises a sequential passage and so the initial G - C#
progression between the second and third beats of bar 22 becomes D -
G# in 23 and A - D# in 24. In the middle section of the piece,
interlocked major third chords occur as a result of appoggiaturas in
bars 36 - 37. This is repeated in bars 44 - 45 and then treated

sequentially in bars 52 - 53.
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The unconventional nature of the beginning of the second "Idyll"
has already been discussed. It is no surprise that unusual chords
featurevin this passage too. The first phrase ends with a progression
that involves two 1interlocked major third chords with added

counterpole.

Figure 62a). Idyll II Bars 5:=18
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The second plece ends with a major third progression, D# 4+ B + G in
bars 97 - 100. This is followed by a tritonal move from A to D# in
bars 101 - 103. D# leads to B once again, in 104 but this does not
begin the major third progression for a second time. Instead, B7 has
a quasi dominant function as it leads, 1in part, to a resolution on E
in the last bar. This is not a complete resolution as E is placed

with C and the tonic chord is avoided.

Vhole tone progressions mark the start of the second theme in the
final pilece. In bars 58 - 60, the music moves through A major/minor?
to B major/minor?7 to C# major/minor7. A sequential repeat in bars 66

- 68 employs D major/minor7 to E major/minor7 to F# major/minor?.

The introduction to the first movement of the E minor quartet
ends in bar 4 with a chord of G augmented consisting of interlocked
major thirds. This resolves onto C at the start of bar 5 but the
triad is avoided at this point as G is absent. By putting just C and

E together, the major third identity is retained.

The transition in the exposition ends in bars 49 - 50 with a

cadence onto D.
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Figure 63. E minor Quartet 1 Bars 49¢2) - 50
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The first of the chords is F A C# with G which can be explained as a
chord of interlocked thirds with an added counterpole. This leads to

an augmented sixth chord at the end of 49 which can be described as

two pole/countepole axes, a whole tone apart. This resolves onto D

major in bar 50.

A passage in the second subject., bars 73 - 75, combines maior
third progressions with structures of interlocked major thirds on the
beat. The C to E progression in bar 73 leads to E to G# in bar 75,
separated by F# to D in bar 74. The major third chords in 73 and 7%

are C/B# E G# while that of bar 74 is D F# A#. Thus chords and

progression are interlinked. The passage is repeated in bars 263 -

265 in the recapitulation where the pitches are a major sixth higher.
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At the second climax of the development in the first movement,
bars 154 - 159, Bridge reiterates a C minor to Ab augmented
progression. This 1s another example of progression and chord being

linked. This writing is particularly clear as there are no other

chords in these bars.

Figure 64. E minor Quartet I Bars 154 - 159
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This passage is important also because it reflects the C E pairing of
theme and tonality of the first subject. Chords of Ab and C are used
again shortly, imn bars 168 - 170, and, perhaps even more
significantly, to end the development, bars 199 - 203(2). At this
point, Ab, as an axial replacement for F, forms the plagal cadence to

end the section.
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The first subject of the recapitulation draws to an end in bars
221 - 223 with repeated diminished seventh chords. Again, Bridge
highlights its use by eliminating other, distracting chords. The
progression combines perfect fifths, minor thirds and whole tones -
D+ A, B+ F#, G# + D¥#

while the chords themselves comprise minor thirds and tritones.

There is a return to the C E Ab structure in the closing bars of
the movement. The final progression occurs in bars 319 - 320 with a
move from C major7 to E minor. Again, this forms a plagal cadence as

C replaces A via the axial third relationship.

In the third movmement, the climax at the end of section B comes
in bar 104 with a chord of added fifths, Bb F C G D A, It is followed
by a kind of B13 at the end of the bar and then by a conventional C
major triad in bar 105. This is a clear example of the way that

Bridge melds traditional and radical structures in his music.

The quartet as a whole shows radical progressions and chords put
together in an unconventional way. Certain passages overtly exploit
unusual structures while on other occasions, the two extremes of
Bridge's style are put in close context. One new feature of this work

is the way that chord and progression are interlinked.
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In tandem with Bridge's exploration of tonal procedures, was a
new approach to thematic writing. Although the flowing, lyrical style
continued up to and including the G minor quartet, a more motivic and
terser Iidiom was emerging, one that would complement tonal
relationships more fully. This interweaving of themes and tonality in
the G minor quartet is discussed in depth in chapter 2. However, this
type of writing is evident early in the first subject of the first

movenent.

Figure 65. G minor Quartet I Bars 8(3) - 13
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Figure 65 contd.
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The transition opens with similar writing but it is perhaps more

clearly evident in its appearance in the development, bars 114 - 116.

Possibly the best example of motivic writing in the quartet is
the material of the introduction to the second movement which 1s

inextricably bound up with the fluctuating tonality.

Thematic ideas of this sort are a part of Bridge's style from the
beginning. The thematic writing 1in section A of the second
"Novellett" has this character and it accompanies an absence of clear

tonal reference.
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Figure 66. Novellett II Bars 6 - 8
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The "Phantasie" displays more conventionally lyrical writing but
the sequencing in bars 45 - 49, mnentioned previously for 1its
unconventional patterning, is motivic in nature. The *“Idylls"
continue with this expansive style although much of the material could
be the basis for motivic treatment. For instance, in bars 10 - 12 of
the first plece, a figure with a major third outline could be
developed 1in this way but instead 1t 1is fitted into a more

conventional turn of phrase.

Figure 67 overleaf.

113



Figure 67. Idylls I Bars 10 - 12
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The opening idea of the E minor quartet has motivic possibilities
but its use in the rest of the first subject is more traditional.

More radical is its appearance at the start of the transition, bars 28

- 31.

Figure 68. E minor Quartet I Bars 28 - 31
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Development sections in the quartets do not display the motivic
writing that one might expect but one passage of developmental writing
that does treat earlier material in this wav is the coda at the end of
the third movement. A little further on, the three upper parts take

on this style with violin 2 and viola having palindromic motives.

Figure 69. E minor Quartet III Bars 126(2) - 126
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The ostinato is a technique that reflects motivic writing and an
example of this occurs in the finale. It is introduced in bar 94 and
comprises the whole tones D and E. From bar 108, this is altered to B

and C#. [See Figure 51.]

From this discussion of the early works for string quartet,
certain general points may now be made. Firstly, all of the works

show certain similarities of approach, there 1s no stylistic
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revolution. This is because all of the works are constructed out of a
blend of conventional and less conventional techniques. In the early
works, especially the miniatures however, the "HNovelletten", "Idylls"
and “Phantasie", it 1is the conventional techniques that are more
dominant. Nevertheless, many of these are put into more radical
contexts and thus developed. Such examples I have described as being
transitional. Some passages are highlighted for their obviously more
forward looking nature and these 1 have discussed above. Vhat 1is
lacking, seemingly, in these early works is the fusion of tonality
with themes and chords that marks out the G minor quartet. There is
evidence that Bridge was working towards this but the earlier pleces
lack a sense of completeness in this respect. The more intense style
of the G minor quartet bears witness to this development in his style,

as will be discussed in the next chapter,
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String Quartet No.=2

Eight years passed between the completion of the E minor quartet
and the starting of the G minor quartet in the summer of 1914. In the
intervening yvears, Bridge maintained his output of chamber works. the
significant additions being the slow growing Sextet and Piano Quintet.
the three sets of "Miniatures® for piano trio and two more Cobbett works.
The first of these was the prizewinning Phantasy for piano trio of 1907
and the second was the Phantasv Piano Quartet which was comnissioned bv

Cobbett in 1910.

A fourth Cobbett Chamber Music Competition was advertised in the
May edition of the "Musical Times" -

'Mr.W.W.Cobbett offers a prize of £50 for the best original String
Quartet (in Sonata, Suite or Phantasy form) in which the violin parts

shall be of equal interest and importance. Entries close on December 31.

117



Mr.Cobbett will himself examine the manuscripts, selecting a few to be
performed before a small select audience. who will make the ultimate

adjudication by vote.' <1>

In the end there were two prizes awarded, for a phantasy quartet
and for a sonata quartet. Bridge won the latter, despite submitting his
work after the official closing date. Apart from this recognition.'the
quartet was also highly regarded by performers, audiences and critics and
it had numerous performances in its earlv vears. It was first performed
by the London String Quartet on 4 November 1915 at the Aeolian Hall,
London. A lengthy article appeared in "The Times" on Saturday November 6
which not only praised the work itself but promoted Bridge as an
established composer of chamber music, and rightly so as we can now see
this work as being at the pinnacle of the earlvy Bridge style, indeed, a
dualistic plece, looking both backwards to the lyricism of the early
style and forwards to the increased chromaticism and motivic interplay

of the later works.

Although the quartet is dated March 1915, it is very probable that
the work was under consideration for some time before that. A number of
chamber works were written over a period of years or later subject to
considerable revision. Also, the period of the war was not a fruitful one
for Bridge, a fact which supports the view that it may have been largely

written before the given date. Nor is there any strong impression that
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this music was borne of the tragedy of war. Bridge was greatly affected
by the trauma but this work does not particularly reflect this in the
quality of its themes. The main tonalities of the first two movements
are minor but there is no sense of desolation about this music. The
first subject of the first movement has great power allied with the
sadness of the G minor. Section A of the second movement, meanwhile, has
an almost quixotic character. Furthermore, there is a sense of resolution
in the work as a whole and, moreover, it is the triumph of the major mode

over ninor.

The G minor quartet is in three movenments rather than the usual
four. They are an allegro ben moderato in sonata form, a quasi scherzo
in termary structure and a fast finale, prefaced by a molto adagio
introduction, which combines sonata and arch forms. The absence of a
slow nmovement may perhaps be explained by the fact that the first
movement is not as fast as one might expect and it is in a rather
serious mood; even the second subject, for all its lyrical quality, does
not move into the lighter mood one might expect. To include a slow
movement after the sonata might have diminished its power and intensity.
Such a problem must present 1itself where the introspective side of the
minor mode is used for the first movement. However, it is not unusual to
invert the order of the middle movements but Bridge discards that idea,
choosing instead to write an andante middle section in the scherzo and a
slow introduction to the finale. It is possible that Bridge simply did

not have time to write a slow movement, given that the work was

119



submitted well after the closing date of the competition. This premise

may be borne out by the more repetitive and reworked stvle of the finale.

However, despite the missing movement, the overall structure has a
satisfying balance. Similarly, the individual movements are well gauged
in terms of section lengths and there is a great measure of success in
the marrying of different ideas and moods. In these ways, the second

quartet shows a marked development from the first.

In addition, there is a sense of unitv in the work. This is partly
as a result of the organic nature of the language and partly as Bridge
reworks material from the first movement in the finale. but there seems
to be another, underlving factor that brings together the disparate
elements of the quartet. There is no overt evidence to support this but
there are certain aspects of the music that are unexplainable in
conventional terms. Some chord structures bear this out particularly well.
They are not based on traditional triads and so the assumption is that

they are formed from specific intervals.

A good example of a passage containing such chords occurs at the

end of the development in the first movement.

Figure 1 overleaf.
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Figure 1.
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Here there is consistent use of the same sort of structure in the upper
three parts, which can be considered as one as they move in the &ame
rhythe. The ‘cello is rhythmically independent and while the pedal E can
occasionally be shown to form conventional chords with the upper parts,
this is neither consistent nor regular. The resulting structures in the
upper parts cannot be described in conventional terms but their
intervallic makeup comprises an interlocked tritone and major third.
This particular structure 1is frequently used in the piece as is the
augmented chord, which may be regarded slightly differently in the light
of the passage under discussion, particularly as augmented chords often
have an added counterpole or fifth.  The augnmented chord comprises
{nterlocked major thirds and when a counterpole is added to one of the

pitches, there is an obvious relation to the structures in bars 126 -

128 (1),

121



Figure 2.
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Example b) is another chord at a structurally important moment, the final
chord of the recapitulation of the first subject. It is part of an
extended crescendo but the music 1is broken off briefly after the chord

before a climactic return of the end of the transition on a D major triad.

Both of these structures recur frequently in the music and there are
other structures which, because of their content, are most clearly
explained through their intervallic makeup. In every case, the interva ls
used are those that divide the octave symmetrically, as outlined in

chapter 1.

In such highly organised music , it is not unreasonable to suppose
that other examples of intervallic symmetry will exist and . indeed, there
is evidence to support this premise in the tonal relationships and in the

thematic writing as well. In the course of this chapter I shall examine
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the main tonalities of the work and of each movement. 1 shall then study
each section in tonal detail before analysing the mnusic in terms of
thematic and chordal construction (and occasionally chord praogression).
At each level, the music can be shown to be constructed around
intervallic symmetry. Further, there is a considerable body of evidence
to suppart the premise that there is an implicit axis symmetry, A/Eb,

underpinning the quartet.

As to whether Bridge was activelv concerned with organising his
music in this way, there is no coancrete written evidence and 1t is
possible that he was just using sounds for which he had a preference.
However, such a chromatic work is clearly at the forefront of the sort of
tonal developments that were taking place in Europe in the early vears of

the century.

The main tonalities of each movement of the work are G, B and G
which have a major third relationship. Apart from the fact that this
interval divides the octave symmetrically, the placing of these pitches
on the circle of fifths tentatively suggests a symmetry round the A/Eb

axis.

Figure 3 overleaf.
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Figure 3.

Internal relationships are frequently the minor third, another interval
that symmetrically divides the octave. The first and second subjects of
the first movement are based on G and Bb, both tonic pitches in the work.
The middle movement uses B and D as the main tonal pitches and these
have a dominant function in the work. E minor and G major form a tonic
ninor third in the finale. There are no tritonal relationships in the
tonal framework. It is significant though that major and minor thirds
from G are both used, BBb and E. The semitonal relationship that
results is much used in the work: in the first movement there is much

nade of the D/Db relationship to G.

By placing all the main tonal pitches of the three movements on the
circle of fifths, there is further evidence to support the premise of a
hidden A/Eb symmetry in the work. ([Bb as a counterpole to E does not

affect the basic arrangement.]

Figure 4 overleaf.
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Figure 4. S S A

The strong tonal framework belies the ambiguity which features to
such a degree in the quartet. This combination of conventional and
radical is not new to Bridge's style, indeed it is present from the first
works for the medium. Much of the writing in the present work |is
chromatically shifting and therefore avoids clear tonal reference. At
times, Bridge creates ambiguity by using more than one prominent pitch
and thus implying two or even three possible tonalities. A good example
of this technique occurs in the recapitulation of the second subject in
the finale. The second statement of this theme begins in bar 255 and it
is based on E, the first time that the idea has been played on the tonic.
However, there 1is a strong tonal pull to D as the viola sustains this
lowest sounding pitch as a pedal for eight bars from 255. Significantly,
D and E straddle A on the circle of fifths and this may represent a way
of implying the underlying symmetry of the work. Apart from the tonal
polarity of this passage, there is considerable chromaticism in violin

two and 'cello which weakens the effectiveness of the tonal anchars.

126



By contmat

, there are passages that are quite conventional and
there is little or no doubt as to the intention. One such example is the
beginning of the second subject in the exposition of the first movement
where Bb is clearly established. In addition, there is much sequencing in
all three movements which points to a traditional tonal procedure.
However, repetition of anv kind 1s never baldly executed by Bridge and
this type of writing is subject to considerable variation. Another
conventional feature of the music 1s the fourth/fifth relationship but
here too the traditional is put into a new context as implied tonal
reference is obscured by chromaticism and fluid harmonic progressions.
The same can be said of some of the chords which are essentiallv common
triads, sevenths or ninths but frequently their context is such as to

conceal and to av.oid the expected harmonic progression.

Two pages of sketches exist for the work. Both are twelve stave
and contain short passages, some of which are in full four parts. There
is some crossing out and correcting, all of which suggests that these
pages were used at an early planning stage when ideas for the first
movement were being tried out. It is obvious that this is material for
the second quartet as many thematic outlines are similar and in some
cases identical to those eventually used in the work. It is possible to
order the pages as one has a definite thematic progression towards a
fairly accurate version of the opening of the first subject in four parts.
The second page opens with an unaccompanied repeat of this theme. and

this may indicate that this was the continuation page. Most of the
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working 1s in 3/4 time: there is one brief passage in common time and a
ceven bar passage in four parts in 9/8, both on the second sheet. Bridge
eventually chose 4/4 for the first subject, perhaps for its greater
expansiveness and less quixotic character. Most of the two pages are in
F minor. As this is the main key of the much earlier "Phantasie for
String Quartet", it is possible that Bridge felt he had not adequately
explored the relationships presented by this tonality. However, G minor
proved to be more suitable, possibly because it opened up the D/Db
fifth/tritone conflict in the bottom register of the ‘cello, a relationship
that he introduces there in the eighth bar of the first movement. On the
second page, the 9/8 passage is in F# minor but this is not obviously

first subject material.

The first page begins with a ten bar passage, the first six bars of
which are in three or four parts, the texture reducing to two parts in

bar 7 and the last three bars comprising unaccompanied theme.

Figure 5.
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Figure 5 contd.
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Although this theme is considerably different from the final version, not
least in its outline which starts with a rising figure, the writing in the
cecond and third bars is recognisably first subfect material. Unlike the
final version, the idea does not comprise a reordered tritonal outline of
added fifths, due to the use of E natural and D natural. In the final
version, the leading note is never sharpened, to retain the symmetry.
Harmonically, the sketch passage is quite different and there are fewer
chords as the part writing is more sparse. Another feature of the sketch
is the repetition of the theme down the octave from the first playing.
This begins in bar 7. Bridge avoids this kind of obvious transference of
material in the quartet. Other similarities between this and the G minor
first subject are the use of sequences, bare 4 and 5 and the descending

scale in the bassline.

The end of the first passage is marked by multiple vertical lines on

the manuscript. The second passage 1is eight bars long and introduces
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new ideas and reworks some from the previous passage. Firstly, both
staves are now in the bass clef and it seems likely that the lower line
ie a second working of the same material. The shape of the thematic line
is more like that of the quartet for it begins by descending and it is
now closer to being a series of added fifths with a tritonal outline.

Db/G. Only Gb lies outside this.

Figure 6.
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As before, the material is treated imitatively. A new feature is the

grace note figure in bar 3 which is used in a different form in bar 12 of
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the quartet. This passage is marked by an absence of a harmonic texture
and sequences. Both of these first two passages appear to be trving out
the first subject theme although neither begin on the tonic chosen for

the final version.

The third passage, of aproximately six bars, is a far more dramatic

gesture than anything tried so far.

Figure 7.
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Texturally this is more like the opening of the work itself. The rising
seventh figure is repeated sequentially, up an augmented fourth, and it

could be that this idea becomes the idea in bar 10 of the quartet.

Figure 8.
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The dotted figure at the start of bar 2 of the sketch has been included

in all the workings so far and is retained in the quartet.

Figure 9.
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Surrounded by crossing out, a two and a half bars follow this in the
sketch. Harmonically sparse, this third passage 1is nevertheless more
advanced than anything so far on the manuscript. Although the chords
themselves are explainable in conventional terms, their arrangement is
such as to create ambiguity. The tonic to dominant in bar 2 comprises Ic
in the major mode, leading to the same chord with added seventh and then

to an augmented sixth on C as a kind of dominant which remains
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unresolved.

This is an eleventh chord, a structure Bridge favours in the quartet tor

its ambiguity

another working of the same rising seventh idea in octaves and now in

One further chord in the passage is even more ambiguous.

. A single dividing line separates this passage

the bass instruments.

The first page of the manuscript ends with two passages that are

quite similar, of six and eight bars.

Figure 10.
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These are much more like the opening of the quartet, thematically,
harmonically and texturally. Both of these versions in F minor begin on
Eb, to emphasise the flattened leading note that is a feature of the G
minor version. The opening bar of each working is different although the
continuation is tﬁe same. This points to Bridge's difficulty with the
starting of this theme, which only has the necessary space and time in
the 4/4 that he eventually used. An importa nt feature of both sketch
passages now is the thematic pitches comprise added fifths with a Db/G
outline. The quartet is a whole tone higher than these sketches and so
the theme has an A/Eb outline. Harmonically, the two sketches are

similar and it represents much of the quartet in a similar context.

The second page opens with an unaccompanied statement of the tirst
six bars of the first subject in F minor, beginning now on the key note
for the first time. The rest of the page may well be working for the
quartet but, if it was, none of this material was finally chosen. Some
chordal structures are followed by two thematic figures in common time,
eight bars of fully worked four part writing which may have been
intended as a continuation to the beginning of the first subject and
finally seven bars of completed working in F# minor in 9/8. There is

some indistinct F minor writing at the foot of the page.

These two pages of sketch reveal, in part, the way that the first

subject of the first movement of the G minor quartet evolved. What is
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clear, is that ideas were also being tried out elsewhere. The passages of
four part writing on the second page, for instance, contain few
alterations. Some other pages of manuscript that have survived contain
fragments of different works, often from different periods of his working
life. The assumption is that he worked on several pages of manuscript at

a time, using what was to hand.

The quartet opens with a highly developmental first subject and
because of its nature 1 have discussed it in some depth. Intervals used
for overall tonal relationships are also used as the basls for much
thematic and chordal structuring and to clarify this [ have discussed
each section of the work in two ways, its tonal architecture and internal

working.

Figure 11.First Movement. Exposition. First Subject
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Figure 11 contd..
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Figure 1la) shows all the tonalities of the section and indicates their
relative importance by the rhythmic value ascribed to the pitch. It also
shows that the section has a conventional I to V progression., G to D, but
that the method of getting from tonic to dominant is quite
unconventional. The highly chromatic style is obvious immediately as the
forte double stopped G minor chord at the beginning of bar 1 is followed
by fluid chromaticism. However, the second and third tonalities, C and D,
conventional subdominant and dominant, are established by V - 1 bass
lines. FNevertheless, the harmony at these points, bars 6 to 7, does not
entirely support these implied tonalities. Dominant D is replaced by Db
at the first climax at bar 8¢(2-3). This is the first indication of the
D/Db interaction with G. This C/D/Db progression of bars 6 to 8(3) is

rearranged at bars 14 - 19(2) as D/C/C#.
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The second climax of the first subject comes at bar 19(3) on Eb
which has a major third relationship to G. This mav have been
anticipated by the use of the bass 1line A in 12 - 13 which has a
significance by virtue of its length but which lies outside the C Db/C# D
pattern of the passage. Eb not only links to the G - B relationship ot
the overall tonal framework of the quartet by forming interlinked major
thirds, but it also anticipates the Bb of the second sublect as 1its
subdominant. This early use of Eb may also be a reference to the Eb/A
axis as the basis of symmetry of the work, especially as A is placed at

the top of the texture. in violin two.

Figure 12.

Figure 11b) shows a number of less important tonalities
removed and now it 1s ©possible to see three adijacent tritonal

relationships underpinning the first subject. All three are much used in
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the thematic and harmonic structuring of the movement as a means ot
unifying the music through symmetry. In addition, the three axes
represent the tonic. dominant and the underlying axis of symmetry of the

work.

Figure 13. E?{

Figure 11c) further condenses the tonal framework and shows Db and Eb as

chromatic inflections of D, the goal of the section.

It is perhaps not surprising in music of such an organic nature
that this is the onlv occasion that the first subject occurs in this form.
The fluidity of the style 1s clear in the thematic writing at the
beginning. Although the music has a number of points of repose, the
theme cannot be said to be constructed in conventional phrase lengths.
Rather, it suggests a continual unfolding and it is not clear where it
ends as 1t passes from first to second violin and back in bars 9 - 12.

However, as the theme comes to rest on G at bar 10¢3), I consider it to

137



be useful to examine the thematic construction from the beginning up to

that point.

Figure 14.

Ao ben modertd

)

| R” e, — M oLy P
11"1/4‘#“( . “‘l ¥ e
f o Lp g2’ 7
—J
vo {3 ‘W“‘b. qﬂ — — > —
N LN e £
1 7 gl }
- o ) 1 7 { v !
5 — lV‘ Tl \_—/"/ L
J o (4,23 b’_\>- m"l — 3 :P
0 o
\ E ___L. g ‘/r\ - —
7= HoE— P
TPr — | = T T 7" a%a
10
L AERSPTR — mfp ———
QP .

For most of the theme, up to bar 8(2), the writing is based on Eb/A

tritonal symmetry. This is clear if the pitches are placed on the circle

of fifths.
C
S
&, N
/ \
Figure 15. Eb% e Ny -)A
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C occurs at the centre of this symmetry and this may explain the early,
brief use of that pitch as a tonalitv; it is the first new tonality after
G. The premise that the theme is constructed arocund an axis of symmetry
explains why F replaces the leading note F# as the latter falls outside
the symmetry. The premise also ties in with the A/Eb svmmetry of the
tonal architecture of the work and with the use of Eb as an important

tonality in this section.

As mentioned above, there are a number of points of repose in the
theme and in bars 1 - 8 these occur at bar 1(G), bar 2<A), bar 4(D), and
bar 8(Eb). These four piltches demonstrate the interaction of fifth and
tritone, G0 and AEb and 1is therefore a variant on the G,D,Db
relationship mentioned earlier. In addition, the thematic emphasis of Eb
in bar 8 is perhaps in anticipation of the tonal climax on that pitch at

bar 19.

The unfolding of the theme in bars 1 - 8 is characterized bv
sequences, a technique very much associated with tonal music. Initially,
these occur in bars 2{) - 6(2), The sequencing is confined to the
theme, with the material being transferred from D ta G, a clear indication
of traditional structuring. However, the sequencing is not matched with
the tonalities in these bars and it is only when the idea returns for the
final time in the section, bar 24, that the match is achieved, on D as

dominant preparation.
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The continuation of the theme in bars 8(3) -~ 10(@) introduces Ab
and Db to the tritonal outline mentioned above. These extra pitches
create a new symmetry with a major third outline, Db to A. This
interlocks with A/Eb and the pairing of these intervals is the basis of
many chord structures in the work. In addition, Db to A is used in the

bass in bars 8(3) - 13(1) and thus bonds the outer parts together.

The bass line in bars 1 - 6(1) comprises an interrupted descending
G minor scale. The first linear span, in bare 1 - 3 has a G to Bb
outline , which reflects the tonal architecture of the movement. The
replacement of the leading note F# by F results in a scalic symmetry.
BbCDEbFG
221 22
In addition, these pitches almost form added fifths Eb to A <(only A is
absent and this occurs in the continuation from bar 4). The descending
line is continued from bar 4 - 6(1). It begins, significantly, on Eb.
Ab and B can be explained as auxiliary notes as neither fall within the
A/Eb symmetry. B cancels the Bb in the previous descent but is possibly
presented to introduce the semitonal conflict which is a feature of the
waork. It may, indeed, be a development of the D/Db interaction. Like the
first three bars, the continvation is based on symmetry, although
different to the original -
Ab ABCDEb
12121

Significantly, the symmetry is broken at the beginning of bar 6 by G.
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Bars 6 - 7 comprise rising conventional sequences on C and D.
Although the bass line is totallv unambiguous, the upper parts at this
point do not reinforce it as the texture is chromatic and contrapuntal.
However, thematic sequencing in bars 7 and 8 on those twao notes are an
obvious way of bonding the outer parts. These thematic sequences appear
to be based on the earlier ones in bars 2{4) - 6@). There is vet
another way in which the outer lines are linked. The bass outline in

bars 6(3) - 9 is the same as that of the thematic material in bars 8(3)

- 18.
Figure 16.
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The ocutline of the bass here is A to Db, the major third of the thematic
ocutline of bars 1 - 10(2). The violin versions of the idea have tritonal
outlines, chiefly G/Db and A/Eb. Both are used twice, once in retrograde.
The remaining axes used are F/B and D/G#. Although the thematic cells

have symmetrical outlines, their arrangement is assymetrical.
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Figure 17.
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The A/Db outline of the original bass part is reflected bv the use ot
these pitches as entry notes in the violins. The order of entry pitches
is A,A.Db,Db,F,Eb,D. The first six notes form a structure of interlocking

major thirds with axis.

\ \
Figure 18. é’ \\\\‘\A

Only D falls outside this arrangement and this entry may be said to be a
little less important as it is almost hidden in the middle of the texture.
The use of D as an entry pitch may be an implication of Db resolving

onto D.
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Conventional triads lie at the basis of this passage, with much use
being made of sevenths and ninths. There are occasional augmented triads
and chords of added fifths, both of which are symmetrical structures, but
there is no discernible pattern to chord use. The work begins with a
straightforward double/triple stopped G minor chord in root position but
the music then slides into each new chord in a complex manner so as to
remove almost all sense of harmonic rhythm. This shows the essence of
the style, its ambiguity. At times, Bridge chooses ambiguity, as for
example at the first climax on Db, bar 8¢4). The chard above the Db bass
could be explained in one of two ways, either as Db(l1) or as Cb(1ll).
The approach chord is Gb which sheds no further 1light as 1t forms a
conventional progression with both chords. The pitches of the ambiguous
climax chord are Eb,G,Cb,Db and Fb. They form a similar structure to
that of Figure 9, interlocked major thirds with axis (if Fb is omitted).
The resolution of the chord comes brieflv on the second beat of bar 9
and is G(11) diminished. The G/Db axis forms a unifying factor in the

progression.

The thematic germ 1in bars 6(3) to 13 1s the basis of sequential
material in bars 14 to 15. Tonally, the later passage reverses the
arrangement of bars 6 - 8(2). The semitone is placed at the beginning of
the motive in both bars, as in violin 1, bar 8. This sequence is of note
in two ways. For the first time, all parts are sequential and secondly,
the tonalities arise from the progression. These two factors may

indicate a greater importance of this material; it recurs during the coda,
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where its full significance emerges. From the opening note to the
accented apex, there is a tritonal outline, Eb/A in 14 and C#/G in 15.
This is, therefore, further evidence of the underlying importance of these
two axes. However, both axes resolve onto a major third, Eb/A leads to G
and C#/G to F. This produces a different symmetry with G/C# again the

link.

Figure 19. £ ; L

Against the motive, the countersubject in violin 2 in bar 14 and violin 1
in bar 15 is based on paired axes. The tonic C#/G and E/Bb are the root
of bar 14 and the dominant B/F and D/Ab in 15, In addition, C#/G 1is

retained throughout as a means of unifying.

The viola line in these bars echoes the start of the thematic motive
and thus highlights the fifth/tritone element (Eb.E,Bb and Db,D,Ab). This
seems to be a further development of the D,Db,G relationship suggested by

the tonality. (See Figure 2)
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The bass in these two bars takes the Db,D relationship (written as
C#,D) and then moves this on to C,B. This is the start of a descending
chromatic line in bars 14 to 16(4) which has a conventional D to G, V -
1 outline. This is followed by the ‘'cello repeating its earlier line (1 -
4) at 16(4) - 18¢2>. The repeat is ended by the introduction of C# in
18. This replaces C as a means of using D/Db/C# at a climax. C# is
actually a non - essential note as the bass line continues to descend.
onto C at 19 and then to Bb instead of the B, at bar 4. This is possibly
further working out of the B/Bb interaction. The line is not continued
down onto G as at first, but now uses Bb to get conventionally to Eb for
the main climax of the first subject at bar 19 - 20. The climax in bar
18 1is not an important one and this 1s borne out bv the fact that
tonality and chord are not synonvmous. The root of the chord in the last
half of bar 18 is F and this forms a major third relationship with the
tonality, C#. This relationship is co